Straight Dance
by Jan Hackatt

Sometimes called the Southern Traditional® and often referred to as the *Old man's® dance the Straight
Dance finds it's roots in the warriors societies of the Hetuska. The outfit is comprised of many pleces and
care must be taken to coordinate the various parts. The dance clothes combined with the graceful and
stately movements of the dancers come together to create a stunning dance style.

Let us discuss these ltems as a dancer gets ready to enter the
arena. The first item put on by most dancers is a palir of
leggings. You will find two distinct styles of leggings, the first
style is made of trade cloth with elaborate ribbon work on the
inside of the flaps. The ribbon work is exposed by holding the
fiap open with the garters and bells that are worn just below
the knee. This style of leggings are found commonly among
the Osage, Fox and the Ponca. The other style of leggings are
typically made of white or natural leather and have a tab
extending downward from just above the knee. The inside of
the tab should be covered with trade cloth and edge beading
finishes the tabs nicely. This style of leggings Is typical of the
Kiwoa and Commanche.

The next item will be the trailer and apron set, these are
generally made from trade cloth, aithough you will sometimes
find other types of materials being used. When making your
apron and traller keep in mind that the color red is reserved for
the oldest son. The better apron and trailer sets will have
elaborate Osage style ribbon work. If you wear trade cloth
leggings the ribbon work should coordinate with the apron and
trailer set.

The next itam to be put on is the ribbon shirt, the colors and patterns used in this traditional shirt are
endless. The one rule Is that the ribbon on the shirt matches the color of the neckerchlef and scarf set.

The next item to be put on s the bandoliers, there are two of them one worn over each shoulder, The
items used in the construction of bandoliers varies greatly, you will find bone, horn, peny beads, old shell
casings, brass beads, siiver beads and more. Usually attached to the bandollers at the shoulder blades Is
the scart "set" (note some dancers attach them directly the ribbon shirt ) the important thing to remember
here Is that the color matches the ribbon on the shirt and neckerchief. The scarves will sometimes have
conchos, feathers, plumes or other adornments attached to them. Some dancers will have a ball of
sweetgrass tied in the center of the scarves and then attached to the shirt of bandoliers. You must be
cautious of this as some will say this Is a payote sign, while others say It Is to keep the dance clothes
fresh.

The next item to put on is the choker, the materlals used in It's construction should match the materials
used in the bandoliers. There is generally four rows in the choker and a conch shell in the center. Next we
add the drag or otter strip, it attaches around the neck and hangs down the back touching the floor.
Probably the most common is a full otter skin or a simulated otter strip mounted to broad cloth and
decorated with beading, feathers, mirrors, rosettes and more. The other common drop/drag Is conchos or
silver hair plates mounted to a piece of leather. The ends of the drag or otter will sometimes be adorned
with horse halr and peyote beading. Once the drag and choker are In place It Is time for you neckerchief
and slide. The slide is typically made of german sliver and the color of the neckerchief is the same as the
ribbon on the shirt and scarves.




The next piece of the outfit to put on is the assumption belt, it is made from yarn using the traditional finger
weaving procass. The belt should be long enough that the ends hang to your knees. You will see the belt worn in
two manners, the ends of the belt hanging at both knees. The other way is with both ends hanging from the right
side. On top of the assumption belt will be a heavy leather belt. There are many different ways to decorate this
leather belt the most common being conchos or a large piece of loom beadwork. One note of interest here is the
belt covers the bandollers in the back but not In the front.

At this point it is time for your garters, they are worn just below the knee on the outside of the leggings. A simple
over hand will hold them in place and the ends should touch the ground. The garters are made in the same
fashion as the assumption belt and with the same materials. It is now time to add your "noise” makers. With cloth
leggings sleigh bells mounted to heavy leather are wom on top of your garters. If you choose to wear Kliowa or
Commanche style leggings it is acceptable to wear deer hoof clackers or bells. Add a pair of plains style
moccasins that are partially beaded and you are just about ready for the Grand Entry. Southern Cheyenne style
moccasins are popular among dancers but watch out for those dusters.

It Is now fime to put on your Germman Silver arm bands, they are wom just above the elbows helping to keep the
sleeves of your ribbon shirt in place while dancing. Often you wili see ribbons hanging from the arm bands. These
ribbons should match the ribbon found on the shirt and hang down to your waist.

The roach is the last item to put on, It Is made of porcupine
guard hair along with a row of deer hair on the outside and
ar Inside. The shortest hairs are used at the back of the
roach and gradually get longer towards the front they
should stand upright from the base. A more prized roach is
one made of turkey beards and deer hair. You will
sometimes see dancers with a white hankie worn as a head
band. This is another itemn that some say is a peyote sign
and some say it is Just to keep your face dry. The roach is
attached with the use of a spreader and roach pin, the
spreader is made of German Silver and has one socket for
a single eagle feather. The roach pin attaches the roach to
the head through the spreader. In days past a small braid of
hair would be pulled through the hole in the spreader and
the roach pin pushed through the braid keaeping the roach in
place, and some dancers still use this method today. The
scalp feathers attach at the base of the roach and are
secured around one of the roach ties and halir. At one time
the way these feathers were cut and decorated showed
your family or soclety assoclations, today most dancers
simply wear them. If you are inclined to wear ear rings this
is the time to put them on.

The last things you need are hand held items. A fanis
always a must and you will see flat and loose feather types.
Some dancers carry a pouch of white deerskin, with beaded
decoration or other types of bags. You will see some
dancers with a tail stick, it originated as the badge of office
for Tail Dancers in the Hethuska. The tail stick is the one
item you are not aloud to make for yourself. It is the custom
that someone else presents it to you. Often times an
experienced dancer will present you with your tail stick but
family members and close friends have been known to do
this also. If you have not been given a tail stick then a mirror board is what you should carry.

The art of Straight dancing is in the many parts that make up the outfit and the slow majestic movement. Often
times the greatness of a dancer is in the little and unnoticed things. A powerful sense of pride combined with a
exactness with songs and dance etiquette is the mark of an outstanding Straight dancer.




The Ponca Hethuska
Though the Ponca Tribe was stripped of many of its possessions as they were forced from
their home in Nebraska to “Indian Territory” in 1877, they brought with them their songs
and dances. Foremost among these dances was the Hethuska, a warrior dance
organization whose basis was founded on the “Grass Dance” of the Omaha, when the
Ponca and Omaha were one tribe. The songs of this dance organization tell of their deeds
as warriors. One says, “Young Sioux, get your shield and prepare to fight.” And another
tells of a Pawnee who was knocked off his horse and ran away crying.” Another songs
say of the Hethuska, Wa-Kon-Da, “God gave it to us.” Still others who have composed
songs for the Hethuska ask if they will be able to uphold the requirements of the dance,
while others say the Hethuska has ceased to exist, meaning the old days and old ways are
" dying. However, they live today in the minds and thoughts of those Ponca men who still
dance the Hethuska and remember the tales told to them by their grandfathers as they
dance to the songs and in the manners of their forefathers.

-Purpose
In the old days, the Hethuska organization was composed of tribal leaders that were
considered to be good citizens, as they lived up to the ideals and standards set by the
tribe. It was a benevolent society that looked after members of the tribe in time of need.
Their purpose is much the same today as they honor their veterans, care for the elders of
the tribe, the widowed, and orphans. The organization hosts a feast for members of the
tribe that are in moumning. Today, anyone attending the dance is fed and groceries are
given to elders of the tribe and guests. This is the “ difficult way” of the Hethuska, the
giving, giving much of what one has to help others. The financial burdens are great.

Giving

During the depression years, the Ponca could no longer financially uphold the traditions
of the organization and stopped dancing the Hethuska. Previous to discontinuing the
dance, the Ponca gave the “Drum”, meaning the right to perform this dance, to the Gray
Horse District of the Osage (1880) and the Kaw Tribe. The Kaw in turn “gave away™ the
Drum to the other Osage Districts of Hominy and Pauhuska. Economically, the Osage
had no problem filling the requirements of the dance as they had oil royalties. The Osage
used Ponca singers to sing the Hethuska songs for their version of the dance, the EE-Lon-
Ska.

With the songs of the Hethuska still alive, Mr. Sylvester Warrior, whose grandfather,
Standing Buffalo, had passed the drum to the Osage, was able to revive the Hethuska
among the Poncas in the early 1950’s. It took many years of gathering information from
the elders who remembered the dance and it’s ways, before he could form his committee
and dance. The Ponca Hethuska has had three Nudahongas since Sylvester Warrior died.
They were Johnny Steele, Abe Conklin and the present leader Damon Roughface.

Since the revival of the Hethuska, the “drum” has been given to the Comanches and to
four other organizations. They are the California Hethuska, the Lone Star War Dance
Society, The New England War Dance Society and the White Bear Society.




The Ponca Hethuska Committee and Membership

The committee of the Hethuska led by the Nudahonga, consists of “four members” and
the following other committee members; a Head Cook, a Whipman, Head Singer, a Crier,
a Historian, two Tail Dancers and two Water Boys. Committee members help the
Nudahonga in his arrangements for the dance and act as dance officials. The Head Cook,
a man is in charge of the meal or feast between dance sessions. Under his direction
several women of the tribe prepare and serve the meal, which usually consists of the
traditional steam fry or corn soup, fry bread, drink and dessert. The Whipman escorts the
dancers to their seats. Members have been given position on the bench they have paid for
and sit their each time. The Whipman also initiates each dance. The Tail Dancers are
chosen to dance the tail, a short encore, of each song while the other dancers remain
seated. The Water Boys are to bring water to the dancers after each set of songs. To bring
water, the essence of life, to fellow dancers is indeed an honor.

A dancer that has been accorded the honor of a position in the Hethuska, given a seat,
will pay for his position at the dance between sets of songs. A young man that is dancing
for the first time asks one of the committee members to tie on his roach, and place the
feather in the spreader early in the dance. The committeeman is given a gift, sometimes a
blanket and the family will give-away later on in the dance to honor their boy to show
their appreciation for the honor by giving to the organization and the singers. They may
have one of the members announce this fact, such as the Whip Man and then give-away.

The Dance

Tt is a grand sight to see all the dancers parade into the arena, all dressed in their finely
tailored “straight dance clothes”. Only men dance inside the benches. Ladies may dance
in place behind the benches. Any one may dance the tail of the song in the arepa, but
must, excluding the tail dancers, pay for the privilege.

The dance arena is bordered by benches formed into a circular pattern with an opening to
the east. The Nudahonga sits on the West Side of the arena facing east, along with his
committee. The singers sit in the center of the arena with the Head Singer facing the
Nudahonga. Alf activity in the arena is done in a clockwise direction. Even the water
when passed around the drum is passed clockwise.

When everyone is seated, the Nudahonga welcome everyone and prays. Today a
memorial song is sung to remember those who have passed since the last dance. When all
these preliminary activities are comple:te, the Nudahonga will direct the head singer to
sing the calling song. The song is not danced to but sets the mood of the dance. The
dancing begins on the second song. The Whip Man is the first man off the bench and only
he moves counter clockwise until he determines that all dancers are off the bench and
dancing. He then reverses direction and dances clockwise with everyone else. The Whip
Man ensures that everyone dances. When the song ends, all dancers proceed to their
assigned seats in a clockwise manner. When everyone is seated, the singers sing the “tail”
of the song. The assigned Tail Dancers dance each tail. Anyone may dance the tail, but
are required to give-away when the song ends. The Nudahonga will designate which




visiting group will be allowed to tail dance. The Ponca Hethuska does not permit the Tail
Dancers to call for everyone to dance the tail by raising their sticks, as is the case in other
war dance organizations.

After a set of songs (8-12), the dancers and singers take a water break, and the Waterboys
bring water to the dancers usuaily with a bucket and ladle. Food and drink are not
allowed to be given to the dancers from outside the arena. Tt shows disrespect to the
organization and poor judgement on the offender’s part. Only water from the Waterboys
is permitted.

i, during the dance, and item is dropped only the Whip Man is permitted to pick it up.
Do not pick up any dropped items. The Whip Man will return the items during during the
water break. Payment is expected when the item is returned,

At the Nudahongas direction, the aflernoon session will end. All dancers will walk out
single file fed by the Whip Man. No items or blankets are left on the benches. The meal is
very much a part of the Hethuska. Dancers and Singers should be fed first, so they can
get ready for the next session. Everyone is fed.

An evening dance session, much like the first, is the last activity of the Hethuska. It also
has four sets of 8 to 12 songs. During the evening session committee songs are sung.
They include two Committee songs, the first is the Nudahonga’s song and the second is
for the committee, followed by the Whipmans song, the Cooks song, and the Lady
Singers song. The Head Singer may have a song also. These songs can be danced by
anyone who wants to honor the person who holds that position in the organization. If you
dance the committee song, you should give away, usually to the person being honored,
The singers do not stop at the tail for the dancers to be seated as all will automatically
dance the tail and give away.

The singers characteristically sing the songs in such a progression that the pitch and
tempo increases from song to song and set to set. The high point of the evening are the
songs where they “roll the drum™ (snake and buffalo songs) and all the young dancers
and young at heart dance their best and fastest. These songs are followed by four “trot”
songs and maybe a No-stop song just for fun. The dance and Hethuska end with a
quitting song, 3 prayer and the parade out of the dancers. At one time the Ponca danced
this dance for four days, but without a permanent dance arbor they only dance for one
day, but what a dance it is.

Note: the original author of the paper is unknown. It was updated by George Hoyt in
January, 1997
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CUTTING YOUR ... ...

Straight Dance clothes from one
piece of broadcloth that was shown
in the December,1972 issue{Vol.Vi,

No.3) is incorrect. If this method
STB : was followed it would lgave you with
two left leggings. This is due to the
fact that good broadeloth has a "face
DANCE side" and a "reverse sgide"., This is
most noticeable in the selvedge and

the grey cast that is peculiar to the
reverse side because of the nap in

the ¢loth. This nap should be rumning
ULOTHES the same way on both leggings. The
accompanying layout shows the correct

method of cutting the broadcloth so
as to avold this pitfall,

Our Special Thanks go to Mr.Kugee
Supernaw of Skiatook,0klashoma for

pointing this ont to us A
COMMENT e
by Rex Reddick .

left
legging
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given to the straight dancer,
Fgymbol of the tail dancer, an honore
position at all War Dances., The dance cane
is the wmark of honor that soweone has
bestowed upon its owner,

- W, J. Seott

Abe Conklin &

Pat Tearney

Gail Gondeck
Forrest Kassanavoid
Mike Tucker

i
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mday. almost all straight dancers and
many fancy dancers wear a pair of scalp
feathers attached to their roache strings at
either the right or left temple. These fea-
thers were originally used to indicate bat-
tle honors and family ties, but now scalp
feathers are considered a necessary part
of straight dance clothing. A straight dan-
cer is often honored with a gift of scalp
feathers his first night in costume. In this
day of changing Amerindian culture, scalp
feathers remain one of the few items of
dance clothing that are not worn until given
to a dancer as an honor.

CONSTRUCTION

There is an endless choice of feathers
and designs, but no scalp feather is very
difficult to construct using this outline and
taking your time. Many worn, frayed, bro-
ken or otherwise seemingly worthless fea-
thers can be trimmmed and converted into
beautiful scalp ornaments.

1 CHOOSING THE FEATHERS

Practically any medium to large tail fea-
thers can be used. Matched right and left
pairs are preferred, but not essential,
Frayed, worn edges should be trimmed.
Many old feathers will be perfect after a
good trimming job. Broken feathers can be
spliced and extended using stripped quills
or small dowels, Eagle, Macaw, and Hawk
are preferred, but many new domestic tur-
key varieties are very attractive. Clusters
of small feathers such as Flicker, Blue Jay,
and Scissor-tail are occasionally seen and
pairs of ‘Road Runner, Pheasant and Magpie
are also popular, Wing feathers are seldom
used, but can be used if the need arises.

2 FEATHER STRAIGHTENING

I prefer to use a tea kettle and steam the
feathers in order to straighten the shaft.
The quill base is held in one hand while the
other hand holds the quill tip(FIG. 2). The

TOP - Abe Conklin,OsageyPonca;
photographed by Joe Kazumura.
BOTTOM - Ty Stewart, Tulsa,Oklahoma;
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PHOTO 1: Trimmed eagle wing feathers. Constructed by the
author. Note Abalone conch,ermine tips, rolled
fringe with ferrules and ornament.
PHOTO 2: R- Hawk tail blades.Sonstructed by the author.
Note the use of pink conch.
L- Stripped eagle secondary wing.Constructed
by the author
PHOTO 3: Stripped macaw. Note decoration feathers.
Constructed by the author.
BOTTOM R & L-Photos by Joe Kazumura




of the bend. When the quill gets hot and re-
laxes, the feather is removed from the steam
and bent slightly against the natural curve

of the shaft until the quill is cool again.

{FIG 3). This straightening method usual-
ly works well, but stubborn feathers may
eventually get back to their original crease;
especially in a hot,humid climate.

3 TRIMMING & STRIPPING

Most modern scalp feathers are trimmed
and/or stripped. Using sharp scigsors, cut
against the lay of the feather vein to the de-
sired width(usually one to two inches) with
good, clean snips. A nice serrated edge may
be obtained by using SHARP pinking shears
or notching carefully in the manner illus-
trated in FIG, 4. If stripping is desired, sim-
ply catch the vein and pull downward until the
correct length of stripping is reached.(FIG. 5)
Cut the stripped vein with a sharp knife and
repeat on the opposite side of the quill.

- 4 DECORATION FEATHERS

The most common decoration feathers are
dyed hackle tips. These, if used, are usually
applied to the quill tips and occasionally in
the center of the feather, Small Parrot fea-
thers, especially Macaw, can also be used
at the quill base and at the top of the covered,
stripped quill sections. Purchasing a Golden
Pheasant, Amherst Pheasant or Reeves Phea-
sant skin is a good idea as these feathers are
good substitutes for the harder to obtain
Parrot feathers, '"Elmers' glue is the most
workable and neat glue I have found. One or
two small drops applied to the quill of the
decoration feather is all that is necessary,
Sometimes a weight will help the glue spread
and dry evenly. FIG, 6

5 COVERING THE QUILL

This step is very easily accomplished by
applying glue to the quill and allowing it to
get tacky. Doeskin is then sewed on using

a ""baseball' stitch. Be sure to leavea tab
frrivma A tha racaastte (FTG 7)

hvem sl mem Lo

DECORATING THE
COVERED QUILL

This is done in one of two methods;thread
wrapping or peyote beading. If you choose
to thread wrap, take your time and do a
good job, The best method is rotating the
quill with one hand while holding the th-
read taut with the other. Peyote beading
may be done with 13/0 cut beads or a
smaller size, such as 16/0, which is some-
times preferred(FIG, 8)

7 FINISHING  TOUCHES

My favorite finishing touch is attaching an
ermine skin collar with a German silver
band, if Peyote beading is not used, and
at the tip of any stripped sections. This

is done by applying a small amount of glue
to the base quill near the feather base and
sewing a small piece of ermine skin on the
tacky glue. A German silver band is then
clamped over the ermine skin, Excess
hair on the quill base side is then trimmed
with scissors. An alternate method is to
apply the' ermire skin directly to the quill
before it is covered with doeskin, Other
nice touches are long rolled fringes with
German silver ornaments attached, or
German silver ferrules clamped to the
fringe, Small doeskin spots can be glued
to any 2xposed decoration feather bases to
add both accent and a good, finished look.
The feathers are then tied behind a bead-
ed rossette, abalone conch, pink conch, or
silver conch!(FIG. 9)

Remember , the choice of decoration is
up to the maker. Take your time and have
a finished product to be proud of /A
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f People can stopit.
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by Rex Reddick

I‘E is the purpose of this article to

present what is currently in vogue today,
with the greatest emphasis being placed upon
the typical and most representative examples.
For the sake of completeness, unusal and sel-
dom seen examples will be mentioned only
briefly.

Perhaps the most striking accessory of
the Oklahoma straight dancer's costume is the
long strip of otter fur that hangs down the
length of his back from his neck to his heels.
With its ribbonwork edging,beadwork,and fea-
thers, it adds a measure of completeness to
the outfit. Aside from the straight dancer's
ribbonwork suit, this dragger, or drop as it
is sometimes called, is usually one of the
most expensive articles of the costume. This
is why the straight dancer automatically rea-
ches back and pulls his dragger around over
one leg before sitting down. To sit on one's
otter would be unthinkable.

This present day dragger has evolved
from two things: namely the men's old tiwe
hair plate sets and the long fur trailers
on grizzly claw necklaces. Both of these
hang down the wearer's back similar to otter
draggers of today with their many refine~
ments and addtitions that have taken place
over the years. An excellent series of photo-
graphs from the Museum of the American Indi-
an showing this evolvement appears on page 5,

MATERIALS

Although the preferred material is gen-
erally otter, several substitutes are acc-
eptable for the drag. These are ment ioned
because they are in widespread use due to the
scarcity of the otter. Probably the most
common variant is simulated otter fur, a
good imitation available as a yard good in
some of the larger fabric stores and Indian
craft suppliers. The cost is usuaily 50¢ to
$2.00 per square foot. Another substitute is
the use of the broadcloth backing without
any type of fur, similar to the older sets
of hairplates. This is usually red in color.
Other substitutes observed occasionally were
muskrat, beaver, horsehide with the hair
intact, and sections cut from old fur coats.
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Probsble evolution of the modern straight dance
otter dragger. L - R: A set of hair plates on.a
leather strap; a set of hair plates on an otter
tur strip; a straight danoer dragger vith two
silver broochea; and § wodern styla straight dan-
ce trailer without decoration.

Courtesy of the Museum of the Awerican Iadian,
Heye Poundation, Photographed by Carmello Cusdagmo.

CONSTRUCTION

The length of the dragger is the dis~-
tance from the neck of the dancer to -
one to three inches above the floor. This
clearance is necessary in order to pre-
vent its being stepped on, either by the
wearer himself or by other damncers. Noth-
ing is more annoying than to be dancing
along in a slightly bent over position and
become the first person to by "hung" while
wearing straight dance clothes, or to look
back after a sickening tug at the throat
and see a half dozen people dancing on
your otter.

The width of the piece of fur itself

Annande an Fha individnal as well as his

_ of plywood. It can then be

~and tend to rip the hide in-

personal taste. Most fur averages four -
inches(4") in width, but can be anywhere
from two and one'half(24") to five inches
(5") in width. The top section of the fur
is an elongated rectangle,and the last iz
to 1/3 of the piece is tapered almost to
a point.

