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WHAT YOU DIDN'T KNOW ABOUT THE MORRIS

What is Morris?

The Morris is an event. It involves dressing up together with a performance of
dance in public, possibly with simple accoutrements such as bells, handkerchiefs
and various length sticks. The term has been used to cover a very wide range of
styles, but recognisably having a common spirit. It is traditional in that the form
owes little to 20th century social or art dance. It is a means of personal expression
through organised, practised group movements which make limited, but not
insignificant, technical demands on the participants. The historical morris may
have been spread initially by an involvement in civic pageantry and then other
local festivities, but, because it has an inherent flexibility of use, it later developed
a life of its own, dependent only on private patronage and largesse from the
public. The history of the morris is a mirror to the changes in society, being
peripheral and dependent, reflecting the continual natural adaption to new
circumstances. The modern claim of continuity is attractive, although by necessity
any link is tenuous, and there is little to connect any aspect of it with the morris
of only 150 years ago. Its basic simplicity allowed it to absorb and transmute
elements of other customs. The content and the appearance is not prescribed and
is now certainly a folk art.

Despite a century of academic searching, there is still no evidence to support a
postulated direct link to any ancient pagan or fertility rite. Some people would
claim that there must have been something before the morris under another
name. What ever it might have been, if it ever existed, its function in society was
absorbed by the morris, rot the other way round. .

This booklet is primarily concerned with the Cotswold form of the morris, but it is
not the geologist's definition of the area as this 19th century morris only extended
through Oxfordshire north of Oxford, and spilled over into the edges of the
neighbouring counties of Gloucestershire, Warwickshire, Northamptonshire and
Buckinghamshire. The southern area, once associated with the forest, particularly
Wychwood enclosed and cleared in the middle of the 19th century, contrasted
with the emptier stonelands further north, and the styles of the morris appear to
have varied as well. The dance form has adapted since World War One to social
conditions throughout the British Isles and spread abroad to English speaking
communities as well as to Denmark and Holland. Today the creative part of the
morris has resurfaced and most teams have unique repertoires and/or
interpretations of the common stock.

The performing arts are ephemeral, needing to be constantly recreated to exist.
The morris is about its performance not history.

This paper is based on a lifetime's interest and a close following of relevant
research.



The Beginning

The hard beaten ancient paths around prehistoric monuments and the discovery
at Stone Carr in Yorkshire of deer horns modified so as to be worn are suggestive
that.dance or some similar organised activity has been with us for a long time. It
would appear that its universality is fundamental to human societies. The
emotional and subjective side has much in common with other activities that
involve practiced movement skills as diverse as the martial arts and the making of
music. The difference between the morris and folk-life survivals, such as
superstitions and songs, is that the latter depended only on one-to-one
transmission, whereas the morris requires a consensus group to perform and
another to watch, and its very existence is dependent on acceptance by the local
community.

Some things never change. The continued throwing of money into wells or
fountains is nearly as old as coinage itself. We forget how precious and poorly
understood were sources of unpolluted water before the public provision of piped
supplies from the end of the 19th century. It has been too easy to see the concern
as superstition or even to be religious. Ideas live on as they are adapted to new
circumstances, as an extreme example, obligations were once placed on
settlements to provide hides in medieval forests to allow the watching of does
fawning. These could have inspired the chimney sweeps later for their similarly
constructed perambulating Jack-in-the-Greens. The problem in tracing back the
contributing threads to the morris is in recognising what has been lost and
replaced over time. A difficulty exists when people relate the later performance to
the older and probably irrelevant motivations.

The word morris was first used in the 12th century for community celebrations
following the stages of reconquest of central and southern Spain from the Arabs,
and where the morris or morisco still occurs annually between Christians and
Moors. But these little resemble our morris. However they are now just for fun,
unlike the sectarian rituals in Northern Ireland, as unhappily all the Moors were
ejected or forcibly converted by the reign of our Henry VIII, during the lifetime of
Catherine of Aragon. The earliest surviving mention in England is from the end
of the 15th century, occurring before the social changes initiated by Henry VIII,
which grew out of the dissolution of the monasteries from 1536. The dancers were
sometimes mentioned attached to the Robin Hood Games. These in turn had
followed the themed King and then the May Game entertainments, which were
simple and often participatory sports similar in spirit to modern fetes, but perhaps
less sophisticated and uninhibited with more horseplay and vulgarity. Think of
the older Robin Hood stories and the number of times someone falls into water!

England was invaded by the Saxons and then the Vikings and Normans but
nothing like the morris survived in their home territories to suggest that they
might have brought the morris with them. There is no evidence that such existed
in Celtic communities except where introduced later as part of their Anglicisation.

The early form of morris is thought to have come to England via the various
involvements with the continent, perhaps from what is now Flanders, Belgium
and Holland, once the Spanish Netherlands, where similar sounding words had
been used for their equivalents. In those days such places were closer by sailing
ship than most of England was to London by horse. England in the late Middle
Ages was to be thought of as only an off-shore island and a source of basic
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commodities, rather like modern ex-colonies. We gained a considerable range of
new technologies, many crops, and our modern business methods from Flanders
and Holland during their Golden Age, which contributed to our Agricultural
Revolution. That part of Flanders now in France has only been French for a
limited time. During the last war the Germans saw them as more German than
French and ruled them with Belgium. Incidentally a Dutch history of the early
morris was written during WW2, but was not allowed to be published by the
Nazis because of the mentions of the English!

Another example of the debt to the Netherlands is probably the earliest form of
cricket, first mentioned at Guildford in 1598, believed brought by immigrants,
along with words like krikets and stomp, which also developed into a singularly
English pastime.

The Wide Distribution

Across Europe there are males who dance to show off, for socially acceptable boy-
meets-girl encounters, for good luck visiting or the feel-good factor. Similarities
with aspects of the English morris abound. Recent contacts with the folk
performances in Rumania show that most of our folk expressions have an
analogue there, without there having been a positive historical link, because both
cultures have exploited almost all the things that simple people can easily do. In
America the Spanish stopped many unacceptable native ceremonies but soon
found it expedient to replace them, therefore they taught them the Spanish
morris and the matachin, or stick dances, a separate style in the 16th century and
then not part of the morris. These dance forms can still be seen in Arizona and
Mexico performed by people of both Spanish and native descent. Troupes of men
in northern Nigeria, on the other side of the Sahara from the Moors, still process
in late medieval armour organised and looking like the morris. The link may have
been two way as there are similarities between the appearance of some west of
England hobby-horse customs and their supporters and West African performers.
Not all such possible relationships are understood as yet.

We recognise many recent male dances in Spain, Portugal and Southern France as
belonging in the morris family. The Basques have some that appear even more
like ours. On the losing side in the Spanish Civil War, they then shared their
dances between the men and women to help preserve their ethnic culture as they
were officially scattered around. This very ancient race, with a language that
predates the Indo-European group, consider that they gained their dances from
passing peoples. The English kings held Aquitaine, what is now France south of
the Loire, from the 12th to the mid 15th centuries, on the pilgrims' route to
Santiago de Compestela. English armies or regiments commonly fought as
mercenaries in the Reconquest and the other wars in Europe, and some settled in
the cleared interior of Spain. But the best connections were in the fishing fleets
off Newfoundland and the mountain of very rich iron ore mostly exported to
Britain. Commercial and social contacts were not surprising. The best long
weapons for the Tudor English infantry were imported as Morris Pikes meaning to
a Moorish design. However persuasive past suggestions that the morris was first
brought by notables, such as Eleanor of Aquitaine, John of Gaunt or even
Catherine of Aragon, are not supported by any evidence and the dates would be
wrong. But Henry VII was exiled in France before gaining the crown and could
have been exposed to a form of the morris there, at least it was performed later at
his court in England.
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There is no mention anywhere of any ritual significance in the morris at this early
or any later period, nor that it was in anyway associated with a survival of an
older culture. The then Christianisation of the country is hard to grasp now after
centuries of dissent and reformation. Before the Black Death about one in a hundred
of the population was in regular, monastic or minor orders, and the church was
by far the largest landowner. Supposed survivals were not. The modern view is
that what is now called the old religion, wicca or witchcraft, like the masons'
stories of the origins of the craft, has mythical roots created from the 17th century
onwards, even though they both have a complex set of rituals, performed with
great seriousness and guarded with secrecy. That something is not as ancient as is
claimed does not invalidate its current form and achievements. Far from being a
folk expression the morris was at first also in the repertoires of professional or
quasi-professional troupes. The literary evidence indicates that is was first
recorded in England in towns where the court would often be, then it spread as a
popular entertainment across the country. Something in attitudes changed
because it began to meet official hostility and had eventually to depend on private
patronage. In any age the cost of newly outfitting a dancer was high and beyond
normal pockets when everything was hand made, often representing at least a
man's month's income.

During the 19th century the morris was thought of as contemporary with
Shakespeare, and only by the turn of it was the idea of older roots hypothesised.
A limited amount of morris appeared in the theatre. Until 1840 the morris was
regarded as a continuing popular activity, but after it was one that was only
remembered.

The Form

Early English references are for three formations of the dances, solo, a ring with a
central person, and two-by-two. Solo morris dancers were last seen in Surrey, at
Puttenham, and in Sussex, near Horsham, but there is no longer any indication of
their style and the dances. Dancing in a ring survived in children's games, as did
so many other former adult play activities. The early form had an individual,
usually a woman, standing in the centre and the rest dancing in an uncoordinated
manner around her in a circle. The Basques in their sauts simultaneously perform
in a ring complex steps to the demands of their leader. But the form of a circle is
so simple and obvious that its common occurrence could arise from independent
invention rather than any long term survival.

The two-by-two form is a processional, as at Helston and in the West of England
Furry dances, and as once at Shaftesbury and in Parkhurst Forest on the Isle of
Wight. It is a natural for any custom involving travelling or visiting, particularly
when it is for mixed couples. As a form it was so familiar that early Quakers were
accused of going out like Morris dancers because they went in preaching teams of
two! This simple format survived in to 20th century ballroom and sequence social
dancing. There is suggestive evidence that processional forms grew out of the
medieval Guild activities, with their dressing up in a common manner and going
to church or chantry in ever grander ways with music and spectacle. The
devotional orientation switched to secular forms of expression following the
Reformation. The procession with symbolic displays on wagons, today
suggestively called floats, is probably as old as the vehicles. In the early Middle
Ages the culmination would be a replica ship, the largest and most impressive
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thing known to the people of the time, and manned, as today, with men and
women dressed fantastically, to be known as a ship of fools. The modern style
Carnival procession probably dates from the middle of the 19th century, one of
the earliest in the south being at Shaftesbury in Dorset, with its tradition of jokey
posters in the style of contemporary theatre bills, giving comic names to all the
entries. Carnival still pulls a community together and attendance is a social
statement of local allegiance. The public visibility and good feeling generated by
processions was and still is exploited by club and church walks, and even in the
revivals of beating-the-bounds.

From the number of references, the early morris was at a peak by the beginning
of the 17th century and was dying away by the Civil War and the following
Interregnum. The Puritans did not oppose dance or music, or even maypoles, but
did object to its performance intruding into Sundays and to it occurring in the
church. The division of the country into supporters of the King and of Parliament
appeared to be as much determined by the people who wanted either a serious or
a festive approach to life, particularly outside of work and especially on the
Sunday so called day of rest. The Puritan legacy of Sunday is only now being
eroded under modern circumstances.

The Restoration appears to have deliberately encouraged a revival of older
remembered celebrations, including seasonal bonfires and the morris in central
England, where the new dioceses formed by Henry VIII appeared not to have
prosecuted the morris to extinction, as happened elsewhere.

Set dances involving a finite number of dancers, from four to eight, appeared in
17th century social life as Country Dances. They were probably adopted by the
morris some when after the Restoration of Charles II in 1660, because there are
many obvious similarities. The dances of the country people were likely to have
been the reels and stepping, as explained by Thomas Hardy. The name Country
was not a reflection of a folk origin but of its lively contrast with the formal Court
dances. Even today we talk of Town and Country!

Social dance is for participation not watching. But there have always been some
more elaborate display dances for showing off skills which required both training
and practice. As the older dances fell out of fashion they would be remembered
only by the elderly and the country folk and were then collected. Many have been
recovered and become the stock-in-trade of modern local folk groups all over
Europe. In England the Old Time Dance community rather than the English Folk
Dance Society preserved many Victorian and Edwardian set and couple dances,
such as the Quadrilles, Lancers (1850), Valeta (1900), Military Two Step (1904),
Boston Two Step (1908), St Bernard's Waltz (1913) and Gay Gordons (1915),
known for years as party dances. They have moved off into modern sequence
dances, whereas the folk dance world built on the remembered longways dances of
Old and New England. Other party dances which have reached a folk status were
the Palais Glide (1928), Lambeth Walk (1937) and Knees Up Mother Brown (1938).

Although stick dances are now common, they were not once, appearing to have
diffused down from the Midlands, where it may well have been known as the
Bedlam Morris. Their modern popularity is due to the undoubted impressiveness
linked with only limited demands on the dancers' technique. There has been no
connection with sword or other military drills, despite the wide experience of
them by country folk, or with the one time English Martial Art of cudgels.
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A Country Sport and its Decline

The morris is dependent on the social structure of the communities served. In the
middle ages attention was more focused on the church and the vast number of
clerical orders with only a small aristocracy. The secularisation led to a growth of
minor gentry, and the funding released led to the great rebuilding of houses and
farms. The development of a genuine middle class provided a wider base for
patronage but also led to the greater separation of classes and more exploitation.
Land owners moved into other areas for income and became less concerned over
the impact of land exploitation and the consequent depressed conditions for
workers. The second half of the 19th century had a series of wet years with bad
harvests and with the importing of cheap stable foods it lead to many emigrating,
but they did not take their dances with them.

It has been a common experience since the 16th century that native community-
involving customs are seldom maintained by immigrants to the new countries.

The Cotswold Morris flourished until the start of the 19th century, supporting
events like fund raising Church and Morris Ales, then Village Friendly Society
Club Days and similar occasions, as well as having an annual outing in their own
locality at the recognised holidays about May Day, Oak Apple Day or at Whitsun.
In England this was a slack time of the agricultural year before the first hay
making. There were several widely known annual events which had the morris
attending, the Cotswold Olympick Games on Dover's Hill by Chipping Campden

- and Kirtlington's Lamb Ale are examples which still occur. But the Much Wenlock

Olympic Games started by Dr Brookes in copy of Dover's Games never had the
morris, because for example the local dance tradition was a mid-winter not a mid-
summer activity. The morris was noted as present at some major celebrations,
such as the laying of the foundation stone at Blenheim Palace and an heir's 21st
birthday at Stowe House. Later the growth of improving Victorian alternative
activities such as flower and produce shows a.so provided performance
opportunities, although they also drew off potential participants.

It was a period of growth of ideas of independence and self help and the
beginning of confrontational politics. It perhaps started with the degradations of
the Speenhamland system of Poor Law and included Chartism, the village
Friendly Societies, which grew into national organisations, and Trade Unionism,
with its eventual spread into the agricultural areas. The Cotswold morris had
mostly collapsed by the mid 19th century, although we now know that it faltered
on in many places, even up to World War One.

In towns it had became customary for groups from some occupations to parade
and dance for gifts or boxes. The chimney sweeps brought out the jack-in-the-
green and the milkmaids their garlands, often a tall portable structure decorated
with any shiny things. These disappeared for the same reasons as Christmas
boxes for tradesmen and now tips for waiters, because of the modern connotation
of charity rather than being deserved.

In north western Europe, when looking at the full content of a culture, it always
appears to be changing. The loss of customs and other traditional non-essential
behaviour is a part of the natural progress of adapting our society to current
opportunities. Tradition is a lagging but still a moving window on to any society.
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The morris is not immutable but a heritage and not to be treated as if it should be
in a museum.

At Lichfield in the 19th century the morris led the perambulation by the winning
candidate at parliamentary elections. At Banbury they chaired the disadvantaged
fool of the Adderbury morris in a protest against the limitations of such elections.
Elsewhere, particularly in the towns in the Thames and Kennett valleys, there
were regular elections of Mock Mayors, one of which at Abingdon still happens on
the Saturday nearest the 19th June, the date of the old horse fair, involving the
inhabitants of Ock Street, and organised by the local traditional morris.

The 19th century saw the morris as one of the relics of 18th century life, coarse
and leading people into disrepute. Those who recorded such comments now
appear to have been biased. Others saw them as nostalgic survivals. The 19th
century rediscovered chivalry and the developed correct attitudes for gentlemen
such as fair play and the value of improving behaviour. The women question
exercised them as to the proper place of women as in the home and not in the
workplace. It became less acceptable that young or married women appeared in
public displays. It is not surprising that there was little reference to women in the
morris in the 19th century, although a third of those mentions of the gender of
dancers in Tudor and Stuart times implied that they were mixed. However most
women in the 19th and early 20th centuries went into service at thirteen, with only
half a day off per week, and aimed to be married by twenty one.

In its decline the social background of the dancers fell. At one time farmer's sons
were proud to join, but by the end they were mostly farm labourers dancing for
the money, and linked by family and workplace rather than dance skill. But the
atmosphere had changed and dancers spoke later of giving up because it got like
begging. The running costs of a dancer were not trivial, new shoes, bells in dutch
- metal at 6d a time and a dancer might need thirty six or more, so most were
dependent on patronage-or inheritance.

We have today some knowledge of only how twenty three teams or traditions
danced out of several score that are known to have existed in the Cotswolds.
Each was deliberately distinctive with variations on only a maximum of seven
steps, which were simple movement sequences, and built around four to six
regularly included figures, each with a descriptive title. Those that survived
longest were actually associated with what were thought of as small towns rather
than villages, for example at Abingdon, Bampton, Brackley and Chipping
Campden. The old teams would be linked by name to their current leader and
where he lived or could be contacted, thus they could appear to drift around their
catchment area.

Most would have been irretrievably lost if it had not been for the local responses
to Queen Victoria's Jubilees and later national celebrations.

Rediscovery

The morris was not the first of the dance types now considered traditional to be
discovered. The old maypole was a tall decorated post which could be danced
around as a symbol of rights and licence, not fertility. The plaited ribbon form,
familiar now for a hundred years, was, along with garland and other ribbon
dances, part of the stock in trade of entertainment arrangers. It diffused into
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schools via teacher training colleges with the invention about 1880 of May Day
with May Queens and other Victorian make belief.

On Boxing Day 1899, a team of dancers from Headington Quarry by Oxford,
appearing out of season to raise some money for themselves, went up to a
cottage and met Cecil Sharp, who was staying with an aunt. He had taught at the
Adelaide Music Conservatoire in Australia for a while and on return had had a
post tutoring royal children. He was just starting his monumental collecting,
publishing and lecturing about English Folk Song and was soon to become an
national celebrity. In 1905 he was approached by Mary Neal, who had founded
the Esperance Club for young seamstresses in London and who was teaching
them Sharp's folk songs, to ask if there were any dances. He had none but put
her in touch with William Kimber, the musician he had noted years before, and
she went to visit him and invited him to London to pass on his dances directly.
The public displays by the Esperance Club from that December soon led to the
teaching of these morris dances throughout the country, but mainly to girls.
Many an old lady has remembered learning Beansetting at school.

Sharp started to assist the Club, but Mary Neal and her colleagues had become
involved with the Women's Suffrage Movement. She had campaigned against
social injustice, the Boer War, food adulteration and the like. Several of her
colleagues were involved in the violent WSPU protests. Through a dispute over
standards and accuracy of reproduction, Sharp was led to form the separate
English Folk Dance Society, based at first at the Chelsea Polytechnic, which
amongst other topics trained Physical Education teachers, and he worked hard to
have English dance and song included in school activities. But even Sharp had
been a theoretical Socialist of the Fabian sort.