CUTTING THE HIDE

Ideally,this strip is
cut from the back center
of the skin,(Fig.1). This
is the darkest and most de-
sirable section of fur and
the method utilizes the
entire tail of the animal,
thus forming this tapered
section. It is rare indeed
to find an animal of the
considerable length nec-~
essary for the average size
person, so most drags have
an added section spliced on
at the tip. Usually, this
splice can be positioned
so that it is under one of .
the medallions and thus is
invisible. It is cut from
the leftover section of
belly fur of the hide which
is a somewhat lighter color
than the center portion.

When cutting the hide,it
should be stretched sligh-
tly and tacked,with the hair
side down,to a large piece

measured with a yardstick and
marked with a ballpoint pen.
All cutting is done from the
flesh side,starting at the
head and cutting towards

the tail. Cut very lightly,
only deep enough to cut
through the skin, and be sure
to use a brand new single-
edge razor blade. Even sli-
ghtly used blades are dull

stead of cutting it,causing
the cut edges to be ragged.

photos right by dick madaus
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The next step is splicing the fur. Sim~
ply place the two pieces together,fur-to-fur,
and whip stitch,taking about one-eighth(1/8)
inch stitches from :the flesh side. Then
unfold the piece and make certain that none
of the hair has been caught in the stitching.
This will make a joint that is very hard to
see, even at a distance of several feet or
less.

MOUNTING THE FUR

To mount the fur on the backing, a
good thread to use is the new clear nylon
monafilament. Its elasticity can be elimi-
nated by stretching it almost to the break-
ing point before threading the needle. Its
clearness renders it virtually invisible
after being sewn into place. A whip stitch
or blind stitch may be used.

The backing used for the otter should
be somewhat wider than the strip of fur
and its edges finished with two or three
colors of ribbonwork. A good backing mat-
erial is a strip of broadcloth that matches
the leggings and aprons,though it rarely
does, If broadcloth is used, it is cut
from the cloth so that the selvedge edge
runs across the top and bottom of the TOP - Forrest Kassanavoid,Comanche;
dragger. This, of course, is the most Dallas, Texas
economical method.(See Dec.72 & April,73
issues of WHISPERING WIND Mag.). A good
grade of wool cloth or wool felt is often PHOTOS BY JOE KAZUMURA
used if broadcloth is not available. e s ;

RIBBONWORK DECORATION

The outside edges of this strip of
cloth are finished with ribbonwork similar
to that used on the leggings and breech-
eloth, although only two or three ribbons
are used. (See Figure 7 for appropriate
designs).

Choose a light color for the inside
ribbon so as to contrast with the dark fur,
and for the outside ribbon, a darker color
can be used. This will contrast with the
light color ribbon and the white edge bead-
ing that goes down both sides of the dragger.

Another method of ribbonwork(other than
that of cutting,folding under,and sewing
down) that might be used here is the "zig-
zag" type. This lends itself particularly
well to any two ribbon designs such as
those shown in FIG.2 - B & D, :

8till another technique is that o
using two ribbons and merely stitching
them down without cutting. This is by
far the easigst and fastest method, and
is illustrated in FIG, 2 - F.

-~
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DRAGGER DECORATION

Now the dragger is ready for its decor~
ations, which are as many and varied as there
are dancers. Each one is decorated according
to the owner's taste, although there are sev-
eral basic outlines of decoration that are
almost universally followed. These are ill=-
ustrated in FIG'S. 4 - 8. To achieve indi-
viduality wany of the decorations are mixed
according to the particular desires of the
individual dancers.

The one item that is always used is some
type of medallion. They may be in the form
of beaded medallions (by far the most common)
german silver brooches, or mirrors. Prefer-
ably these match, but it is not uncommon to
see two beaded rosettes of different design
and color used on the same otter. They may
be the same size, or they may be graduated,
with the largest at the top. Their diameter
is usually a fraction less than the width
of the fur, but many can be observed from
as small as one~half this width, to as large
as an inch or so wider.

The most common number of these med-
allions used is two or three, and quite often
a loom beaded strip (in geometric designs)
is placed between the two upper ones.

0 7 mee 719

. background.

This strip may either stop at the middle me-
dallion or extend on towards the bottom of °
the dragger, sometimes ending in tabs as sh-
own in FIG'S. 5 & 6. The width of this
strip varies from approximately one inch to
alwmost as wide as the fur itself and its len-
gth may range from about 1/6 to abuut 1/2 the
length of the dragger.

As often as not, rosettes of horsehair,
deerhair, or clipped fluffs are placed under
the wedallions, thus adding 1/2 inch to an
inch to the overall diameter. These are usual
ly of a contrasting color to the medallion's
Examples are FIG'S.S, 7, & 8.

FEATHER DECORATION

The other principal type of decoration
used is the highly decorated feather, such as
that used in loose fans and for scalp feather:
Customarily, these are used in pairs, with one
exception; the large eagle tail plume which
is found so often toward the bottom of the
otter. This type of decoration occurs in PIG'
4, 5, & 7.

The bases of the feathers are frequently
beaded with gourd stitch or covered with lea-
ther and decorated with threadwork,with decor-
ative feathers such as hackles, small pheasant
macaw, or other parrot at their bases. Occa-
sionally the tips of these feathers are decor-
ated, also.

Types of feathers used are tail feathers
from the eagle, which are by far the most
common; the macaw and any of the .numerous var=-
ieties of hawks, from red-tail to Harris. Wher
tail feathers are not available, straightened
wing feathers are often aubstituted (S8ee April
1973 issue ,WHISPERING WIND Mag, for methods of
feather decoration and straightening).

photo by joe kazumurs
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Usually both types of feathers are straight-
ened before decorating and quite often are
trimmed down in width, especially in the case _ %h\\
of wing feathers so that they will more cle-
sely resemble tail feathers. Another tech-
nique used here is that of trimming one or
both sides of the feather in a notching cut
rather than a straight one. This type of
trimming is especially peculiar to eafhe
feathers, while hawk are seldom trimmed and
macaw are almost always left intact.

OTHER DECORATIONS

Of course there are numerous other varia-
tions in use today. Several of these include
such things as a Comanche man with a purple
heart pinned toward the bottom of his otter,a
rhinestone pin instead of a medallion, white
satin ribbon with the end rounded and painted
black to simulate eagle feathers, etc.

These variations, added to the rich,tail-
ored look of the otter, provide an outstanding
addition to the straight dancer's outfit. Each
otter dragger is an identifying mark of the e
dancer himself and also is the "finishing touch"
£or his outfitA - photos

- . by

Joe Kazumura




THE PONCA HETHUSKA SOCIETY

There are as many different versions of the origin of the Ponca Hethuska Society as there are in the ways it is seen in written
text. Some of the more popular versions have been Hethuska; Hethushka; Hayoshka; Helushka; Heduska; Haethuska,; Helocka
and Hecucka, with the most commonly accepted version used today among the Ponca and Omaha spelt Hethuska and
pronounced as (heh~-THOO-shka). Unfortunately, the exact transiation of the word has been lost. Although recently, some
linguistic scholars studying the Dhegiha dialect have theorized, after consuiting with living Ponca informants, that the term may
have gone through a plausible evolutionary process. Jim Duncan, a current member of the Ponca Hethuska Society, addresses
the possible evolved meaning of Hethuska in his Masters Thesis completed in 1997 titled, "Hethuska Zani: An Ethnohistory of

the War Dance Complex,” when he states:

“The best linguistic evidence indicates the word is similar to the Osage term for the War Dance, IN-lon-shka. IN-IoN is the
archaic term for ‘thunder,” and shka is the root word for ‘play,” or shka-the. Therefore being, ‘a place to enjoy oneself.” One
interpretation being, ‘those who revel in thunder.’ (Fietcher & LaFlesche, 1911, p. 459) The term Xthe-xe (pronounced hley-
hey), is the word referring to the elite tattooed warriors, who pledged to carry the sacred war hawk in battle. In Omaha, this
term also refers to the Mark of Honor or tattoos on these warriors. The Omaha warriors were dedicated to War and Thunder.
The reconstruction therefore, of the term Xthe-xe-shka would be ‘for the enjoyment of the tattooed ones,’ or ‘the place the
honored ones enjoy themselves.’ (Fletcher & LaFlesche, 1911, pp. 219-220; LaFlesche, 1930, p. 531; LaFlesche, 1931, p. 132)"

(Duncan, 1997, p. 2)

Some scholars such as James Murie (1914), Clark Wissler (1916) and James Howard (1965) have theorized that, “Hethuska
dances probably came to the Ponca from the Pawnee.” (Howard, 1965, p. 132) In his work titled “Pawnee Indian Societies,”
James Murie states that the earliest form of Omaha Dance came from the Pawnee around 1820, who called the dance I-ru-ska
or “the fire is in me.” (Murie, 1914, p. 608) The Iruska Dance, sometimes referred to as the "Hot Dance”, had as it’s focal point,
the act of drawing meat chunks from a boiling kettle. During the 1820s, Murie believes the Pawnee gave or sold the Iruska to
the Omaha tribe, which referred to their version of the dance ritual as the Hethuska. It is further believed by Murie and Wissler
that in the early 1840s, the Omaha sold the right to perform the dance and it's songs to the Yanktonai Dakota, whao soon after
gave performance rights to the Teton Lakota. Both nations called the ceremony "Omaha Dance" in honor of the peopie from

whom they had bought it.

According to Tara Browner in her book titled “Heartbeat of the People: Music and Dance of the Northern Pow-Wow”, she gives
the following explanation:

“The Pawnee Iruska is, as are most Plains male dances, associated with a warrior society. According to Pawnee oral tradition,
the dance was received through a vision by a man hamed Crow-Feather., While Crow-Feather was in a trance-like state, the
spirits gifted him with a porcupine and deer-hair roach and a crow bustle or "belt." A roach is a crest of stiff porcupine guard
hairs with a deer-hair center that male dancers wear on their heads; a bustle is the spray of feathers worn on their backs. Crow
belts, a specific type of bustle made from the carcass of a crow, wings spread, are the precursors of the more formalized eagle-

feather bustles used today.”

“In addition to the regalia items, Crow-Feather received special medicines (spiritual powers) enabling him to pull chunks of
meat from a boiling kettle without burning himself, a gesture that imitates the act of hunters pulling steaming entrails from the

stomachs of newly killed game.”

“An important part of any vision is it's uniqueness, and we should assume that the Pawnee had never used the roach and crow
belt—at least not in this combination or specific style—that came to them for the first time through Crow-Feather's vision. In
addition to goods and medicines, the spirits also granted Crow-Feather forty songs to sing during the Iruska ceremony, and he
was to be accompanied by four men playing water drums. Because the Pawnee, a Southern tribe of Caddoan cultural origins,
moved to the area of modern-day Nebraska after 1750, it is entirely possible that they were unfamiliar with regalia items more
common to the Northern Plains and to pralrie people. When the Pawnee gave the right to form this warrior society to the
Omaha/Ponca Nation (at that time a single tribe that also claimed to have originated the society), the four water drums were
replaced by a single large drum, commonly referred to as the "big drum.” Ornamental whips, and in some cases onhe or two
U.S. Army swords, were added to the ceremonial regalia. Based on a study of the spread of these items, the roach, and the
crow belt, Wissler concluded that he was tracing the diffusion of the Omaha/Grass Dance as a song/dance ritual entity.”

(Browner, 2002, pp. 21-23)

Browner's theories as to the Pawnee origin of the Omaha/Ponca Hethuska Society are based on the work of the Curator of
Anthropology at the American Museum of Natural History at the time, Dr. Clark Wissler (1916). Wissler's work in part, had
relied on the research done on the Pawnee by James Murie (1914) two years earlier. However, Browner’s work (2002), provides
the reader with a good example of how many subsequent works since 1916 have cited Wissler, such as James Howard (1965),
Gloria Young (1981), Josephine Paterek (1994), William Powers (1994), Ann Axtmann (1999) and Nicholas Belle (2004), and
generally accept Wissler’s conclusions without questioning his analysis, regardiess of his self-proclaimed lack of data, to back

his conclusions. See Wissler (1916, pp. 858-864).

The Rev. James Owen Dorsey served as an amateur ethnographer among the Ponca in Nebraska from 1871 to 1873 and latgr
went on to publish many important works on the Ponca, Omaha and Osage. In many of Rev. Dorsey’s field notes for the period
1872 to 1896, he frequently states that the Hethuska is of Ponca origin.

By 1892, Alice C. Fletcher had already spent 11 years living amongst the Omaha and learning their culture with the help of
Francis LaFlesche, a member of the Omaha tribe and son of a former principat Chief of the Omaha. It was her belief that the
Omaha/Ponca had the songs and dances of the Hethuska Society before the Pawnee, and stated her views in her work, “Hae-

thu-ska Society of the Omaha Tribe,”

“The Hae-thu-ska Society of the Omahas probably originated In that tribe, at least as 1o it's present form. 50 anclent are these




people, and during the centuries they have touched and been affected by so many other groups, that it would be unsafe to say
that any particular society or any particular custom was exclusively developed and maintained by this or any one tribe. The
guesses at the meaning of the name Hae-thu-ska are still only guesses, so that little if any clue can thus be gained as to the
origin of the society.”

(Fletcher, 1892, p. 136)

By 1911, Alice Fletcher had lived amongst the Omaha for some 30 years when she and Francis LaFlesche collaborated their
efforts to produce the detailed and extensive work titled “The Omaha Tribe.” In a section on Social Societies within the their
major work comprising the 27th Annual Report of the Bureau of American Ethnology it states,

“Among the societies of the social class one of the largest and most important was the Hethu’shka. Tradition and song indicate
that this soclety was known when the Omaha, the Ponca, and their close cognates were living together as one tribe.”

(Fletcher & LaFlesche, 1911, p. 459)

The close cognates of the Omaha and Ponca that Alice Fletcher and Francis LaFlesche refer to in the above passage were the
Osage, Kansa and Quapaw. Evidence already presented has shown that the five cognate tribes of the Dhegiha linguistic group,
being the Omaha, Ponca, Osage, Kansa, and Quapaw, were believed to have lived together as one tribe circa 1500 AD, just

before they began to split up.

In Alanson Skinner's work titled “Ponca Socletles and Dances” published In 1915, some 38 years after the Ponca had been
removed from their home in Nebraska to the “Indian Territory” in Oklahoma, he quoted a Ponca informant in relation to the

“Hel'ocka” Men's Society stating,

“According to Charlie Collins, this society originated among the Ponca, and was founded by a woman who dreamed she went to
another world where she saw Indians dancing. There was another form of the dance called Can Helocka which is said to have
been borrowed from the Sioux.”

(Skinner, 1915, p. 784)

Why these works consistently citing the Omaha/Ponca origins of the Hethuska Society, which preceded Wissler's 1916 work
titled “General Discussion of Shamanistic and Dancing Societies,” seem to have been ighored by Wissler is still speculative. By
1939, there was ample evidence, provided by the writings of Francis LaFlesche, to place some serious doubts on Wissler's
Pawnee origin conclusions. However, LaFlesche’s work, though extensive, was ignored by his contemporaries and Wissler's
flawed work continues to be cited and compounded in subsequent literature.

In a recent work completed in 1997, Jim Duncan has compiled an impressive set of resource material from archaeological,
ethnographic and contemporary oral tradition sources in support of the Ponca Hethuska traditions and the Pawnee Iruska
traditions having both derived from a common ancestral form dating back to the prehistoric Southeastern Ceremonial Complex
(aka “The Southern Cult” in earlier literature) of the Middle Mississipian Culture between 800 and 1550 AD. Duncan clearly
gives evidence that the Omaha, Ponca and others of the Dhegihan linguistic group within the Siouan language family are
descendants of the people of the Ohio River Vailey area, which in the archaeological literature Is referred to as the Ft. Anclent
Aspect of the Middle Mississipian Culture. The Pawnee and others of the Caddoan language family are then firmly linked as
descendants of the people of southeastern Oklahoma area known in archaeological terms as the Spiro Aspect of the Middle

Mississipian Culture.

Once we get past the variations on the origin of the Ponca Hethuska Society, it is then important to know what the historical
purpose of the Hethuska Society was within it’s cultural context, from the earliest known sources through the recent times.
Written sources on the subject cover a large time period with many evolutionary changes to the nature of the Society and it's
dance ceremony. Therefore, in the interest of compiete disclosure of the known material on the topic, the author will guote
from the main references used in most research on this topic in chronological order, (Fletcher, 1892); (Fletcher & LaFlesche,
1911); (Skinner, 1915); (Howard, 1965); and (Duncan, 1997), which give the detailed, documented information, specifically on
the Omaha-Ponca Hethuska Society. The reader should keep in mind that when early sources speak of the dance being held

inside a lodge, it is in reference to the traditional earthlodge.

From: “Hae-thu-ska Society of the Omaha Tribe”, by Alice C. Fletcher, 1892, Journal of American Folk-lore, Vol. 5, No. 17.

“The Hae-thu-ska Society was also composed of warriors, but it's membership included chiefs and privates. The rules were
democratic in principle, and were carried out in practice. No special honor belonged to the chief; he was rated as an equal with
the other members. No man was eligible to the Hae-thu-ska who had not won, through the ceremonies of the Tent of War, the
right to proclaim his warlike deeds. Such a man might be invited to meet with the society, and If no one objected to him he
became a member. If a member was unable to attend a meeting of the society he was permitted, if he was a man of good
standing, to send his son to represent him, but this attendance did not entitie the young man to membership. No matter how
high the honors of the father, these could not be credited to his son: nothing but ceremonially approved deeds of valor could

give a man place within the Hae-thu-ska.”

“The officers comprised a Leader, a Herald, and two Servers of the Feast. The Leader held his office for life, or until he
resigned. When the office became vacant the aspirant to the position made a feast, to which all the members of the society
were invited, and his desire being made known, if there was no objection, he by general consent became Leader. Such a man,
however, must be one whose successful leadership of war parties had made him noted among the people. His seat was at the

back of the lodge, opposite the door.”

“The society met at irregular intervals, but generally about once a month, and always in the same lodge. Some member
honored in the tribe and possessing a commodious dwelling entertained the society, but did not provide the feast except when
he specified his desire to do so. The food furnished for each gathering was a voluntary contribution of some member, who
obeyed the tribal custom which forbids the giver of a feast to partake of it. The seat assigned to the giver of the feast was near




the entrance of the lodge, on the right as one enters. When the Leader contributed the food he was obliged to leave his official
seat, and occupy the place belonging to the feast-giver. Each member of the society had his appointed place in the circle about
the lodge. The singers were grouped around the drum, which was placed on the left hand of the Leader.”

“The society had it's peculiar regalia. The members cut their hair close on each side of their head, and left a tuft a few inches
wide, extending from the forehead to back of the crown, where it met the scalp-lock. No clothing was worn except the breech-
cloth, and at the back a long bunch of grass was fastened in the belt. Each man painted in accordance with the directions given
him when he passed through the ceremonies of receiving his honors at the Tent of War. The Leader, and other men
distinguished for their skill and success in war, wore an ornarment called Ka-hae, or crow. This was made of two sticks like
arrow shafts, painted green, and feathered, like the stems of the fellowship pipes, with feathers of the buzzard; tufts of crow
plumage and jong pendants reaching nearly to the ground, made of crow feathers, completed this ornament, which was worn at
the back fastened to the beit, the two shafts rising to the man’s shoulder blades. The men wearing the Ka-hae; painted the
front of their bodies and their arms and legs with daubs of black; their faces and backs were completely covered with black
paint, but on their backs, white spots were put on the black color. Comparatively few men attained sufficient eminence as
warriors to wear the Ka-hae and paint themselves in this manner. The blackened face and dappied limbs and front were
emblematic of the thunder clouds and their destructive power as they advance aover the heavens, even as the warrior
approaches his victim dealing his death-darts. The blackened back with it's white spots indicated the dead body of the enemy,
which the birds were busy pecking, leaving their droppings as they tore away the fast-decaying flesh. The crow was worn, as it
was said to be the first to find a corpse, and later was jolned by other birds of prey. The tuft of grass worn by all the members
of the Hae-thu-ska bore a twofold signification: it represented the tail of the Me-ka-thu, or wolf, the animal closely allied to the
warrior, and it also symbolized the scalp of the vanquished enemy.”

“There are two classes of warlike deeds, which are distinguished in according honors:;

“1st. Nu ah-tah’-the-sha. Literally the words mean, in the direction of men, signifying that the warrior has gone forth seeking
men to fight; one whose warfare has been aggressive, and away from home.”

“2nd. Wa-oo ah-tah’-the-sha, or Tee ah-tah'-the-sha. Literally the words mean, in the direction of woman, or in the direction of
the tent or home; defensive warfare, as when the camp or village has been attacked and valorously defended. Only men of the
first class, those whose aggressive warfare has become noted, and confirmed through the ceremonies of the Tent of War, are
eligible to the office of Leader, or permitted to wear the Ka-hae and paint in black as already described.”

“Warriors of the second class thrust an arrow through their scaip-lock, or carried a bow and arrow In their hand. Later, when
guns were used, these men streaked their faces and bodies with black, to indicate the grime of the gunpowder on their

perspiring bodies in the heat of action.”

“After the members were gathered the Leader took some box-elder wood and charred it over the fire; with this the body and
face were to be painted. While the wood was charring, the following song was sung by all present:”

“Nun-g'thae Thae-tae

He-tha'-ke-un'-tae ah thun-ah’ he dae.

The coal which is here,

I am weary waiting to paint myself with it.”

“The idea conveyed by the song is not that of literally waiting until one is tired for the wood to char, that the ceremony of
painting may take place, but indicates the desire that fiils the brave man’s breast, even to the taxing of his strength to
weariness, for the opportunity to perform feats of daring, to risk his life for valor and for honor, that he may become a bulwark
to his kindred, to his tribe, and a terror to their enemies. The music conveys more than the words alone would tell; in it’s
cadences one not only enters into the warrior’s eagerness, but is reminded of the strange, portentous stir that fills the air, and
affects man and beast, when the mighty storm is seen blackening the horizon. The power and naturalness of this song are

noteworthy.”

“After the ceremony of painting was compieted, the Leader took up the pipe belonging to the society, which the giver of the
feast had already filled, and scattered some tobacco on the earth; then he lifted the stem of the pipe upward, paused a
moment, and slowly pointed it to the north, east, south and west. During these movements the society sang this prayer:

“Wa-kan-da, tha-ne ga-thae-kae.

Ae-ha tha-ne hin ga wae-tho-hae tho.
Wakanda (God), I give tobacco (in this pipe).
Wilt thou not smoke the tobacco.”

“The last four words are musical syllables. The music Is a dignified choral. Arter this prayer and offering, the pipe was passed
around, each member in his turn taking a whiff, and the opening ceremonies came to an end.”

“Shortly, the singers about the drum struck up one of the songs belonging to the society, a song suitable for dancing, and
whoever was so moved rose, and dropping his robe in his seat, stepped forth nude, except his embroidered breech-cloth and
decoration of grass or feathers. Bells were sometimes warn about the ankles, or bound below the knee, and added a castanet
effect, marking the rhythm of the song and dance, and adding to the scene, so full of color, movement and wild melody.”

“As the members danced they exhibited In a conventlonalized pantomime their exploits on the warpath. A varlety of steps were
taken; the foot was placed strongly and flat upon the ground with a thud; the limbs were lifted at a sharp angle to the body,
which bent and rose with sudden and diversified movements. There was not a motion of foot, leg, body, arm or head that did
not follow in strict time the accent of the song. The throb of the drum started the pulses of the spectator, and held him to the
rhythm of the scene, as the eye followed the rapid, tense action of the dancer, and the ear caught the melody which revealed




the intent of the strange drama.”

“The intense character of the dance, it's violent movements, made it impaossible to be sustained for any length of time; the
songs and dances are therefore short. Resting songs followed a dance, during which dancers sat muffled in their robes, dripping
with perspiration, and panting to regain their breath.”

“All this time the food was cooking over the fire, for little if anything was prepared beforehand, and when the viands were
nearly ready the two Servers advanced, and performed a peculiar dance to certain songs which belong to this peculiar
ceremonial way of announcing to the company that refreshments were about to be served. The two Servers must be men who

have broken the necks of an enemy, either in aggressive or defensive warfare.”

"It is a custom in the Hae-thu-ska Soclety to serve the food with two sticks; If these were not provided, then the naked hand
must be thrust in the boiling pot to take out the meat. The choice portions were selected and given to the bravest man present.
If a dish of dog was among the dainties, the head was presented to one who had broken the neck of an enemy.”

“After all the members were served, the Leader rose, and in an address of some length, replete with native eloquence, thanked
the host of the evening for the feast he had provided. The Leader discoursed upon the vital need of food for the preservation of
the race; how it was sought amid trials, dangers and hardships, so that food represented both a man’s valor and industry, and

was the greatest of gifts, since without it no man could live.”

“Such a gift being provided, no one should partake of it without first thanking the giver, not forgetting to include his wife and
children, who have relinquished to strangers, their share in this great necessity of mankind. At the close of this speech each
one betakes himself to the food so graciously offered and received.”

“*When all had finished, the man to whom the dog’s head was given held up the bone, now destitute of flesh, and recounted the
stories of his battles. The singers struck up a dance song, and the narrator rose and acted out the story he had just recited.”

“If the warrior possessed dramatic talent, he was not apt to let the opportunity slip of recording a triumph not only for his skiil
in war, but for his histrionic powers.”

“On entering the tent all members turned to the left, and passed around the lodge to their respective seats. The same order
was preserved in going out; he who sat with the door to his left hand passed out first, and so on round the lodge, every one
moving to the left. At the close of the evening, the song of dismissal was sung:”

“Ku-tha na-zhe-thae,
Ku-tha ma-the-thae.
Friends arise,
Friends walk forth!”

“All joined in this grand choral, as the members sedately moved out into the night, the last man completing the circle of the
tent as the final note was sounded under the stars.”
(Fletcher, 1892, pp. 136-142)

From: “The Omaha Tribe”, by Alice C. Fletcher and Francis LaFlesche, 1911, Bureau of American Ethnology 27th Annual Report
1905-06, Smithsonian Institution, Washington, D.C.

“Among the Omaha the ceremonies of the Hethu'shka formerly partook of tribal importance. The Kon'ce, or ‘Wind People’, were
the custodians of the two pipes sacred to the rites observed in the opening ceremonies when the members met together. There
were occasions when the Hethu'shka members moved in a procession around the hu'thuga (tribal circle), following their two
pipes, borne by their Kon‘ce keepers. The office of keeping and filling the two pipes was hereditary in a family of the Kon'ce
gens that today is represented by one surviving member. It is said that the object in establishing the Hethu’shka society was to
stimulate an heroic spirit among the people and to keep alive the memory of historic and valorous acts. Thunder was the tutelar
god of the Hethu’shka. The destructive power of the lightning, with it’s accocmpanying thunder and clouds so terrifying to man
and beast, was recognized in the ceremonies and songs of this society.”

’

“Among the Osage the Hethu‘shka society is spoken of as the Ingthon‘ushkon, ‘those who partake of the nature of the thunder.
The society is known not only to the close cognates but to the Iowa and Oto tribes as well...”

*...The membership of the Hethu'shka in the Omaha tribe was restricted to warriors; it included chiefs and ‘privates’ but all
were on an equal footing. The one requisite for eligibility was that the man should have received public war honors before the

Packs Sacred to War.”

“Entrance to the society was by unanimous consent. A desirable candidate was ‘picked’ by a member and invited to a meeting,
where if no one offered objection to his joining the society, he was accepted as a member from that time.”

“The officers of the society were the hereditary keepers of the Hethu’shka pipes held as sacred, a leader and a herald. The
leader held his office during lifetime or until he chose to resign. When the office became vacant, the aspirant for the position
had to be a man high in the respect of the tribe and a successful leader in war. The candidate made known his desire for the
vacant office by inviting the members to a feast. At the feast his candidacy was discussed and if no objection to him were
raised, he was accepted as leader. The herald had to be a reputable warrior and possessed of a strong, clear voice so that his
messages might be distinctly heard. At each meeting the leader appointed two or more young men to act as servants in
attending to the fire and assisting in the ceremonies. These servants were sometimes young men who had not yet attained to
the distinction requisite for membership and it was considered an honor to be thus chosen and permitted to serve.”



“"The meetings were held at irregular intervals, usually about once a month, always in the same place - in the commodious
dwelling of some member who was respected in the tribe. He did not contribute anything besides shelter to the society, except
when he chose to be the host, or feast-giver. Some members always volunteered to act in this capacity for each meeting; it
was the duty of the host to furnish the requisite food for the ‘feast’ and the tobacco for the pipes, though he could not fill these
or prepare them for smoking, as that could be done only by the hereditary Kon‘ce keeper. The host had also to prepare the
black paint, made of charred box-elder wood mixed with water, and put it ready for use Into a wooden bowl, the property of the

society, kept for this purpose.”

“At the meetings of the society each member had his appointed place in the circle within the lodge. The leader, who must
always beiong to the highest grade of warriors, sat in the middle at the back part of the lodge, opposite the door. The men who
were his equals in their grade of war honors sat next to him on his right and left; then came those of the next lower grade and

so on, by grades, down to the door."

"The men who were his equals in their grade of war honors sat next to him on his right and left; then came those of the next
lower grade and so on, by grades, down to the door. The honors by which the places of the members were graded were those
that had been publicly given the warriors at the Wate'gictu.”

“(The term Wa-te’-gi-ctu is made from the words ‘wa-te’, meaning ‘things accomplished,’ referring to the acts accomplished by
warriors; ‘gi’ meaning ‘possession’; and ‘ctu’ meaning ‘to collect or gather together.” Collectively then, the term’s implied

meaning is, ‘the gathering together of acts accomplished.”™

“The term Wate'gictu was the ceremony which took place shortly after the return of warriors from a victorious battle, whereby
all the acts or brave war exploits of a warrior were duly authorized and ceremonially awarded, giving the warrior the rites,

honors and privileges each graded war honor held.}”

*On each side of the entrance sat the servants appointed by the leader. Near the door on the right as one entered was the
place set apart for the host or feast-giver of the meeting.”

“Regardless of rank, the leader or anyone else had to leave his appointed seat and occupy this place on the evening when he
acted as host.”

“The drum was placed at the left of the leader’s seat. The men singers, two to four of whom used drumsticks, were grouped
around it. Immediately behind the men sat a few women who possessed fine voices. This choir led in the singing of the songs,

in which all the members, when not dancing, generally joined.”

“Na clothing except the breechcloth was worn by the members and a long bunch of grass representing scalps the wearer had
taken was fastened to the belt at the back.”

“Later, but how long ago it is now impossible to ascertain, the members entitled to wear the scalps, substituted therefor the
bunch of long grass. In time this decoration became part of the Hethu’shka dress or regalia and as such was worn by all the
members without regard to personal achievements. When the ‘dance’ became known to the Dakota tribes and the Winnebago,
the significance of the bunch of long grass having been forgotten, they gave the name *Grass dance,’ or the ‘Omaha dance,’ the
latter name in recognition of the tribe from which the ‘dance’ had been obtained.”

“Each man painted himself in accordance with the directions given him at the Wate‘gictu and wore the decorations conferred on
him at that public ceremony when he received his grade of war honors. The leader had to be of sufficient rank to be able to
wear ‘the Crow’, a decoration of the highest order. Sometimes belis were tied about the legs and ankles, adding a sort of
clicking, castanet accompaniment to the song and dance. Not only were the members of the Hethu’shka chosen from among
the brave men but the rules and influence of the society tended to enforce peace and harmony in the tribe.”

“If a member became quarrelsome, a disturber of domestic or tribal affairs, the herald was sent to proclaim him to the people.
He would give the man’s name and say: ‘My friend, the door of the society is closed against you, that you may remain among
the common people where such acts {naming his offense} are committed.’ This punishment was considered a great public

disgrace.”

“When a meeting was to be held, all the belongings of the family were removed from the lodge for that evening and the place
was left vacant for the society.”
“The young men who had been appointed servants brought the necessary wood for the fire and the host sent the food to be

cooked, for nothing was prepared beforehand. Just before the hour for assembling, the host placed the bowl of paint and the
two pipes, which had been filled and made ready for smoking, before the place belonging to the leader. Everything was then in

readiness.”

“when all the members were in their places the leader took up the bowt! of paint and the following song was sung by all
present:” (Note: musical notations omitted from text)

“"Nun-xthe the-te hi-tha-ki-un te thun-ahi-de
Nun-xthe the-te hi-tha-ki-un te thun-ahi-de
Nun-xthe the-te hi-tha-ki-un te thun-ahi-de
Nun-xthe the-te hi-tha-ki-un te thun-ahi-de
Nun-xthe the-te hi-tha-ki-un te thun-ahi-de”

“Literal translation: Nun-xthe, charcoal; the-te, this standing before me; hi-tha-ki-un te, to paint or decorate himself with;
thun-ahi-de, I wearily wait, or wait until I am weary.”




“Free translation

Before me stands, awaiting my touch, coal-black paint,
Heavy black clouds filling all the sky o’er our head.
Upon our faces now we put the black, coal-black cloud.
Honoring war, weary for the fight, warriors’ fight,
Waiting to go where the Thunder leads warriors on.”

“The words were not intended to convey the idea that the members were literally tired of waiting for the wood to char in order
that the ceremony of painting might take place, but rather that the desire for action was so strong within the warrior’s breast
that he was weary of the restraint, of the lack of opportunity that withheld him from heroic deeds of war.”

*The music expresses more than the words alone convey. It not only expresses the warrior’s eagerness but the portentous stir
that filled the air with flying birds when the black storm clouds arose. The song strikingly suggests both the psychical and
natural influence of the symbolic thunderstorm, the visible sign of the warrior god.”

“During the singing of the song the leader dipped the fingers of his right hand into the paint and touched his forehead, cheeks
and chin, and both sides of his chest. Then the bow! was passed by the servants about the lodge and as the song was repeated

each member put on himself the black paint, the insignia of the Thunder god.”

“When all had been painted, the leader took the pipes, dropped some tobacco on the earth, lifted the stems upward, paused a
moment, and slowly turned and pointed them to the north, east, south and west; he then lighted the pipes and handed them to
the servants while this prayer was sung:” (Note: musical notations omitted from text)

“Wa-kon-da tha-ni ga the ke
Wa-kon-da tha-ni ga the ke
Wa-kon-da tha-ni ga the ke

Eha tha-ni hin-ga we tho he thoe
Wa-kon-da tha-ni ga the ke
Wa-kon-da tha-ni ga the ke
Wa-kon-da tha-ni ga the ke

Eha tha-ni hin-ga we tho he thoe”

“Literal translation: Wa-kon-da, the power that moves and gives life; tha-ni, modification of ni-ni, tobacco; ga, here; the, this;
ke, something long-indirect reference to the pipe; eha, now; hin-ga, modification of inga, to draw with the lips, as in smoking.
The indirect reference to the pipe indicates that the article is unimportant, a mere vehicle, the real offering being the tobacco

smoke.”

“Free translation”

“Wa-kon-da, we offer this smoke,
Wa-kon-da, accept now our prayer,

Let the smoke rise upward to thee,

It bears our prayer, Wa-kon-da, to thee.”

“The words and music of this song are in marked contrast to the one that proceeded. The descriptive character and the
impatience expressed in the opening song here give place to stately measures in which the thoughts of the members are turned
from the objective display of the Thunder gods toward the invisible Wakon’da, the directive life force which permeates nature
and all forms of life. The beat of the drum is in 4/8 time while the music is in 6/8 time. The contrasting rhythm and syncopation

express the restraining influence of the rite.”

“The pipes were passed in the following order: One pipe was started at the door and was smoked by all seated on the half of
the circle between the left side of the entrance and the ieader. The other was started with the leader and ended with the
member at the right side of the door. As the pipes were passed among the members, the ascending smoke carried with it each
warrior’s appeal, voiced in the prayer to the invisible Wakon’da. With this rite the opening ceremonies of the Hethu’shka came
to a close. Shortly after, the choir began a song in fast time and whoever was so inclined arose, dropped his robe in his seat

and stepped forth.”

“Then is a conventional pantomime he acted out one of his experiences in war from which he had gained a public war honor at
the Wate'gictu. A good dancer was light of foot and agile. A variety of steps was taken; the foot was brought down on the
ground with a thud, making a synchronous accompaniment to the resonant drum beat and the voices of the singers; the limbs
were lifted at a sharp angles; the body, was bent and raised with sudden and diversified movements, as in a charge, or as if
dodging arrows or averting blows from weapons. In all this dramatic presentation of an actual scene there was not a motion of
foot, leg, body, arm or head that did not follow the song in strict time, yet keeping close to the story that was being acted out.
The throb of the drum started the pulses of the spectator, and held him to the rhythm of the scene, as the eye followed the
rapid, tense action of the dancer, while the ear caught the melody which revealed the intent of the strange drama so full of
color, movement, and wild cadences. The intense character of the dance, made it impossible to sustain it for any considerable
time; therefore the dance and song, although the latter was repeated, were always short. Rest songs, slower in time, followed a
dance, and during these songs the dancers sat muffled in their robes, often dripping with perspiration and panting to recover

their breath.”

“When the food was ready, two men, each of whom had broken the neck on an enemy, were designated by the teader to act.as
servers. Then the choir began the song that was the ceremonial call to the feast, to which the two men danced.” (Note: musical
notations omitted from text)




“U-hon the-te ni-de tho
U-hon the-te ni-de tho
Inda-ku-tha ni-de tho

U-hon the-te ni-de tho he
Inda-ku-tha ni-de tho he tho”

“Literal transiation: U-hon, the food now cooking, the feast; the-te, this; ni-de, it is cooked or ready to eat; in-da-ku-tha, an
ancient term meaning friend or comrade; tho, he, tho, vocables.

“Free translation”

“The feast awaits you--come, eat,

The feast is awaiting you,

Members, comrades, come and eat.

The feast awaiting stands before you, come,
Members, comrades, come and eat! He tho.”

“Two sticks were used in serving, and the choicest pieces were given the bravest man present. After all had been served except
the host, or feast-giver (for he observed the tribal custom of not partaking of the food he had provided for his guests), the
leader arose and made an address, in which he thanked the feast-giver and discoursed on the need of food for the preservation
of life. He told of the trials, dangers and hardships encountered in securing food, so that the quest represented both a man’s
valor and his industry; and since no one could live without it, food was a gift of the greatest value. Therefore no one should
partake of it without thanking the giver and he should not forget to include the giver's wife and children who relinquish to
outsiders their share in this great necessity of the family.”

“At the close of this speech each member partook of the food provided. When the repast was over, the member who had
received the choicest part of the meal held up the picked bone and acted out in a dramatic dance the story of his exploit.

Sometimes this exhibition was of a remarkable histrionic character.”

“When the time to disperse came, usually short after this dance, the choir began the song of dismissal. During the singing of
the first part the members rose in their places and at the beginning of the second part the member who sat with the door to his
right passed around the lodge and fire place and was the first to leave, each one following in his turn, all singing as they walked
and passed out under the stars. When all had gone, the choir rose from about the drum and left the lodge in silence. This
dismissal song is choral in character and yet has the rhythm of a march.” (Note: musical notations omitted from text)

1

“Ko-tha non-zhin the

Ko-tha non-zhin the

Ko-tha non-zhin the

E-ha non-zhin hi-tha-me tho he thoe”

2

“Ko-tha mon-thin the

Ko-tha mon-thin the

Ko-tha mon-thin the

E-ha mon-thin hi-tha-me tho he thoe”

“|iteral translation: Ko-tha, an archaic term for friend; non-zhin, arise or stand; the, vocable; e-ha, now; hi-tha-ime, they say;
tho he, vocables; thoe, close of stanza; ko-tha, friend; mon-thin, walk. The words indicate that the members address one

another: ‘Friend, we stand; Friend, we will walk.’

“Free translation”

1

“We say, Friend, arise!

Arise, Friend, we say.

Arise, Friend, we stand.

We say, Now arise and stand.”

2

“We say, Friend, now walk,

Now walk, Friend, we say.

We say, Friend, now walk.

We say, Friend, now walk we away.”
(Fletcher & LaFlesche, 1911, pp. 459-469)

From: “Ponca Societies and Dances”, by Alanson Skinner, 1915, Anthropological Papers, American Museum of Natural History,
Vol. 11, New York, NY.
“When the young people wish to get up a hel'ocka lodge, four yéuths get together and choose a man to take care of the drum

and the hel'ocka round house in which the dancing is to be done and prepare the feasts. They take a pipe to tjim, and if he
accepts, he is committed to the office. Besides the “drum owner,” (nerhexgakogelithere) are the following officers:”

“8 leaders (nodahunga)
2 tails (sinde)
8 drummers (xoka)




4 women singers (hola‘ze) to sit behind the men

2 judges (wawethihethun) who sell the horses and other gifts made by individuals to the society as a whole and act as
treasurers of the proceeds.

1 dgte §etter for the dance (ohanithigthun) who also teli what food to cook for the feasts.

1 pipe lighter (ninitha’ne) No one can light a pipe for himself during this ceremony.

2 starters, or whip bearers (wanacis)

2 waiters (ohan’cigre)

2 heralds, or announcers (wa’‘gra)”

“Braves only are allowed to wear the feather dance bustles and deer hair roaches during the ceremony. All wore their war
honor feathers, etc., while dancing. None wore grass.”

“Du_ring one particular song, the bravest man present is called up to dance in a circle of other dancers who dance ‘in a
stationary position” while he dances in a circle round and round. Suddenly, he falls over as though he were shot and all whoop.

This is repeated four times. The dance is called ex’gianwatcigahre. The brave wears the feather bustle...”

*...The hel’ocka helps people mourn for their dead, and makes collections of gifts for bereaved people to help dry their tears.
When other tribes come to visit these people, they entertain them, and also take up collections for outsiders who ask for help.
No matter how poor a man is he is not helped unless he asks for it.”

(Skinner, 1915, pp. 784-785)

From: “The Ponca Tribe”, by James H. Howard, 1965, Bureau of American Ethnology Bulietin 195, Smithsonlan Institution,
Washington, D.C.

’

“The last of the three Ponca dances which Peter LeClair considers most important is the Hedu’ska or ‘War’ dance. In his ‘History
(p. 21) he writes: ‘The best dance is called Hay-thu-schka, known as the war dance; it is said that anyone that is not well and
feeling bad and anyone that is mourning, the sound of the drum will revive them and make them happy.’ Skinner (1915c¢, pp.
784-785), in his discussion of Ponca societies, gives and excellent description of the dance.”

“This dance, which was at one time merely one of several ‘owned’” by Ponca warrior societies, was apparently borrowed from
the Pawnee at an early date. It has now been a part of Ponca culture for so long, however, that they consider it their own, and
even have an origin legend which explains it's introduction. Skinner (ibid., p. 784} writes: *According to Charlie Collins, this
society originated among the Ponca, and was founded by a woman who dreamed she went to another world where she saw
Indians dancing.” My own informant, Sylvester Warrior, was quite indignant when I suggested that the Ponca had borrowed the
dance from some other tribe, saying: ‘There are too many songs in the dance which teli of Ponca being blessed by Wakanda."”

“As mentioned above, the Hedu’ska was originally a warriors dancing society. Like other societies of this type, it had a roster of
officers, including a drumkeeper, eight dance leaders and two whipmen who started each dance episode and who whipped
refuctant dancers across the legs to make them get up and perform. The characteristic ornaments of the dance were the
porcupine and deer-hair roach headdress and the ‘crow belt’ or feather dance bustle. The latter was emblematic of a battlefield,
and it's use was restricted to certain officers of the society who were distinguished warriors. Both of these ornaments were

ritually fumigated during the ceremony by holding them over a cedar needie smudge.”

“About 1880, with the decline of intertribal warfare, the Hedu'ska society began to take on a religious flavor. Instead of the war
speeches and coup countings of the earlier dance there were long prayers for the benefit of the group by designated officials.
Gift giving, rather than war honors, was the basis of admission. It was also about this time that women were admitted as

dancers.”

“Students of American Ethnology will recognize the form of the dance as that which diffused from the Dakota tribe to the
Central Algonquian groups as the ‘Dream dance’ or ‘Drum religion.’ The Hedu'ska persisted in this form, in both Oklahoma and
Nebraska, until about 1925, and is still retained by the Osage, who seem to have secured some of their ritual from the Ponca,

as their ceremonial War dance or ‘Man’s dance.””

“Today the Ponca dance has entered a third phase, which might be termed *Pan-Indian.” Most of the religious elements (except
for song texts) have been fost, and the dance is, for most participants and observers, merely a ‘big time™..."Costumes have
become quite baroque, and the symbolism of the roach and crow belt have been forgotten.”

“Choreographically speaking, the Hedu’ska consists of individual dancers performing any steps they choose while circling the
drum. The traditional progression around the drum was clockwise, but the Southern Ponca, as observed in 1952, 1954, 1959
and 1961 moved in a counterciockwise direction. Peter LeClaire and older Southern Ponca attribute this change to the influence
of Southeastern tribes, such as the Creek and Cherokee, whose dances progress in a counterclockwise direction. Many of the
Ponca Hedu’ska songs refer to the exploits of Ponca heroes in the wars with the Dakota. A few have been borrowed from other
tribes and some are slightly reworked versions of songs formerly used by other Ponca warrior societies, now obsolete.”

“Beginning in 1958 there was an attempt to revive the old Hedu’ska organization among the Ponca, and several performances
of the dance in the old form have been held. Active in this revival were Sylvester Warrior and Clyde Warrior.”