Although a great debt is owed to Cecil Sharp for capturing details of the
Cotswold Morris of the mid 19th century, he largely ignored dances that were or
had been done elsewhere. Other collectors such as Clive Carey and friends of
Mary Neal, George Butterworth and Tiddy, collegues of Sharp who died
icolleaguesn WWI, and several men since, particularly Professor Kenworthy
Schofield and Dr Russell Wortley, also recorded extensively. Documenting the
social background and identifying the 19th century Cotswold performers had to
wait until Keith Chandler's recent books. A modern assessment of the origins,
growth and decline of such activities are given in the books by Prof Hutton of
Bristol University.

The morris was practiced between the World Wars by essentially clubs of
professional people and by working people as members of EFDS local evening
classes. Skills were judged by the award of certificates and medals. [t was the
Society's aim to give the dances back to the people but it largely failed because
the time was not yet ripe, and the participants were too few. In 1924 the idea of
morris tours was evolved then as well as the modern roles within a club of Squire
and Bagman, rather than the more traditional names of Captain and Secretary.
Morris dinners with guests became Feasts, and with dancing Ales, reworking old

concepts into new usages. By the mid 1930's there were enough mens' sides in
England to form the first linking organisation called The Morris Ring.

The revival of morris was exported to the USA, especially to the Appalachians

where Sharp had collected so many presumed ancient English songs, but also to
Australia and New Zealand. There is a record of a morris visiting America very
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early in the history of settlement but it did not stay. The establishing of colonies
in New England, Virginia and the backlands of the Appalachians occurred in
waves, attracting people of different types and drawing on particular regions of
the UK. They went as families and not communities, and, despite the attempts in
Virginia, did not recreate the old social structures needed to support seasonal
visiting, nor were there the need for public exertions for maintaining rights, as
was an explanation for some seasonal customs in England.

Other Forms of the Morris

There was another form of morris in the Forest of Dean in west Gloucestershire.
It was a summer dance, perhaps related to the Cotswold one, but it died too soon
to be recovered. A unique feature was that it was often accompanied by a
swordsman with one or two swords which were manipulated to amaze the
crowds.

There are other English dance traditions to be seen today, most of which have
reappeared in the last twenty five years. What might be older than the Cotswold
morris are the long-sword dances surviving in Yorkshire with six or eight dancers
in a linked ring, but these are seen infrequently in the south. The sword is a rigid
wrought iron bar, not a true sword, of the sort that a blacksmith had carried for
centuries as the raw material which could be transformed into whatever was
needed, including fighting swords on demand in periods of crisis. Today
ceremonial swords are made from steel bars that are initially one foot by one inch
by half an inch. More likely to be seen is the short-sword or rapper dance of
Durham for only five dancers and one or more comic characters, which is a
derivative dating from the availability of flexible spring steel in the 18th century.
Sharp found most of the sword dances and his final assistant Maud Karpeles
many of the other forms of morris dances after his death in 1924.

Sword dancing was mentioned as long ago as 1389 in Bruges. It has only occurred
in norihern, western and central Europe. The hey-day of references was the 16th
and 17th centuries. In Britain the first was to it in Edinburgh in 1590. No single
region, people, social group or occasion ever appeared to have a monopoly. But
early comments did not describe the dancing but sometimes mentioned fencing
masters and could easily have been about fighting simulations or dancing over
swords on the ground. From 16th to 18th century detailed descriptions it is
difficult to tell if linking hilt-to-point in an unbroken circle was an element of the
dances. Except for one mention in the Basque country (1660) the first clear
mentions of linking anywhere across Europe occurred after 1770. The figures
commonly given were a long snaking line, bridges, roses or platforms and
fencing. Dancing in a line, as thread-the-needle and other simple forms, is very
old and has survived in adult and children's games into living memory.

Common now are the Border Dancers and Molly Dancers who perform in a style
derived from the 19th century performances on the English side of the Welsh
Border and East Anglia respectively. The collected Molly was essentially country
dances of the recent past. The Border used country dance figures interspersed
with stick tapping movements. The common feature was that the dances were
simple, needing very little practice beforehand, and were usually variable from
outing to outing. Once to be found over the twelve days of Christmas, and the
related Plough Monday, there were no survivors of old groups to show how it
should be done, and most of what appears is a modern invention since the mid
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1970's, including the rag jackets, which were once an indication of extreme
poverty. Neither form has a history similar to the Cotswold morris and cannot
claim any great age, although they do! Some kind of ploughing ceremony existed
in 1413 but nothing else is known. The teams have been very creative with their
dances and adaptive of ideas from all sources, for example, The East Acton Stick
Dance is from an early Tony Hancock ITV broadcast! Few of the eleven Border
dances actually collected are in use today. The emphasis is on patterns of
movement, not on steps and movement skills, and the participants compensate
with yells and lively action.

The most obvious feature of them today is the face painting. Once the wearing of
masks were common in entertainment. Blacking Up was always considered exotic,
even Henry VIII and James I's Queen had done so, but there is no mention of it
with any of the morris, except the sword dance, until well into the 19th century,
by then the minstrel troupes were already popular. Disguise to avoid recognition
and a full face colouring that was frightening were hardly the way to ensure
monetary gifts and repeat invitations. All over face cover is disturbing, which is
why clowns have designs, and has been associated with those up to no good such
as poachers or with covert operations such as the recent SAS. The 1731 Act and
subsequent renewals made blacking or even covering the face sufficient evidence
of intent to poach or cause mischief. The rather different black face of the sweep
was considered lucky, although such are no longer to be seen. Colour prejudice
in England fell sharply after the abolition of slavery. Black face is also seen as not
politically correct because of 20th century racial sensitivities, largely engendered
in the UK by the US attitudes imported during the two World Wars. Before then
coloured people were recognised as exotic and servants would be dressed grandly.
They and those performers in black face would also be called Ethiopians and
Nubians. So popular was minstrelsy by the turn of the century it was the most
common form of entertainment available in London. After World War One it
became a typical amateur entertainment replacing many older traditions until
overtaken by the concert party. However today it does have the advantage that it
reduces gender identification in mixed sides and so does not distract from the
enjoyment of the dances. Different cultures have other attitudes. Black Peter, not
Santa Claus, visits children in Holland and gives presents on 5th December.

Sometimes called morris are the folk plays, which might include an element of
singing and dancing. The most common has been the Hero-Combat involving
Father Christmas, King George who fights a Turkish Knight or two, a doctor who
restores him, and other characters. The plot is minimal, the objective is humour.
In the Midlands there was the Wooing Play and in the north a play associated
with the sword dance. The evidence is that the Wooing Play existed in its modern
form from about 1760. The earliest recorded Hero-Combat was in the 1730's. As
the surviving chapbook plays date from 1757 it is suggested that all plays may
have had a literary origin. All earlier references to mummers and players do not
indicate the nature of the performance. Dr Cawte has shown that "dying out" is
one of the main qualifications for any traditional custom! He further showed that
customs recorded since 1800 are generally found in different parts of the country
from those recorded before.

Then there is the north western morris, mostly in Lancashire and Cheshire but
extending into Yorkshire and the Lake District, once a processional dance and at
first associated with the annual taking of rushes on carts to church for floor
covering. festivities which grew from the middle of the 19th century like Rose
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Festivals and Knutsford May Day provide many new performance opportunities.
The dance form grew in popularity during the second half of the 19th century. It
suffered great losses of dancers during the first World War and was restarted
often with teenagers or children. It is now a well developed folk art with its
Carnival Morris Troupes, Jazz Bands and Acrobatic groups. Many of the older
dances have been collected in recent years and learnt by adult groups. For many
years it has been performed wearing clogs, and for the men breeches, although
these were never the common people's dressing-up in its first heyday. But now
nostalgia is the mood and performers feel that it is right. There is no recognised
English national folk costume, to compare with pearly kings and queens, because
the dress of the ordinary folk did not lag sufficiently behind current fashion.

Appearance

The bells are worn below the knee, around the ankle, on the shoe or the sleeves
to accent the rhythm of the movements. The skill of the team can be judged by
the degree of simultaneity of the jangle. There should be one or two rings to each
step, depending on the style pursued. Once bells were more musical, being made
of better metals than today's, and could be selected for pitch, so one could tell
which dancers were not on the proper foot! Pocket handkerchiefs were invented
for Richard II. The morris hankie should be larger, more the size of a neckerchief.
They are an extension of the hand and arm allowing a greater expression, and
probably with less effort! The sticks are nowadays of various woods, although
willow is considered best. Once they were normally painted and each dancer
provided their own. The distinctive crossed sashes or baldricks were once a
common decoration, often in some local colours. They were easy to wear and
provided places to attach ribbons and rosettes without damaging their ordinary
clothes. Suggestions that such things were to frighten devils, wake up the earth
and promote plant growth are fun but unsupportable.

The dancing should be lively, with good springy stepping, not just barely lifted.
It is the jumps and capers which are characteristic of the Cotswold Morris, some of
which are done in slow time to allow of a greater effort in leaping.

The Music

The oldest instruments used for the morris were the pipe and tabor, being a three
hole pipe played with the left hand and a small drum. The pipe or whistle is
seldom heard today because its volume does not compete well against modern
background noise. Cheap violins did not become available until the middle of the
19th century, and the concertina and other boxes based on Wheatstone's free reed,
not until the end. Other instruments are often used now, flute, banjo, accordions,
even bagpipes, and various rhythm instruments, such as drums, tambourines and
bones.

Playing for the morris is different from anything else. The dancers usually know
what they are going to do better than the musicians, and do not need to be led.
As the individual steps vary in timing and stress, they need the music to reflect
what they do, a mnemonic, not to constrain them. The dance can be brisk, but no
more than at four bars in five seconds, which is suitable for the inexperienced or
non athletic. More skill does allow of slower speeds, but only at a loss of foot-
tapping excitement in the music, and often a lower rate of movement effort. As
dancers get older and less athletic, the slower speeds can look pathetic!
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The tunes used are mostly in the old rhythms of hornpipes, polkas and double
jigs. Only a few, such as Trunkles, Shepherd's Hey and the Morisco, are very old,
but many others of the widely known tunes are 100 to 300 years old. Few modern
tunes are usable because the main stress in the morris movements are on the
strong beats and so much of 20th century popular music emphasises the off-beat.
There is also copyright and the Performing Rights Society!

The Characters

There are a number of tasks associated with a public show which may be handled
by supernumeries or characters. The necessary one is of leader, announcing to the
audience, choosing the next dance, calling the names of the movements to
remind the dancers, thus allowing for flexibility and a control of the show. The
most obvious will be the fool, dressed differently from the dancers, from a circus
clown to a tooth fairy or whatever takes their fancy. This person sort of
represents the audience in dealing with the dancers. But they should know it all
and be able to step in anywhere. The fool's role is much older than the morris,
but is made difficult because they are heirs of all the types of comedy that have
been created over the years in circus, pantomime, radio and TV. The traditional
gags were more like now unacceptable horseplay. Likely to be missed are the
collector who works through the audience, but who can be talked to at length, and
the ragman who discretely looks after the coats and equipment.

Today another character, the hobby-horse or other animal, is likely to be met,
although they have had no part in the morris of former years since Tudor times.
They were reintroduced to the morris at the end of the 19th century by
antiquarians. These are representatives of the class of beautifuls, meant to be
admired as much as causing fun or mayhem. They are also much older than the
morris. The English tradition has at least three forms, the two legged tourney horse
which has a simulated rider with dummy dangling legs, the stick animal with a
person underneath a cloth holding the head for manipulation on a short pole, and
a similar design with a longer pole that can rest on the ground so that the carrier
becomes its back. None was like the child's toy leg across riding cock-horse.
Sometimes tourney horses had heads and jaws that could be worked by strings.
Today you might see one designed to appear as a camel or ostrich, with a flexible
neck that can be steered. Beginning to appear again are giants, once common on
their own, only that at Salisbury survives, but they are still common in Flanders.
Of the modern ones there are two in Alton.

There are Horses which have never be associated with the morris, at Padstow,
Minehead, Combe Martin, the Hooden Horses in Kent, the Mari Llywd in

Glamorgan, the Old Tup in Derbyshire, and the Ooser with a bull's head in
Gloucestershire and Wiltshire.

Today

The morris is no longer just another working class way of supplementing income.
It has to attract attention by the quality of the performance and not assume that
audience respect is due because of some inherent antiquarian value.

History shows a continual reuse of old activities. The occasions for performance
have changed markedly. In most of the English traditions a team learnt a single
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dance which was enough for all performance opportunities such as they were.
Now the teams are clubs meeting regularly throughout the year and wanting a
wider repertoire for which they draw widely. Few of them dance for the money,
but give the surplus to charity after paying for necessary expenses such as the
rehearsal hall.

The morris may appear in competitions and art festivals but it is essentially non-
competitive. There are a few other activities which provide similar social
situations involving peer groups such as bell-ringing and choirs.

In the past the dances were transmitted orally and were therefore rather localised.
Invention was a significant part of all the traditions although that was forgotten
by academic folklorists. The middle aged leaders, Kimber, Wells and Bennett,
were always trying to introduce new material to their teams. Today
communications, travel and freedom allow international contact and good dance
ideas can spread quickly around the world.

The morris is an art that exists only in performance and has to be continually
recreated. Natural spontaneity ensures that it never exactly repeats. As a group
activity it should reflect a consensus of those actually dancing rather than some
absolute standard.

A major challenge is that the older caring attitudes about the morris are being lost
by the practitioners for whom it is no longer a source of pride or an expression of
prized individuality. The same problems exist for the traditionalists in martial arts
when contrasted with the modern combative element. The growth of sport as
leisure and a business has emphasised new attitudes, a new motivation for the
seeking of excellence but also a trivialisation of the activities, reflecting changing
degrees of commitment.

The major problem facing the morris and many charity raising organisations and
other such activities is the relative lack of young people and the growth o: the
number of fortysomethings. Young people are now too busy with too many
demands on them, besides the generation gap in attitudes. It is the older person,
with lessening family responsibilities, more time and money, and fitness who
finds expression through the morris.

At one time everywhere in England was within reach of some annual or regular
event which allowed them to relax and enjoy themselves, either as participants or
onlookers. Today it can be difficult to find a morris side dancing out, as few of
the clubs have regular annual spots where they can be found on some easy to
work out date ever year. However there are many festivals which bring groups
together from all over if there is an interest in just seeing a variety.

The dancers enjoy clinging to myths and love to tell the tale. The spiel is to be
enjoyed but not believed! The worst aspect of claiming pagan roots is that
modern practicing pagans actually believe them!

Under the right circumstances the morris is magical! The dancers get a lift, the
audiences feel good, and the morris is often welcome at weddings, parties and
fetes. It needs to be intimate and not lost in remote spaces far from the watchers.

Women and the Morris
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There is an estimate that there are about 10,000 people in the British Isles
performing the morris, which makes it comparable with many other active
hobbies. The limitation is determined by the density of practicing clubs and the
overlapping of catchment areas, which has greatly increased with the widespread
availability of so many of what were once very local traditional styles with their
different performer appeals. Women started dancing morris forms regularly in
public from the mid 1970's when suddenly it was realised that it was acceptable,
although for a while they only did dances not used by the men, and yet still met
considerable hostility, now mostly gone. Many such deeply held views are
Victorian and need reevaluation. A consequence was the growth of other morris
associations, the Morris Federation which was begun to represent women's morris
and is now open to all, and Open Morris which was reaction to the apparent
conflicts between the first two organisations. The cooperation between them all
now is close and they do continue to reflect the different needs of clubs.

No one will deny that there are some physical differences between men and
women. Sex was a discovery made long ago by single cell animals from which all
subsequent evolution became possible. For various reasons there are no surviving
indications of traditional dances which were considered the property of or
characteristic of women, so the known dances and their modern derivatives are
shared. But the differences in height, build, strength and cultural ideas of what
are suitable forms of movement ensure a different end product. There have been
many indications of what men thought women's dances should be like, mostly

- ladylike! But women often work together better as a group, and can move around

quickly and can seem to fly through the air on capers, if their choice of costume
allows it, so that it is not worse but an alternative. In England women usually opt
for a skirt whose extra movements can be eye catching. However it is difficult to
produce a costume that dances well and can suit a variety of sizes and shapes.

Warning

Unfortunately morris dancers are no more socially skilled that any other, often
appear to be less, and will unwittingly show bad manners by standing in front of
their audience, imagining they are invisible because they are in costume, turning
up late compared to the postered advice, indulging in in-jokes, being more
interested in talking than dancing, etc. Large bands will stand in a long line in
front of the dancers and the audience being danced to! These are all the habits
arising from the way in which they practice, forgetting to do it then as they
would intend to do it out. Spectators should remind them of good manners, in
return for the courtesy of not moving around or off during individual dances and
disturbing those that are watching. Standing in front of people, especially the less
mobile elderly, to take photographs, or just to be closer, also gives offence to
many.

Towards a Theory of Morris

Human behaviour is inordinately complex, but a satisfactory theory for the morris
has to answer three key questions.

a Why do humans engage in such activities. We have no idea whether a
morris like activity or organised religion came first.
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b Does it account for its persistence through the various stages of society's
development. It is essentially conservative.

c Can it explain the apparent diversity of activities under the common title.
What is the common element?

Morris is a form of sport. The arguments for ritual origins apply to sport in
general not morris in particular.

file : backgrnd.wri.6
Roy Dommett and Fleet Morris
10 Attlee Gardens, Church Crookham,

Fleet, Hampshire, GU13 OPH
Version 26th August 1997
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BEGINNERS & MORRIS BASICS WORKSHOP

The origin of this material was a workshop for Cotswold morris beginners at
Sidmouth. The time available was insufficient directly to produce good
dancing, but it did allow of explaining what they were trying to achieve.

To the “Experienced"” Leader - If you do not work consciously on “dance”
technique yourself or perhaps do not even know what this means, then you
might not be well equipped to teach others who have difficulties, and you
may be passing on bad practices and even creating confusion. It is
therefore a potential handicap for a foreman not to have available analyses
of the objectives, emphases, stresses and timings of movements, and to be
entirely dependent on just “showing” what to do.

The normal club environment approach to beginners can take two or three
years to develop a proficient Cotswold dancer, but better training methods
based on a greater understanding could speed this up. However like in many
sports, some degree of fitness and experience should be developed as well

WHILLE STANDING

Beginners - Other dance specialities expect to explain the whys and
wherefores of their technique to participants, but this is not so currently
in the folk dance world. The “traditional process” is claimed, but it
supposes that locally there exist the good dancers on which to model.
Although it can and has worked as a club policy, it is risky and it is often
used as an easy option or as a cloak for inexperience or, at worst,
ignorance.

Cotswold Morris is not disciplined in the same manner as the Clog Morris.
Its characteristi: allows greater personal expression through tne dance
movements. The beginner needs to be helped to develop a mix of body control
(motor skills), anc expression through action, and to learn the techniques of
recognising and remembering movement sequences.

The first problem for a teacher is in seeing what is being taught from the
beginners point of view. The training needs to have exercises that give the
beginner a vocabulary of actions and words to which they can relate their
attempts at the movements.

It iz often forgotten by the more experienced dancer that beginners have a
problem with the jargon, and with both the observation and perception of
movements, so that they do not remember what they have been shown after a
while without some reinforcement, say by extra description or explanation.
In particular they are confused by the wunspoken differences between
nominally similar movements within dances, 1let alone those between
“traditions’. But the teaching techniques used need to avoid the risk of
being bored or lost by tco much talk.