The annual Southern Ponca powwow, which features the Hedu’ska in it’s secutar form, is held each year during the last week of
August. It is one of the principal ‘Indian’ events in Oklahoma, and draws large crowds. As many as three or four hund_red
dancers, representing a score of tribes, take part. Among the Northern Ponca the Hedu’ska has not been performed since about

1935..."

*...Otto Knudsen and Peter LeClaire (Northern Ponca informants) both mentioned a dance called Oha‘dize or ‘Reach-in-@he—
boiling-kettle.’ This dance is known to the Dakota and certain other Prairie-Plains tribes as the “kettie dance.” Dancers circle a




kettle of cooked dog meat four times, then, on a certain musical cue, the leader dips into the pot with his bare hand and arm
and seizes a piece of meat. Usually this is 2 dog’s head. Peter LeClaire said that this dance was originally a part of the full
Hedu’ska performance, but later evolved into a separate dance. The dance is still performed by the Teton Dakota and the
Winnebago.”

{(Howard, 1965, pp. 106-108)

Among the Ponca, according to Syivester Warrior, the Headman of the Ponca Hethuska from the time of it's revival in 1958,
untit his death in 1973, the Hethuska Society was,

*...an organization of men who were braves or warriors of the tribe, and men who were important in the tribe as tribal leaders,
as well as being the, perhaps son of a great chief, or even the grandson, or anyone who proved himself to be a good citizen of
the tribe, and men who were know for their ability to talk and to live in a good way. To show themselves as good people.”

(Warrior, 1967)

As seen through the above quoted sources, the origins and history of the Ponca Hethuska Society are not consistent. There are
many versions, from both anthropological sources which are often slightly inaccurate, as the observers may not have fully
understood the culture they were studying, and oral tribal history which is only as good as the memory of it's keepers.
However, we can determine the main emphasis of the Hethuska Society by pulling general themes from all these sources.

We know that the Hethuska Society was once a men's warrior society among the Omaha approximately 300 years ago when
the Ponca and the Omaha were part of the same larger Dhegihan linguistic group. In fact Duncan (1997) states, “In 1884, Alice
Fletcher believed the Hethuska song which referred to the famous Ponca warrior named Ishe’buzhe was at least one hundred
fifty years old, dating the song to circa 1734.” (Duncan, 1997, p. 45) This would put the age of that particular song at 271
years old from the date this work was published, and the society structure was aiready in place. In addition, evidence suggests
that the Hethuska's earliest roots may have gone back to the ancestors of the Omaha/Ponca in the Middle Mississippian Culture

over 500 years ago.

Later, when the Omaha and Ponca split to form separate tribes sometime in the early 1700s, both tribes continued their
versions of the Hethuska Society, which have evolved separately but remain very similar. Because these men of the Hethuska
had proven to have above average hunting skills and above average warfare skills, they pledged to look after those in need
among the tribe. Especially taking great care of the widows and orphans of warriors killed in battle, who might otherwise starve

without their heip.

During the time of intertribal warfare in the 1800s, the dance ceremonies held by the Hethuska Society would help to preserve
the valorous war exploits and deeds of heroism of it's members, both past and present, in the actions of the dance and the
words of the songs. In this way, it was thought, younger men and boys would be inspired to follow the examples of bravery in

defense of the tribe, which the men of the Hethuska portrayed.

Shortly after the Ponca were forcibly moved from their home near Niobrara, Nebraska to a reservation In north central
Okiahoma in 1877 (now referred to as “White Eagle™), it is said that the Ponca Hethuska Society "passed the drum” to their
new friends in the area, the Kaw (aka Kansa), in 1881. This “passing of the drum” was considered a gift from the Ponca
Hethuska Society to the Kaw tribe. This gift, in effect, was the permission to have the rites and privileges to perform the Ponca
Hethuska dance ceremony. The Ponca would make a drum and give it to a man who would be the leader of the society within
the tribe that received it. This new Headman would also be given a set of Honor Songs (now known as Committee Songs) and
instructions on how to choose leadership positions, as well as core traditions of the dance. Lastly, the new Headman would have
been admonished to “make his own way” and create a unique society based on the core of Ponca traditions and songs.

(Conklin, 1985)

In a typical cultural tradition, the Kaw would have responded to this enormously generous gift, by responding with material
gifts to the Ponca Hethuska leadership to formerly thank them for the gift. This may be how early anthropologists,
misunderstanding cultural intricacies, assumed incorrectly that the rites to the dance were being purchased.

It is known that by 1883, the Ponca Hethuska, with Standing Buffalo as it's Headman, “passed the drum” to the “Dwellers of
the Hilltop” band of Osage living in the Grayhorse District, with John Black Bird, Sr. becoming the first drum keeper of the
Osage Inlonshka at Grayhorse. (Callahan, 1990, p. 25) By 1884, the Kaw tribe could not continue the responsibilities of the
Hethuska Society and three Kaw men, Little Jim, Barly Delano, and Jim Pepper, “gave away” the Hethuska Drum that the Ponca
had given them, including it's traditions, to the “Dwellers in the Thorny Thicket” Band of Osages living in the Pawhuska District
of north central Oklahoma, with Ben Mashunkashay becoming the first drum keeper of the Osage Infonshka at Pawhuska.
(Cooley, 1985, p. 8) (Callahan, 1990, p. 19) Soon after in 1885, the “Dwellers in the Upland Forest” Band of Osage living in the
Hominy District, learned these Hethuska / Inlonshka traditions from the Pawhuska District Osage, having come from the Kaw.
(Stewart, 1975, p. 14) All three Osage Bands have made the Hethuska society traditions into a uniquely Osage tradition now

referred to in their language as IN’-loN-shka. (Conklin, 1985)

“half moon” version of the Peyote religion to

According to Howard (1965), the Southern Cheyenne brought a “little moon” or
religion and

the Ponca in 1902, (Howard, 1965, p. 122) During this time the Ponca were also trying to follow their “prayer pipe”
annual Sun Dance as noted by George Dorsey, Curator of Anthropology at the Field Colombian Museum, in his work titied “The

Ponca Sun Dance” published in 1905.

"} participated in the Ponca sun Dance. However, after recelving a

The following year in 1906, Ed Primeaux (aka “Pack Horse
h Parker, Ed Primeaux had converted to the Peyote

Peyote “fireplace” from the Comanche Peyote religion leader Quanna
religion. (Howard, 1965, p. 74) (Duncan, 1997, p. 86)

The influence of the Peyote refigion on the Ponca Sun Dance traditions and Hethuska traditions at this time cannot be
underestimated. Although the Ponca continued to distribute their Hethuska traditions to other tribes, it was declining in




popularity amopgst themselves as the Peyote religion was becoming the more dominant tradition. In some cases, tribes sought
out the Ponca, in order to obtain the Hethuska traditions. The emerging popularity of the Peyote religion had also effected the
Osage Inlonshka so that by 1914, the Osage Inlonshka in one of their districts, had just five dancers. (Duncan, 1997, p. 86)

A;qording to Ponca elder Henry Snake, who was a Tail Dancer in the Hethuska at the time, the Poncas "passed the drum,”
gl\_/mg a drum and the rights to perform the Hethuska to the Comanche tribe in 1916. {Snake, 1976) In addition, it has been
said that, “...the Poncas passed the drum to groups of Sac and Fox as well as Cheyennes.” (Stewart, 1975, p. 14)

After the U.S. participation in World War I, the Ponca found new ways of honoring their warriors who had fought on behalf of
the U.S. Government, and were now recognized as veterans. In 1918, the first “all Indian” American Legion Post, called “Buffalo
Post 38" was formed at White Eagle, Oklahoma on the Ponca Reservation. The Buffalo Post 38 Ladies Auxiliary became a strong
organization of women who honored and supported their veterans with Scalp Dances and other culturally based activities.

At the beginning of the 20th Century, the popularity of Wild West Shows, such as Pawnee Blll's Historic Wild west Show and the
Miller Brother’s 101 Ranch Wild West Show, as well as State and County Fairs, provided the Ponca with many opportunities to
sing the Hethuska songs and dance in the Hethuska style. These exhibitions also allowed for interaction with dancers from other
tribes, and inter-tribal gatherings became more popuiar.

By 1922, the Ponca warriors/veterans had splintered into at least four groups that were closely associated to women’s Scalp
Dance organizations and met at various times to sponsor Scalp Dances and Hethuska style dances. The known groups were (1)
Nu-doN meaning “war” or “warrior,” (2) Pa-tha-taN meaning “drinkers of strong or bitter drink” {coffee is implied}, (3) Pa-thiN-
ge meaning “without heads"” or “head takers” {in reference to the old custom of taking a enemy’s head as a trophy}, and (4)
He-thu-ska.

(Shea, 2004)

With the pressures from the popularity of the Peyote religion, the U.5. Government’s attempts to “Christianize” and “civilize”
indian children in boarding schools, the loss of land and general poverty, by the time of the Great Depression beginning in
1929, the cultural disorganization had made the Hethuska Society among the Ponca, and the Comanche’s version of the

Hethuska Society, as dormant cultural entities.

Neither the Ponca nor the Comanche could continue to hold their Hethuska dance ceremonies and perform benevolent tasks for
the needy, as basic survival became critical for all tribal members. However, the Hethuska songs were not restricted to the
Hethuska membership, and the Ponca singers were singing the Hethuska songs routinely at other Ponca cultural events such as
the Annual Ponca Pow-Wow, while Ponca men danced in the Hethuska style (aka the “Tail Dance” style).

Interestingly, due to a variety of reasons, including the monetary benefits of the discovery of oil on their land, the three villages
of Osage, being Grayhorse, Hominy and Pawhuska, were able to afford the cost of holding their Inlonshka dance ceremonies.
During this time that the Ponca Hethuska lay dormant, the Ponca singers were still called upon to sing the Hethuska songs at
the three Osage village Inlonshka ceremonies, which helped to preserve the songs. Ponca singers also sang the Hethuska songs
for other War Dance organizations such as the Pawnee Iruska, and the Oto Heloshka. {Howard, 1965, p. 107)

After World War II, the Gives Water Service Club was formed in 1945 at the Bois d‘arc settlement of the Ponca Reservation to
honor Poncas who had served in the military during World War II. Often dance celebrations sponsored by the Gives Water
Service Club and the Buffalo Post 38 Ladies Auxiliary, which was still functioning as an organization since 1918, would
incorporate Hethuska dance styles and dance clothes, along with Hethuska songs. However, the dance celebrations would not
be considered Hethuska Society events done in the formal manner of years ago, and frequently, new Veteran’s Honoring Songs
would be composed in the Hethuska style, to honor the new Ponca warrior/veterans.

In the early 1950s, Sylvester Warrior (Ponca) set out to see if the dormant Ponca Hethuska Society could be revived, especially
in honor of the recent Ponca Veterans of Word War II and the Korean War. In addition to being a World War II Veteran himself,
Sylvester Warrior had a deeper personal interest in the Hethuska Society as his grandfather, Standing Buffalo, was a prominent
sub-Chief the Ponca in late 1800s and the Nu-doN‘-hoN-ga or Headman of the Ponca Hethuska Society when the society
“passed the drum” to the Grayhorse village of Osage in 1883, and his mother, Grace Warrior was “keeper” of the tribal pipe.
{Conklin, 1986) After many years of gathering information from Ponca elders and singers, Sylvester Warrior, through a long
and very involved process, gained the blessings and permission to revive the Ponca Hethuska Society in 1958 at White Eagle,

Oklahoma, becoming it’s Headman. (Conklin, 1985)

By 1972, Melvin Kerchee (Comanche) had effectively reorganized the dormant Comanche version of the Hethuska Society
which the Poncas had given the Comanche in 1916. The revived Cormanche War Dance Organization as it was called, was then
attended by and sanctioned by Sylvester Warrior and the Ponca Hethuska. (Kerchee, 1985)

With the death of Sylvester Warrior at the age of 60 in August 1973, the next person elected to be Headman of the Ponca
Hethuska was Jonas Steele (Ponca/Winnebago). However, Steele’s time In that position was very short as he passed away

unexpectedly in February 1976.

In the Fall of 1976, Abe Conklin (Ponca/Osage) was elected to be the new Headman of the Ponca Hethuska, When Abe Conklin
passed away in December 1995 at the age of 69, Damon Roughface (Ponca), son of the late Paul Roughface, was elected to
become the new Headman or NudoN’hoNga of the Ponca Hethuska Society and to date, holds that position.

Today, the Ponca Hethuska gathers to have their dance ceremony twice a year, usually in April and October, on or near the
Ponca Reservation at White Eagle, in north central Oklahoma. The Hethuska dance ceremony now consists of one afternoon
dance session, an evening feast for ail dancers, singers and spectators, followed by an evening dance session. Each dance

session lasts for about four hours, with periodic water breaks.



The Grayhorse, Pawhuska and Hominy villages of Osage continue to hold their Inlonshka ceremonies once a year in June. Each
village has their own dance with separate committees. Each Inlonshka dance ceremony lasts four days, usually from Thursday
through Sunday with afternoon and evening dance sessions on each of the first three days and an extended afternoon session

on Sunday.
The Comanche War Dance Organization continues to hold their dance ceremony twice a year, usually In April and October, for

one day with and afternoon and an evening dance session separated by a feast. There continues to be a great deal of visiting
and association between members of the Ponca, Osage and Comanche organizations as many support each others dance.

It should be noted, that there are other “War Dance” organizations with traditions related to the Omaha-Ponca Hethuska among
other tribes. However, these organizations do not have a direct association to the Omaha-Ponca Hethuska in the same way as

the Osage and Comanche.
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WHY STRAIGHT DANCE?

By Emest P. Stevenson

This last spring I attended a Ponca Formal War Dance in White Eagle, Oklahoma with
several other members of Colonneh Lodge. We were invited by Mr. Abe Conklin, the Ponca Tribal
Nuda Hunga (Headman) in appreciation of our help to the Ponca Indians. This was a great, great
honor because the Ponca actually started the Formal War Dance as it is known today. They then
introduced it to the Comanche and the other tribes and Straight Dance has subsequently become the
predominant style at a Formal Dance. On the bench at White Eagle, my thoughts went back 25

In 1969, while I was a teenager, I was given an outline on how to construct a Straight Dance
set of clothes, by a well-meaning friend. Little did I realize that outline would become my passport
to the Native American culture; that it would impact, not just my life but hundreds of Arrowmen. No,
after two years of doing Blue and Gold Banquets, my first response was, "where's the war bonnet,
where's the warshirt?" Surely this couldn't be real Native American attire. I had spent the previous
summer putting together an Oklahoma Swing Bustle from the Grey Owl Catalogue. Now that was
Indian. However, once that set of clothes was completed and I hit the dance floor, I discovered my
stamina didn't match my enthusiasm. In the Texas heat, I only lasted for one contest song,.
Remembering that, I began to more carefully evaluate the Straight Dance cotton shirt, roach and
nibbon work leggings.

Straight Dancing became more appealing. Someone had to win in that style--why not me?
I could represent my Lodge. It didn't look too difficult; from what I could tell it looked like walking,
Surely I had the stamina for that! So I decided to make a trial set of clothes. I started by recycling
my Dad's long-outgrown, dark blue Navy bellbottoms for leggings. You Old Navy guys will
remember the bellbottom pants with the fourteen button square fly: heavy wool. Added to that a
Tandy pair of moccasins, a nice shirt and a beaded belt and I felt downright presentable on the dance
floor. It was a start. And it was the start that most people make. Don't let others fool you. Most
people have to build their clothes in this manner unless they inherit them or start with a good enough
resource that they don't waste lundreds of dollars before they leam to build a set of clothes. A set that
won't embarrass them or the Native Americans.

I decided Straight Dance was cool. Certainly cooler than that exhausting Feather Dancing.
You dance at the same pace as ladies in shawls and go around the drum in the same direction. Think
about this men: You dance at the same pace as the ladies and go around the drum in the same
direction. You see where I'm going with this? You can actually socialize with the women on the
dance floor. Feather Dancers can't say the same. Beyond being social, Straight Dance is rich in
tradition. One hundred years ago or more, the styles were the same with minimal changes in Straight
Dance or Men's Formal War Dance clothes. If you focus on that, the fact that these clothes are
historic and authentic, you will have the right frame of mind for this style of dance. There is a reason
for each of the simple articles carried or wom. For instance, medicine bundles are worn to protect
your back from an enemy, mescal beans will help you foresee the outcome of a battle, and bead
patterns and string shawls (yes worn by men) identify the Society or Family associations of the




OUTFIT STYLE - Note: “X™= Not used with this outfit!

Indian Dance Outfit Check list

There 's nothing more frustrating than to travel a long dbtance to a dance only fo discover when you arrive

at some of your outfit is st af home. Well, now you can efiminate that problem with this handy check list. Just place it in your sulf-

case, then when you start to pack, go down the Iist and make sure that ofl your pleces are ready fo go. You can also use this list as o
reminder of what you still need to complete your outfit. NOTE: i you are appearing In public, always wear a bathing sult or shorts!

FEATHER
ITEM DANCE
ROACH(w/tiethongs) . .. ... ......
ROOCRAPIN o 4 civ siam % v st
Spreader . . ... .. .. ...
RoachfFeathers. . . ... ... .. ..
ScalpFeathers . . . ... ... ....
OTHER HEADDRESS ¢ P w wE s
HEADBAND -Beoded . . . ... .....
o @1 7o) | (RPN, X v oan wm s
EARRINGS (optional) i X oo g e
NECKLACE (medallion) . ... .......
CHOKER:: s v o & wam sy © 5 % s &
SCARP - & 5 & v % oied i w pew o 803 6
TMESUDE . . . ... ... ...........
SHIRT-Ribbon . . .. . ... ........
TOB .« o v e b e ¥ e s
=War : con oo a g X v w as s
VEST-(Optional) . . . ... ... ......
BREASTPLATE . . . .. ... .........
BANDOLIERS & PINS . . . . X . ... ...
SCARVES . ... ... X .. .....
LOVEFEATHERS . . . . X .. .....
SHOULDERFEATHERS . . . . X ... .. ..
OTIER DRAGGER . . . . . . X . ......
FEATHERS .. ... .. W v wmes
MEDALUONS o B wnus wdw
HAIRPLATES . . ... ... i vios e mon
OTTERSASH . . . ... ... R
ARMBANDS ooz o v 9 Wil i &
APRONS/CLOUT ... .. ... .......
BELT (Hoid-it-up) . ...........
BELT-Beaded(concho) . ... ......
CUFFS . . . . . e
BRACELETS . . ... . X .
SIDEDROPS/TABS . . . ... ... ....
LEGGINS ... ....... : S
TRAILER (Straight Dance) . X . .. .. ..
GARTERS (Knee) . . . ... X vowm ame s
MOCCASINS . . ...............
BEUS-Knee . ................
-Ankle ... .. ... b, SRR
ANKLETS . . . . . ... ............
HALFLEGGINS . . .. .. ..........
SOCKS: vt 555 5 5 smer o on o sae @ b
BENCHBLANKET . ... ...........
HAND ITEMS:
FAN: G5 sias @i ¥ 5 % wien ¥ a5 4
WHISTLE . . ... ............
TAILSNCK .. ... .. > R TR
LANCE ' oo v.im s @n ;S
MIRROR BOARD I - N
HANDSCARVES . . ... ........
HANDKERCHIEF . . ... .. ......
BATHING SUIT-SHORTS . ... .. .....
MAKE-UP . . .. ...... X oo e s
CONTESTNUMBER . . .. ... ......
ACEBANDAGES . ..............
SAFETYPINS . . . . . . .. ... .. .....

“HAPPY DANCING”

CEREMONIAL
DANCE REGALIA
...... B 555 ahor w semm v
.................... X
...... X . ooofooiiillx
.................... X
oo cmsa wa e Sl ve i el
.................... X
i s B v e o voe e
...... X wes oo e i
I B IR,
...... X o s o v K
...... K viorn v o oss o oee K
..... X o..fiiiiiilx
...... % o ki o o s X
...... X ..o fiiiiiiix
...... X ... foiiiilx
...... X o b 5o ¢ s R
...... X cioe o o mie n e X
von winrn 5 K v s % eoe o ne R
.................... X
.................... X
...... X ..o foiiiiiix
.................... X
X
.................... X
.................... X
...... X ooofooiiiiiX
e wrio min oo sl o et K
...... X oooofoiiiiiix
...... ¥ sun ibiew gos 5
...... X ooofoiiiiiX
.................... X
5 va e X Sa% dhid s sel
.................... X




Belt
Straight Dance shirt _

' German silver armbands - .
Finger woven sash or side tabs and garters
Clout leggings and dance trailer a11 trlmmed

_ v with ribbon work
‘Bells ) v
Flat fan or peyote fan
Moccasins A
Sweat band (optional) ]
Cane, carried'only-when accorded the honor

How to Get Started

1.

2 L] .

W

Begin by reading the remalnder of this article,
A good roach 1is essential to most any dancing costume. start
with this,
Begin learning to straight dance,
Learn to use a sewlng machine. This step 1s a must, other-
wise someone else will have to make the ribbon work, straight
dance shirt, scarfs, leggings, clout, dance traile:, and
otter traller. Having these items made would be Very costly;
therefore, 1t is worth the 1little time 1t takes to learn how
to use the sewing machine and gain a little skill by making
a practice plece of ribbon work.
Purchase the following from varlous Indian supply stores:
a. Moccasins for dancing, or material to make a pair,
b. About 1 3/4 -2 yards of navy blue rainbow salvage or
an imitation for making leggings, clout and dance trail r,
c. 13/0 or 13/0 cut beads, needles and thread; enough to
bead a belt, fan handle, rosetts and heluska feathers.
d. “material to make bandoliers and chocker: brass beads
‘and/or aroura’ ‘borealis crystal beads, hair pipe and heavy
leather for spacers. ' ) ' R

‘e.”“heavy leather to back beélt and chrome studs to edge belt

f. otter pelt for otter ‘trailer.
g. ‘feathers for-a flat fan, heluska feathers and otter

.“."‘

“traller ornaments;




always made of German sllver stamped with various designs.
Bone, rawhide and wood may also be used. Polished aluminum
sometimes substitutes for German silver. A single socket
attached to the spreader holds one undecorated  tall
“feather. Outside and center - .  tall, feathers are not

used as a roach feather. The feather is held in the spreader's
socket such a way that 1t swivels when being worn by the
dancer. The Osage "seem to prefer the o0ld style roach of black
turkey'beards and bright red deertall, ¥ Feder, American

Indian Hobbyist, Sept. - Oct. 1957,

Heluska Feathers: Thls palr of feathers 1s usually a trimmed

and straightened pair of' - tall feathers about 1-11i" wide,

When eagle tail feathers are not available hawk, magple, or

pheasant feathers easily substltute, Heluska feathers are

decorated similar to feathers found in a peyote fan., They may

be tipped with hackles, ermine, small leather spots and smeall

felt spots or triangles., The base of the feathers both back and
fromt are decorated with one or two colored hackles and/or

colorful pheasant or parrot body feathers. The quills of the
heluska feathers are covered with a very thin leather and then
'peyote,bead work 1s applied on top of the leather as decoration.

The feathers are tied to the roach strings or scalb with the

thongs of a small conch shell and/or small beaded rosette,

Heluska feathers may hang elther to the right or left side of the
temple., Sometimes the feathers are notched on one or both
sides'giving the side of the feather a saw tooth edge, Many dancers
also have a large "~ fluff suspended from a 1-1%4' twisted leather
or bead dangle attached to the roach string at the same point

the heluska feathers are tied. Peyote beadwork decorates the base
of thist‘ - fluff. For other detalls see diagranms.

Headband or Sweat Band: A headband or sweat band is optional,
a matter of personal taste. The most common sweat band 1s made
of a white handkerchief or small solid colored silk scarf folded
into a triangle.then into a 13" wide band. The band 1s tied




HELUSKA FEATHERS: Key

Straighten feathers to be used ( - hawk, pheasant, etc.)

until they are perfectly stralght. Then trim the feathers with
siccors as shown. Feathers in dlagram afre tall feathers
which are trimmed to a width of an inch and a quarter,

1.

2,

L]
.

13.
14,

This part of the feather and shaft is left Af tips are to be
decorated like those in figure F-D,

Very thin leather, glued to quill after base feathers have been
glued on. The tab 1s left so that conch or rosette can be

tled to feathers,

Leather or colorer felt spot used to cover -base of hackle,.
Hackles, tip and base hackles do not have to match. The back

“base of the Tfeathers are decorated similar to the front:

however, not exactly the same nor not quite as elaborate.

Do not decorate the back of the tips in F-B and F-C,

Small parrot body feathers.
Beaded rosettes.

Thongs, attached to conch or rosette to hold feathers, and
when worn are tied to roach strings.

Conch shell, 13 = 2" in dlameter, 2 holes drilled in center,
Aroura borealis bead. '
Ermime, glued around baes, tips and center shaft.

Small pheasant body feathers.

Peyote beadwork, done over the thin leather.

Felt triangles, two colors. Three could be used.

Thread work, different colors of thread wound around shaft
about 11" in length,




snug around the wrists. Cuffs must have a 14" ruffle around
the bottom edge. Top and bottom (sometimes middle too) of
the cuffs are trimmed with the same color. ribbon used on the
Yyoke; however, it is only 1" wide.

The Straight Dance shirt should flt loosly and hang to the
crotch when standing straight. Side seams of the shirt are
split and hemmed for about 4" at the bottom shirt edge to allow
for movement,

Materlal used to make this shirt has changed from solid
colors of rayon satin or satin to realistic floral or pasley
prints of most any material, Floral brocade or flashy brocade
cloth is occasionaly seen. Do not use Hawalian prints, Patterns
for this shirt can be made from any long sleeve shirt pattern
with cuffs and high yoke,

Bandoliers: Like the Mexican bandit with two ammuntion belts
crossed over his shoulders, the Straight Dancer wears a bandolier

over each shoulder and across his chest, Each bandolier consists
of one, two or three strings of brass and/or aroura borealis

beads in combination with large or small bone hair pipes. When
each bandolier consists of more than one string, the strings

are spaced with heavy leather spacers whose length is the combined
wildth of the number of strings being used and whose width is 3/8v,

The palr of bandollers need not match, One bandolier
entirely of brass beads or large glass beads and the other of
halr plpe and brass beads is one possibility. In fact only one
bandolier 1is permissible. Some dancers substitute large "silver"
(nickle plated) beads for brass beads. According to Feder,
mescal beans are another possibility when speaking of bandoller
materials. i ' - -

The two ends of the bandoliers are jolned at the hip either
by a single spacer into which all strands pass or by a peyote
beaded slide., Reguardless of the method used, the ends of the
strands usually do not extend past the bottom of the shirt when
worn., Bandoliers are worn over the belt in front and under

the belt in back,
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but are not preferred.

Sashes, Side Tabs and Garters: At one time Stralght Dancers
wore wide finger woven sashes under their shirts at the waist

and let the long elaborate fringe of the sash hang out beneath
the shirt on each side. Some sashes were only long enough to
reach from one side of the walst to the other., If a Straight
Dancer has access to a s .ash of this typre will wear it, However
today most dancers do not bother to weave this sash which does
not show but wears two or four pair of finger woven side tabs
of commercial wool yarn. Thése slde tabs take the place of the
fringe. They start at the wailst and hang to the middle of the
calf, These tabs are woven exactly like the larger sashes but
are only 11" wide ,the last 4-6" of the tab being unwoven yarn
which forms a tassel. Two to four colors are used and the
chevron and arrowhead designs are the most popular., Detaills

on weaving technique can be found in the American Indian
Hobbyist. The finer sashes and side tabs have large white

seed beads or white pony beads woven into the sashes or sewn to
the fringe, Side tabs are attached to the wailst with a thong
or small leather belt,

Garters are duplicates of the side tabs or sash belng worm,
but  they are only about 8-10" long including tassels or fringe,
One or two palrs of garters are worn on the outside of each leg
tled to a position just below the knee, Bells are tied over the
zarters, Co _ ,

Bells: Most dancers prefer to wear fifteen to twenty small
orass bells which are always worn Just below the knee, When
orass bells are not avallable, nickle plated sleigh bells are
substituted. The.bells are mounted on heavy leather straps




It seemed only néturgl then since the clout, leggings and
dance‘trailer were all made out of the 11st cloth that they would
all be trimmed with some type of ribbon work, The ribbon work
done on these three items always matches in design and color,

Most of the Osage today prefer the 13 or 17 ribbon type without .

a center . line, but the four or more‘cenéer line type 1is equally as
striking. All ribbon work strips found on the leggings, clout,

and dance trailor seem to be about 23" in width, some may be thinner

but never any wider.

Breechclout; Breechclouts are usually 13 or 14" wide., The
clout is worn over a belt, under the legs and over the belt in
back. The length of the clout i1s the entire width of the rainbow
salvage cloth, usually 54", Equal amounts of the clout hang down
in front and back, Only the sides that hang over the belt in front
and back are trimmed with ribbon work, No ribbon work is done on
th salvage edge. The ribbons at each end of the clout are left to
heng loose about two inches below the salvage edge of the clout.
(see d tagram) To protect the ribbon work, a three bead edging of
11/0 white beads is sewn to all the outside edges of the ribbon
work,

Leggings: The length of your leggings 1s determined by the
measurment from your crotch to-the top of your moccasins plus
four inches, The width of the legging 1s exactly half of the width
of the salvage edge, which is about 27%. Thus one 54" width of
cloth provides for both leggings. Ribbon work is applied to the
entire length of the legging on the cut edge without the salvage.
The top and bottom of the leggings are then bound with a single
ribbon. Sometimes one, two, or three ribbions in a saw tooth
pattern may bind the bottom of each legging.

Once the ribbon work is applied and the tops and bottoms are
bound, an 8" by 12" strip of salvage edge is folded to make a
loop and then sewn just inside the ribbon work. A belt that
holds up the clout will pass through this loop and also hold up
the leggings. It would ‘be wise to select & sturdy belt. Wheén -
the loops are attached fold the 27" width in half and sew side
seam by starting just inside the ribbon work and sewing on a very
slight “diagongl “from the top to the bottom“of the: 1egging.. For:
details see the diagram. - aE SRR
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Fans: Without exception, a stralght dancer carries some type-
of a fah The type of fan now. preferred and highly treasured
is ""’f; - ‘tall flat fan made of 5-7" -  tall feathers or - -
the entire .tail., The handle of the flat fan is covered with
peyote beadwork and twisted 1eather fringe hangs . from the butt
of the handle The feathers are fixed to the handle so that
they do not move and are kept in thelr natural order so that
the_fan 1looks like the tail Qf the eagle. Colorful pheasant
hackles and body feathers and/or dyed chicken hackles decorate
the area between'the feathers and the handle.

Many”dancers prefer to carry a "peyote" or bunch fan.
» ' See "The
Singing Wire" news letter for the details on construction of
this item, April and May 1967 issues.

Begver State Blankets: Most straight dancers will carry a
Beaver State "Serape Robe" by Pendleton folded over his arm
that will te left on his seat when dancing to hold his place,.

Cane: The cane is a-rod about a foot and a half or two feet
long and 3% in d*ameter whlch is carried in the right hand or
left hand. Canes are decorated with peyote beadwork and two
or three small bands of otter fur. Two -.. tall feathers
may hang from one end. These feathers are decorated like
heluska feathers but are not cut quite so narrow.

Canes are carried only by a few select dancers. Here is
'a quote fromJthe American Indian Hobbylst; Sept.-Oct. 1957

"You cannot carry a coup stick or
cane unless you are an appointed tail
‘dancer. When you have danced satis-
factorilly for a period of time and
demonstrated adequate ability, then

~.you may be appointed a tall dancer
by some tribal member, such as a chilef
or whip man. The coup stick will be
.. presented -to you=in an-appropriate
manner and you will value it highly.




STRAIGHT DANCE GLOTHING

How to Dress A Straig

by Ed LaFave
Modeled by David & Daniel Petrush
Photographed by Joe Kazumura

Straight Dancers
waiting for the formal
War Dance to begin.
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f the outfit.







Photos 8 and 9: The belt is next. These photos show the belt placed under the bandoliers in front and over the bandoliers
in back. Secure the belt. This method helps to “dress up” the front of the outfit and helps to secure the bandoliers in back.
e e e e e e e el e et e e
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Photo 13: The proper placement of the roach, roach feath-
er, and Hethuska feathers tied in place.

Photo 14: This illustrates a front view of the dancer wearing
his scarf and slide, carrying a fan and mirror board.
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The dance clothes that you wear into the Dance Circle repre-

sent the combined efforts of you, your family, and your friends.
You wear the clothes put together by the efforts of these people
to bring honor to yourself and to these people. These things that
you wear should be kept in an excellent state and/or condition of
repair. You have an obligation to your family and friends. When
you wear the clothes you are your family’s representative. As
their representative, you must feel a need to wear the clothes in
their best condition.

It must be realized that your dance clothes represent a signifi-
cant financial obligation. Your clothes can be very valuable depend-
ing on the amount of bead work, finger weaving, ribbon work, and
jewelry used in the decorations. Something that is worth so much to
your family should be properly cared for and respected.

It is typical to mix colors of the different pieces of your dress
to create a vivid, coordinated effect from the many different and
contrasting hues. The visual effect of the colors and designs of
the ribbon work, bead work, and finger weaving used to decorate
your outfit reflect both family and individual experience. The
selections of color combinations, decorations and ornaments
reflect the personality an individuality of the wearer.

Putting on your clothes should not be a rushed process. You
should allow thirty to forty-five minutes for dressing. This helps
in assuring that your outfit is put on correctly, and that all items
of your dress have been properly secured.

When a person dresses for a dance, a friend should help him
dress. They will help him put on everything in proper order. How
the dancer looks is a reflection of the depth of respect and devo-
tion he has for himself and what he wears.

A man’s dance clothes are usually made by family members
who try to acquire the best possible materials. A man who dances
in the circle is said to be put there by his family or friends. When
a dancer takes his seat in the circle his family or friends sit
behind him. This helps to ensure that the dancer maintains his
outfit correctly. Those who sit behind him make sure that each
time the dancer sits, he does not accidentally sit on delicate parts
of the dance clothes. They also may adjust any part of the clothes
which may be falling out of place.

Several weeks prior to the dance the dancer should begin to
check his outfit. The cloth parts should be hung out to air, be
cleaned and pressed so as to not appear soiled or unkempt. At
this time it would be important to check and repair any damaged
edge beading for example. Check and mend or replace all ties.
Moccasins, soles, thongs, bead work, sewing, should be checked.
It is a good idea to replace the ties on a yearly basis. Check, clean
and repair the bead work. A good idea to help maintain your
moccasin shape it to fill them with paper or use shoe trees when
your moccasins are not in use.

Your bells should be cleaned and polished. Make sure each
bell is mounted securely. If you tie these on make sure the ties
are replaced yearly.

Check the belts and ties that you use to secure your leggings,

clout and dragger to your waist. Replace these at least yearly. In
my years of dancing I have seen several friends leave the dance
arbor embarrassed because their clouts, dragger and leggings were
falling off because a belt broke. An idea that I have used success-
fully is to secure my clouts, dragger and leggings to my waist
with bands of cloth webbing. I try to use a cotton material as it
tends to be softer and does not bind or chafe the waist. Called car-
pet binding, this material can be purchased from local carpet sup-
ply houses. Try to get the widest binding available. This material
can be knotted and the ends tucked away easily. It also reduces
the bulk of material around the waist.

You should have a clean, fresh shirt and matching acces-
sories for each dance session. Please make sure they are also
cleaned and pressed. They should not show stains. If soiled,
they should be retired and new ones made. Your head band, if
you wear one, should be a folded new, clean white handkerchief
for each dance session. Use the old one to wipe your silver or
clean your moccasins.

For those of you who wrap your fan handle, it does no good
to put a soiled cloth around your fan handle to protect your bead
work from the sweat of your hand. This cloth should be a new
clean one for each dance session.

The most common items to come apart during a dance session
are the bandoliers. These should be checked often for wearing of
the wire strands and broken or chipped beads or pipes. If they need
mending, do it early in the process of getting your clothes ready as
this activity can take a lot of time. Those of you with beaded belts,
check these and replace broken beads. Mend the mounting to the
leather and the ties used to secure it to your waist.

One of the areas of your outfit that needs constant attention
is your metal work, be it silver or brass. Tarnished metal work,
must be kept clean and polished. Slides, armbands, bracelets, ear-
rings, spreader, and drops should be checked and cleaned. It adds
the extra sparkle that draws the eye to your fine clothes.

Your roach strings should be replaced often. If you use shoe
lacing, make sure it is clean. If you use white, replace it after
each dance session. Make sure your roach and spreader fit and
the lacing that keeps them together is long enough and is in good
condition. I cannot stress enough that all your ties and lacings be
long enough to secure the pieces in place properly.

Your hand held items should be checked for damage. If you
carry a mirror-board, make sure the mirror is not broken and that
it is clean. Your blanket should be a Pendleton or a beaded blan-
ket that is clean.

Always be prepared for the unforeseen problem. It is a good
idea to carry in your case a small repair kit. Some of the items in
this kit should be safety pins, of varying sizes, small knife, scis-
sors, tape, leather thong, shoe lace, comb, wash cloth, handker-
chief, and a few extra dollar bills.

This article was written in the hope that it will stimulate each
of us to maintain and/or upgrade the high quality of our individ-
val dance outfits, and to wear them properly.
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COSTUME OF THE 4
OKLAHOMA STRAIGHT DANCER

As mentioned in the editerial ef this issue, many of the details connected with the
cootume of the Oklahema Straight damoer are net clear te the editer and se this article
will have te be censidersd as a prelizimary repert. VWe hepe to de able te give a more cem.
plete repert in the near future. -

The informatioen presented in this issue was gathersd primarily from three ssurces, thru
the research of Glenn Yaite (¥), Issy Umscheid (U), and the editer (E). The letters in par-
entheeis will »e used thrueut the text te indicate the seurcs where cenfliets occur. Bach of
the three authers obtaimed their infermatien frem a mumber of Indian infermsnte toe mumereus
te mexntien hers. »

It sheuld be well te point out frem the start that several of the Indians comsulted ¥y
the editer warned against wsing certain items of ecostume because of their religious nature.
The use of sems of these items, notadly the white headband, they stated weuld be a ferm eof
sacrilege. Other infermants, hewever, denied this or any religlous significance. Mr. White
in a letter to the editer follewing a request fer infermatien regarding religieus items had
this te say; "I wanted te be abselutely sure about several thimgs se I asked several ether
persons here whe are alse familiar with straight dancers. One ef them, am Osage originally
freom Neminy, Oklghena, has been a straight dancer for many years and I value his opiniens
very highly en this subdjest.

It seems to me that the persens yeu consulied in your area knew just about what they are
talking abeut. The questiens yeu asked are certaialy some of the fimer pelxts te the costume.
A11 the infermatien I can give you deals with the cestume as worn by the Oklahema straight
dancers as I have had ne experience with the othar tribes.

You mentiened that local Indisns had advised you te stay away entirely frem the idea be-
.ause of the deep religleus natwure of the clethes. As far as pudblishing the article, I think
1t is something you nmst decide yourself, altheugh yeu must be extremely careful to aveid
whelessle oritieism by Indians. I can well understand their view becawse mmch of the cestums
does have special sigmificsnce which nen~Indians tend te regard too lightly. Many ef the
seeningly ninor parts of the cestume have deen given te the dansers and are recegmised »y
such as personal honers. These things you can met make yeuwrself. They must be given to you.
I imsgine that theusands of boys have acess te ysur fime magaxine in ene way er another. 1Is
it right that they should be given the informatien on hew te make such articles! I sinoerely
hepe you de not think that I am trying to tell you what te publish decause I am aet. I am
more than glad to help yeu as much as I can but I also am uncertain as yeu how mch detall
you sheuld include. May I offer the fellewing as a suggestien: write the article te describe
the clethes as they would De wern by a nen.Peyete Indian. Yeu would still have a cemplete
costume and plenty of material te work with. Under this arrangement you weuld have to exclwie
the "Leve Charms" and white kerchief.¥ (V)

© On the other hand, Mre. Umscheid in summing up his contridutien to this article states;

PAs far as I knew ne religieus significance nev what se ever. Wear anything you want - - -

dictated mostly by persenal taste."(U) This the editor does not agree with. ,

The editer decided after weighing all the informatien at hand to preseat ths article ia
as complete a form as possidle, however, being careful te state very definitely these items
which sheuld be avoided because of their religious or ether impert. We trust the reader want-
ing to construct his own streight danocs outfit will have eneugh comsideratien and respect te
avolid these items.

It shovld also e worth mentieming that althemgh the cestume is fairly well standardized
thruout most of Oklshema, certain miner variations do occur. This is often due te sudstitu-
tion because of the lack ef certaim costume materials, or to individual 1likes and dislikes.

It 4is alse well to bear in mind that the cestume has undergene constant change in the past

wd 1s st{1l in the precess of changing, certain items hawever, have beceme standard and shewli
Je copled. One other word of caution in regard to the straight damcs costume is the Indian,
gonerally removed frem Oklahema, who for some reasen or other attempts te develop a straight
dance cestume without wunderstanding all the details involved. Ve have seen nen-FPeyote Indians
right here in Los Angeles wearing the white headband simply decause he had seen othsr Indians

wearing them and witheut any realisation ef its significance.
o 1/




Straight dancing is the name now given te the eld original style ef war dameinmg. It
deos net imdicate a straight pesitien of the dedy as many people are prome te believe, but
rather just plain good eld style dancisg vitheut any of the medern fancy mevementis se cen-
men teday.

Te quete frem the seuvenir pregram bosklet of the Pawnae Indian Nomeceming pew-wew for

56; "In war danoing there are twe kinds of dancersss. the straight danoer and the fancy
¢ancer. The straight danosr is the eriginal war dsnoer. There is dignity and pelse in
straigat war dancing. Fancy dancing, as war dancing gees, 1is quite new. Great dexterity,
speed and rhythm make this a special art."

Straight daneing is almest beceming a thiag of the past, for in Oklahema where there are
always several stralight dancers at any Povw-wev Very few pow-wews include a centest fer the
gtraight dancers. In Sheridan at thelr pew-wew this year a special straight dance contest
was held altheugh it was quite evident that most ef the dancers whe entered did net Tealise
that this was an eld style dance centest and intreduced a lot eof fancy footwerk. Needless
te say they did-mot win with their fancy dancing, Wut the master of ceremenies had to re-
pind the dancers several times that this was a straight and not a fancy dance contest.

The article in this issue deals with the straight dance costwme of the Oklahema Indians
and me other groups. This includes the Osage, Pawnes, Ote-Misseuri, Ponoa, Kaw, as well as
seme of the Petawatomi, Kickapeo, Shawnee and Sauk. Occasienally members ef other tribes
will use the same style ef costume also, especially if they are able te obtain ene.

Ixcellent demonstrations of straight dancing can be ebserved annually at Pawnee (if
they start to resume their pow-wevs, they did mot hold ene this year), Pawhuska, Neminy and
Angdarke. Straight dancing utilises a basic toe-heel type step in a Ddasic ersct position
and with 1ittle variation if any. At certain phrases {n the song the dancer bends over and
te one side for several beats and then resumes his erect pesitien. The dancers appear dig-

nified but mot stiff.
BASTURE

A diseription of the cestume will folley starting from the tep and working down.

YCADDRESS: Almost without exceptien, the halr reach is the universal headpiece among the
‘raight dancers. A few of the chiefs wear war bennets er fur turbans, Yut they are by far
.ne minerity. Any fine hair reach will be suitable. Most dancers prefer the large deer tall

and porcupine roaches such as are worn by the Sieux, Cheyenne etc. When porky roaches are
used there seems to be no preferance as to color, dancers just use whatever is available.
The Osage however, seem to prefer the eld style roach of jet ®lack turkey beards and dbright
red deer hair. These are always much smaller than the porcupine roaches, but are prefered
when available.

Only ons feather is used in the roach as oposed to the two generally found in the Northe
This is generall a black and white eagle feather attached to a swival base so that it can
pivot around during the dance. This feather is almost always left in its natural state, tut
occasionally a feathsr can be seem with some porcupine quill ornament on the shaft. Do not
wee tip plumes on yeur roach feather.

The phote at right shows three sxceptionally
fine reach spreaders from Oklahema. The one on the
left belongs te Kieth Gilbert the other two are the
editors. All are made of German silver wvith stamped
designs. All three also shew markings of the Peyete
cult and as such could only be wused by Peyote mem-
bers. TFor a cemplete acceunt of Peyete silver see
the Material Culture Note #17 of the Denver Art
Huseum. A silver spreader is not necessary for
your straight dance eutfit, any spreader will de,
1ikewise the thrse spreaders im the photo could be
used by a Peyote fancy dancer as well.

German Silver comtains no true silver but 1is

1 alley of nickel and coppers




8t111 another item worn along with the roach are the "Scalp Feathers®. These are gen-
erally tied to one of the roach strings in such a way that they dangle over the forehead.
See the several photos and illustratiens for examples of this. Feathers of this type seem
‘o be popular with many trides from other areas as well as Oklahoma dut they are an esential
part of the straight dance cestume. _

Mrs Vhite says; "These can hang down on either side of the face. Can be mads of any
stiff cut-down feather. Most wsed are esgle, hawk, pheasant although this 1s not the limit.
‘'he feathers signify your family or clan ties. These are made by someone eutside your im-
mediate family and presented to you as an henor. The deceratien 1s left up to the maker al.
though he will know vhat type of feather and what color of feather to use according to whom
the dancer is. There is no special way to decorate the feathers. It is considered quite an
honor to "Earn your feathers®.® (W) This informatien agrees with the editors findings.