We can only learn ‘what-we-almost-know', therefore we must build from
existing experience, learning and adding one thing at a time, trying to build
up relevant movement habits, not just by saying it once, but through using
sequences that can act as a continual reminder.
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It is important to present visual images to learners, reinforced with words.
I think that part of the general learning problem of translating the words
heard into movement is due to the two halves of the brain, with their
different skills, having to communicate across their boundary. Another trick
of focussing attention onto the key elements came from Douglas Kennedy who
always spoke of the need to present new movements both in “close-up”
(detail) and in “long-shot” (overall impression ).

Warning - We perceive our own movements on a different basis from how the
apparently same movements look when done by others. One’'s own gestures are
often much smaller and Jjerkier than we imagine. Actors on the stage
theatrically exaggerate every day gestures to make them appear normal when
under the undivided scrutiny of an audience. It is noticable that people can
appear physically “larger than life” when being closely followed, one is
often surprised to find how small perfomers are “in real life". Actors are
also trained to cbserve accurately and to replicate what they are shown when
in “close-up”, as on the TV or the films, but ordinary pecple unfortunately
copy with a significantly smaller movement. A common personal experience
that has occured when teaching the Longborough high hand waves, actually a
wrist movement, but often dancers move their hands to follow the motion
appropriate to the handkerchiefs, showing that there is a mental image or
movement analysis problem. Over a number of generations of foremen the
quality of movements within a club can degrade very noticeably. It is good
to work sometimes in front of a big mirror, ideally in a dance studio, but
deep office or school windows can be adequate substitutes.

This note is written in the form of a workshop in which dancers try the
movements as they are discussed, in order to appreciate the points being
examined. Such a workshop should start by recognising that there will be
potential anatomical problems, leading to aches, pains and stiffnesses, tha*
can or may have already arisen, eg from the dancers' slight faults inr
physique, say because of cmall dimensional differences between each leg.

Feet - Walk around to get the feel of normal ‘pronation’, the natural inward
rocking motion, as the foot rotates from heel to toe. One can tell if the
movement is abnormal by examining the worn edges of heels or soles for
evidence of any over-compensating action. ‘Orthics’, a form of shoe insert,

are available commercially for the correction of anotomical faults, eg to
straighten joints.

The Turn Out of the feet when standing is a part of the old style of
movement, which remained fashionable for 300 years. In this sense the
morris can be a museum! It can have significance - McCorquadale in the
Wembley Olympics in London 1948, missed a medal in the 100 yds by less than
a yard, experts said because of the distance lost by his foot turn out
whilst running. Also in this 17th century style there was the swaggering
swing of the leg when moving either forward or back, which action allowed
room for the wearing of fancy boots with lace tops etc. The movement is
still inherent in the morris backstep of several of the village traditions.

Stretching and Warm-Up - For both achieving the freedom of movement and the
avoidance of injury, it is very desirable to start with a stretching and warm
up activity. Not a vigorous warm up, one should still be able to talk
naturally to a neighbour whilst doing it. One should also include a short
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warm down at the end of a dance period to avoid subsequent stiffness, to
remain feeling invigorated and not exhausted.

Beginners tend to tense all their muscles, so they exhaust easily. Their new
movements are achieved by counterbalancing muscular forces, and this is not
the same as a normal control of movement. We should work to avoid this
tightness by “loosening up” the actions and relaxing the inessential muscles,
but this requires building confidence. Such an approach produces a visible
difference in the movements, which is the ‘body language’ by which we can
recognise “experience” in a dancer.

UPS & DOWNS

Vertical Jump - Just try making one without using the major thigh muscles.
The attempt demonstates the need for an initial bend of the knees, the
“plié", an action once considered so basic that it was simply called “the
movement”. Most of the effort and hence the velocity into a jump comes from
using the big muscles in the thighs. The maximum height reached is helped
by a rolling up on the toes with a full extension of the foot, as the rise
comes from this roll-up plus the body's velocity that has been achieved when
finally leaving contact with the ground. That part of the height gained in
the air is severely limited by gravity, which pulls one down rather rapidly,
so that the actual time out of contact with the ground is rather short. If
the use of foot extension on the rise is deliberately limited, then it may
not be being used by the dancer at the landing. The risk on landing is then
that of jarring the leg joints, leading in the long term to the damage of
cartilage and ligaments. The number of “g"s experienced in this can be as
high as three. One can practice avoiding slapping the ground by practicing
landing quietly in a short series of jumps.

The apparent achieved height is partly an illusion. An audience sees the
total body/head rise and fall, ircluding the drop while in contact with the
ground before and after the jump, which will be to below the normal standing
upright starting posture position. The clearance off the ground is
exaggerated by the bending and lifting of the legs.

Jump - To explore the use of the arms, first swing them up together while
jumping, from having the hands just behind the hips, till they are well up in
front of the body and higher than the head. The opposite, of a swing down
during the jump, feels quite different and less height is managed - more
appropriate to a standing long jump! Incidentally this used to be a Much
Wenlock Olympic (the heir to Dover's Cotswold Olympic Games at Dover’s Hill,
Chipping Campden) as well an early Modern Olympiad event.

What is role of the arms? After all, all control is ultimately only through
contact with the ground. How does this small mass effect the amount and
quality of movement? It is a dynamic effect. One major interaction comes
with the swing up of the arms, the total force <(reaction) onto (from) the
ground 1is increased while the arms accelerate, and the body leaves the
ground with more total momentum, ie velocity.

Once off the ground the path of the body's centre of gravity is determined.

All that can be varied is the relative position of the body’s parts to it.
Remember also for later that half the time off the ground is spent in the
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upper quarter of the trajectory (near apogee, if one is a space freak!. For
achieving the maximum height, as measured by the head’s rise in the jump,
one must bring down (decelerate) the arms before reaching the top of the
leap. The additional ‘aspparent’ height comes from the downward shift of the
overall centre of gravity relative to the head.

For the appearance of a higher jump, it can be made to appear to last longer
by holding the ‘pose’ instead of wriggling the body and arms till the toes
are touching the ground again and one is starting into the plié, a trick that
can be seen to be used in the ballet. Gravity does not allow one to
actually float!

There is a team problem which arises from aiming to get people of different
sizes to appear to bob up and down together. It is easy for shorter people
just to rise less, whereas all should rise the same. Therefore a consensus
has to be found on the height to be reached while extending the foot.
Shorter footed people have to work harder! A useful practice technique is
to form a circle facing inwards, with each dancers arms extended sideways so
that their hands are resting on their neighbours’ shoulders. They can then
be sensitive to relative height and timing differences as they dance
together. For the convenience of making progress in a workshop the leader
should mix the experience in a set but aim for groups of similar heights.
They have to be told of the problem with a greater mix. The togetherness is
what makes kolos and other ethnic and historical chain dances so exciting
even when very simple in content.

There is a naming problem that can confuse beginners because “jump" is used
variously to mean the take-off, the movement from take-off to landing and
the just the landing. Often morris dance notations will refer to a “step-&-
Jjump” meaning a jumping off of a step and then landing. If it ends “feet-
together” it means landing on both feet, placed side-by-side (lst position).

Posture is important and it is visible all the time to the audience, not just
while dancing. They see the implied ‘body language’ and it should say
“eager". At rest one should be upright with a stretched not slumped neck
and be balanced on the balls of the feet. Bringing the weight back onto the
heels for a ‘rest' introduces the problem of achieving snappy acceleration or
‘drive’ into the next move, because one is no longer ‘poised’. The overall
impression then looks slack and suggests sloppy morris.

There is the issue of the best height for heels on shoes, as yet unresolved.
The optimum position for the foot iz with its heel just off the ground and
this is reflected in shoe design. But shoe heels reduce the flexure
available at the ankle joint. In England there is commonly a difference in
the choice of shoe heels between the sexes. Heels reduce the height
achievable. Most European folk dancers favour a very light weight dance
shoe, equivalent to those used by the Scots, with little or no heel - but one
must remember that the Bluebell Girls, Can-Can dancers and hoofers 1like
Ginger Rogers could achieve quite a lot on high heels! It is important to
practice in similar shoes to those used to dance out.

A rigid torso seems characteristic of the Cotswold morris. There are

traditionally few flexible movements of the body other than a twist about
the near vertical with some of the ‘side steps’.
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Turns - To examine the significance of ‘roll inertia’, start with some
non-travelling jumps, and try simple jumps (start with a 180° turn, to end
facing the opposite way). First keep the arms down at one’'s sides for a few
jumps, then to keep them fully extended out to the side for some more, (both
are hard work, showing that the arms actually do have a role), then finally
draw them in while turning, usually one finds that one overshoots! Normally
arms are used quite naturally, ie without conscious effort, to control the
turn and landing, including an initial wrap of the arms in the opposite sense
to the turn. Such arm control to compensate for ground friction in a turn
while in continual ground contact should be part of the morris man's
technique for performing galleys and hooks.

Keep the body straight in a jump. Of course one must thrust up through
one's centre of gravity to avoid tumbing in the air, but this does not mean
sticking the stomach out or arching the back. Such body movement is ugly,
and, while having no ground contact, is difficult to control, as well as being
a significant contributor to injuries. Aerial contortions go with gymnastics,
high diving and tumbling to music, but not with the morris!

Although small the head is a mass that significantly affects the dynamics of
one’s body movements. One action to avoid carefully is the drooping of it
during a jump. Get someone to watch what you do. Stretching the neck up
and looking forward would look much better, and is a fundamental tenet of
the Alexander techniques for better health.

“Spotting® is a technique for obtaining stability in a horizontal rotation.
Fix the eyes on a distant point and let the head initially lag the turn, then
snap the neck round, say to the final direction if doing a 180° turn.
Suprisingly, one is less likely to sway in the turn. It must be something to
do with the role of the inner ear in providing an attitude reference.
Conventional dance pirouettes, ie turns with foot-to-ground contact, are not
part of the Cotswold morris. The equivalent <urns are the galleys and hooks.

Breath - This should be ‘abdominal’ with an outward stomach movement, not
pulled in as one breathes in, as this leads to ‘stitch', because then the
diaphragm is working the wrong way. The pain is actually the muscle spasms.
To avoid it, it helps to take some deep breaths before starting, these also
assist both poise and readiness. Actors use this technique to control their
nerves before stage entries. Once a woman at a workshop concentrated so
hard that she did not breathe at all during a dance, she went blue and had
to be taken to a hospital for some oxygen treatment to ensure recovery!

Timing - We go back to the jump to bring more of the elements together and
1llustrate by trying the ‘up-&-out' Longborough type arm movements. Start
with the elbows bent at right angles, the upper arms almst horizontal and
out at the side of the body, and with the hands out by the sides of the head
at ear level. Raise the hands up, straightening the arms and opening them
out during the jump, to end, on the landing, with both the arms horizontal
and out to the side of the body.

Where does the beat of the music come in a jump? Certainly to just touch
down on landing on the beat - but when on the take off? Surely not as one
loses contact with the ground? The note of the music is of necessity of
finite length as it has to be heard, the “beat” is the maxiumum stress
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perceived at its leading edge. The maximum physical and musical effort is
on the beat, but a full movement is across the beats, hence the physical and
psychological appeal of dance as a form of self expression. To get the
effort timed accurately there must be anticipatory preparatory effort. Jumps
need preparation, they need time to accelerate the body, and, as a jump is
usually longer in the air than a step, the musician often stretches the music
to suit (and of course never catches up againl).

Jumps {and turns) on the move require consideration of additional technical
points about the appropriate body tilts to be used. These are dynamic
situations requiring a more subtle understanding of motion. A forward drive
into a travelling movement comes from being off balance, thus one should
land from a jump leaning into the direction in which one wants to move off.

The initial emphasis so far has been on jumping because it leads to a
desired style for the ‘morris stepping'.

TRAVELLING

The movement possibilities are determined by the floor surface and the
Cotswold Morris follows the style of stepping that was first developed at
the Rennaisance. James Burke's TV series and his book “Connections”
discussed the change in building style following a worsening of the average
weather in the early Middle Ages and the consequential appearance of flatter
floors as social life moved indoors. Before the change, the most available
flat surfaces were the barn threshing floors, realistic for community social
dancing as the surface has to be consolidated, but not for ritual dancing.

Unfortunately there is another naming problem as “Step” is used colloquially
both for a single movement and for a sequence of them.

Step - The basic movement is a quick change from the weight on one foot to

onto the other. The style was described in the earliest dancing books and

was not a knee lifting like the medieval ‘clod-hopping'. The knee 1lift that
is typical of the traditional Engligh country dancing and other seasonal
dance traditions presumably developed to avoid physical contact with partners
and neighbours on small crowded dance floors. Start by standing on the ball
of one foot with the other in the air, about the length of the foot in front
of the supporting foot. The free foot is kept about horizontal and relaxed
during the movement and neither curled up (‘Turkish Harem') or pointed down
(‘Schoolgirl Ballet')., Really it is irrelevant to practice stepping on one
spot as one is seldom dancing without travelling, and then only with some
special emphasis. A little thought will show that real movement sequences
involving stepping usually start from jumps or otherwise having the feet
together, but this introduces complication at a first teaching of the steps
which can be avoided. Although it is natural to start practicing with very
little 1lift, the early development of a reascnable amount of spring in the
step is essential. It puts the meaning into the phrase ‘weak-kneed’!

In the Cotswold Morris it is customary to have the musician play a 4 or 8
bar phrase as a ‘Once-to-Yourself' before starting to dance. It focuses the
dancers attention, captures the audience and allows the team to check and
absorb the speed and rhythm. I like it long for workshops but short for
public performances. Practice in a club as you intend to perform out.

©1992 R L Dommett Page No 6 of 15



vV 3.2 Cotswold Basics

6/8 Jig Time - Begin with two “steps” per bar (almost capers, which are the
same action as a ‘step’ but with a greater lift and a more exaggerated arm
movement) - also start off from standing on one foot. To keep them
‘symmetrical’, ie with equal effort off each foot, start by accompanying them
using circular waves of both arms, at one per step, with the stress or
emphasis on the upward rise or “lift”. “Up” in a step or a spring takes
longer than ‘Down” due to the directionality of the effect of gravity. The
tune’s rhythm is important. Compare a jig in 6/8 with a hornpipe in 4/4.
There is less life in dancing the latter as the more even rhythm constrains
the body rise that is possible. True polkas, as distinct from polka tunes
played as hornpipes, have an irregular rhythm (they fit the clog morris polka
well) and are best avoided with beginners, because they induce bad dance
habits. Marches in 2/4 or 6/8 have a different feel yet again.

What is a good morris tune? It needs to be able to be played to fit the
effort profile of the movement sequence, in particularly to stress the 1lift
on the first beats, and not effort on the off-beat. Modern tunes do not
lend themselves to matching this movement characteristic.

The traditions surviving into the 20th century have acquired an off-beat
emphasis, with a strong movement on the weak beats (in practice this is a
rhythm originally called a Schottische). Although no Ragtime or subsequent
popular musical style has stuck with the morris (ignoring some individual
and limited examples eg Eclectic Morris). It has led to the villages
teaching a basic single step with a foot 1lift up and a kick forward style,
which is not the classical stepping style recognised by Sharp that has been
introduced here.

The jig rhythm encourages hops. Starting from the simple capers, put in the
hops, still keeping the action symmetrical with each free foot travelling
forwarc¢ the same distance and the body rise being the same off of either
foot. The drive is off the ball of the foot, just as for the jumps.

Look out of a window and watch the relative motion of the horizontal frame
or bars against the scene as an indication of ones own body motion. There
are 4 rises per bar, the first and third are larger than the second and
fourth. Hence these main beats are called the “Strong” and and those in
between the “Weak” beats.

To get a feel of the meaning of differences between “traditions” and of the
problems facing beginners, try this simple stepping with appropriately
different arm movements.

1. Down & Up both arms in parallel, (Hinton)
in vertical plane
2. Alternate Arms as in exaggerated walking (Chipping Campden)
3. Forward Flick of both hands together (Bampton)
4. Low Circular Waves forward facing, at side, (Brackley)
in vertical plane at hip level
5. High Circular Waves at mid chest level (Badby)

in vertical plane
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Note the feeling of a “help” on the UP part of the arm movement. Thus the
character of the movement as perceived by the new dancer will depend on the
tradition being taught.

Arming Sequence - Do it first without stepping but simulating the body
bounce. Beginners can have a problem of coordinating arm, leg and body
movements new to them so there is some value in a little practice of these
separately. Because of the additional problem of stepping and arming
coordination, practice arm sequences alone for a while to obtain the flow,
but not for too long, as they are slightly modified by the body actions when
actually stepping. Note that there is an opinion that good dancers would
not move their hands in front of the their face as this would cover an
important informative part of the image being presented to the audience.

A Left Foot Lead is of medieval origin. Then they danced in a linked curved
line and moved first to the left and then to the right. To go with the sun
was lucky, to start to windershins, as supposedly did witches, was not. The
left foot lead, as with the military march, is natural because it allows a
thrust off of the nominally stronger right foot to get moving smartly.

Left handed people are at a little disadvantage in the morris. Some such
dancers can be slower at picking up directional calls. The major problem of
course is with using the right hand for holding and manipulating sticks.

Form a set of 6 dancers, in two files of 3, numbered 1, 3, 5 (the “odds"™ in
the left hand column, and 2, 4, 6 (the “evens”) in the right, as facing “up”
towards the music.

Perhaps a word is needed about the morris compass. “Up” is towards the
musician who conventionally stands at the “top” end of the set which has
already been defined as by dancers numbers | and 2. *“Down" is the other

way, towards the “bottom” of the set. Confusingly “Up-anc-Down" are also
used for arm movements. Facing one's opposite is “in" or “across the set”,
and turns in that direction are “inward”. The contrary is “out” and the
turning is “outward”. :

Attempt dancing something very simple but illustrative, deriving here from
Chipping Campden's ‘“Constant Billy". The following is a condensed dance
description. For a better understanding of the terminology, try consulting
the Morris Federation's published “Glossary of Terms”.

Face one's opposite across the set for the playing of a “Once To Yourself”,
then in th last bar jump and turn 90° in the air to face left, odds facing
up, and evens facing down. The whole set dance a complete “whole rounds”
clockwise in 8 bars, ending as at the start by facing across the set, and
continuing by approaching one's opposite in 4 more bars, ending the move
with a jump to stand with one's feet together side by side, and facing one’s
opposite. Now clap hands with the opposite dance as described below, then
dance past one’s opposite, passing by the left shoulder. Turn to the right
in the opposite's starting place to face back and approach again etc. Repeat

the crossing and clapping a few times, then end the dance with the “whole
rounds” figure again.

©1992 R L Dommett Page No 8 of 15



vV 3.2 Cotswold Basics

(The Clapping is, '
bar 1 both own hands together in front of one's chest, partners clap r+r,
bar 2 both own hands together again, partners clap 1+],
bar 3 both own hands, clap both own hands together behind one's back,
bar 4 both own hands together, finally r+l & l4r simultaneously

: in the obvious but brief notation used by Sharp and Bacon)

6/8 Double Step - This is 3 quick changes and a hop, “1 2 3 hop”, with the
‘1ift’ on the hop. The broken rhythm ensures an unequal rise on the 4
movements. Lack of thought can lead to an uneven forward kick - it needs to
be an equal distance with either foot. The ‘correct’ travel forward was once
a bone of contention in the national press between rival collectors!

There are “Double” and “Single"” steps, the terminology comes from Tudor
times when they were called a double and a single (or simple).

For the Single step the lead (first strong beat of each bar) is always off
the same foot through a musical phrase. For the Double there is a changing,
ie alternating, lead.

The double step in 4/4 feels different to that in 6/8. There are several
rhythms conventionally given a 4/4 <(or 2/4) signature - often called
schottisches, hornpipes, rants, polkas, measures or marches. Each produces a
different feel to the dance movements, once the dancer is sensitive to them,
because of the differing time constraints on the “lift” that is possible in
the stepping. The simple rhythm is not precise because Morris musicians
typically stretch the melody's rhythm to better fit the morris movements.
The exercise above should be repeated with the same set of arm movements.
The alternate arm swinging is difficult to fit to double steps!

One of our difficulties is that we assume that the morris is usually danced
with a classic form of the double or single steps and for many traditions
this has to do by default of better knowledge. Unfortunately where we know
something of the manner of performance and of its local teaching there does
appears significant variation.

For single stepping (“hops™) :

Bampton : 1ift foot upwards, then kick forward and down off the top of
the lift, and the bells ring twice on the off beat at the
acceleration and deceleration of the lower leg - “pedalling”.

Campden : ditto but a longer forward thrust of the free leg and aiming

at only one ring of the bells giving a very “broken” rhythm.

Bidford : the first move is a kick forward, then a lift as the foot is
brought back - “back-pedalling”.

Headington : leg kept fairly straight throughout, movement made quickly.

and the posture held for the hop.

The contrast with other seasonal custom styles can be emphasised, eg the
Flamborough Long Sword and some Border styles with their high knee lift and
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no kick forward, and the common current Border interpretation of drawing the
free foot back so that the kick forward hardly passes the supporting leg.

The short time out of contact from the ground reflects the power of gravity,
therefore one should fully exploit using the foot extension and the initial
and final bend at the knee to control height and speed. The question of
speed of the dance coupled with achievable stepping height is a matter of
the physical effort level that can be maintained.

There is a problem in persuading most people of the degree of effort
involved in performing the morris.

Fitness - This consists of three elements, stamina, flexibility and strength.
Most of us are not physically fit! Something more than a once a week
session is considered by experts to be necessary to achieve and maintain a
modest level of general fitness <(three 20 minutes sessions 1is often
recommended). How many people have the time or the inclination to exercise
vigorously three times a week? Only the committed few. But you can not
store up fitness, if you stop exercising the benefits gradually disappear.
The typical once weekly morris practice therefore is inadequate on its own.
Other sessions of perhaps different physical activity (not exercise) should
be added, such as brisk walks, swimming, cycling etc. It is important that
you feel good afterwards so that it is kept up. You may of course have
specific needs which may have to be met by an organised training schedule.
Given our national lethargy, few people are at risk of doing too much!

There should be a concern for the state of balance of the muscles that
resist gravity. The back and leg muscles develop with dancing, therefore the
opposite muscles need strengthening - the abdominal (eases back pain), the
thigh area (eases knee pain) and the shin area (eases shin splints).

“Shin Splints” is a common complaint and it arises from abnormal strain and
stress on the muscles an¢ tendons that lift the forefoot, control the toes,
and absorb shock and stabilise the foot during foot plant on the floor.
Often the condition comes from being unused to being on the balls of the
feet, or from over-striding, from tension during the foot swing, leaning
forward or not having well cushioned shoes, ie dancing on too hard a floor
for the footwear. Even experienced dancers have this condition when they
dramatically increase their activity or develop muscle imbalance.

There are several alleviating actions that might be taken. Wearing thicker
soled shoes, not slapping the floor with the foot sole, having a more upright
posture, and relaxing the free foot when it is out of contact with the
ground. Alternatively, or additionally, using stretching exercises for the
calf, hamstring and Achilles tendon, exercising by 1lifting objects with the
toes, and checking that clothing is not too tight around the legs eg from

elastic bands or bell pads (or practicing in unsuitable jeans or other tight
clothing).

The pain could be an indication of a more major condition so it must be
taken seriously. The major clue is the time it takes to subside. The worst
condition needs an operation within hours for complete recovery!

Actions on Injury - The best advice is, if it hurts, its telling you!
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Strains and sprains are best dealt with immediately by ice packs (even the
commercial equivalent of frozen pea packets), and blisters by puncture and
plasters, but not by removal of the skin.

At a guess, of all the sports, Cotswold Morris has an affinity with
Basketball, because of the turns in the running and jumping and hence a
similarity of rotational stress on joints and muscles not so usual in other
sports. More examination of the relevant experience in other sports could
be done to the advantage of understanding the physical problems associated
with the morris eg footwear, types of injury, and fitness training. Athletic
shoes are often designed with jogging movements in mind, with cushioning of
the heel which takes the impact in gentle running, rather than any cushioning
of the ball of the foot that takes the battering in the morris.

A Sequence of Steps should be seen and practiced as the basic unit of
movement. It involves integrating the jump and usually significantly
different forward and back steps. :

Try a simple “Princess Royal”, a very basic jig but from no village in
particular. It is best learnt by following someone demonstrating it.

The order is Foot-Up, Jig, Plain Capers, Jig, Slow Capers, and a final Jig,
using the conventional terms for the steps and sections of the dance.

Foot-Up = 6 double steps, 2 single steps used as backsteps and a
jump, landing feet together.
Jig = long open sidestep to the left (2 bars) and to the right

or chorus (2 bars), 2 double steps on the spot, “cross stepping" for
2 bars, left foot crossed over right, both apart and
crossed again, then pause for a beat. In reverse, right
foot crossed over left, apart and cross again and pause.
2 double staps on the spot, 2 single steps as backsteps
and a jump (12 bars in all).

Plain Capers = 8 Plain Capers on the spot, 2 double steps, 2 single steps
as backsteps and a jump.
Slow Capers = 4 slows to the same tune but played somewhat slower for

the first 4 bars. Cross the feet, first the left in front,
then the right in front, bring the feet together and jump
forward, landing with both feet together. This is done 4
times etc, with arm movements corresponding to the feet
‘out to side’, ‘keep out’, ‘up-and-over’ to ‘out' again.

The angle between the feet, when the heels are close together and the toes
apart, has to be sufficient to allow twisting of the individual feet on the
balls, so that the heel of the foot being twisted inward can clear the other
supporting foot. In the classical ballet the customary turn out is very
large and it needs a training from an early age to achieve the joint
mobility. In Old Tyme dancing it is 90° (originally perhaps to avoid
treading on the hems of long dresses), and this was normal in social dancing
till an English Modern Ballroom dance committee, led by Victor Silvester in

the early 1920's, decided on a parallel stance. In the morris the turn out .

matters in some sidesteps and backsteps but not necessarily during the basic
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“stepping”. The turn-out looks particularly ‘tidy’ when standing still.

Backstep - A similar body movement to that in the ordinary stepping but with
different emphases. The rise is much less and there is a stronger sink
down. This applies even to the accompanying waves of the arms. One should
now attempt the Fieldtown basic stepping and arming sequence with the figure
of eight path wave of the hands during the backsteps of “out-in-out"”.

Capers - The next energetic step to be met is the caper from one foot to
the other. The Cotswold tradition is distinguished from others as having
dances with ‘jumps and capers’. From one point of view a simple caper can be
thought of as arising out of the basic ‘double-step’ when one individual step
is so strong that it is not followed by a step or hop on the next weak beat.
A series of these energetic changes are called plain capers. If after
landing on the other foot, the caper is followed by a hop on that same foot,
then the sequence is called a Half Caper, or sometimes a Spring Caper, and
during a sequence of them the lead is always off with the same foot. If it
is followed by a change of step it is called a Furrie or Furry and during a
sequence of them the lead off is off of alternate feet. Capers off and onto
the same foot are seldom met in the Cotswold Morris.

The choice of the accompanying arm movements to be used with the plain or
half capers, eg “up-and-down” or “down-and-up”, affects the stress, feel, and
appearance of the movement.

Double Step Sequences - In a finer analysis each individual step has a
different subtle emphasis. For example to incorporate the travelling, one
must accelerate, move, decelerate, stop, reverse, etc. finally stopping again.
The body rotates and leans forward and backwards as a function of the
needed acceleration and deceleration, particularly during the backstep and
jump. The body slopes to move, using gravity again, to move one’'s centre of
gravity forward, then one moves the feet to stop falling over, the same
principle as satellites in the earth's gravity field. Some authorities say
that one should lean forward during a backstep which is never a rushing
movement and does not need the same degree of drive, but does need the
preparation for the final jump.

One needs to note again the rotation of the body in the air to prepare for
moving off from a jump, often a difficult point to appreciate. Be aware of
landing a foot's length behind the stationary position. This allows a snappy
move off. Practice by standing with the heels against a line on the floor
and on the jump land with the toes against that same line (the feet now
being entirely on the other side).

THE REST

Let us end the exercises described by trying a Longborough style sidestep
dance. The dance is constructed of 4 figures, each followed by the same
chorus. For this workshop, the figures are danced with a 4 bar stepping
sequence which is essentially the same, other than being a mirror image, for
both halves of the figures. The sequence is a double step and a jump moving
forwards, then backsteps (or single steps), and another jump moving back.

©19392 R L Dommett Page No 12 of 15



vV 3.2 Cotswold Basics

The figures are,

Foot up - all face “up". After the Once to Yourself, dance the
defined sequence, turning “outwards”, away from one's
opposite, to face “down" on the second jump. Repeat the
sequence facing down, but turning “inwards”, the ‘easy
way', on the second jump, to face one’'s opposite.

Half Gip - all face across set. Dance past each other, passing right
shoulders and then retire backwards to place along the
same path, then repeat to the other side of one's
opposite passing left shoulders.

Back-to-Back - as half-gip, but having passed one's opposite, move behind
them to be able to retire backwards passing the other
shoulder. Repest going past the other shoulder.

Whole Gip - as back-to-back, but on the first jump, turn to face back

across the set, then single step forwards, passing by the
same shoulder, to the jump to face across again. Repeat
in the reverse direction.

Each chorus is a sidestep sequence followed by a half hey that inverts the
order of the dancers in the set, which sequence is then repeated to bring
all the dancers back to where they started the chorus.

Sidestep - It is probable that each village had its own interpretation of
this “step” sequence. The feet could be crossed or apart, the body turned a
little or a lot, with one arm or two in use, and the handkerchief action be
at different levels and of the various types often based on wrist actions.
The sidestep can be long (2 bars) or a mixture of sidesteps, double steps
and jumps. For Longborough the turn out of feet is maintained throughout
the sidestep. The feet are crossed over with the heel of the leading foot
close to the toe of the rear one, and the body is turned about 30-45°
following the direction of the crossing of tke feet. The leading arm only is
raised, and this fairly straight up past the ear. Like in all Cotswold
traditions, the sidestep should be performed very energetically. For this
practice cross the feet for one bar, dance a double step straight, cross the
feet the other way, and dance another straight double.

The traditional Cotswold morris does not have movements that “drive" the
body into the floor. However many sides teach sidesteps with a pronounced
dip in the arm wave and with the body. People have to make up their own
mind as to what is acceptable within their own team's performance.

In the Half Hey the opposite dancers work in pairs. It 1is described in
sequence but performed simultaneously. The top pair turn out and dance down
the side of the set to the bottom place. They must turn and come down the
set quickly such that the jump in the second bar can be made travelling
sideways. The stepping in the third bar is a galley, not backsteps, with the
dancers rotating and moving out to the final place. At the same time the
middle pair follow the top pair, in the first half hey moving to the top of
the set, but turning out quickly so that the jump can be back to where they
started. The middles should leave just enough space between themselves and
the tops to let the bottoms pass through. The bottoms face down and turn
out to come up to the top, going behind the tops, but in passing front of
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the middles.

Diagonals lines in body actions are more interesting to watch than verticals.
The recent drift to vertical arm/hand movements in developing new traditions
can only be justified in terms of appearing different rather than in being
artistically better. Be conscious of leading sidestep hand movements with
the wrist, also control the direction of the eyes which often affects
posture, particularly of the head. The smile is an important visual with
many gradations of interpretation by the audience, so it must appear genuine
and not forced.

Work now with an experienced dancer if possible on examples of the various
side step arm gestures from Cotswold traditions. The similarities and
differences must be pointed out.

Mechanics of Movement - These are often not at all simple, for example
consider what happens in high diving competition, tumbling and the landing of
a falling cat. We have met the effect of arms in jumps and roll inertia in
a jump and turn. Drive in the galley or hook comes from reducing the roll
inertia during the rotation. By starting with the arms extended, the body
tilted into the turn, and the upper part of the free leg raised, the roll
inertia can be 4 times that when the body is vertical and with the arms at
the sides. As the dancer turns the arms are brought in, the body made more
vertical and the free leg lowered. The lower part of the free leg is
twisted once or twice in the turn and this motion can be used to help the
dancer to turn. Of course different. villages had different detail in their
ways of performing this movement.

AlLL IN

Long and Short People - Traditionally teams were lucky is they had 6 good
dancers, they were often pleaseé¢ to have 3 to put on one side (nearest the
audience). Such teams perhaps encouraged a spread in individual performance
which covered the unavoidable lack of uniformity. Disparity is a problem.
As dancers work primarily in pairs, matching within the pairs is an obvious
possibility. The proper dimensions of a set reflect the average dancer’s
size with typical fingertip-to-fingertip separation in both directions.
Consequently short people have to scamper around and long people can amble.

Men and/or Women - There are obvious physical differences, in average height
and body weight distribution and physical strength, but the major effect in
mixed sets is of the women's smaller feet, for the same overall height,
making matching of the shape of the vertical movement difficult. There are
also differences in postures and positioning between the sexes (‘body
language’ again). Women can have a lower self-esteem, which shows up in
behaviour during public performance and in weak stick handling. Awareness
of the problems can 1lead to corrective action to overcome all such
consequences which are mostly cultural and not physical.

Team Issues - There are concerns that arise from being in a team. For
example there is the rhythm, speed and togetherness of the stick tapping.
Sticking choruses seem to have the problem of achieving acceleration into
the next movement, dancers often forget to be up on their toes and to make
a preparatory lift into the “off". The musician needs to allow “space” in
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the tune for the dancers to pick up speed.

Many sides let themselves down with their exits and entries, and even as
they prepare for ‘Once-to-Yourself' before the dance starts, but also in the
manner in which they behave immediately after ‘all-in' or ‘all-up’' at the end
of a dance. This is not a point that can be addressed casually. The
problem starts with sloppy discipline in the practice room which is carried
over to public performance because no one stops to think that it is
inadequate. Remember to practice all that has to be done when out, all the
time, so that good behaviour becomes the norm.

Dance is Style - Remember the importance of body language and be aware of
being on ‘stage’' and visible all the time.

The details of style are “personal” as well as “club” and will need a direct
one-to-one working out between the beginner and their teacher. Dancers have
to learn to spread the physical effort over all the muscles, using the
shoulders and back as well as the arms and legs. The similarity is with the
professional craftsman, eg like a carpenter working with a plane.

There is no substitute for observing other morris dancers and sides
critically both for the lessons on their good and their bad points. Much can
be learnt from recognising what is wrong about other performances!

Many of the points made here in detail are incorporated in brief into other
single tradition descriptions by the author.

V 3.2 61992 R L Dommett
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THE COTSWOLD MORRIS WORKSHOP

INTRODUCTION

Quite often the dancer called upon to run a short Cotswold Morris workshop
at a Festival or on a course has had little experience of teaching movement
or of teaching people, and this lack can be complicated by a common failure
to recognise that a public workshop is fundamentaliy different from a

typical club practice, in that all aspects have to be covered in the one
occasion. There is also the disadvantage that one is unlikely to know anyone
present ciosely. But the attendees st a workshop have paid and have an
expectaticn both to learn and io enjoy the relatively brief instructional

The following advice draws on 20 years of experience tc present an example
of what appears to be a successful approach to the task.

If the workshop is with begineers they need not be underestimated. They
should be expected to be prepared for it to be difficult, soc the leader's
task is primarily to present the dancing clearly. The range of difficulty
over the traditions is not great tc the uninitiated. The problem is to the
presenter in getting it over. Chosing something "easy" and letting it become
a romp is a disservice to the morris. It has been found practical to teach
the complexities of the Sherborne tradition to people with no preconceptions
of dancing the morris. The converse is alsc true, dancers who may be quite
confident «nd competent at their practiced traditions can still act like
inexperienced ones when faced with something new, and might even have more
difficulty than a newcomer to the morris because it is different.

That a tradition has been worked up in a club is not necessarily an adequate R
basis for a good workshop unless that is the specific cobjective, and, the
teacher both understands what has been done in the club and can be
articulate about it. Naturally when well done the exposition of the insights
obtained is fascinating to all. All the same, the leader should have
considerable familiarity with the chosen traditian, not just picking it out
from a book because of the desire to avoid their own team's dances. It is a
common courtesy to explain to the group the background to what is going to
be done, whether it is based on somecne's teaching, a club's performance, a
personal interpretation or a development of ideas, otherwise what is done
will be of little use to the recipients afterwards because it can not be
related to their experience of cther teachings.

Workshops need skills, knowledge and preparation.

PREPARATION

Not suprisingly there are a number of things to think about before the
workshop starts that are easily overlocked.

1. If the workshop is going to need sticks, ensure that a supply is going to
exist, even if you or an organiser has to go out into the local
countryside with a saw.

2. You need s musician. They will probably like to know what is expected in

the way of tunes and an indication of your proposed method of working.
If a full range of a tradition's tunes are needed they may need to be
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learnt although the musician will still have to adapt them to your as yet
unknown needs on the day. Otherwise the musician must combine the skills
of being able to read music and fellow you simultaneously. The precise
melody line is less important that the correct phrasing. The speed that
you will want is probably the most important facet to agree beforehand.

3. Good dancing needs good music and this is especially valuable at a
workshop. This does mean not accepting any odd musician, and making it
clear at the start that bands are not acceptable out of consideration for
the dancers, as they obscure the rhythm, the phrasing and the critical
fitting of the music to the movements of the dance by the official
musician. If you need volume, it should be cbtained by amplification not
by numbers of instruments. Dance wecrkshops really are not the place for
inexperienced musicians to learn tunes or to pick up style. You can tell
when they are inexperienced, because they will believe that playing is a
good idea and will not understand your reasons for saying it is not.

4. Microphones may be essential to handle a large crowd, but their use needs
a special technique which has to be worked cut beforehand. Also you may
have to modify your normal approach to overcome the prcblem of being
rooted to one spot and to meet the difficulties of moving larger masses
of humanity. Having experience as a social dancer caller can help in
giving confidence in handling people, but the much greater degree of
technical detail required for the morris leads to the need for a different
approach to its teaching.

5. The venue itself may cause problems. If the floor is unsprung, it will be
hard on the balls of the feet, so that dancers will not spring around for
long or appear to be lively. The acoustics will affect who can hear and
how well they can dance to the music. You have to understand the place's
acoustics before the start, or the dancers will lose those all important
first few speeches before your delivery becomes generally intelligable.
Learn to speak slower than in normal conversation, relax the throat
muscles between words to avoid getting hoarse, and do not use too many
words to pad out the explanations, no matter how much you like to hear
the sound of your own voice.

6. The preparation of some background material on the tradition to present
during the worikshop will help enliven the occasion.

POLICY IN THE WORKSHOP

Any method foliowed must be pasad on synthesis, buiiding up from the
elements, as the average dancer does not have the developed skills to learn
from the top down by mimicing a total demonstration as can professional
actors or dancers.

Implied in most of this advice is that it is a single tradition workshop.
This is not absolutely essential. However each tradition has a peak
intensity in its teaching and multiple presentations are very challenging if
the dancers are not to leave confused at the end of the workshop.

Each tradition needs its own approach, depending on the relative importance
to be given to the basic movements, the complexity of the figures or the
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variety of the "steps". However it is important to start with basics,
meaning the posture, the jumps and the plain stepping that go with the
tradition under examination.