Mre. Umscheid adds; " Feathers on the roach are ef course a relatively new inovation as
compared to feathers tied to the scalp. These feathers tied to the scalp were the original
head apparel of the straight dancers - = Soalp feathers are used as a means of tribal iden
tificatien. TFor example: Pawnees wear two feathers, ene worn on each side of the forehead.
Supposedly this stemmed frem the Pawnees ability as excellent thieves, unexcelled in this
respect, resembling the sly fox, consequently the scalp feathers as ears like the fex. These
feathsrs are often attached to a beaded rosette which is in tura attached to the scalp. Any
type feather seems to bde usadble for this. - - I have seen eagle, pheasant, scissortall, and
eagle major plumes. The quill end of the feather is decorated similar to a bonnet feather,
sometimes wrapped with felt, sometimes with deads." (U) Sometimes theee feathers are dyed
red or some other coler. Base and er tip fluffs can be added. If beads are used to wrap the
feather bases this is eften done by the Peyote bead method. A pink conch shell is sometimes
used in place of a beaded rosette at the point of tyings The editor has also seen flicker
tail feathers used for this purpose. Sometimes also bead strings are attached to hang down
with these "Scalp feathars®.

NEADBAND: Mr. Umscheid says; "Old4 style straight dancers did not wear the head band at all.
The headband now used is generally a silk or silk like handkerchief tied in the middle of the
Zorehead with any type of small kmot. The adoptien of the headband is credited to the use as
a swoat band. White seems to e the most popmlar color (white because it symbolises purity),
but all colors are used. Nave seen a beaded dand but only on one instance."(U) We agree with
Mr. Umscheid except in regards to the white headband. Mr. White supports our own findings and
states; "Yes, it probably would be considered sacraligious to wear the white headband unless
you are a Peyote member. Kon-members usually wear a beaded headband with rosette or none at
211."(¥) I can add that I have also enly seen one beaded headband and suggest you either use
a silk kerchief ef any coler other than white or none at alle Yor emphasis I'd like to repeat,
do not use a white headband unless you are a Peyote member.

FACE PAINT: None is needed, nor it is too common, however, some stralght dancers use a little
paint around the eyes. Usually a small line frem the edge of the eye out toward the ear; but
other patterns are used alse. When uged it 1s always red.

CHOKER: "These are not entirely necessary as the necksrchief covers up most of the neck re.
zion. Nowever, they are attractive when viewed from the frent. They are of two general types;
either solidly beaded or a combination of beads and hair pipes."(¥) The small necklace hair
pipes about ene inch long are preferred, either alone or in combination with brass beads. The
sketches below by Mr. White illustrate their method of manufacture. Sometimes a large conch
shell 1s added to the"front of the choker for extra decoration.

NECKERCHIZF: This is a very essential part of the costume. It is worn exactly as a Boy Scou
might wear one and it is about the same size as a scout kerchief. The material is generally
the large silk kerchief of the type sold in variety stores. These are imported from Japan
and come in a number of solid colors. This same sort of kerchief in a smaller size is used
for the headband and the two little charms tied to ths backe All colors have been seem dn
straight dancers. White is common for both Peyote and non-Peyote members, also red, purple,
blue, orange, green etc. Some dancers use kerchiefs ef silk or satin with floral prints,but
this 4s not as common as the solid colors. 5




A slide of some type is generally used to hold the neckerchief together. The most common
type 1s of german silver like the three glides 1llustrated below. Nowever, silver finger
rings can be used or beaded cylimdsrs er rosettes, or the kerchief may even be tied in place
of using a slide. Fever tie the loose ends, but rather leave them dangle. If a choker is

rn the slide 1 worn low to expose the choker. If a choker is not worn then the slide is
l11ed up tight to ocover the neck.

Of the three silver slides illustrated above the middle one is of a type that would De
worn only by a Peyote member. The tipi (which in this case is a seperatse plece of silver
soldered in place over the backing) is a definite Peyote symbol. More of this latter. The
other two slides could be used with your straight dance outfit. The slide with the star is
a very common type and seems to have derived from the old Texas ranger badge. All three are
of German silver with the design punched rather than engraved. All three are also in the
‘ollection of the editor. I wanted to have photos made of them but could not avold the glare

‘# the silver surface. German silver is inexpensive and easy to work so you might like to
.ry your hand at some. Check the Material Culture Notes #17 of the Denver Art Museum on the
"Metal Jewelry of the Peyote Cult® for addit ional information.

NECKLACES: "As you will notice in the photographs, bead strings are worn over ene or both
shoulders. Make them.from large beads, or an assortment of beads and hair pipes. If you can
obtain some old brass beads use them. Sashes consist of either two, three or four rows of
beads and pipes seperated by leather spacers. (Like the chokers) Make the strings long en-
sugh to hang approximately 3 inches below the waist line."(W) Generally when two are used
one is a combination of beads and hair pipes and the other is of plain brass beads. Peyete
members often substitute Mescal beans for the brass beads. (See the discussion of Peyote at
the end of this article)

The bead strings can be worn either inside or outside the belt. We suggest you wear them
ingide as they are Tather clumsey when dancing and this helps to hold them in place.

CHARMS: This is another item which is definitely Peyote as far as we can gather. They are
pade from small silk handkerchiefs of some solid color, £111ed with Peyote tobacco only, and
either tied to the bead strings sbout 4 or 5% below the shoulder at the back or tie rectly
to the shirt back of the shoulder blades. Makes no difference if one er two are worn, but if
two they should both be the same color.

Nere again 4s an item we suggest you do net
woear with your straight dance costume as it 1is
a Peyote emblem and ef a religious nature. It
may however, be permissible if you do not use
tobacco in your charms. MreUmscheid did not agree
with the Peyote significance to these charms. Xe
stated that they were filled with a sweet plant
for use as a deodorant. One of my informants
stated the same thing, but the weight of evidence

points to a Peyote significance.
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SEIRTS; These are gensrally made of any shiny material, satin, silk or rayon. Usually in a
solid eeler from pink thru blue to purple seem most common, however, any color can be used.
Knet dyed shirts er floral prints are alse used dut are not popular todsy. Iou can follow
the pattern presented in eur Oct. Nove 1956 issus or make the simpler Osage type shirt shown
belew in the sketches by Mr. White. There is no beading on the shirte It 1s decorated with
strips of ene-half inch ribdbon front, back and cuffs. The shirt should fit very loosely and
hang down about 7 er & inches below the waist linme. Some dancers further decorate the shirt
by the additien ef small beaded rosettes or clusters of some small feather such as flicker
talls at each shoulder. Sometimes both rosette and feathers are used.

i
R .- HBBON STQ‘p
A4 {— SEWED ACROSS
1 ENTIRE BACKS
12 N.Lo0sE STrips:
HI» IRGGINS
M*SLW |INTORN L H EMMED

ARM BANDS: German silver bands are most cemmon and by far the preferred type. These usually
have some simple stamped design such as flags or a fleral design. They range in sise frem
about 3/4" to 2" wide, but 1 or 13" seems most common. These are usually adjustable in sige
vith g hook and a series of holes, a keeper such as is used on & belt holds it in place. They
are worn slightly above the elbow rather than high on the arm. Very often they are decorated
with dangling ribbons or small silk kerchiers or even a feather. Sometimes a beaded rosgette 1s
used over the silver. Beaded arm bands are seldom worn.

PELTS: Beatiful wide beaded belts are generally used dy straight dancers. These are always
looen beaded in a geometric dssign. Any good Plains design will do however, they are usually
very dright and bold. Your to five inches wide is ususl and long enough to go almost around
your walst. The beaded strip is mownted on m leather strap with one or more small buckles.
he buckles can be worn eithsr frent or dack, probably better in back as then they will be
hidden by the ettor ornament. Sometimes brass spots are placed on either side of the beaded
strip to give added width. The photes illustrate this belt rather well.

SASN; Most dances wear finger woven sashes of regular commercial wool yara under the shirt.
This finger weaving is quite difficult and if possible we will try to do an article on it in
the magazine seme time. Sashes of this type are illustrated in the Oct. Nov. 1956 issue on
page 17. In Oklahoma these sashes are generally more elaborate than elsevhere (with the ex-
ceptien of the 0ld French Canadian Assomption sashes) in that beads eof pony sise are usually
woven right in with the yarn, and the fringe is usually woven just like the main body of the
sash but in smaller sections. Generally the sash is tied on the right side using only the twe
top strands of fringe and left to hang down the side. Ocasionally the sash is tied en the loft
and gometimes fringe can be seen on both sides. Some elever Indians today do net bother with
the body ef the sash at all since it does not show anyway, dut Just make the fringe section and
tie it to a regular bels. The photos below show two old Sauk sashes with a}ﬂ.an.fringo.
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GARTERS; These are mentioned here becamse they are generally exactly '.LLQ the sashee just
describved except that they are smaller. fhey are worn directly below the knees wlth the
fringe to the outside and hold the legging flap in place. Tie the whole fringe together in
one knot instead of just the two top stranas. They are now covered by the bells and so serve
no useful purpose except for the decorative fringe. Mr. Umscheid states that the garters are
v carry over from the days when the beils were worn areund the ankles

ELLS: These are worn in only onme position, just belew the knees. “Long straps of belle 30~

" 36 inches are used. If you have brass bells use them as they are much preferred. Fold your

r them.(¥) You will note the

legglngs over, tie on your leg bands and wrap the bells ove
1, however all the others illus-

dancer in the center page is wearing the large 2" steel bel

. trated have the small brass straps.

¢ and the dance trailer should all hang together in color and
‘of the many typee of "list cloth" nsually with a rainbow

type of selvage edge. This 1s a very fine grade of wool cloth in dark blue or black, with a
colored selvage on both edgee of.the paterial. They are decorated with rivbon epplique of the
type shown on pages 21-23 of the Oct. Nove. 1956 issue. The clout ghown below was the basis

for the method on the top of Page 23 of that issue, although you will note they are somewhat
different. The length of the clout 1s determined by the width of the naterial, in the example
ghown below this is 58". The width 1s generally sbout 13%. An equal smount ef the cleut hangs
both front and back and both front and back are decorated the same way- Hotice that the loose
ends of ribbon just hang over the bottom. The selvage on this particular clout is marked as
follows; strips a little more than A" yide in yellow, red, Wlwe, red and yellew. The ribbon
design has a white background with magenta boarder, the two inside strips are green to the oute
side and blue toward the center. W¥White seed beads are used in a standard two bead edging all

along the ribbon strip.

BREECHCLOUT: The cleut, legglng
design. They are all made of one:

:‘_ = 2 > o
e { e
3 o HE ; 2
By ¥ I S T
: -1l R
s -4k ;
= -8
3 _} LN Y o
= » X X2 8y R -
—- N -&J' - ﬁ 3 < - | pe
e o~ i
é W 5 I e
~ mTE > BGacd -
T ._: lj ;&, A ‘."{{ I. :-
- i 1 Bl —y 4 !
- - ! 1% Py -
B AHHE -3 o
% Y E : iz gast
E - 4 E‘ E_. . v ml
- - . ~ .
» e A s -8 .
- 0“ _“ e - :M‘ :
XX, = > . -
e t Smpoeer el
5 QP 2 e :
[ e - L 3 .
3 .Q ' e
A (P T, 'S L3 - o
Foo g it S - : :
— <o .__1‘ } H £ .
: . - are fp— [ 20 o "
R, Foagreart P L. «
a4 ‘MJ i ] ol
. —-..--.'-“:' 0 ! i *
. 3 2 "‘N .
P . :/, M "
- - s




—p—

LEGGINGS: The leggings gsheuld be ef the same material as the clout and 1t sheuld b ve the
same design and colers of ribbons. Notice that the ribbon decoratien goes comple’ 1y up the
outside edge of the legging and not inside the seam as on Plains leggingse The ribbons are
\1se sewn directly to the leggings rather than as seperate strips. MHeasure your inseam frem
crotch to just below your ankles, add abeut 4% and you will have the right lengthe The rain.

bow selvage runs up the full length of the back flap. There is usually a taper alse, the

legzings illustrated are 11" at the base and 14" acress at the top. The sequins en this pair
are the regular commercial plastic type vith a metalic finish fastened in place with a clear
glass seed bead. The bead edging is milk white seed beads in a standard two bead edging.

13 ribbons are used in the strips of the fellewing colors; purplc,cnnn,groon,cram.]mrple.
cream,green,cream,purple,crean, green, cream, and purple. The bottom boarder is ef purple and
cresm. "Straight dancers wear their leggings en the epposite leg as would seen natural. There-
fore a legging normally made fer the right leg would be worn ox the lefs. Omce the legging 1s
put en, the flaps are turned ever toward the fremt ef the leg. The ribbon work 1s now center-
d down the middle of the leg. The flaps are kept inm place by the garters and bells.(¥)
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The three views of the same dancer shown
above will show clearly much of the detalls we
talked about in the previeous pages. Notice the
small reach, probably turkey beard. The white
headband. The two strings of beads worn like
bandoleers in an "X" fashiom. The two light
streaks coming off his back are not a part ef
the cestume but rather flaws in the photo.

Notice mlse how the belt is buckled in the
back; how the ribbon trailer and the otter fur
ernament come all the way to the greund. The

large leg bells are net commen en straight dancers.

They prefer a long strap of small brass bells,
wrapped about the leg.

TEREE VIEWS OF TME SAME DJ

This rear view shows i
detail. This one appt
type of ornament showi
variatien. The 1littl
the bead strings are |
bead strings is of mei
shirt all but covers !
of the cleut is visid
trailer. Notice the |
from the shirt should:

This dancer has :
on both sides of hils '
the fringe are worked




R - PROTOS BY ISSY UMSCEEID
This frent view shows plainly several addit-
fonal featwures. Notice the "Scalp feather", this

etter ornament in goed
. rather modern. but this is cut and beaded not enly at the base dut also
dte = bit of 1;dividual half way down the quill. Notice also the bead
mchief "Charms" tied to dangle from the "Scalp feather®. XNe 1s wearing
@ plainly. One of the a typical choker of small hair pipes and beads
‘jboans. Notice how the with a large conch shell. The beaded rosette tie
2t, only a small part slide is not a commen feature, in fact this is

( "left of the dance the only one of this type I've seen. A few inches
. n left dangling of the bottom of the clout are visible under the
> shirt showing the selvage edge. Notice that the

bead stringe hang down well below the shirt bot-

ige frem his yarn sash
tome XNe 1s carrying a Peyote fan and a blanket

r, the white "V'g" en
with pony beads.

\




DARCE TRAILERS: This is a strip of the same mater-
1s]l a8 the cleut and leggimgs and agaln shenld match in
ribbon design and colers. Sise varies from about 35 .lLoY
long and about 8"-10" wide. The selvage boarder is at the
“ottem. This hangs frem the belt in back, ever the cleut,

L reaches te the ground. The three photos belew will

oV Yyou some idea as to their censtructien. See also the

trailer illustrated on Page 14 of the Oct. Nov. 1956 1ssue.
The trailer at left belongs to Kieth Gilbert, the center
one is the editors and the one on the right is in the Den-

.yer Art Museum. Hotice the use ef sequins, metalic fringe

and edge beading for added trim. Generally if three bands
of ribben trim are used the top and bdettom strips are the
game design and coler and the middle strip has the colers
reversed or altered semeway. This change in design is ev-
jdent im the middle photo belew-

12




OTTER TRAILER; This is & necessary part of your straight dance eutfit. The esentisl element
is a strip of fur almost always etter, 2. 4% yide and leng enough te reach frem your neck down
to the greund. TUnless yow get a glant etter you will probably have to plece this to get it
.ong eneugh. The decoratien on these varies considerably. The finer older pleces have a beaun-
tiful ribbon applique trim down ene or both sides. Newer enes have loom beaded strips, beaded
rosettes sometimes with fluff, feather pemdants etc. One such traller seen by the editer had
only a small plece of fur at the tep and bottom with a dig piece of leom beadwerk in the middle.
The sketches delow by Mr. White will give you some jdeas. See also the photos bdelew on the

lefts The twe figures on the left shew from and back of the samée persone
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CANES OR COUP STICKS: Yeu will notice that the dancer en the cever as well as several in the
photos are carrying decerated sticks approximately 18" leng. These are decorated with Peyete
pesdwork and one or more strips of otter fur. They may or may not have a feather or fluff
panging off the end. Nere again is an item you should net make yourself for yeur straight
dance outfit. Mr. White says; "Yeur informant 1e correct. You cannot carry a coup stick er
ne unless yeu are an appeinted tail damcer. When you have danced satisfacterilly for a per-
L of time snd demenstrated adequate dancing ability, then you may be appointed a tall dancer
hy some impertant tribal members, such as a chief or whip man. The ceup stick will be present-
od to you in an apprepriate manner and you would value it highly.(W) Te quote frem the Pawnee
Nomecoming booklet again; "When one war dance round has ended, & part ef the same song is sung

while the dancers retire. A chegen few, picked by the head chiefe, dance te cemplete the round.

Usually the best of the straight dancers have thie honer. Thie is knewn as the Tail dance."
In other worde the cane is a mark of honer and indicates excellent dancing ability, if yeu ever
have occasion te dance at an Oklshema pow-wow don't danee the tadls unless asked to do so.
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Left to right are the 1,2,3 vinners in the straight dance contest at Pawnae, 1956
On the left is Narry Red Eagle Jr. vho won the contest. Phote by Den Dalrympl-.




TANS; A fan of some type 1s generally carried by all straight dencers. This is usually seme
type eof Peyote fan. The feathers used can be most anything, eagle, hawk, pheasant, flycatcher
water turkey, macaw, magpie, to mention but a few of the commen types used im Payote fans. We
are planning an article on this type of fan for a future issue, however, any type of fan will
de. Perhaps the best type for a non-Peyete member is the type made from an entire eagle tail,
add a bdeaded handle or just a couple of rosettes and a long fine twisted frimge.
ILANEETS; These are usually carried by straight dancers, especially Peyete members, but they
are set down while dancing.
MOOCASINS: Any type of plains moccasin will do, hewever, there seems to be a preference for
the partially beaded type which has ene Tov of beading completely around the bottem and twe
rows from the tee to the flap. Mull beaded moccasins are also quite commen, in fact they use
anything they can buye

This abeut completes the cestume. "One final word abeut the regalia; do net attempt te
make a fancy dance costume frem it by adding bustles, feather roaches, etce The clethes des-
cribed are universal and should be worn with the pride they justly deserve.(V)
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You will notice thruout the discription ef the straight
dance costume frequent reference to Peyote(pay-yb-te), such as
the white headband, silk charms on the back etc. It was quite
difficult for the authers te get any specific information con-
cerning the exact relatien of this religlen te the straight

mce cestume. The reason is that the Peyete Church has been

- persecuted by both Indians and whites fer many years with the

result that members fear ridicule by unsympathetic outsiders.
Aleo the identifying items of costume for psyete members are
,undergoing censtant chsnge with the result that mot all peyote
members wear the same items and nen-Peyete members eften wear
poyete symbels witheut giving it any theught.

The information presented belew was gathered mestly from
Leaflets 105,106 and Materisl Culture Notes #17 ef the Denver
Art Museum.

2. HISTORY OF THE CULT. Peyote was used in religious ceremon-
ies by Mexican Indians long before the coming of the Spaniards with Chris-
tianity about 1525-30. Indians of the United States have used peyote
widely for only the past fifty years, though it was used earlier by a few
tribes, notably the Lipan Apache, the Kiowa and Comanche. From these
southern tribes the rite in various forms gradually traveled north and west.
As it spread, many pagan forms were dropped and certain characteristics
of Christianity were added from both Catholic and Protestant sources.
Now it claims to be a Christian religion, and in some sections has been in-
corporated as “The Native American Church”. Its native priests ciaim the
right to administer the sacraments, some even to celebrate the marriage
ceremony. However, both Roman Catholics and Protestants have worked
against pevotism since it was first encountered. Despite this and other
opposition the cult is today veryv active and continually growing.

3. BELIEFS OF THE CULT. Only the most general statement can be
made because of the wide variation among individuals and various regional
divisions. A very high code of moral teaching is presented. There is a
strong racial trend stressing the Indian as a being apart from the White
man, and serving as a medium uniting all Indians. The cult has a wide
appeal because OF the sense of well-being and happiness induced by the use
of the peyote. To a defeated and broken minority people these qualities
offer a welcome relief from the difficulty and poverty of their lives. Their
own great past is relived in romantic dreams, and there is a suggestion of
promise that through peyotism this past may return. Tales of wild orgies
are in absolute contradiction to the fgcts.

4. CHANGES IN EQUIPMENT. The Peyote Cult is a relatively new
and loosely bound informal organization. Therefore the ritual equipment
is not definitely standardized. The objects described are now in general
use, but new types appear and old ones drop out of use; new designs and
methods of applying them appear and disappear. Certain men become
highly expert in making the various ritual objects, and their products are
sold widely not only in their own tribes but also elsewhere. Well made
fans, etc. are in great demand. This tends to standardize equipment.

"The custom of cult members wearing some distinguishing ornament
or badge did not beceme established befere 1900. Simce 1920 it
has beceme imcreasingly impertant. The insignia or badge dees
not necessarily take the form of a plece of jewelry. It may be
& feather in a man's hat-band; the wearing of draids or ear-
rings by men; or the knotting ef & silk handkerchief instead of

" & necktie around the throat by yeunger men. - ~ The whole mat-

ter of wearing jewslry or other distinctive insigania i1s an out-
ward and visible manifestation ef the idea of "Indianness" as

" opposed to "Whitemanness" which is se prominent a part of the

cult's beliefs."
The above quotes from Alice Marriett and ¥Willena D. Cart-
wright will help give some insight inte the problem.

The dance trailer illustrated at right shews a deolded de-
parture from the normal type im that it has bdead deceratien in-
stead of the ribbon appligue. This is certainly more modern

1§ but not uncommon. The cleut and leggings sheuld match.

Denver Art Museum phete
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photos by rex reddick

“SO, YOU WANT TO BE
A STRAIGHT DANCER.”

by Robby Rohinson

A few weeks ago there was a week,that a day did not go by that the postman was without
a letter from someone wanting to know something about straight dancing. So,instead of trying
to.answer these questions on an individual basis, I will attempt to put it all in one article.
I am glad to see so many persons interested and know there are many oters who have not ex-
pressed themselves, at least to me.