The attendees, many of whom have never met or heard you speak before, need
the opportunity to get used to your voice, mannerisms and the technical
Jargon, which can be quite confusing at first. Therefore having introduced
yourself, talk for example about posture, balance, the feet turning out,
stepping sequences rather than individual steps, and the technique needed in
Jjumps and plain capers. Any emphasis on basics is never wasted and this
allows the dancers to become attentive and builds up the group experience
that allows them to work together later. Speak clearly. in an interested
sounding voice, that is, be warm, relaxed and not harsh.

with 3 stick dance, but few Cotswold traditions have such
s3aential point that it is a handi«:erchief tradition. It iz worth
t'xe group that the morris handkerchis! =7 neckerchisf size,

ket hanky, Heiw-* & full haif yard on 3 3 >re hemming, not
ight of the traditional piece has 3 significant
effact on tar u.’ the Jdance. The additional complzaxily coming from
carrying a : wuld be faced later. Beginners especially are usually
dreadful a xanchmg 3 stick, on their first meeting with the morris, when

not clashing it, as they do not know what to do with their arms and legs,

let alone the stick. Do not confuse the ease with which a stick dance can
be done after a little experience with those first few minutes when all is
novel. Do not think either that because a simple stick dance is apparently
rhythmic and fun that everything else is eased. It could be losing some of
the progress aiready made through allowing some laxity in the other basics.

The essential aim is to build steadily, not overburdening learning at any
stage, and in such an order that bad habits are not generated by letting
dancers "fill-in" for the things not yet explained, for example hand
movements. Dancers should only be expected to think explicitly about one
thing at a time, so "habit" patterns must be built up to carry those things
that have to be remembered throughout. It is impractical to expect evercne
to remember everything and keep it all in practice through the workshop.

The instructor may have to salve their conscience by saying clearly, at least
once, all the things that have to be said.

Gaps in the teaching, especially early on for rests, are dangerous both in
ailowing attention to relax and in letting other matters come inte
conversation, The availability of drinks in a short worxshop can also be

dx::.rupt"re ts progress. One must capfure the attention and hold it. Talk
through rest and do not lat the attendees ohysically or mentally wander.
This is one oc 1

casion for the use of background material. Judging the pace
in a workshop important and momentum must notl b2 lost Ly tooc leng a gap
in the dancing, by too little recapitulation aliowing the growth of \_cnfu ion
or by tco littla control of the spread of bad habits in the dancing. The
leader should have tha equivalent of a "script" or p an to work from, but of
onten
£

u'l

course they must also be prepared td modify the content u)’ watching the

dancers, all of them. It i3 a good trick to watc neir faces for their
reactions. This has to be a cecnscious effort as normal social conventions
limit the amount of "eye contact" between people who are interacting in a

13
face-tc-faca situation.

“)
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The teacher should have analysed beforehand what is to be taught to ensure
that there are no hidden problems. As an example, when teaching basic
stepping, do not start the dancers from a “feet together" because the very
first movement must then be untypical, as somehow a foot must be raised to
put it immediately back onto the ground. Putting too much detail in at the
start can also be counter productive, as long as it does not mean that
something would have to be unlearnt later. The trimmings, like any flicks of
the handkerchiefs with the arm movements, or variety in phrase endings etc,
can be picked up on a reprise.

Never suggest that anything is other than the instructor's fault.

FORMAT OF THE WORKSHOP

There are two approaches to presenting a tradition. The first to be
described is that which has been used most freguently, because it fits to
the majority of my teaching engagements. Another method is discussed later,
as are the particular problems of working with unusual groups.

I start with the basic four bar stepping sequence where possible, of say two
double steps, backsteps and a jump, rather than working on the individual
steps separately. It seems especially important to get the dancers to think
in "sequences" and to build up these as habit patterns, rather than trying to
construct the sequence from its component parts, at the stage of the
workshop when they are having difficulties with everything. The stepping
sequence needs linking with the arm and handerkerchief movements as soon as
practical tc gain the essential balance of the body to help in dancing and
expression. It is this basic step and arm sequence that must become
automatic early on in the workshop.

The leader must recognise that there are technical difficulties and that they
must not be hidden from the dancers or skated around or any easy
alternative found. It is wrong "o devalue the tradition. Peter Kennedy once
said that the EFDSS considered inventing a beginners tradition for public
workshops so that the more complex "real" cnes could be worked at at more
leisure in a club atmosphere. It was not followed up as it was realised
that something important of the morris could be lost. But the modern
reconstructions of the Ducklington, Stanton Harcourt and Wheatley traditions
were kept simple with this use in mind.

The easisst way to reinforce the basic sequence is tc learn the figures

(CF = common figures) that use the basic sequence without confusing the
issue with choruses (OF = distinctive figures). Those figures where the
stepping is different, for example having a galley instead of a backstep, can
be learnt next. It is found that building up a dance figure by figure with
the choruses in between is overall slower, because of the greater variety of
steps and movements uswally introduced and so having toc be remembered and
practiced tcocgethar. Even without the chorusez many dance skills can be
encouraged and suitable technical peints made.

g8y now you have had to introduce the idea of a set of dancers, usually six
in number and arranged in two lines. Many workshop venues are too cramped
to allow the full space for a set with everyone up, but it must be pointed
out that the usual size is finger-tip to finger-tip separation both along
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and across the set. This not only neatly copes with various sized people or
different age groups, but indicates what is sufficient room for figures and
for working with one's opposite in choruses. The instructor should give some
thought as to how the number of sets formed should be arranged for mutual
visibility. It must be remembered when demonstrating that facing the
dancers makes you a mirror image of what you want them to do and that some
people will only be able to visualise their own actions if they see you
facing the same way as they are. Of course you then can not see their
progress or problems!

Do not worry about very large numbers of dancers because they will expect
you to take longer to organise them. Unfortunately with large numbers it is
not so easy tc stop everything for the odd dancer or set going wrong and
you may have to store the necessary comment or advice or recap of what they
missed until the end of the particular exercise being danced. The danger to
the instructor is in just following a few of the sets rather than looking
around for the problems. It is all teo easy to "prompt call" based on a sat
doing well., It is no disgrace of course in such situations to have a few
stewards to assist you. I do find that in small workshops I do give more
attention to the set with the local squire or foreman or workshop organiser
in it, on the assumption that they are the ones who have to get the most
out of the cccasion.

The figures can be assembled in stages, walking through, stepping through,
perhaps in slow time without music with you calling the steps in sequence.
The value of having learnt the step sequences earlier will soon be apparent.
One aim is to build up the dancer's awareness of where the opposite dancer
and the others should be. Few new dancers have any experience of dancing in
a team and there are a number of points that will have to be made several
times during the workshop about working together. Keeping the "lines
striaght" is one such, there comes an automatic “set consciousness" for
experienced dancers, but others will henefit from the suggestions on who
should be watching the lines or adjusting position. Comment can be made, for
example, about the length of the steps, the matching of the surge forward on
the strong beat, on how much forward movement there should be off a jump
into the next figure, so that the workshop is aware of the points and can
use them to dance together. The danger in aiming for set cchesion is that
it must be some sort of compromise, possibly expressing the lowest common
denominator of the set's dancing ability.

There is no dcubt that some things can be left to look after themselvas,
but, in general, drawing conscious attention to some point makes its
achievement and retention much more likely. Attention should be drawn to
“space" and the need to be aware of how it changes during figures, for
example rcunds, perhaps by walking dancers through it slowly with attention
cn the relative spacings rather than on the steps, sc that the shape can be
preserved in the full speed movement.

Remember also that figures feel different from the various places in a set
so there is the possibility and desirability of moving dancers around during
the workshop if they locok as if they can cope with it. The move can be used
a3 an excuse for a recap of a movement without losing the pace of the
workshop. Some clubs like to move dancers around frequently in their
practices s0 that they are not wedded to one pesition.
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Just like a social dance caller, it is necessary to be able to prompt call at
the right moments during the dance, not so far ahead of the new movement
that the dancers break into it too early or that they forget what you have
said before they get to it, nor too late for them to actually think what it
is that you mean. Somewhere about the end of the 3rd and beginning of the
4th bar is about right. Think out the key words to be used so that they are
effective reminders, and do not ad 1lib too much as it will just be verbiage
and distracting during the dancing. Dancers with some experience will know
a jargon which may not be yours, sc avoid slipping into a short hand toce
soon.

When one gets into dances, these continue to practice all the figures and
the constant repetition of them in each dance helps to fix them them
further. Getting the choruses correct is not so important as they seldom
include key elements of the tradition, except for the sidesteps and the slow
capers. As confidence builds on the floor it is possible to return to the
figures and improve them. For example, the size of the locops in the hey can
be changed so that the other dancers have the time and the space to get
round. This does matter if the tradition has the half movement done in two
bars so that the other two bars can be danced facing cne's opposite. It is
probably the heys that evolve away the most from what is first taught.

In fairness to the dancers it is desirable to start on dances with standard
structures such as the universal sidestep-and-half-hey-repeated chorus.
These are the "whole set" dances in which all dancers are moving all the
time. Then possibly it would be wise to do the stick dances before
embarking on dances with abnormal structures or which include the slow
capers. Slow capers are not difficult to do and they are easy to teach if
emphasis is given to clear presentation, to balance, and to where the.
“effort" in the series of movements is supposed to be put. As with all
teaching, it is important to be clear on all the details and not to forget to
mention key points at the right time.

WORKSHOP TIMING

It is my experience that a workshop as short as one hour or less or as long
as two hours or more is difficult to programme and give the attendees
satisfaction, unless they are quite expert and are being given a polish.
About 1% hours seems ideal to me for introducing a single Cotswold
tradition. It should take about half an hour to get the first complete dance
going to a modest standard. It should take another hour to give a fairly
comprehensivs presentation of the rest of the tradition. If the workshop
goes on for more than 1% hours, then one starts a reprise of dances done.

At the end it is helpful to run through, perhaps &triafly, the key pcints made
during the workshcp and to note the special characteristics of the tradition.
Finally it makes for good will if you can stop on and talk afterwards,
perhaps going through a nctation with someons. I can nct recommend the
spending of most of a workshop on one or two dances so that they appear to
have been learnt thoroughly, unless the s2ts are nearly all drawn from
particular ciubs so that the dance has been learnt as a club rather than by
the individual who then has to take it back. It is my experience that no
matter how well a dance sesms to go at first teaching, it is not learnt

untii the dancers have gona through it a number of times at successive club
practices.
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ALTERNATIVE APPROACHES

As said earlier, each tradition needs its own approach. Some do not have
much variety in the range of extant dances. One way is to accumulate dances
from sides that have been created in that “tradition", although this is not
always acceptable in a public workshop presenting traditional dancing.
Another way is to concentrate on the distinctive style of the traditional
movements at the start. By beginning with jigs the problem of mixing
personal movement awareness with a spatial awareness of others is postponed
till some skill in control of one's body is achieved. It can minimise self
consciousness and maximise confidence. The traditions from Bucknell and
Sherborne suit this method. A key must be in being a rather skilful dancer
in order to demonstrate the movement slements.

An occasional engagement is the teaching of a dance or two to an adult
organisation or at a school, as part of a talk or a fclk related event, where
there iz little possibility of a follow up. The group, whether holped by
regular dancers or not, will recognise that it is being given something
simple or simplifizd, but seldom wants a challenge. This iz a case where fun
i3 more importaat than accuracy. Success can be odtained by the inverse of
what has been recommended for formal workshops, starting with a stick or
handclapping dance and learning the chorus first as a rock around which to
build the rest.

o]

Children are often very good mimics and one should start by trying
demonstrating movements without too much explanation. The morris can be
too challenging for small children. Remember that children are used to a
particular way of being taught from school and to a short time per session.

PROBLEMS

1. It is frustrating to see dancers fecrgetting or even apparently not trying
to do what is asked. Sometimes they have already learnt it before
differently, they may not even recognise your teaching as different, and
perhaps they are not going to change just for you, not even as a courtesy
to the other dancers. One must never lose one's temper or shout or take
issue. Simply state at the beginning of the workshop the basis for the
teaching and raquest cocperation from the experienced dancers. If it is
an interpretation or in some way not the strictest orthodoxy, you ask the
dancers to try it and allow them the privilege of rejecting it all if they
wish, but after the workshop, not during it. In the morris world as it
is, the final arbiter on what is done in public is the club, not the
workshop instructor, and they are at liberty tc change everything later if
they chose to use anything of what you have taught.

(g ]

It is difficult for the instructor to remember the problems of actually
being a beginner. They are uncoordinated, unused to moving relative to
other peopls cor tc listening, either to you or to the music. The work in
the class should be intensive, but aimed at enjoyment, so as not to kill
further interest. Beginners iry to exercise control by rigidity of limbs,
stiffening all their muscles, and jerky not rhythmic movement results and
it is very tiring. Further it does not allow proper balance in jumps,
especially when & turn is required as well. The classes may need
loosening up right at the start of the workshop. Practice jumps, teach
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“spotting" in turns and emphasise that the head and arms should be steady
in a turn and not jerked or snatched as the dancer will lose balance.

In the bustle and confusion people are not all that clear on which is
their right or left, particularly with regard to turns, so do not be
afraid to push or help them round. Their mental block is in translating
your words into movement and the push can short circuit the problem for
them. The English avoid physical contact with strangers, but in the
workshop you are sharing yourself and bulding up an intimacy.

The mix of ability in the workshop is quickly recognised but can not be

planned for, nor is it easy when dancers are in mufti to know if they
have common origins. One has to be aware that it may be better to let
the dancers form up with people they know, or people cf their cwn
standard. However poor dancers tend to get up late, hide in corners and
sometimes desperately need to be spread arcund and heiped by the more
experienced. Usually beginners welcome being able to practice along with
experienced dancers.

Working against you always is the feeling dancers ge! for a consensus
within a set so that dancing together dominates over doing what you have
asked. Sometimes you can see a deviation spread around the workshop
from set to set, if it starts being done confidently by one set. Of
course the group feeling for dance is actually what one wants cultivated
- except in your workshop! But it is what they finally dance together
that they remember and take back to their clubs, not what you have so
carefully coached. It comes as a suprise the first time you are quoted
as being the authentic socurce for their oddities!

The allowing or encouraging of the wearing of bells is a difficult
decision, even though the sound is essential to the morris and enhances
good dancing, because the noise cuts across the instruction. Modern bells
jangle, not at all like the 19th century nusical tinkles, and people do
fidget. On the whole bells encourage a trend to average dancing rather
than to steadily improving cne's dancing. It would be nice if some
logical way could be found to introduce bells some way through the
workshop.

ACHTEVEMENT

I think that the way to judge the success of a workshop is to listen to the
degree of togetherness, rhythm and phrasing that can be heard in the dancing

by

the end of the cession.

V 2.0 & i830 R L Dommett
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DO—IT—YOURSELF

The personal aspect of dance-leadership supplementing the information
contained in pamphlet No 1 ‘Handing-On' compiled by Douglas and Helen
Kennedy and published by the EFDSS.

A Guide to enable folk dance leaders to tune up their natural dance
technique. This personal aspect of leadership was omitted from the pamphlet
‘Handing-On' as not everyone need be interested in the inner secrets of folk
dance action.

We have written this guide not only to help the leadars to help themselves,
but with the hope that their increased e tiveness will improve folk dance
technique generally. The leadsr must be careful not to ‘teach’ this ‘tuning
up' d‘fer‘l,/ ta his pupils. Ke should keep the ‘insicde’ knowlzdje as the
dar's assa2f which I3 at the back not in the front of his mind when
sressnting dances. Ha must aim always at giving the best picture of the
dance for this visual picture is the leader’s most potent ‘medicing’,
remembering that the average folk dancer, as with the general run of
talircom dancers, is content at first with his own standard of performance,
mediocre as it may be.

1p
ffec

The observations that follew are based upon our appreciation of traditional
processes and methods in folk music, song and all types of folk dance.
These always reflect a whole-heartedness and utter absorption in the
exprescion. Nothing is done just for effect or in the pursuit of some
aspect of beauty, but everything is concentrated on living the part. Beauty
is undisputably present in the easy sureness of performance in the economy
of action and the dignity of bearing that accompanies true skill, but above
all in having something important to say and saying it with complete
sincerity.

Folk dancing is soma‘hing more than just walking about to traditional dance
music, but it must be built upon the basis of everyday human action and must
preserve that naturalness. The word ‘dancing' calls up a vista of moving
particles, and as applied to a person one pictures sparkling eyes, a buoyant
air, with the body ‘lit up’ and all the particles in a state of excitement.
This condition one sees in native primitive dancing and in scme folk dancing,
but for a large proportion of folk dancers in England the chief satisfaction
seems regrettably to be limited to mastering the unusually rich variety of
figures and patterns. It is only the few who get ‘lit up' and sparkile.
‘Sparkle' is a quality that seems to have been gradually declining with the
march of civilisation. No doudt this quality and other 'folk' qualitias of
dance have been better prpserved among the country folk themszlves by the
conditions of rural life, with its calls upon bodily vigour and its =ducation
of bedily skiils and dexteritias. Can these disappearing quaiitiss which are
associated with the folk tradition be recaptured esven in the all-pervading
urtan ocutlcok and circumstances of teday? We suggest that the remedy lies

Lo

tc hand in the recreative proparties of the dance itself. These include the

youthful energies whict ‘nn-stantly seak outlet and appear as jive, rock and

roll, and other forms of relatively unbridied mytnmu_ dancing practiced by

our young people today. These energies can b narnassed and guidad through
foik dance channels to increase enjoyment and improve performance. Folk

dancing when ‘iit up' is cecmpletely infectic;us. pr smpting onlcokers to join
in. From long experience we are convincad that this infecticus =lsment of
‘geod dancing' i3 best transmitted throuzh the wvisual picture of dancers in
ion. Such transmission has always been the traditional method of passing
on style and character in performance from generation to genefm ion. In
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these days of ubiquitous TV, presentation by the visual method is as readily
acceptable and more appropriate than ever. Verbal descriptions of dance-
action by themselves are quite inadequate, and any talk about folk dances
can't describe much more than the form, where you go, which way you come
back, and practically nothing about what is happening to you while in
transit. This internal happening the leader and teacher must know about and
be able to show vividly by dramatising his own actions. Therefore his own
dance action must be as good as possible and look robust, yet effortless,
rhythmic and fluent, still keeping his own personal idiom.

Our aim here is to prompt the individual leader to conduct his own self-
analysis and try and do his own tuning. He can improve the tuning of his
instrument, his own body, to speak with such effectiveness that a dance
group, observing him demonstrate dance action, gets the right idea of its
style and character more or less unconsciously. He must clearly remember
that this analysis is a private examination of himself and we repeat that he
nust not Inflict directly this inner knowledge upon his group.

Alongside his own infectious dancing he must of course see to the other
requirements that affect the responses of the group. Congenial surroundings,
persuasive music, relaxed atmosphere of enjoyment and a gay light-handed
touch, all helip to fres the passages for dance impulse. It is not, however,
sufficient to place the onus wholly upon the music, which after all is only a
part of the the basis of dance expression.

Passing on dance quality by infection can be done in a number of ways. In
the case of Morris and Sword Dancing, when the leader often is dealing with
a set at a time, his own performance within the set is his best method of
tutoring. In the larger social dance gatherings he has to ‘dramatise’ the
qualities in the picture so that the infection can reach further out into the
whole company. He will be all the more effective if he can find ways of
making his own music, or even just rhythmic sounds, to match his movements.
For one thing, this enables him to show action ‘in slow motion’, an essential
aspect of his visual picture of the dance.

The self-analysis which is recommended should be made by the leader in
private, and when practising he should reccllect that he is not really a
soloist, for his actions must be shaped to fit his partner and be related to
the movements of other couples in the set.

“Do-It-Yourself” may be conveniently summarised under four technical
sections which we will develop in more detail later. These are :
i. MWholesale (Holism)

The whole person is involved in actions, whether small scale or large scaie,
with the power of the whole body behind them.

2. Float on Air with Propulsion
The propulsion of a buoyant, slevated and air coascicus bedy.
3. Feeling Ahead

The bodily skill which depends on anticipation of movement (feeling the next
acticn in adwvancel.

&. Joining in, or Farticipation

The spraad of iafection from part to part in the bedy, from partner to
partner and to others in the dance, and ultimately to whe! the appetite of
onlookers to join in and be part of it.
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THE BASITIS OF ANALYSIS

1. Wholesale (Holism)

The dancer's instrument is his whole person, body and soul. All of it must
not only be able to ‘speak’ but the action, large or small, must spring from
the centre. As an old Morris Dancer had it, “It isn't the legs as does the
dancing - it's the ‘hitch-up' of the body”. The hitch is not just a physical
lift. With that goes the inner 1lift - the sense of elation. This wholesale
character in folk dance movement is not unfortunately as general as it
should be. Too much of what we see is leg action and even that is confined
to motion from the knees downward. Coupled with this restricted gait goes
the discouraged posture of downcast head, sagging shoulders and lack-lustre
expression. Such prim, half-hearted movement is the very antithesis of folk
dance traditicn. ‘Dancing’ implies the participsation of all bodily particies
in an animated exercise. So long as all parts of the person are capsble of
taking a share not all paris nead be equally involved. Bult the feeling of
animation must pervads all parts. Even when action is limited to a minor
zestura, such a5 a laugh, a wink, a handshake or & clap, the gesture, tc be
expressive must be warmed by the participaticn of the whole person, who is
then ‘putting hiz heart intc it

2. Float on Air with Fropulsion

The ‘natural’ dancer (and the well trained one) works from high level and
descends from that level to brush the ground lightly or powerfully with
rhythmic step tracery. He knows that he has tc be up before he comes down
to register his footfall with the beat. The layman's false picture, very
prevalent, is that he must launch himself up with the beat instead of
landing down with it.

With a buoyant carriage not only are the legs freed for wholesale action,
but the ‘hitch-up' enables the supporting foot to start its drive with a
comparatively weightless body already on its way. The pulsation spreads
from the body centre out to the extremities undulating through the joints to
the feat. Freed from the usual 'daily' burden, the body at once gains a new
sense of poise. The head, balanced sensitively, also ceases to be a burden,
and immensely heavy as it is, now helps tc guide and control the bodily
action, giving it added power if need be. Meanwhile, shoulders, neck and
arms all share in this more skilful balancing act and each part learns to
carry its own weight. A dancer so elavated and poised finds a new and
aimost cat-like facility of movement.

The good dancer is alsc more conscious of the air, the medium in which he
moves, just as a swimmer entrusts himself to tangible water, and treats it
as a friend, rather than as a foe to be brushsd aside, so the buoyant and
elevated dancer moving more abcove ths surface of the ground, gets some
support from his more tenudus medium. The higher ceiling in which the
dancer fiocats gives him tha scop2 to drap to ground lavel with steps of
strength or tenderness according to mend.  Moreover there is within the
dancer a baliooning faculty enabling him to rebound back into his air
ceiling. This balloconing gives the appearance of effortlessness sc
characteristic of all fine dance action. To launch his persen into the air
and to xeep himself on the rebound requires the skiiful propelling movement
of the supporting foof, a fact which is often nct undersicod. Next we need
to =ncourage the fullast scope of leg acticn so that the thighs as well as
tha lower part of the leg participate. Mountain folk habituated to walking
uphill are noted for the full scope and buoyancy of their step. Those who
live in flat countries, and even more, the city dwellers, are content with a
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restricted action, from the knee downwards, particularly noticable among
women.

3. Feeling Ahead

It takes an appreciable time for a feeling of movement to reach from the
centre to the extremities. A slap in the face, to be dramtic, depends on the
build-up of emotion that triggers off the act of slapping, the ‘flow’ of the
slap proceeds with a growing crescendo that reaches its climax with an
effect that is all the more remarkable for its delay and because by this
time it is expected. The sensitive mover can anticipate each movement
through the faculty of knowing what his body is going to do before he acts.
Knowing the feeling, he can even safely leap before he locoks. By comparison
with such anticipation your quick ‘thinker' is slow. This impulse of
anticipated movement, so characteristic of all animal life, is in us in danger
of becoming extinct, a fact most noticable in folk dancing. As grown-ups we
learn to stop and think. When we apply this attitude to such a primeval act
as dancing we develop anxieties as to details of our dance journey and can't
enjoy the travel. Dance, as children know very well, is an enjoyable
adventure in expression and they relish every particie of motion on the way.
This old enjoyment of our early ancesiry has tc be regenerated as an
essential part of dance experience. ‘Knowing' beforehand what a movement
feels like becomes largely a matter of practice and experience. With the
growing knack, one recovers also the sharper sense of rhythm and the
combined skill shows up in a noticeable absence of effort. Traditional folk
dancers never appear to be grappling with a difficulty. Rather they loock as
if something was gripping them. This picture of easy effortlessness is
rather different from the view prevalent today of dance as a synchronisation
of a piece of movement with a measured piece of music, and showing as s
concentration of willpower to keep the action in time. Such effort in fact
is ill-timed, for it wastes energy instead of conserving it, being against
rather than with the waves of rhythm. The dancer then, instead of being
lifted and thrilled by the waves, fights for his passage.

4. Joining in, or Farticipation

Participation in dance is another of the primeval sensibilities tending to
wither under the stresses of modern life. The all-pervading warmth or
elation feit by the animated dancer should be not only shared with his
partner, but alsc with the company that composes the dance set. Such a
sharing of ‘life' within the dance set increases the depth of participation
which then becomes strong enough to melt the crust of any shy and self-
conscious cnes who find it so hard to forget themselvas when just on their
own. In the exchangs of moods with cothers in lively participation thesda
shyer cnes find loss of s21f a suprisingly easy matter. Such dance
experiences are commcnplace, but even 30 they often excead all expectations,
for the powers and enargies that can be unleashed in dance participaticn can
be prodigious. It iz the harnessing of these energies that produces real
team-work. This enerzy of exprassion, when sat free, refreshes and recreates
not only the dancers thamselvas, but it affects the musicians, and they in
turn are stirred tc new inspiration.

The effect on the cnlocker is to prompt him to join in and it is this
compulsion that accounts for ‘the tenacity of the folk dance and which has
kept it alive in a world that has in other respects grown far away from
country lif2 and country custom.

The ritual folk dances - the Morris and the Sword dances - without this
effect on the onlooker, bacom2 meaningless exercises.
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DO IT YOURSELF

A catechism for the leader to test himself

We have set cut this more detailed analysis in the form of common failings
(which produce a mediocre standard of performance) together with certain
questions to test existing levels of performance with a view tc improvement.

The Body as a complete dance instrument

If any part of the body is ‘left out in the cold’ and does not participate it
may well be a hinderance to the full expression of dance, which always comes
from the body centre,

(Common failings : Actions confined to legs and feet. Not using the complete
limbs, limiting arm actions to forearm and hands, {(eg.clapping), limiting leg
action to the part from the knees downward. Restricted movement is often
due to anxiaty or doubt of abilily to cope with forms and patterns and to
get these completed in the requisite time)

.

i. Do you feel your dancing incresses your animation?

2

Do you start all your movements with an actual swing of the bady or with
the sense of body waight?

3. Can you ‘track' flow of movement from the centre cutwards? Does your
movement flow right out through thigh to fcoot and through shoulders and
arms to hands?

Buoyant carriage takes the weight off the feet

Elevated poise ‘lifts' the lavel and helps to keep the body alive and relisves
feet of their burden.

(Common failings : Passive carriage, bent head, lifeless arms, lack-lustre
eyes and a generally sagging aspect often ‘gone’ at the knees)

1. Can you extend your body without exaggerating and thus starting the
sense of 1ift and relieving weight from legs? (Egg out of egg-cup)

[\»]

Do you habitually lock ocut at eye level or do you feel it safer to watch
the ground?

3. Are your arms passengers? Can you use them (carry them) sc that they
help buoyancy without being flamboyani?

Air-borme and Air-conscious

The air is friendly to the ‘good dancer’ as water is to the good swimmer. It
is not to be ignored or regardad as an cobstruction to be thrust aside.
(Common failings : If the dancer fails to ‘breast it’ and ‘float’ he tends to
bob up and down and drop like a stone ‘denting’ the floor surface when he

seeks to be forceful. Without the power of delayed approach he misses the
pleasure of ‘poetry in motion’)

L. Are you conscious when moving?
2. Can you reach your high level in time tc drop onto the first footfall?

3. Can you do this for instance in the Schottishe step with continuity in
the alighting, or are you centent to take a step and hop, scon tiring?

4. Do you know how to Zelay this drop-on-to-ground in dancing to zgain
expressiveness - like swearing - Bl..as!t! or for a tender approach, like
placing tha best fteacup on the shelf?
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5. Is you body poised above the working leg and foot, so exercising control
for lightness and power?

6. Can you vary your dance passage in speed and strength so that your
motion ‘talks’ (intelligently) in phrases?

Propulsion

Positive ‘drive’ is needed for the initial impulse and for continued motion -
like a guided missile. This drive comes directly from the supporting foot.
The dance-walk step calls for this conscious propulsion, more forceful in the
American Western-style of square dancing. There is more time to give zest
to the step and propulsion in the Hornpipe rhythm than there is in the fast
Raels and Jigs.

(Common failings : The failing of putting out a foot to take a step, the body
trailing after with no propulsion)

1. Can you

t‘r:m fer your walk into exprassive dance with a chuckie before
gach footf

(g8}

@
)

o

The ‘Pas de Basque' step is the essence of propulsion. Can you propel
yourself off your stationary foot, from rest?

3. Are you conscious of the two beats in the ‘Rant’ step and can you vary
the emphasis to suit North Country and Scuth Country dances?

4. iIn all the double steps, can you give added expression to the second
pulse?

5. Are you satisfied that you invariably propel yourself into dance and keep
mnoving with propulsion?

Feeling Ahead

Dancers must ‘feel’ before they leap ; as the eye in reading is in advance of
+he utterance, so the ‘sense’ of dance gesture is shead of the action.

(Common failings : The inexperienced dancer almost invariably seeks to
coincide his dance step with the metrical beat. For true dance movement

this is too late, the time for expression being expired before the feeling of
it has begun)

1. Does your body ‘know' the action that lies ahead in every movement?

2. In clapping do you anticipate the climax of the handclap and give it
fealing and meaning, or do you aim !o coincide the clap with the pulse,
wnich usually has the effect of hurrying the rhythm?

(O]

When dealing with a partner :an you (as the man) give your partner the
warning sense of anticipation and confidence in movements zuch as
°romenade and other forms of leading?

-
v
v}
3

you aliso give anticipatory warning in turns and spins?

&

wm

Zan you (as the woman) b2 ready to follow and give the nacaessary weight
and momentum? : but not too ready!

6. In the pivot s&mg can you anticipate and rcotate head, shoulde
upper mdy moothly round, making partner share this feeling dzfore you
ro pellins foot?

D.
’1
" [
o7}
o]
(%

i
s

7. Have you had waltz trouble, which usually arises from the lack of feeling
of anticipation? Can you again rotate ycur shoulders and thosz of your
partner with the anticipated pressure off your supporting foot before
taking the zequence of waitz steps which, when started corractly, tend to



take care of themselves?
Participation and Teamwork

In the folk dances the teamwork grows out of the human actions of
individuals infecting each other, stimulating them all to a higher level of
performance. The absorption in the shared experience does not mean coming
down to a common level, but on the contrary, unleashes a new source of
hitherto untapped energy (as in various forms of sport).

(Common failings : restricting expression by conforming to a common drill -
dressing straightlines etc instead of expanding into the surge of the
communual rhythm)

1. Do you share your rhythm with the rest of the team?

2. Do you enjoy the sense of sharing movements with your partner in a
country dance, or do you isolate yourself?

NOTE : The guidance given above iz directed at social foik dancing in the
true folk dance tradition, tased on the relationship of man and partner. In
England however the dances have also been widely used in children’s and
adult education, whaere dancers are frequently of one sex. Nevertheless, our
advice in general applies alsc to leadership in these fields. Our written
descriptions may read with a cold-blocdad effect, but they must not be
allowed: tc discourage the light-hearted amateur. Technique should be taken
with a grain of salt, for it is essential that the leader, at all costs,
preserves his own light-heartedness and the sense of fun inherent in the
social folk dance. '

Finally it must be again emphasized that this guidance is only for perscnal
use and that the leader should never endeavour to impart it directly on
social occasions.
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oM FLAYING FOR THE COTSWOLD MORRICS

INTRODUCT ION

Hany years a0 Michasl Gorman, 2 well known Irish fiddlsr based in London,
was asked about how to play the fiddle, Hs Jdemonstrated the finger
positions for the notes, The problem here is the same, where to start and
what to assume is already known, Thoughtful players have many insights,
som= of which can e Jdiffizult 4o communicate, and oihers for lesser
musicians to understand, Unfortunately it is a goldan rule that one can only
lzarn what one almost knows, Most morris mwsicians have little formal
tutoring so I shall assumes that we can start discussing some of the simple
pbasics, The morris musician has to develop a sympathy for the movements to
which they are playimg, Fitting the music to the dance reguires some
analysis of what the morris movemsanis are about,

BASIC RHYTHMS

Lt wus accept that twnes are dividad into bars, and have key signatures,
MNow let wus consider what morris tunes are and separate them from what they
ar=2 not,

Morris tunes are wsually either in 4/4 or &/3, Detailad tune classifications
usually depend on the playing spesd and the rumber of notes in a bar,
leading to such titles as, Reels, Rants, Polkas, Hornpipes, Step Dances, Cake
Walks, Schottiches, Measures, Marches, or to Single, Double and Triple Jigs,
Thare is no universally agreed nomenclature system,

(diagram?

Probably the decline of the morris in the 19th century saved it from keeping
up with social dance musical fashions, Theve are polkas wsed, that rcan be
thowsht of as improved hornpipes, but very few waltzes ocutside of Adderbury
where2 singing was a significant factor in dafining the repertoire, thus there
are no dance aquivalents to the Mediterranean Jota or the Northern European
Landler or Dompah type, The morris has never lent itself to rhythmic
complexitiss like some of the dances of the Basguss or eastern european
countrias, and possibly the Midland Badlam Morris, But it does have echoes
of the distant past in particular dances, like the galliard (23 “God Save the
Queen”) and the &/4 hornpipe in the various “Sharborna Jigs” or the
“Chepherd's Heel and Toe” at Headington, and the 2/8 (slip jig in Ireland
tune for “Beaux {(Rose) of London City”,

(tunel

Ctunal

There iz little in common with other Endlish folk dance traditions such as

S0l step and clog dancing, except in the use of elementary phrase endings

or breaks, and the simplest of heel and toe stepping for a special version of
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one r-,,pl-a dance, It did not aoguire complex choraography, However I fasl
that it is a pity that English folk Jdance never cawght onto rhythe fypes
that the 0Ld Time world reaped like the slow saunters, or walking dances,

which could be very wssful for providing contrasts in modern shows,

Most morris funes are In 474 or common time and wse tha hornpipe rhythm,
{diagram)
The bars are usuwally thowsht of as divided into 2's,

(diagram?

but they are playsd “broken”, Musical nofation normally indicates ¢
{diagram}

but it is not play=d as broken as that, except at Chipping Campdsn, tha more
accurate represantation being a half way form in 12716, iz without the dots,

{diagram i
This matches the good “jaunty” playing sxhibitad by Kimber and Wells,

Step dancers use hornpipes also but gdifferantly and they break the bars into
sub—-units based on the percussive rhythm of the steps, As the basis iz a
“tap” rathar than a weight change step dancers need 45 recognise finer
divisions of the bar, Thus a bar of 4 crochets can be danced as S gquavers

(1 &2 23 & 4 &) called & "“duple time hornpipe”, or in triplets
(1 &8 a2ka3iaddarcalled 2 “triple time hornpipe”, or semi—guavers
(lanZ e 2an & e 3 an &2 4 an & o) for comnplex steps,

Thus there is no allowance for body movement and a regquirement for yapy
2ven playing, not the morris idiom at all! But the concept of duplst and
triplet division of bars is in fact the inherent difference befween common
and jig time tunes,

T preserve the feel of a “polka”, if following English country music
principles, care must be taken to emphasis= the proper phrasing when playing
them as they were or ig';nally written and played in 2 bar phrases, But I
think that this also is taking the music outside of the morris idiom,

It would be expected that military marches wers familiar to countrymen when
many of the local volunteers had bands and every settlement had tn ballot to
datermine who served in the militiz, ‘BErighton Camp” was very Common, as in
the form “Girl I Left Behind Me” it has become the traditional tune for a
regiment leaving a posting, but few oiher regimental marches se2em 1o have
made it into the repertoires, other than “Warwickshire Lads” at Ilmington,
tha Cheshire Rgt "March Past” at Eynsham and “Jockey to the Fair” from the
Yorkshire Rgts,

(tumnet
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Marches are properly in 274 or &S ";:»usa';«, AN e ':w,:-h: of the later is
Liberty B2il”, the Monty Fhython signature tune, which is not typical of jigs
for morris, but socellent for -_ls:xg, a5 the Cotswsid morris does ot have
skipping or high knee lifi stepping, Whiishall reorganised the Army
rm:ummta o oa territorial basis in the late 12th century and from about
them o have 2 march with 3 local flavowr, possibly too late

tradition,

D

ot
g
[id

If a morris tune is noi in common fime 1% is 2 Jig in £5830 It Fas
uirderlying asyvmmeiric pulss,

w
i

It do2s not mean that jigs are all plaved as single jigs, is,

althoush this is an acceptable simplification when desired,
(diagram?