There are a few things I would 11ke to say first: Avoid wholesale criticism by Indians.
Some parts of the costume has special significance which non-Indians tend to regard too
lightly. Some minor parts should be given to the dancer and are recognized by such as per-
sonal honors. Although the costume is fairly well standardized throughout, most of Oklahoma,
certain minor variations do occur. Some is due to the lack of materials and a use of a sub-
stitute has been used. Also, likes and dislikes have had their part to play. It must be kept
in mind that the costume has undergone constant change in the past and is still in the pro-
cess of change. Certain items however, have become stnadard and should be copied.

Straight dancing is the name given to the old original style of War Dancing. It does
not indicate a straight position of the body as many are prone to believe, but rather just
plain good old style dancing,without any of the modern fancy movements so common today.

There are others who believe this,this being the most difficult part of a fancy dancer con-
verting to straight dancing. One cannot fanct dance one minute and straight dance the next,
because the dance is one of dignity and poise and not what fancy moves you can make with
your feet. Excellent demonstrations of straight dancing can be observed annually at Pawnee,
Pawhuska,Hominy and Anadarko,Oklahoma,

«will attempt to describe the costume starting from the top and working down:

Renrinted by special permission of the author from SMOKE SIGNALS,The Official
Publication of the Texas Indian Hobbyist Association, December,1968; January,
1909, February,1969, and March,1969,




headband

The old style straight dancer did not wear
the head band at all. The .one now used 1s
a handkerchief folded to about 3/4 to one
inch in width and tied in the middle of the
forehead with a small square knot. White is
the most popular color(symbolized purity).
I have heard and read accounts of this be=-

ing worn by peyote members,

ledge this is not true today, it may have
been at one time, I will not say it was not,
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headress

Almost without #» 2ptrion,th hair roac™ in the uriversal
head piece. A few of the Chiefs wear war bornets o fur turban:
but they wre tor the minority. One one feather is uvsed and
attached to a swival bese so that it can pivot around during
the dance. [eather is ‘eft in it's natural state,but cccasion-
ally a prcrupine quill oinament on the shaft may be czen, Do
not use tip plumes.

Ancther item worn along with the roach are the '"Scalp Fea-
thers". These are generally “ii: to one of the roach strings
in such a way that they dangie over the forehead. There is no
side,but most are worin on the right. They may be any stiff cut
down feather. Most used are Eagie, hawk,pheasant,etc. The fea-
thers signify your family or clan ties, These are gencrally
made by someone outside your immediate family and presented
to you as an honor. The decoration is up to the maker, There
is no special way this is done. However,these are attached to

a beaded rosette or pine conch shell. ‘
Sometimes bead strings hang down with |0

these feathers.
i\
g =

but to my know-

ses WHEN 'IT'S ouT
OF PRINT.

70126 2



necklaces

Bead strings are worn over one or both
shoulders, Make them from large beads, or an
assortment of beads and hair pipes. Old brass
beads are good,. Sashes consist of either two,
three or four rows of beads and pipes separa-
ted by leather spacers. Make the strings - .
long enough to hang approximately three
inches below the waits line. Sometimes when
two are worn, one is beads and hair pipes
and the other is of plain brass beads.Mes-
cal beans are also used in making these
sashes. The bead strings may be worn either
inside or outside the belt. May I suggest
you wear them inside as they are rather clum-
sey when dancing and this helps to hold them
in place. Having slightly round shoulders,

I pin mine at the soulder with small safety
pins.

shirts

These are called ribbon shirts. As they
are made of material usually in a solid color
and trimmed with narrow ribbons at the shou-
lders and cuffs. The shirt should fit very
.oosely and hang about 7 or 8 inches below
the waist line. Some dancers further decor-
ate the shirt by the addition of small bea-
ded rosettes or clusters of small feathers
such as flicker tails at each shoulder,
sometimes both are used.

arm bands

German Silver bands are most common
and preferred type. They may be stamped or
plain. Range in size from 3/4 to 2 inches
wide,1 or 1% inch seems most common. Worn
slightly above the elbow. Very often they
are decorated with dangling ribbons or
small silk handkerchiefs or even a feather.
Sometimes a beaded rosette is used over
the silver. Beaded arm bands are seldom worn.




neckerchief

This is a very essential part of the
costume. It is worn exactly as a Boy Scout
might wear one and also about the same size.
Material generally is the large silk kerchie
of the type sold in variety stores. These
are imported from Japan and come in a num-
ber of solid colors, any color may be used.
You can still find them,but they are not as
plentiful as they once were. A Straight Dan-
cer will accumilate quite a collection of
various colors. You may see some satin with
floral prints, but this is not as common as
the solid color. A slide is worn to hold the
neckerchief together. The most common is
German Silver. Howewver, silver rings,beaded
cylinders, or rosettes may be used. Do not
tie the loose ends, let them dangle.

chokers

These are not entirely necessary, as
the neckerchief covers most of the neck re-
gion. However, they are attractive when
viewed from the front. There are two general
types used when worn. Either solid beaded or
a combination of beads and hair pipes. The
small necklace hair pipes about one inch are
preferred, Sometimes a large conch shell is
added to the front of the choker for extra
decoration, as the one I occasionally wear,
which was given to me by Br. J. Howard.

charms

They are made of small silk handerchief
which match the color of the neckerchief.
They are either tied to the bead strings a-
bout 4 br 5 inches below the shoulders or
tied directly to the shirt back at the shoul
der blades. A peyote member may use a small
ball of tobacco to make his charms. Non-mem-
bers and non-Indians use a small ball of
sweetgrass,this also works as a deodorant,
watch the girls trail you as you dance. You
may desire to just pin or tie them on strai-
ght, it has been noted lately that the hand.
kerchief is folded into a small square and
pinned to the shoulders like two small dia-
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shirt patterns,

,Oklahoma;

Earhart,Illinois;(c) W.J. Scott

(r) Ron Wrona

Kazumura.

, Wisconsin.Photo by Joe

(TOP RIGHT) Shirt pattern, scarf,beaded

, matching ribbonwork.

belt

Ok1lahoma.Photo by Joe Kazumu:

Ty Stewart

LIHA Powwow,

cers,

(MIDDLE) Straight Dan

Photo by Dick Madaus.
(BOTTOM) Sashes hanging under beaded belt

Photo by Joe Kazumura.

1971




belts

Beautiful wide beaded belts; loom bea-
d in a geometric design; 4 or 5 inches
wide. (This) Beaded strip is mounted on a
leather strap with one or more small buckels.
The buckles may be worn front or back.Some-
times brass spots are placed on either
side of the beaded strip to give added width.

sash

Most dancers wear finger woven shshes
of regular commercial wool yarn under the
shirt. Some sashes have pony beads woven
right in with the yarn. The fringe is usually
woven just like the main body of the sash
but in narrow sections. Generally the sash
is tied on the right side and let the fringe
hang down the side. Occasionally tied on
the left, fringe may hang down one side or
both. Some today do not bother with the
body of the sash, it does not show anyway,
jast using fringe sections tied to a belt
under the shirt. Also .noted that occasion-
ally narrow loom beaded strips are used
to hand down the sides.

_arters

These mentioned now as they should be
exactly like the sashes, except they are
smaller. Worn directly below the knees with
the fringe to the outside and hold the leg-
gings flap in palce. They are covered by
the bells and serve as decorative fringe.

breechclout

The clout,leggings and dance trailer '
should all hang together in color and de-
sign. They are all made of one of the many
types of "list cloth", usually with a rain-
bow type selvage edge. Preferred dark blue.
They are decorated with ribbon applique.
Width is generally about 13 inches. An equal
amount of the clout hangs down front and
back. Both panels are decorated the same.
Loose ends of the ribbon hangs over the
bottom. White seed beads may be used in a
standard two bead edging all along the rib-

S
A

Payroll Savings Plan is one
w the world's easiest ways to
save. A few seconds to sign your
name, and saving is automatic
everv payday,

leggings

Should be of the same material and
same design and colors of ribbons as used
to make the clout. The ribbon decoration
goes completely up the outside edge of
the legging and not inside the seam as bea-
ded strips on plains leggings. You may mea-

ure your inseam from crotch to just below
your ankle,and add about 4 inches and you
will have the right length. The rainbow
selvage runs up the full length on the
back flap. There is a slight taper in the
flap, usually 11 inches at the bottom and
14 inches at the top will do. Of course,
measurements depend on wearer. This will
give you an idea of the taper. The edge
beading is also used on.the outside edge
of the ribbonwork. A row of sequins may
also be put on the inside strip, fastened
in place with a seed bead. The straight
dancers wear their leggings on the opposite
leg as would seem natural; that is the
ribbonwork is in the back when first put on.
The flap is folded over to the front. This
puts the ribbonwork now down the center in
the middle of the leg. This flap is kept

in place by garters and bells.

bells

Long straps of small(or should I say)
medium size bells 30 to 36 inches long.
The preferred is brass. Worn just below the
knees, the leggings are folded over. Tie
on leg bands then the bells over this. In
olden days the bells were worn at the ank-
les, thus the garters served another pur-
pose. Today bells are worn only one place,
(at the knees).

dance trailers

This is a strip of the same material
and ribbonwork as for the clout and leg-
gings. This varies in length depending on
wearer. It hangs from the waist in back
over the clout and reaches to the ground.
The width should be so that it fits just
inside the ribbonwork on the edge of the
back flap of the clout which should be a-
bout 8 inches to 10 inches wide. Ribbonwork
is placed across the width,two or three rows
may be used. Spaced 6 or 8 inches & ait.
Addition of sequins,metalic fringe and be-
ads may be used for additional trim. If
three rows of ribbonwork is uses, the mid-
dle one can have the colors used in reverse.




( otter trailer

3 This is a necessary part of your straight dance outfit. You should not try te be one
Straight Dancer) without it.The essential element is a strip of otter fur. This may be
2 to 4 inches wide and long enough to reach from your neck down to the ground. This will
have to be pieced together to get the required length. The decoration on these varies con-
siderably. May have a ribbon applique trim down one or both sides. Other items of decoratior
may be used, are, beaded reoseetes sometimes with a fluff, feather pendants, short loom
beaded strips, etc. Don't let your thoughts get too wold. They are worn tied around the neck
under the neckerchief and let hang free down the back,

canes

A decorated stick approximately 18 inches long. They are decorated with peyote or bas-
ket weave beadwork. May have one or more strips of otter fur trim, Alsc may have one or twoc
feathers or fluffs hanging off the end. This is another item which shoudd be given to you.
It is the mark of honor someone has bestoed upon you. In dancing with Indians in Oklahoma,
this must not be carried unless you are an appointed tail dancer. Tail dancers are appointed
by improtant tribal members,such as a.chief or whip man. When one war dance round has ended,
a part of the same song is sung while the dancers retire., A chosen few,picked,dance the com-
plete round. Usually the best of the straight dancers have this honor. This is known as the
tail dance. So when in Oklahoma do not dance the tails unless asked to do so.

fans
A fan of some type is generally carried by all straight dancers. Feathers can be most
(j _anything, one idea can be a full tail with a beaded handle and long fine twisted fringe.

blankets

- Are carried in and used to set on and mark your place in the dance cirecle. Do not set
on another persons blanket unless asked to do so. This 1is considered an insult.

moccasins
Any type of plains moccasin will do. Partially or fully beaded,whichever you have.

"THESE CLOTHES SHOULD BE WORN WITH PRIDE THEY
: JUSTLY DESERVE,"

BOMING. .,

Various parts of the Straight Dancers

@ - \@} W i’\ 'W(‘ clothes will be presented in forth
X E§§ : ffﬂ 4 2 A coming issues of WHISPERING WIND Magazine.
-t)_ ”N;LMWN *-;1 m\“aa ed OVT:SNITS‘ mkv—\\" Many more photos will be presented with
D13 AND EXTRA NI.E...ONLY $65 each. REGULARLY $90.00 illustrations by our staff artists and
WHITE 3.7 “CUT™ BEADS,,,.AS5¢ per ! K 3 1
:omm ..... rmz‘:ermsi:coh nmcuszs.r..ror?:\:‘ksss each photographgrs. Articles tk}at will be
) presented in the next few issues:
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( . ® 1301 COLE DR. OTTER DROPS by Rex Reddick
- CRONF DENISON. JExas PLAINS MOCCAS INS by Karl Kaup
§ Tl'adlllq Post [SYTET HAIR ROACHES by J. Heriard
13 0 Cuts” S hverwork N SCALP FEATHERS by Jim McLean
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Shev: Silver Shawls Lamont Brown

cin G e o . PHOTOS , PHOTOS ,PHOTOS by Joe Kazumura



DANCE
CLOTHES:

GETTING
THEM

JERRY SMITH

Though many are aware of the items that comprise the
"Straight Dance Suit" and may have spent several months
making and collecting these items, when it comes down to
the moment of getting these clothes on then the quandry
begins.

"What's first?"
“Where do you pin this?"
"How 1s this folded?"

In answer to these questions, here are some of the
secrets as to how items are worn, attached, pinned and
folded in producing the very "neat, pressed and formal"
look of a straight dancer.

Not unlike other sets of Indian attire, how these

clothes are worn does make a difference. Many of the
wives, mothers, grandmothers and aunts who have either
sewn suits of ribbonwork or watch at war dances for years
and years make sure their men wear their "clothes" just
so. They see to it that their scarfs, shirts and ribbons
are cleaned and pressed. Often these women will fuss
over their men to make last minute adjustments on head-
dresses, scarfs, feathers, etc. They help to tie items
on and assist with face paint. If the leggings are

hiked up too high or if the clout is not hanging just
right, the women suggest the adjustment.

4 Moccasin Tiacss /Apnl B2

A1l this attention to detail is necessary as the finest
ribbon suit, yarn work and beadwork will look second-
class if it is not worn properly. Also, attention to
proper attire parallels philosophically the formal pro-
tocol of the Inlonshka and Hethuska, the requirements
made of the dancer and the meaning of the dance.

Since items worn by various individuals from the many
tribes whose men straight dance at war dances or pow-
wows in Oklahoma vary widely, the instructions given in
this discussion will be directed towards the set of
clothes worn by the majority of the dancers at the

Osage Inlonshkas. The sequence of 15 photos presented
here should give the reader a fair impression of the
order in which items of regalia are placed on the dancer.
A few comments about aspects illustrated in each photo
now follow,

PHOTO 1: BASICS

A cool toast to wearing this broadcloth suit in the heat
of Oklahoma and we are on our way. Trunks, T-shirt and
socks are the BASICS. Since the trucks are covered up,
some dancers deem them optional and just wear their
shorts. Modesty of the magazine prevents illustrating
this option; however, if the shorts do show as the
dancer bends during the center beats of the song due

to short leggings or shirt it is rather tacky. Dark or




red socks are a nice touch as they match the cloth of
the suit. The T-shirt helps to soak up the sweat to
prevent some of the moisture from getting to the ribbon
;h;rt, otter dragger and other items worn on the upper
ody.

Moccasins are put on first as it is rather difficult to
bend over completely to tie them on after the bells and
belt are on.

Another basic, passed on by several veteran straight
dancers, is a visit to the restroom somewhere before
Photo 2 as it is obviously somewhat troublesome at the
stage of Photo 13.

PHOTO 2: BREECHCLOUT

The breechclout is second. Buckle a belt around the
waist and then slip the breechclout over the belt,
under the legs and over the belt in back. Then
straighten the clout. To get the clout to lay
perfectly straight, be sure that a portion of the
ribbonwork remains folded under the belt both in the
front and in the back. The importance of this hint
can not be stressed enough.

PHOTOS 3 & 4: LEGGINGS & GARTERS

For dancing, the leggings are worn "backwards” as the
legging flaps decorated with ribbonwork are folded
forward so that the ribbon design shows when the bells

are strapped on at the knees. Each legging is pulled
on and then attached to the breechclout belt via the
legging ties provided.

FIGURES 1, 2, & 3 illustrate three common legging tie
set-ups. The tie or ties are simply an 8-10" length
of broadcloth sewn to the legging on the ribbonwork
side just inside the ribbonwork flap. The location

is very important to insure proper legging fit. If it
is out of place, the ribbon strips of the legging will
end up too far to the inside of the leg. The ties of
Figure 1 and 2 are knotted about the breechclout belt
to hold the leggings up. If the set-up in Figure 3

is used the belt and leggings are put on first and
then the breechclout.

Once the leggings are on and tied in place, the ribbon
flaps are folded over and positioned to run at a
slight diagonal from the front part of the leg at the
ankle to the side at the waist. The breechclout
ribbonwork should not overlap the legging ribbonwork.
This position is maintained by attaching the yarn
garters just below the knee and with a safety pin

at the top, Photo 4. 00 NOT OMIT THIS PIN!

The yarn garters are usually dimensioned to wrap

around the leg once; the four tabs hang to the out-

side of the leg and the 4 ply braided ties that hold

the garters up tie on the inside of the leg. Figure 4

illustrates this arranqgement. The four tabs should
Moccas:« Tacns ‘Aprl B2 S
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lay flat to the side of the ribbonwork. If they are
worn properly, the yarn garters will hang evenly at
the bottom., The article "Yarnwork Details" in the
Nov. 1978 issue of Moccasin Tracks provides additional
details about yarn garters and side tabs.

PHOTO S: BELLS

Whether the bells worn are brass or the more prevalent
1-172" nickle plated steel sleigh bells, they are tied
or buckled on after the garters, If the bells are
riveted to a narrow piece of strap leather that wraps
around the leg about 2-3/4 times, they are positioned
so that the leather ties at each end of the long strap
wind up on the inside of the leg. If the bells are
attached to a rectanqular piece of strap leather in a
double row, thev are also buckled at the inside of the
leg.

The yarn garters may have to be straightened again
after tying on the bells. After the bells are tied on
more than once as if they are too tight, it is total
misery and total embarrassment if they fall down
because they were tied loosely.

Warning: the yarn garters do not cover all the
ribbonwork in the knee area to protect it from the bell
straps. To avoid extra wear on this piece of art, use
rivet type bells only. To avoid stains use only mineral
0il to darken the strap leather for the bells.
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PHOTOS 6 & 7: DANCE TRAILER & YARNWORK

The dance trailer and side yarnwork are usually

placed on the same belt or heavy shoe lace and secured
about the waist. Photo 6 shows the dance trailer worn
over the breechclout and Photo 7 shows the trailer worn
under the breechclout. Either method is acceptable:
Again, the trailer is adjusted to hang straight and
centered. The side yarnwork should be positioned more
towards the back of the hip than the hip's center. The
side view of the dancer in action with slightly bent
posture exposes the legging ribbonwork, the garters and
the side yarnwork.

PHOTO 8: SHIRT

Though there are several nuances regarding shirt
material, construction and ribbons, length is extremely
important. HMothing looks worse than a straight dancer
with a short shirt, It's like a woman in a black cock-
tail dress with her slip showing. The shirt should
hang an inch to two inches below the crotch. Mot much
of the clout should show. [f more than 7 inches of
clout is exposed either the shirt is too short or the
clout is too long.

Buttons at the neck and cuffs (or hook & eye and snaps)
aid a proper fit and quickness of dressing. Safety pins
are used if the buttons are missing. This is usually
the case if the shirt was finished two hours before the
dance and which will not get put on for the next three

years.

PHOTOS 9 & 10: BAMDOLIERS & BELT

The bead and hairpipe bandoliers are slipped on next
and then the belt is buckled in place. Sometimes the
bandolier bead strings are worn outside the belt in

the front or outside the belt in the back - but never
both. The belt is buckled in front and then the belt
is s1id around so that the buckles appear at the back.

Once the belt is on, the bandoliers are untwisted and
adjusted to hang off the shoulder at the same position.
They are pinned in place with a medium sized safety
pin, see photo 10, Without this pin the bead strings
would continually fall off the shoulder and it would

be impossible to dance.

PHOTO 11: OTTER DRAGGER

After the bandoliers are in place, the otter dragger
or set of hairplates are tied about the neck. Thin
Teather ties, or small shoe laces are not recommended
as otter dragger ties. The weight of the dragger over
a several hour period will cause those ties to cut
into the neck. A heavier athletic shoe lace or other
strip of material will serve the purpose better. The
ends of these ties can be tucked inside with the T-
shirt. The dragger should not touch the ground when
standing erect as it should not drag while in dancing

Movoasn Tracks (Apnil B2 7




posture (the dragger did not fit our model).

pHOTA 12:  CHOKER

In addition to adding a decorative traditional piece
to the neck area, the ¢hnoker does hide the otter
dragaer ties for these reasons it is no! optional,

PHOTHS 13 R 13 SrARES § ARMEANDS

The large square (about 30") scarf is folded into a
triangle and then perhaps folded two or three more

times as in Figure 5 before it is placed about the

neck. Msking sure the peaks match and that it is
centered in the back is another detail of consideration.

The scarf is held about the neck with a tie slide of
German silver. One tendency is to slide this piece
up too high on the scarf.

Armbands could be slipped on last especially if they

are over an inch and a quarter wide as it is difficult
to tie on the headdress with wide armbands on. Armbands
are worn below the biceps and above the elbow - not on
top of the bicep or above the bicep.

The wide and long piece (1-3/8" wide, 30 inches Tong)
of rayon satin ribbon folded over each armband is

worn at the back of the arm. The ribbon is pinned in
place wizh a small safety pin from the back, see Photo
14, The smaller (12-14" square) scarfs are attached
to the bandelier bead strings just off the top of

the shoulder. These scarfs are tied too low if a fair
portion will “e covered up by the otter dragger.

These are two basic wavs of wearing these scarfs:
pinned *o a medallicn Figure 6 or with & bunch of
wweet plant knotted in the center Ffigure | and photo
13 ¢ tnp medallier ‘o German silver coancho) s
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used, the material of the scarf usually has enough body
to lie flat and not droop. DO NOT combine both methods.
Also, a small bunch of feathers can be worn in nlace

of the scarf; see "Feathers for Bead-Strings" in the
June , 1980 issue of Moccasin Tracks for details.

PHOTO 15: LAST ITEMS

The last items are the headband (which is optional), the
roach with its feather holder (spreader), a feather

and scalp feathers. Prior to donning these itens, face
paint (witch paint at the eyes) is put on. The head-
band, usually not worn with long hair worn in traditional
style, is a regular white handkerchief. Figure 8
indicates how to appropriately fold a handkerchief to
form a headband. This headband is knotted at the fore-
head with a square knot. It is critical that the head-
band be worn parallel to the ground.

“Scalp feathers" are usually sewn to a small medallion
or knotted to the ties of the medallion and the ties
are in turn tied to the front roach string - right

or left. This medallion is pushed up on the roach
string until it touches the roach. In this way the
crown of the head projects the feathers out so that
they do not flop in the face of the dancer.