A good musician allows one to dance coafortably, but energetically not
slacikly, to fit the natural rhythm of the movementi rather than forcing i,
Too rigid a four—-sguare rhythm muzzlss expression in the morris, Even the
above discussion impliss ©o0 gereat a regularity because the 4 beats in the
bar are actually rot svenly distributed, not only are the weak beats retarded
towards a jiggy rhythm, bui the amount depends on the strength of the
damzer's preceding movement, Thus it is impractical to write it down sxactly
becausse it wouwld be too complex to follow, It is better to find “rules” for
massaging the rhyvthm from an examination of the dancer's body motion,

DANCERS BDUNCE

The reality of natural movemsnt is that it is not even and it has to be
constrained to make 1t smooth,

Whather in 4/4 or E/2, the dancer recognises 4 pulses in a bar regardless of
the number of notes actually played, The morris step reflects that there
ara {two siresses called “strong beats” or “on-bzats” a bar and that the
other two are “weak” or “off-beats”, The following Jdiscussion assumes that
Jancers are skill=d enowsgh for the topics to matier,

First, there is the normal emphasis on the first beat of each bar, It iz a
strong beat for the dancer where the main effort or “drive” is made, But if
the music over emphasises it, it can drive the dancer into the floor
producing noise rather than lift, The effect is then similar 2 having “on-
beat” drumming,

Second, the final beat of the bar and sometimes its step is deemphasized or

even suppressed, The danger is that it might los2 the body “lift" at that
point, Thz Znd and 4th beats in a2 bar are the “weak” or “cff-beats”, but
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they are significant because they are where imporiant lift or elevation of
the dancer ooours, particularly on the last beat of 2 movris double,

Eody movemsnt is not even across a nots or a bar becauss there iz the
contingal startimg and stopping from the reversals of vertical motion at the
contacis with the grownd, It takes longer o rise wp off the ground than o
fall back, unless special care is taken, and the foial time allowed depends
on the emphasis being given to the particular siszp, Think of skip steps,
This natural asymmetry partizally ewxplains why jigs are more exciting than
reels for Country Dancing because of itheir beiter fif to 2 natural bouncy
movement, The degree of brokemness is related to the =ffort being put into
the dancing or to the effort being Jdemandsd by the playing,

To wunderstand something of the realities of movement the musician should

perform some basic sxercises,

Start by considering the simplast basic movemani, 2 springy, jaunty dance-
walk steps per bar with the weight on the balls of the feet, and no heel
towch, Jwdges of jig dancing competitions sometimes placed their hands
under competitors heels to be sure they were properly off the ground,
Increasing the effort for height develops the movement into “capers’,
producing “plain capers” at 2 a bar, Alternatively, accenting the off-beat
with a body lift or inserting 2 hos produces the hop-step or “singla” step,

vfiagraml}

Try dancing in a room in front of a window with cross pieces at eye level
and obsarve the bar's apparent movement against a distant bav.kgr»:»und as a
measura of vertical movement of the head and hence one's body centre of
gravity, It shouwld be fouwnd difficult and umnatural 1o move so that the
eyes remain steady, Comfortable dancing makes full use of flexing the
instep,

Drdinary walk (Fiagram? laval of = of g
Dance walk (diagram) body lifts by flaxing foot
still touching ground
Hop (Jiagram?
Sink to =t full lift ot a full drop

from foot and ankls

Morris Doubla Step (diagram?
really (diagram’}

Movement iz determined by contacts with the ground, and Newton's laws of
motion apply, The higher one goes the longer it takes, The converse should
be that the slower one plays the higher one should go, not the longer one
stays in contact with the floor, Normally dancers “cheat” by sinking,
bending their knees, to extend the range of movement without necessarily
increasing the time out of touch with the ground, The stopping of the
downward motion, the reversal of direction and the acceleration up off the
ground is done primarily by the spring in the foot and ankla, The enargy
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absorbing motion at stopping can be done faster than the acceleration, where
one has to produce a force and do work, The thish and knee contribute more
to the larger, longsr capers, when dancers bend at the knees,

There 15 a natural egoceniric view wihich has movement spreading from the
biody,  Althowgh helpful for forming good images, the realitiss of the
mechanics of movemsnt have fo be taken first,
A larger than normal movement reguires either more time or more =ffort o
kesep it within the rnormal time bounds, Either way the note is accented as a
memory  Ja3gder, As 2 general rule there should be 2 note for svery step in
the dance, and probably for sach hand movement, It is not true conversely
that every nofe has a step, Carried to the extress was the Abingdon ‘Maid
of the Mill”, properly a jiz with & notes to a bar, it was playsd for a while
at half speed in 3/4 so that the “1 hop 2 37 weni across the normal bars
thus )

Cturns

The 20th century fashions in social dance have emphasised the of f beat, in
the morris this ooouwrs at the kick of the free foot on the hop, There is an
strong element of this in the sirgle siepping traditions that have lasted
inty this century, Their dances <an b2 dome to ragtime and later popular
rhythms,

One has o try and get an underlaying pulse gJoing in the playing,
BASIC FLAYING
Jig, £/2 time, is normally written, (Jiagram?}
The “weak” beat as Jdefinsd above is the last of the triplet,
To produce a “pulse” it is played with
the middle of the triplet unstressed, (Jizgram}?
i=, played “in passing”,
Foor morris dance music often comes from over smphasising this exira nota,
Of course the opposite is true for other dance idioms swuch as step or Irish
dancing, where the feet not the body movement dominates the reguirement,
To fit natural body 1ift it should b2 nearar to, (diagram?
However one does not play phrases endlessly without variation, A4 typical
chamge is to shift emphasis during a phrase, for example o show the switch
in stress between a Jdouble step and a back step by playing one,

(diagram? and the other (diagram?
Because public performance is rehersed not spontanesus interpretation of the

music, the musician establishes mannars of playing that act as mnemonics for
the dancers,
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There are tricks to develosp drive and excitement in the music, For example
Ravel's “Bolerms”, used by the ice—dance champions Torvill and Dean, builds up
tension without accelerating, The adjustment is in how it is being plaved,
It uses more broken rhythm, more staccato or “snap” and more volume (but not
just 25 noise’ DOne can wallow in the socund from a2 40 pisce brass band but
be shattered by a rock group at the same decibel level,

Some willage traditions has their own characteristic basic step, =ach nesding
its own rhythmic subtlety, Th= essential Jdiffersnces fowrd in Just the

=

single sisps (“Y b 2 h"} are,
Brackley, Hinton, Headington - a stiffish l=g,
Eidford — on hop footl drawn back and lifted - giving “back-pedalling”,

Bampton, Chipping Campden - raise free foot up on the step and kick it
forward on hop - giving “bicycling”,

All differ on the degree of hestitation on the weak beat and thus the
brokenness nesded in playing the funes, It is difficult to comment on double
steps as there is less traditional evidence, Cecil Sharp considered that
there was a classical older wversion which he described, but, from the little
surviving knowledge of the manner of performance, there must have been small
differences, The imposing of a standard interpretation of how o play
morris tunes is a major cause of clubs failing to make the Jdifferences
between traditions appear in their Jancing,

6€/85 in 4/4 — {ccasionally ocollected tunes such as “Constant Billy” (Minster
Lovell} “Gallant Hussar” (Bledington) and “Old Woman Tossed Up” (Sherborne)
are supporting evidence of how tunes were played in a very broken rhythm
elsewhere when the informant gives it thus,

(tunal

(tunal

(tune}

PHRASING THE DANCE

The dances are usually constructed of 4 bar phrases of movement which shape
the dance, and this basic unit of music has t2 be reflected in the playing,
Thare is mot the regularity in the playing of the tunes that might be
expacted, The music must “stretch” at jumps, changes of direction and
driving off,

A few traditions consist of long sequences of a basic step, perhaps ending
with a break of 2 or 4 strong beats, The finishing action of a figure, here
called a 'break” after the term in step dancing, may be in the same speed
and rhythm as the basic siep, as at Brackley or Eynsham, If it is a3 simple
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jump ot a very emphatic pause and jump, 25 in some Abingdon and Chipping
Campden dances, the movemsnt takes longsr and the musician has to allow the
dancer  “air®, The stretching out of particular notes 1o fit the sovemenis
ensures that it is not wseful o pras‘ti»" iuhu.\"ng a meironome, becausse the
musician shouwld fall behind in discreis bits,

But nearly all figures consist of string iy »\"Hme:ll't:, The most
common Jdance phrase is @ Jdouble steps (1 bar =2achi 2 backsteps (a step and
a hop =sach, ¥ bar =ach) 2 step and a jump o land with t e feet together, ie

wgs of different m
'\

i, v, 1, nifre, 1, v, B0ALoRE e, RAL @, fE tog, -

The rhythm of the Jouble is not gquite that of fhe single stsps, The single
is in ihis cas= 2 back step, which normally contrasts in style, snergy, and
hand movements to the normal basic steo, Along with the jump in the 4th bar
thers nust be small variations in pace fhrowjhout the phrase, 4 more
complex set is,

1, v, 1, RIAE tog, @, 3, (r¥l, -, hl, hIfL tog, &, §, -7/

The springs, &, in bars 2 and 4 and the rhythm of the gallsy in bar 3 depend
on the tradition, At Longborowgh and Fieldfown the movemant of the galley
goes throwgh smoothly and the beats are very regular, even if the tune is
written in £/2, At Sherborne the galley is a step forward and ihen a turen
on the hops so that thei= is a spring throuwgh the weak beat and the hops
are emphatiz, Nota that there may be a Jdeemphasised step or hop on the
final weak beat of a bar.preparatory to the next movement, especially if it
is a particularly strong one, As it is small, it needs o be delayed, ie be
late, This shows in a series of “spring capers”, Thess are single capers,
on2 io a bar, thus,

1, @, r, - /1, Q,

In practice they often include 2 preparatory hop ("half capers”) or 2 change
step (“furries”),

hri/l, @, v, B0/, S, v, =/ or AL Q0w e, 0Q,0 L, v/, 0,0, Uie, 0,01, -

1 ey

noting that the last of a series only has the preparatory hop or change step
if there is something immediately following, The height and rhythm of the
half caper depends on the tradition and its gquality iz related to the
asgociatsd arm movements,

Spring capers can be timed as (diagram?} or  (diagram}
depending on the tradition or the club,

A tradition like Fi=2ldtown makes 2 great deal of thes2 preparatory movements
throwshout the dances, Others liked to be “clean” and unfussy,

Extra bounces can be wsed keeping the vertical motion going rather than
limiting tham,
(diagram)

It is essential that the musician finds out the club preferences,

A capar is a high spring onto a foot, whila the free foot does something,
“r, 2. can be written as ‘R, Q." to emphasise the effort, A subtlety with 4
plain capers at the end of a2 movement is whether they really are 4,
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e, 1 QR Q0L /R, QL =4, 0 3L 0, LRI, QL QR G L -1/
and play it accordingly,

About the ona thing that is certzin is that the morris is paver, pevey played
quite as written!

A problem of the professional dance is that it aims for continuous variaty
and this encourages dancers to move gracefully from on2 pose to an another,
and there iz little that the conductor can do working with an orchestra to
follow the damcer, The contrast with the morris idiom nesds more
exploration, The revived Gresk dance is worse2 in that the poses are darived
from classical but static illustrations,

SPEED

The normal speed for a Morris used o be 96 “sirong” ba2ats a minute, 48
bars or a 4 bar phrase in § s=oonds, which is easy to follow on a clock or
waich with a second hand, This spesd has been found all rownd the Cotswolds
by the older coollectors, Slightly higher speeds have been observed, =3 at
Bampton, “Erighton Camp” seemad to bz played faster, Some Jdances have been
collected somewhat slower, down to B0 beats a minute or 4 bars in £ seconds,
This is more in line with modsrn practice where all the te2am have dancs,
skills, The tradition thowght itself lucky when it had 3 good dancers o its
performance was conditionad by the numbers of inexperienced men, It is.
possible to dance as slow as 72 beats a minute given a “large”, energetic
step, usually a single step, as don= for example by the “Shropshire Badlams”,
To dance slower requires control and its is desirable to practice so as to
produce large emphatic movements and o develop a style, but the product is
not necessarily the best for appealing to the public during its performance,
While control is being developad, the optinum effect may be produced at
higher speeds where the appearance of faults are minimissd and the speed of
the music is itself =wciting,

Music is a physical thing, It has immediate effects on blood pressure and
pulse rates, pumps up the adrenalin levels and makes breathing gquicker and
more irregular, without having to do anything, Tempo itself can be wused to
eozite or tranguilise, For most people a tempo of 75-80 beats a minuta is
neutral, If faster than 20 it becomes stimuwlating, if slower than 75 it is
saddening, This "neutral” tempo is obviously connected with a whole group
of body clocks, all normally at about 75-20 beats a minute, that control such
activities as heartbeat, The body clocks of young people tick faster than
those of adults and they will remember things as having been “slower” when
they were younger when actually they were not! An exciting speed is when
the heartbeat and so on from the exertion match the speed of the nusic,
Exparience gives dancers both better control and less over all exertion,
Fowever beginnsrs over exert, and hence react better to higher speeds,
Excitoment is a balance between effort and spead and rhythmic playing,

We all know that music is wsed in ordinary life to promote effects on us amd
to provide Favlovian triggers to elicit right movements and right attitudes,
We also know that there are tricks with melodies to induce emotions,

Thowght should be given to why some tunes are so satisfying to dance to and
also why there are not that many Morris tunes, A good tune has to fit ths
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morris step with a rhythm that providses both the stress and lift when it is
neaeded, the antithesis of the modern off beat rhythms, and it also needs
good phrasing, the opposite of the rumbling alomg of most country dance
tunes, It is a commmon experience that recalling the tune is an easy way to
remember a lost Jdance's movementis, although the opposite is more difficuls,
It must be conditioning because over wvarious villages quite different
movemants are fitted 1o nominally similar funes,

Where a Jdance wses what is basically a Country Dance dance-wall, the music
is naturally played faster o achieve the2 same overall level of excitement,
Country Dance music, jigs and reels as used by the various national foli
dance societies, aim at 100-120 beats per minuies, Rapper iz faster and the
oy sword at Loftus is faster still, but thess are only 2 walking movements
to a bar mot the 4 of Cotswold Morris, There are two Rapper styles of
different spesds recognised, the “steady” and the “crash-bang-wallop”, but
the basic stationary stepping or “shufflas” can be performed at a great pace
if desired, From experience, at about as fast as I can playi

STICK DANCES

Therz are two problems Jenerated by the dancers which owiht to be removed
at practices but often are not,

First, Speeding uf) during the tapping,

The dancers need to develop lamger arm movements to fill up the muwsic, If
the musician follows the dancers they will gallop away with the dance,
Sometimas the Jdancers can not hear the music becawse of the clatter of the
sticks, their concentration on the movements, or because they are having fun,
The musician must be prepared to say something, sspecially at the -lub
practices but also to the foreman when out, if it is very bad, and 5 play to
hold them back by emphasising key beats and hesitating, For example a
typizal “Shepherd's Hey" should be played as,

(tuna)

Second, Moving Off

As the tapping sequence is usually don2 when either stationary or  stepping
on the spot, the Jancers need time to accelerate into the next movement,
Dancers should b2 encouragad o rise onto their toes in preparation for the
mova of f and not to stay fixed with weight on their heels, It is necessary
to hold of f the music a little, and it is best done off of a last emphatic
stick tap, To achieve this it requires consistency in playing to keep the
team together, The time needed depends on the height of tha jump and the
distance that has to be reached, ie on the set spacing,

I think that the Bedlam Morris, whose territory overlapped with the northern
extant of the Cotswold Morris, was a fantastically dressed tradition which
relied on sticks and stepping t5 compensata for an absence of music other
than drums,
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TUNES

The persons who were th2 sources for the traditional tunes are very few and
not many of these were actually musicians, The recordings available today
ar2 of a handful of players only,

Kimter (H2adington, concertinal, Wells (Bampion, fiddl=s and melodian) Clarke
(Bampton, fiddle) but recording not very accessible, Bennett (Ilmington,
fidile) and Robins (Bidford, fiddls) in WS Library of Congress oollection,

The morris idiom is different from any other Jdance form, and strictly one
can not r2ad across from other English country players' styles withouti hard
evidence that it should, The older recordings show very straightforward
playing, guite unlike what we have come to think of recently as English
country music, Elements of English country playing styles may date back to
the Bachi's time when players wer2 expacisd 10 improvise, There is a
suspicion in my mind that this style for the morris is a creation of the
20th cent with a flowering since WWZ,

The collected “traditional” tunss did not necessarily come from musical
peoplz, or from a gJo0d memory, nor were recorded simultansously with any
dancing, This explains poor variants of the tunes, rather than the unusual
ones, which experisnce swjgests are likely to be authentiz, Better variants
can be wsed Yo improve the presentation of the morris, but unuwssal versions
can only be wsed with -caution because of the false impression f1at can be
given, especiially if the tune is well known to the public, like ‘Brighton
Camp”, There is little evidence of multiple collection from the same source
or from different sources in the same place, What there is suggests that
individuals were usually consistent, but that Jdifferent people from the same
village could have significant variants,

(turma?

(tuna)

Tha collected names of tunes are not consistent from village to village,
Some teams used the same tune for more than one dance, and others, eg
Fieldtown, has two different tunes with the same name,

(tuna)

(tune

Tunes are phrased to fit the dance movements, hence most have 4 bar units,
Whera the tune is intrinsically £ bars long then, as at Fialdtown, the dance
could be constructed using extanded Jdance phrases to match, A similar
problem was met by the City of Winchester morris when working with brass
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bands for musis,

The collectors noticed the deviant tunes, the wwswal langths, =3 ‘Black Joke®
with its extra 2 bars on both the & and B parts, [t was so popular that it
spawned a whole set of Jokes of different colours of which the “White Joke”
was used at Fieldtown for a2 heel and toe dance, Mason's “Highland Mary” at
Stow had a 7 bar B, “1d H>g or MNon=” (Brill) 2 10 bar B, “Warwickshire Lads”
tIlmington) 2 10 bar B, and “Saturday Night” (Badby) a 14 bar B, The oddest
tune collacted was the “‘Princess Royal” from Withington,

(tuns}
(tuns?

{tuns

Mozt tunss have 2 parts of 4 or 2 bars length, and a few, "“Trunkles” and
“Step and Fetch Her”, have 3, Only wiith Bidford ‘We Wont G Home Till
Morning”, -Eynsham “Jockey to the Fair” and Withington ‘“Princess Royal”, is
there a third part that is recognisably taken from another fune, Another
mixed tune is ‘Nuts of May” from Lichfield, Changing tunes during a dance
was mot a normal practice, and used only as a joke,

(tunsl
(tuns?

(tuna

LEARNING

The first step is getting to know the melady, One should awoid playing from
written music for Jdancing except perhaps in the very early Jdays of a side
practicing a new dance and even then poor playing can kill the side's
enthusiasm for the particular dance by making it uninteresting or even
difficult to perform, FKnowing the melddy means being able to whistle it or
simg it without being committed to5 a fimal rhythmic interpretation and not
baing wedded to a bit of paper, Chose a key that is easy f»:%‘ the
instrument, Most people play boxes in G, especially if it has limited basses,
Most collected tunes are written in the mss in G (#) regardless of how they
wer2 actually found, A few are commonly played in D (##) where it is
necessary to keep within a restricted instrument rang=s, Fiddlers find it
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easi=r to play in A (¥##) and brass instruments in other keys,

Have separate music practices to learn the tunes, At team practices one
shiould b2 observant and following the dancers, not strw3gling o reproduce a
melody, However it is a common experience that once a few tunes have been
learnt in the idiom, then others come gquite gquickly,

Reg Hall once commented on my playing that all the tunes of one class |
soundsd the same and swygested that I aim to make each have an individual
character, John Kirkpatrick and Alan Whear have taken several different ways
in music workshops to show the need o and valus of getting under the skin
of a tume and make it your own,

What does this mean in real terms? First avoiding the music sounding as if
it was provided ‘Dy the yard”, One finds which notes have flexibility in
pitch, where grace moies and other musical embellishments can fif, what notes
that might be Jdropped on occasion and when accents can ba used that are not
essential for the dance,

Chosing new turnes is difficult, It has to be satisfying o play over and
over {and over} again at practices as well as outside, and still come over as
interesting, Somebody else's weird tune may not work for you! Tunes are
normally played as first heard and they are not often mazsaged to fit the
morriz, althouwgh Shrewsbury Lasses have a “folk” version of “Radetzky March”,
There are a few tunes in minor keys, “Princess Royal”, “Cuckoo's Nest” and
“‘London Fride” but even these exist in major verions which seemed preferred
today,

STANDARD VERSIONS

A study of extant lists of tunes and dances from traditional sides showed a
very limited tune repertoire, There are less than 20 tunss that can be
considered common throwghout the Cotswolds, 7 almost universal and 10
probably used by more than half, By studying list of dances from the old
teams it seems that an average repertoire was about 17 dances of which 7
could be jigs, a proportion very unlike that of modern dance troupes,

S5 some tunes are very Sommon and standard versions can be daduced,

(tune?
(tunel

(tuna)

A few of these standards allow of more working out, An example is
“Shaphard's Hay”, Thera are composed variants - eg Percy Grainger's
arrangements — and strangs versions - &3 Fieldtown “Signposts”,
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(tunal

When playing melody instruments together it is often worth thinking of
second parts, The chord seguences of most tunes are very simple so that
classic tunes like “Shepherd's Hey” can fit, If you like o be more
adventurous, try “Good King Wenceslas”!