One of the very last things that a dancer does is to
tie on his headdress making sure that it is certered

FIGURE 8
SEQUENCE FOR FOLDTNG
HANDKERCHIEF FOR HEADBAND '\ —

and not too far forward. About 4 fingers back of t-e
hairline is a good guide line. See Moccasin Tracks,
March 1982 for a short discussion of the proper plaze-
ment of the secondary ties in wearing a roach.

The last thing to do is to grab a fan and cane on 7@
way to the dance floor. It is always a good policy to
wrap the beaded handle of the fan with a handkerchief
to keep the moisture from the beads and fringe. -,
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Oklahoma Straight Dance Shirt

|
] By Jjerry Smith

All straight dancers prefer to wear a different straight dance shirc at
each session of a pow wow or war dance. Such changes require the dancer
to own a number of these loose-fitting shirts., To keep his collection
of shirts in top shape, the straight dancer will continually replace old

shirts with new ones, especially for a large or important pow wow. Each
I shirt may be sent to the cleaners or laundered and pressed after each us
! to help preserve the elegant look of the dancer.

As fine as the straight dance shirt might look, it is a very simple shir
to make. Hence, the following set of instructions will help all future
hobbyist straight dancers begin a collection of shirts.

Material ' )

Three yards of 45" wide material is plenty to complete the shirt. Cotton

or a shiney solid color material (rayon satin) are the most common materi]

used. Large or small "realistic" floral or paisley prints are popular

in cotton shirts, although solid colors are used. Dec not use Hawaiian
prints. Almost any color may be used in the print background. Common

( solid colors are shades of red, blue, yellow or green. Some brocades anc

stripes are occasionally seen.

Ribbon

Three yards of 1" wide rayon satin ribbon and one yard of 5/16" or 1/4"
wide ribbon is needed as trim. The ribbou color should contrast with
colors in the shirc.

A hook and eye for Lthe neck, and buttons or snaps for the cuffs complete
the list of materials.

Construction Steps

1. Cut out the shirt using dimensions shown in Figure 1.

.2. Place the yoke in the center of front-back picce, matching points 3
with R (Figure I). Fold long side of yoke under 1/4" aud place the t
1" wide by 40" long yoke ribbons as shown in Figure II.

3. Pin both sleeves in place, matching center of sleeve with center of
‘ the yoke width (Figure I). Remember to fold yoke excess ribbons back
under so that they will show on finished product. Sew 1/2" shoulder
seams as shown in Figure II.

4. Turningethe material wrong-side-ocut, pin sleeve and side seams, fold-
( ing gusset into triangular shape. Sew 1/2" sleeve seam from point B
Yo to C (Figure III) and sew 1/2" side seam from B to A. This means

i that point E will match up with point B.



=\

5. Hem sleeve opening and side splits as shown in Figure IV.
6. Hem bottom of shirt and ends of sleeves.

7. Please ends of sleeves and baste (Figure V). Cuffs should fit snug.
Place cuff in place, then sew down 1/4" cuff ribbons as shown in
Figure V., Complete sleeves with a pair of snaps or buttons.

8. Cut out neck hole and neck opening as shown by dotted line in Figure 1

9. Fold back neck opening very slightly and pin 1" ribbon in place as
shown in Figure VI. Sew down ribbons.: '

10. Bind the neck hole and add a hook and eye at the top of the neck openi

The finished straight dance shirt appears in Figure VII. Addition of
extra ribbons eor other decorations outside those shown would convert the
shirt into something other than a straight dance shirt. Some of the
dimensions shown should be c¢hanged for those over 5'10" or under 5'6". Re
Remember, the sleeves hluouse, the shirt hangs to the crotch and the shirt
fits loosely around the waist.

The source of information used for this asrticle is a shirt made by Red
Man Store, Pahuska, Oklahoma.

ATTENTION ALL SUBSCRIBERS

Please send us your pow wow announcements, e¢tc. so that we can publicize
them in the Pow. Wow Corner. Also, we'd be happy to have you send us
articles, items about your group, pictures, and anything else you think

might interest us.

Any of you having anything to sell, trade or wish to buy, remember the
Classified Ad section in your "Singing Wire". Use it!

Show "The Singing Wire" to your friends so they, too, can subscribe.
Help support your "Singing Wire" so that we may have a bigger and better

magazine for you.
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To produce the design, cut and fold ribbon strips
as in Fig. 1-5 The finlshed folded ribbon 1is
shown in Fig. Sh, Use fingernails to fold the
ribvbon; a warm iron may help. Remember, ribbon
# 1 is not cut or folded as in Figure 8, The
bound edge of ribvon # 1 would be at the top.

Since each ribbon is cut and folded the same, 2
legitimate questlon arises, "How can one design
element create the pattern 11lustrated?" It's
sinple. After basting ritbon # 2 down (Fig. 9),
ribbon # 3 1s s1id 4" to the right such that the
peaks of ribbon # 3 peet with the valleys of # 2
as indicated in Fig. 10 - and so on, and so on,
and so on for the next 4 ribbons until each 1s
basted in place after a 3" shift. See Figures B
-13. Because of this shifting, an inch or more
nust be added to the orginal length or shift the
cuts in Figure 1 a 4" to the right for ribbons 3-7.
After basting ribbons in place, iron ribbons and
then use sewing machine to sew the ribbons in
place, Match thread to the color of the ribbon
being sewn, Straight stitch very close to the
folded edge as shown in photo 2.

Adjacent photo 1 is a dance trailer and clout
with ribbon strips of pattern A. Fhoto by
Kaysee Tsuji at a powiow in Quapaw, Oklahoma.

Figure B
ribbon #1

Figure 9
rivbon #2

Figure 10
ribbon #3

Figure 11
ribbon #4

Figure 12
rivbon #5

Figure 1)
ribbon #6
ribbon #7




A SECOND PATTERN

Figure 13 illustrates a 7-ribbon pattern

labeled as "pattern A." A second pattemn, labeled
as "pattern B," can be fashioned by cutting and
folding the first 5 ribbons as before with pattern
A, The last 4 ribbons are cut and folded in the
manner shown in Figures 1-3, 6 & 7 which results
in the design given in Figure7A, To assemble
pattern B, baste ribbons in position according to
Fig, B-12 and then Fig, 14-17. Complete this
9-ribbon pattern by stralght stitching with the
sewlng machine,

Upon first inspection, the finished ribbon strips
shown in photos 1 and 2 do seem quite complicated.
Such effective and striking creation fashioned

from & single simple design element 1s indeed a
eredit to the artistry and ability of the Indian
craftsman, As indicated, the technique used in
ribbon-work is not hard though it takes time and
patlence.

Photo 2 is & palr of Osage woman's leggings with
with ribbon-work in pattern B, Notice the
contrast in adjacent ribbons. Fhoto by Tsuji, with
permission of Gilcrease Museum, Tulsa, Oklahoma.

Figure 14

Figure 15

Figure 16

Flgure 17

Pattern B




ribbon-work

ANOTHER MULTIPLE PATTERN

By Jerry Smith

Our last ribbon-work pattern article, Sept. '78
purported to illustrate a "very simple" pattern;
however, here is a design that is even easier,

you are in a hurry to get a straight dance suit

together this is your pattern. It is composed of

10 ribbons, but only five need to be folded into
points to produce the design. It is unusual
because it requires an even number of ribbons
where as other multiple ribbon patterns require
an odd number,

In the Feb, '78, May '78, June '78, Sept.'79 and
March '79 issues of Moccasin Tracks, we have
detailed the techniques and materials used in
making ribbon-work of this Osage style. As the
articles state, the ribbon used is 100% rayon
ribbon from Switzerland.

The dimensions for each ribbon and the length of

each cut are given in the sketches, Figures to
indicate how to cut and fold the two basic ribbons
that make up the design. Figures to show the
placement of each ribbon to creat the design.

Note that the points of the ribbon meet the edge
of the previous ribbon and that the patterned
ribbons must be shifted over %", Be sure to hand
baste each ribbon in place before machine sewing.

Basically, only two colors should be used in this
pattern, The ribbon with the points should be
dark in color, i.,e, royal blue, burgandy, deep
purple, green, etc, The ribbons with a single
fold should be of a light contrasting color such
as white, cream, light green, light blue, light
yellow, etc.

Though the design here is simple, it is striking
and very effective when expertly crafted.
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RIBBONWORK

One Pattern

wo
Constructions

JERRY SMITH

In February of 1978 the first "multiple ribbon" ribbon-
work article was presented in Moccasin Tracks. Since
that time several others have been presented as referenced
at the conclusion of this article. Some relatively
standard patterns have been presented, but those who
have studied ribbonwork know there are enough patterns
to fill more than one volume. An exhibition of Mative
American Art at the Philbrook in 1380 displayed a very
interesting set of ribbonwork, It was a classic pattern
in typical color scheme but one ribbon was not sewn
atop the other in the normal shingled fashion the

entire width of the work. Immediately the construction
details were sketched down as it was definitely a good
example to illustrate in the magazine. Mo pictures

were allowed to be taken, so the notes were filed away
until a photo of this pattern could be obtained.

A couple of summers later your author chanced to
borrow a set of slides all on ribbonwork from Tyrone
Stewart of Oklahoma. Among these slides was a picture
of the pattern in question, see photo. Upon having

it duplicated and enlarged in black and white, the
data from the Philbrook and the visual example were
ready for this article. However, when the nhoto was
examined in more detail and compared to the notes, it
was discovered much to the suprise of your writer that
there were two ways to create the same pattern.
Therefore, it is with great pleasure that both methods
can be presented. It should not be assumed that one
necessarily was the forerunner of the other. (nce a
patterned was viewed by one seamstress it was
duplicated in the most efficient fashion.

gl T e R A gV

The illustrations # 1-8 show the manner in which the
piece of ribbonwork was sewn together in the photo.
Iustrations # 1A-5A depict the manner in which the
example in the 1989 Philbrook display was sewn.

PIBBONWCRK IN PHOTO

The method of construction for this piece was the
standard Osage style in which one ribbon is sewn

to another. One is over lapped onto another as a
roofer would shingle a house. Figure A illustrates
the two basic patterns and how the ribbons are cut

AAMACFACIN TRAFKS




and folded. Other articlesmrMoccasin Tracks detail
this process of cuttimg.md folding these ribbons cut
into one inch strips. The {1lustrations 1-6 indicate
the order in which tme mibbons are sewn down to
create the pattern. W the first base ribbon,
Fig. 1, the next 12 ribkems follow in sets of three:
one with a serfes of “triamles, one with elongated
triangles and one plain ¥bbon. Each is first cut,
folded, basted by hand inplace and then machine
stitched in nlace. A smdl stitch is used and it fs
sewn very close to the fdled edge of each following
the outline of the pattem:

As each third pieceifsza plain uncut ribbon, just
folded and sewn in-place, this pattern would be an
easy one to complete. .Ht seemingly (no pun intended)

set of points must be skewed left to create the
correct look very similar to the pattern shown in
Moccasin Tracks, Sept. 1978; see step # 5.

The color scheme is very important. Ribbon # 1 and

# 13 are in the medium range while 2,5,3, 4 11 must
be very bright., Ribbons 3,4; 6,7; & 9, 10 are of
different color but of the same hue. Of the same

hue to the extent that at.a distance the eye sees a
single ribbon and not a pair. Thus, the design
anpears to be a bed of triangles connected by slanted
parallelograms. A possible color scheme is as
follows: 1) rose 2) white 3) deen purple, 4)

royal blue, 5) white, 6) deep purple, 7) royal
blue, 8) white, 9) deep purple, 10) royal blue,
11) white, 12) deep purple, 13) rose. The finished
pattern in width measures a little under 2 inches.

would be a one step:adwaace on the pattern presented
in Moccasin Tracks, “Feh. 1978 in which every other

ribbon was uncut., MNatice that each ribbon with the PHILBROOK PATTERN

MNCCASIN TRACKS )
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The same pattern detailed above was created in the
Philbrook exhibit using 10 ribbons instead of
thirteen. Illustrations JA-6A indicate how this
was accomnlished by use of a single pink base ribbon,
Four pairs of cut and folded ribbons were sewn in
place in a manner letting the pink base ribbon peek
through as though it had been sewn on seperately.
Drawings 1A-5A show the exact sequence and 5A
illustrates the finfshed product. Again the last
ribbon, finishing ribbon, in a plain uncut ribbon
which is unique to this pattern constructed by
either method.

Another time-saving aspect and highly unusual
feature of this Philbrook piece was the fact that
ribbon #2 {illustration 2A§ and every other ribbon
was not seamed in plage!! The ribbon sewn on top
of it 5o nearly follows its outline that it was
not deamed necessary by its maker. As a result
only 4 ribbons are sewn in place and the finishing
ribbon makes 5 before it is stitched to the

broad cloth. Very clever!

The color scheme here was as follows:' pink, white,
purple, (pink), light blue, green, (pink}, light
blue, green, {pink), white, purple, and pink.

It would be interesting to take colored pencils and
color in the illustrations. They were left unscreened
for that reason.

It was a pleasurable curiosity to discover both of
these methods and it is hoped that the reader wil)
benefit from the details imparted as well as the .
evident philosophy about "solely correct” construction.

REFERENCES
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May 1978, Osage-Style Ribbonwork; Feb. 1978, Osage~
Style Ribbonwork, 4 Ribbons.
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RIBBONWORK

by lerry Smith

Over the past three years, several ribbonwork designs
and patterns have been detailed in Moccasin Tracks
along with their folding and sewing instruction.
These patterns, as with most standard ribbonwork
patterns worn on straight dance suits, are simple
geometric patterns. They are all relatively easy

to make and a gal who sews ribbonwork finds one
pattern about as easy as the next. The multiple
ribbon pattern presented here is really not “advanced
for one who does ribbonwork but it is not recommended
as a pattern to try on ones initial effort.

As with all multiple ribbonwork of this type, several
cut and folded ribbons are sewn in place, each over-
lapping the previous ribbon. The May '78, June '78
and Sept. '7R issues of Moccasin Tracks illustrate
this process. 100% rayon taffeta imported ribbon #s
used for this type of work; however, taffeta yard-
age is used by many ribbonworkers due to expense

and availability of the ribbon. The ribbon or
yardage fs cut into about 1" wide strips and cut

to the length of the finished piece desired.

The pattern shown here in photo 1 & 2 and in Figure
9 is composed of thirteen ribons but it can be
reduced to a band of nine ribbons or slightly
altered to an eleven ribbon pattern. The first
ribbon is not cut or folded to create peaks and
valleys; it is "plain". It is the next 12 ribbons
that are cut and folded. Figures 1-B illustrate
the cuts and finished folded ribbons for the first
5 ribbons of this pattern. The next eight ribbons
are exact repeats of these four ribbons following
the sequence 2,3,4,5,2,3,4,5.

Figure 10 and Figure 11 indicate how folds are
made on ribbon number 2. The folding process is
very similar for the other ribbons. Use an iron
to help hold crease in the folds.

One feature that makes this pattern “advanced" is
the different length cuts made in ribbons #2
(Figure 2) and ¥4 (Fig. 6) to create peaks and
valleys at different levels. In Figure 5, cut A
is 1/8" deeper than cut B. Though the cuts on
ribbons 3 and 5 are all uniform in depth the

di fferent levels of peaks and valleys is created
in the method of folding.

Once a ribbon is folded it is basted in place by
hand upon the previous ribbon and then machine
stitched with a straight fine stitch very close to
its folded edge. A matching color of thread is
used. When ribbons are used, one can be sewn right
to the other; however, when using taffeta yardage,
the work is sewn to a pellon strip or directly to
the broadcloth. Remove the basting stitches
pefore sewing on the next ribbon. Remember, the
first ribbon sewn down is plain and the other

. ribbons are sewn in place starting from left to
right (or visa versa) not from the center out.
Each ribbon overlaps the other like shingles on
a roof. Also, the first or last ribbon doubles
(first in photo 1) to bind the broadcloth.

It is always good to make a sample or two before
tackling the "real” project and this would be
helpful here. MNote again the ends of the breech-
clout strips in photo 1 and on Abe Conklin in

photo 2. The ends hang beyond the edge of the
cloth and they are not sewn in place; yet, the ends
are pinked.
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Two-Ribbon Bindings

By Jerry Smith

The cut edges of several items made
of "trade cloth" or backed with trade
cloth are often bound with a decorative
two-ribbon binding (Fig. 1 & 2) rather than
with a single straight ribbon binding.
1'rh two-ribbon bindings are found on the
s of otter caps, blankets, gourd dance
.nkets, aprons, bustle trailers, otter
aggers, straight dance trailers and
.raight dance legging bottoms. The method
below will produce very fine resulis when
using rayon taffeta ribbon; adjustments
must be made when using a substitute such
as taffeta.

COLORS: Always use two contrasting colors
such as; red and white; red and turguoise;
red and yellow, purple and 1lt. yellow,
purple and 1t. green, pink and green,
maroon and 1t. blue, etc.

\
QUANTITY: Purchase enough rayon taffeta
ribbon in each color to bind half the
length to be bound. By thread to match
each color.,

TECHNIQUE:

Step 1: Cut each ribbon in half, length wise
down the center.

Step 2: Cut a series of 3/4" apart and 3/8"
deep slits in the darker ribbon as
indicated either for style #1 or #2 in the
diagram. Uniform depth and width of cuts
is extremely important for quality results.

Step 3: Fold peaks into darker outside
ibbon as shown in diagrams A, B, and C,
) ing finger nails. It is important first
d of each peak (A) be over half way

prevent raveling. An iron may be used
er all folds have been made for a final
viease.

Step 4: Sew cut and folded darker outside
ribbon to inside ribbon along folded edge.
Use a small stitch about 16 per inch.

-

Ribbon Selvage 5

Step 51t Cut and fold the lighter colored
inside ribbon with folded darker ribbon sewn
on as in A, B, and C of diagram. This
ribbon is cut and folded second to
conveniently match up peaks and valleys

of each ribbon.



\

Step 61 Sew pair af"ribbons to trade cloth Step 71 Fold outer ribbon over to form \
or wool cloth. THe peaks of the design an actual binding and hand sew to back
should be 5/8" fom the edge of the side of cloth with whip stitch.
trade cloth. ', cut off excess inside
ribbon ti meet #Mush with edge if the cloth. . Practice on an 8" strip of cloth will
g;u s;cond (optfional) straight seam as in increase the quality of the final effort,
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" SMALL DEADED RED STRAIGHT SUIT

Rather than leaving the above beaded straight dance
suit tucked away in a storage drawer at the Thomas
Gilcrease Museum in Tulsa, Oklahoma, we thought that
many of our readers would enjoy the exposure it will
be given when featured in the above photograph. The
dimensions of the aprons, dance trailer and leggings
indicate it was made for a boy. The maker used
ordinary red wool and not the normal broadcloth

with the rainbow selvage edge. An imitation selvage
edge is ingeniously woven into the cloth at the
bottom of the aprons and dance trailer. The wool
was pieced together in several places indicating
that, there was barely enough cloth to complete the
suit. This is why the aprons are two pieces rather
than the full length clout.

The beadwork pattern is done in an applique stitch
right on the cloth. The design is not the standard
"otter tail” pattern found on most beaded straight
dance suits as in Figure 1, but it is similiar. It

12 Moccasm liavky Mo M
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is a very well conceived and quite effective design
as it approximates nicely the look achieved with
ribbonwork. It appears that the two sections on the
trailer were not finished as the background lanes
are missing, but this may have been intentional.
Also, note that the pekoe edgebeading is missing on
the dance trailer and legging pictured on the right.
A1l the edges are bound with rayon satin ribbon.

The tab of ribbon left at the bottom of each legging
would ordinarily be trimmed off though those on the
aprons and dance trailer are typically left long and
pinked off.

We had put out a trace on the maker of this suit to
get some background, but at press time we had no

word. Perhaps one of our readers can supply us with

a lead, The partially headed moccasins in the picture

were also v the drawer but were not identified as (i
to tribal style ﬁm
]




SOUTHERN PLAINS STYLE

Old & New

Vests

by Jerry Smith

In the early decades of the 20th century, vests were
often worn as part of the dancing clothes among the
tribes of Northeastern Oklahoma. These early vests
were broadcloth vests patterned after the regular
suit vests and they were trimmed with sequins, brass
shoe buttons and/or metallicfringe. Examples of these
early vests are worn by the young Osages pictured in
photo 1.

However, it was not long before the beadworkers art-
fully began to decorate the fronts, backs and edges
of these vests., The result was a somewhat standard-
ized vest among the Otoes, Pawnees, Osages and Ponca
which featured a loom beaded waist band and three
loom beaded back strips., Several of these are present
in photo #2 of an early Pawnee dance., The two
outside strips matched in color and design but the
other bead strips were of completely different
designs though the background colors matched. The
fronts of the Otoe and Osage vests were applique
beaded in curvilinear designs as in photo 3,

If the vest front was not beaded in this manner,
horizontal sections of metallic or leather fringe
were sewn in place (like false pockets) as on the
earlier vests, see photo 5. The vest in photo 6 has
both the fringe and beadwork,

Other common adornmments present in these photos are:

1. Leather or metallic fringe sewn on under the waist
bead strip. Metallic fringe is also sewn under the
back outside strips in photo 7.

i
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2. Metal sequins border the loomed strips or border
the front and arm openings. Sequins are sewn in
a decorative pattern between the three back loom
strips also in photo 7.

L. Large beads strung on front leather ties,

As for the construction, it's simple., Usually these
three plece vestis were cut from the broadcloth with
the selvage edge at the bottom of each peice, The
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Omaha vest on the back depicts this fact, Three
seams need only be taken; at the shoulders and at

the sides. The armholes, neck and front opening are
bound with thin leather or maybe with ribbon. Most
vests were not lined.

Modern Vests

Vests in this old tradition are still being made and
worn by straight dancers. The 3 vested dancers at a
recent Osage Ilonska (photos 13-17) wear vests of
this type. However, there are many other modern
versions being worn today. See photo 18 as one
example, One of the finest adaptations of the
traditional vest is one in which the beadwork strips
are replaced with ribbon-work panels., These panels
match the other ribbon-work worn by the dancer. The
description that follows outlines the construction
method for such a vest.

2
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Photos

1. A Love photo circa 1924 of Osage men (standing L-R)
are Ne-wal-la (Red Eagle), In-gran-kah-shim and Wah-ses-
tah-shin-kah; (seated L-R) Wah-she-hah (Bacon Rind)
0-lo-hah-wal-la,

2. Late 20's Pawnee dance. Note three vests and
extra fine dance aprons, no otters but plains leggings.

3. Vest and dance suit displayed in the Woolaroc
Museum. L.R.Strom Photo,

5. Ponca or Pawnee dancer at Frank Phillip's Ranch
1928-29.
6. Painting of Osage man from Osage Tribal Museum.

13-14. Osage boy at Pawhuska in 1972 wearing traditional
vest.,