INSTRUMENTS

There was a very fine article on the history of bowes in ETHNIC, a long time
230 magazine which ought to be reprinted!

Fipe and tabors were mentionad in history lomg before the morris appeared by
that name, In the 19th century they were commonly called “whittle and dub”,
Tha “three hole” pipe is capable of a full scale when played with one hand,
It seemed that the art of making pipes was largely lost in the western
Cotswold morris area in the 19th cent and this was responsible for the
disappearance of active players,

Bob Potter of Stanton Harcourt was a famous player who “ocould almost make
un speak”, FPotter playsd for the morrises for many miles around, Robert
Erocks had mads a2 whittle and dub at Bampton befors 1320 while livimg at
the Uragon Inn, When he left, they remained in some diawers in the
possession of Barber Brooks who sobd them to Potter, Fotter lost his dub at
Stanton and it was beliesved that it went back to Eampton along with a pipe
and another broken black one which had been FPotter's, When he became too
old to play he lived in Dxford arnd died about 1895 and was buried in
Stanton, The broken black pip=2, thowght to be of sarly 17th century maks,
came to Jinky Wells who gJave it to Mrs Helen Kennedy, the wife of Dowgjlas,
Shea had the mouthpiece repaired by Arnold Dolmetsch and it was used a model
by Loius & Co, instrument makers of Chelsea, Helen gave one to Joe Fowell
of Bucknell, He could not get on with it, “that damned woman from London”,
and Francis Fryar borrowed it to try and change the tuning, The Basques
have a similar instrument, but with a different tuning, which became
commercially available as “galoubets” at the end of the 19th cent and Joe
Powell of Bucknell had had ona like these, Its basic scale was CDEF# rather
than a natural F, For some years, 1923-36, Powell made tabors for the EFDS
from cheese boxes,

Nelson of Steeple Aston was considered a magnifizant player of the pipe and
tabor at Bucknell, He had one failing, he was sometimes s drunk that he
could not play at all, At Stoke Lyne they showad collectors the tree where
they tied him up when he was too drumk to stand, Jim Timms of Bicester and
N2d his brother at Kirtlington had also played, Ned was buried with his
drum and fife, Powell obtained Jim's instruments and began to play because
of Nelson' failings, He claimed to have learnt from old Tom Hall of Islip
and old Joseph Woods of Deddington about 1260, but picked up tunes from
Nelson, The collectors found his tunes too uncertain to write down, and
“whan up a tree” he always drifted into “‘Maid of the Mill”,

Fiddles were an ancient instrument also, but more Jdifficuwlt to play and

Sxpensive to own and not really readily available till cheap machine made
examples became available in the 19th cent, The free m2tal reed instruments
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followed their invention by Wheatstons but the concertina, melodian,
accormdion and mouth organ arrived too late 0 have had a significant
influsnce on the 19th cent morris althowgh the melodian in particular has
become THE instrument in the last 20-30 years,

Important in considering varianis is the instrument originally used, such as
a fiddle, as at Bampton or Fieldtown, a pipe and tabor, as at Adderbury,
Brackley or Buwcknell, or a melodian, as at Abingdon, The suwcocession at
Abingdon was Thomas, Fryer, Bardwell, White and each insisted on the melodies
being passed on oorrectly note for note, but they sach played rhythmically
quite differently, The instrument puts a character onto the tune which
raflect iis sitrengths and weaknesses, It affects the intervals and range
within the melody rather than the rhythm, as that is dictated by the dance,
Harry Thomas of Abingdon during the 1930's was an =xample of adaption of
tunes to suit a3 one row melodian, from the singing of older Abingdon dancers
who rememberad their tunes as played on a fiddlz by Gypsy Lewis, The old
villages sides wer= often short of musicians and gJood players did the rounds
of local sides and anyone who oould play a few tunes was pressad into
service, In a period when people prized individuality the old players
expected to have and to play their own versions of the common funes where
ever they were and they sometimes, as at Stow, gave collectors the way other
musicians “turned” the {unes,

One has to consider whethar some dances are really weadded to their tunes, or
if it was just easy to dance to them, As the known village dance styles are
all different, ocbviously the tunes are adjustad to swit and this is the only
justification for calling the collected tune for a dance the “correct”
version, The aim however is to know why the tune is playsd that way as
good playing nesds an wederstanding of the particular dance, Each Cotswold
side has a few, and only a few, tunes wnigue to itself, These often turn uwp
as alternative tunes for the common dances, The character of a dance is
somewhat dependent on the tune, The most extreme example of variation is
the Heel-and-Toe dance around Stow-on-the-Wold which was Jdanced to “General
Monk ‘s March”, a hornpipe, “Oh Sussanah”, a polka, and “We Wont Go Home Till
Morning”, a jig, More common is the multiple tune for the “Handkerchief” or
sidestep-and-half-hey-repeatad dance as at Bampton, whare variation in speed
was used as well as in rhythm to provide contrast, CGonsciously dancing to
the tune makes each a different experience, D4 sides may well have had to
make do with what sver the musician could play, In some villages, Bidford
and possibly Sam Bennett's Ilmington, ther2 was mo direct relationship
between the stick tapping and the tune, the foreman varying it at whim to
suit the rhythm offered, and also to catch the side out!

Melody is not really the important factor - instruments are played for the
rhythm, I find it difficult o extract the tune from a pipe and tabor sound,
Traditionally the pipe provides the rhythm and the tabor or dub is “rolled”
or “tattooed” to generate the ewxcitement - compare this with the excitement
of the drumming at Combe Martin and Padstow, To do this players would use
a short two headed stick,

Attack or the sharp edgedness of notes is most easily provided with a fiddle
by the nature of the action of the bow, although some clasical technigues
may have to umlearnt for the morris, A banjd :can produce a similar effect,
A box is played with the bellows, Accordianists like to play “interesting”
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runs on the basses, probably because they ar2 otherwise embarrassed by the
proliferation of buttons, It usually distracts, The melodian with its very
restricted basses is effective for morris and accordianists should be
snoouragdad o emulate,

TRADITIONS

One has to recognise that the Cotswold morris was dividad into twd, that in
and arcund Wychwood Forest (fiddle Jdominated at the end’ and that North East
of Dxford on the stone (always pipe and taborl The purist avoids mixing
elemsnts from the two areas, To be able o ‘“handla" the various traditions
we have to stylise them, without regard €5 how the obd Jdancers saw them,
Each tradition has its own interpretations amd therefore an influsnce on how
the music for it showld be played,

Some traditions allowed a sink down on the first sirong beat of a bar till
the heel almost touches the ground, The knee also bends a little, but
rotation of the knee or thigh joint by its nature does not produce much up
ad down movement, The drop allows a “stronger” lift, - Fieldtown and
Sherborne are often danced this way, The shape of the movement being
different, the playing must be slightly different as well, BEejinners used to
be tauwgnht the fundamental morris step wusing an 213 or support, which could
be a pair of chair backs o hanging from a %arn beam or standing between
the raiis of a sheep dip, to got the weight off the feet while learning the
quick change, The technigue used to teach at Ilmington and Longborough and
the style expected aimed at making the first steps of a double very similar.
arnd the drive on the first strong beat was indicated by concentrating the
forward movemant of the travel on this beat,

Single stepping essentially allows more lift than Jdouble stepping and the
music tends to be slower and the halves of the bars played similarly,

(diagram?

Dld dancers around Stow were asked about the apparent differences between
the old sides, They said that Eledington liked to dance low and Longborough
high, This implies quite Jdifferent playing styles because of the difference
in lift (spe=d) and the phrasing (hesitations),

A characteristic of the revived Ducklington is a “snatch” arm movement
between the double stepping and the spring capers, this movement needs a
note in the playing of the melody to help the dancers at the right moment,

(Jiagram?

Small differences in the playing for different steps, whizh help the dancer
through, are not reflected in musical notations, For example in the corner
crossings in the various “Trunkles”, the playing depends upon whether it is a
morris step, sidestep, or half capers, Even if the fine differences escape
the musician, the music can be played like,

for the morris step (Fiagram}
for the sidestep (diagram?
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and for the half capers (diagram?

[t

ne stretches the tune at the jumps to allow time for the movement and for
iz body control,

o

TEAM FRACTICES
Does the team Jdance to the music or does it just happen at the same fime?

A club, dancers and musicians, should practice as they intend fo perform when
dancing owi, Musicians should be encouraged o play during exits and
entrainces, the “ons and offs”, If these are undisciplined it makes it
difficult for the musizian O oontribute and it breaks down the continuity of
a show, The wvolume should stop or drown conversation during the dances and
hide the post mortems in the middle which seem to oocur $o0 often when
outside,

A swygestion o help rhythmic movement is to sing or whistle, rather than
play, in a very jaunty style while the team is walking through movements, so
as ot to obscure anything the foreman wants to say,

Getting paople to dance “together” can be frustrated by having dancers of
wildly diffarent h2ights,

Ask the foreman to Jive warning of a tune that is not fregquently used,
Bewar2 of having demands for odd tunes sprung on the musicians in public,

Movice players showlbd be encouragad to pay alone, perhaps for particular
dances aimed at helping them play for the movement better rather than as a
t2am practice of a dance,

Practices should give everyonz, especially the musicians, a lift to make it
worth while coming, That involves some committment and interest rather than
just providing a service!

CAFERS

It is the jumps and -apers that distinguish the Cotswold tradition from all
nthers,

Each sequence of movements takes 2 bars worth of tune, The music is
usually the normal tune played at roughly half speed, How much slowing down
depends on the tradition and the steps of the caper, Each “caper” has a
preparatory movement(s) and a single high spring, As this spring is higher
than others in the morris it n=eds longer, It is necessary to follow the
individual dancers in this, It is not a problem as normally only one or two
dancers are doing this together, When a side does a dance like “The Rose”
from Fieldtown where they all do them together, it must be expected that
they reherse to actually be together to a standardised timing,

The “beats” played should fit to the peak efforts, so the rhythmic structure

of each caper will vary and Jdepend on th2 overall styl2 of the tradition,
which includes the arm movements which datermine where the stress actually
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JIG6S

It was common for particular jigs 10 be associated with individwals and no
one would dream of dancing someone's party piece when they were around,
0dd length tunes had an appeal and were easy to remember for collaciors,
‘Frincess Royal” 12 bar B, ‘“Nutting Girl” 16 bar B and “Jockey to the Fair”,
typically 10 to 14 bars, but as few as © and as many as 1& bars have bean
collected for the B musisc,

(tuna?
(tuns?

(tune

Jigs can be composed to interesting tunes &3 “Come to the Fair” a composed
song tune, ‘Rondo” the last moverent of Mozart's 4th Horn Concerto, and
‘Monks Gate” collected by Vaughan Williams near Horsham and published as a
Sussex Mummears Carol,

(tuna}
(tuna}

(tunsl

Although these are essentially a Jdisplay of the dancer's skill, the musician
has a key role, There needs o be an understianding before the jig starts on
who is leading who, because the musician and the Jdancer can not both follow
- this is an unstable situation! MNormally the musician should expect the
dancer to follow, except on the slow capers, Some people learn dances by
rote, responding to the specific tune, They can have trouble following an
unfamiliar musician, Many dancers like to cover a fair bit of ground in a
jig and the music needs to be slower o allow this, otherwise it will
degenerate into a run around,

BANDS

Tempo is not the only way of controlling excitement, WVolume and guality of
the sound is also effective, Playing for the morris is traditionally a solo
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activity in the Cotswolds, but not in the Border Counties or the North West,
With a percussion or a brass band the instruments provide Jdifferent
interlocking musical paris or rhythms and as bong as the volumes are
balanced there are few problems, Care is nesded when more than one melody
instrument is played togethar, First, perceived volume 15 bogarithmic in
effect so doubling the sound or energy increases the effect only by 40%,
Baiance is stiil important, A good plaver can be allowad to dominate but a
poor one just ammoys the dancers and irritates the awdisnce, Second, the
major problam that is often not recognised is the blurring effect of melody
instrusents playing together, Some players try to sxert their pressince by
extending ihs notes and sven rumning them together, This is a negation of
playing o the dancing, Even with care, differemt musicians do not play
exactly the samsz and, to produce the same overall effect, each must play
more staccato, As this normally allows one more punch on sach mote the
volume level benefits as well,

Clarity is needed for the dancing, the music b2ing an adiunct o the dance,
In a group, the funes wiil rnormally be played in simpler versions and the
rhythmic subtleties already described will be submerged, Is it worth it?
With ‘boxes” basses should be simpler as well,

Great care is nesdsd in playing with someon2 from another sids, especially
when it is not your side dancing, as the nuances will be different, being
those of 2 another growup of dancers, and Qn2 musician has to l=ad, Do mot
assume that another musician plays either the collected tune or your wversion
for the dance, Always ask o join or wait to be asked to play together, Do
not expect to play at a Jdance instructional as the arranged musician is
probably fully oocupied making the effort to provide exactly what the
ingtructor is doing or demanding and is providing for the ease of the
dancers all the fine detail of rhythm and emphasis which the person l2arning
the tune has not started {5 be aware exists, An inexperienced or
differently experienced musician just clogs up the air,

 COMMENT

I have played an accordion for many years, but I only claim insights not
definitive messages, From the above it showld be obvious why we should
think of club house styles rather than traditions, Can a te=am really support
2 or more distinct styles of dance? 0Or is it that any set of & dancers plus
musician is unique and that this individuality is the objective of the
performance of the morrig?

v
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Tweaking tradition: Cotswold morris workshop
Sidmouth 1996

Leaders: Simon Pipe and Mark Rogers
Workshop notes by Simon Pipe

An increasing number of respected commentators are urging nowadays that the morris should move
forward - perhaps even re-invent itself. At the same time, they caution against “wild excess” and speak of
the need to stay faithful to what has gone before, and draw strength and stability from the core tradition.

Creating new dances, even new styles, is one approach to the challenge of giving the morris new appeal. But where
does that leave the “traditional” material? Many dancers have great reverence for the material collected by Sharp,
but much of it has limited interest for an audience. Traditional dances are often repetitive and frankly, boring. One
answer to this might be to “tweak” them, expanding on the original concept but exorcising some of the repetition.
The aim of this workshop is to see how that might be done.

The workshop will begin with a group session, examining a “problem” dance or two, and then participants will be
asked to break off into teams to tackle individual dances. It won’t be necessary to be familiar with any particular
traditional style - if necessary, the dance can be translated to another style.

The idea is not to have one or two people in each set dictating to everyone else. It’s suggested that each group should
start by discussing problems and solutions. Initially, all ideas should be given an uncritical hearing, so that everyone
can feel they are contributing. Ideas breed ideas, and one person’s half-formed notion may inspire someone else’s.
Trying ideas out will suggest more still.

There won’t be time to produce complete dances or complete solutions, though time can be saved by not dancing
figures such as foot-up, if they’re as-standard, when trying ideas out.

There may be more than one solution - try as many as possible. It is very easy to dismiss an idea that sounds
unworkable, but which would actually be extremely effective. The person who dreamed up the sword-fight in The
Three Musketeers may well have had a hard time persuading anyone it could work.

Try not to get bogged down in minor detail. If tackling a conventional stick dance, which has the same sticking in
every chorus, repeated every time after a half hey, it’s only necessa . to have a broad idea of how the sticking can be
varied (ideally while retaining some essence of the original every t: ne), you may also need to spend time tackling the
problem of having an over-worked half-hey.

It’s frequently said that an idea needs to be simple if it is to work and endure. One way to achieve an impression of
complexity without over-taxing dancers’ ability to learn is to use familiar rules - for instance, always using slows or
figures in the same order, even if they’re changed in some other respect. A standard column dance might be
transformed if the slows are danced, in at least one chorus, on the move - so use a familiar pattern, such as the hey.

One justification for keeping simple dances is that they’re useful for beginners. In reality, few beginners dancing out
in public are so raw that they cannot manage a sticking routine that develops with every chorus. You can always have
two versions of a dance - simple for teaching, interesting for performance.

Your favourite side-step-and-half-hey dance may well look and feel lovely, but that’s no reason why it can’t be
exposed to scrutiny. You can always decide to leave it as it is - you can’t change every dance at once.

Some thoughts on repertoire ..... for after the workshop

Don’t simply look at individual dances - you need to see them in the context of your overall repertoire (meaning those
dances you perform regularly, rather than those which you could perform, but don’t). It may be worth doing an
appraisal of your repertoire, so you can identify which dances most need work, and what the potential is even for
dances that are quite good. This can be a fairly casual assessment - or if you think team mates will read it, a written
analysis. This would be especially valuable for teams that perform only a few dances - when every one counts.
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Some teams may perform forty different dances in several traditions; others only ten, in one style. But if those ten are
full of variety, and exploit the tradition to the full, which team has the richer repertoire?

" You may think Ascott/Fieldtown Glorishears works just fine the way you do it, and you may be right (though it’s

probably better for the dancer than the audience - it has a lot of repetition). However, you could try dispensing with
conventional figures, so that the set never need form the familiar six-person rectangle. There’s a practical reason for
doing this - it’s easier to make the walk-round circular if it starts out as a circle. But there’s another reason - if every
other dance in your repertoire is based on the rectangle, then having one or more dances that avoid the rectangle
altogether creates interest, for audience and dancers (to say nothing of the poor musician).

Of course, conventional half-gyps won’t work in a round set (though unconventional ones might). But heys can work,
and of course there’s always rounds.

Ah, you say, but Glorishears is already very distinctive. True enough. But if you don’t want to make Glorishears a
circular dance, you’re still left with a valid idea - so apply it to another dance. Most corner dances would look much
“cleaner” and less cramped performed in a circular set.

There’s not much point creating a dance if it’s going to be very similar to one you already perform. You won’t be
able to do both in the same stand. In many of the core traditions, nearly all stick dances are identical except for some
very minor variation in the sticking. Give us variety! If two dances are largely alike, “tweak” one - or drop it.

Are there gaps in your repertoire? If so, perhaps you could create or adapt a dance to fill the gap. So you need to
think about the elements that are possible within the traditional framework, and note those you’re lacking, and those
you have in abundance (now there’s an idea - a dance with buns).

Consider the various “shapes” in the traditional morris: columns; corners; dancing in a circle; dances with heys;
possibly dances in a line; those in which one dances across the set; dances with cast-outs; dances that finish with
everyone in the centre. And of course, a Morris On and a Morris Off. Which are you missing?

Then consider the steps - you may have several dances that feature slows, but do you ever have all six dancers
performing slows together? The impression created is quite different. How about a heel-and-toe dance? And so
what if your tradition doesn’t actually have a heel-and-toe step? Invent one! If you want to be authentic, seek
inspiration from associated styles (eg for Ascott, look to Fieldtown). Twizzles? Leapfrogs? Some steps are versatile -
in several traditions, an Upright Caper can be danced in its simple form, or with a leapfrog, with a twizzle, even with
a galley. How about chest-bounces? What other potential does your chosen tradition offer in this way, as yet
unrealised? Exploring such possibilities is an entirely logical way to extend the range within a style - it’s almost
natural evolution. "

Your repertoire may contain plenty of rounds and lots of slows - but do you ever dance the slows in the rounds?

Look also at sticking, if you do it. If you don’t do a stick-throwing dance, there’s a gap yearning to be filled. What
about overhead sticking, as in Adderbury Lads a-Bunchum? It could be argued that Cotswold Morris is crying out for
new things to do with sticks. Why not a stick-twirling chorus? It doesn’t have to be taken seriously. Hand-clapping
ought to be a winner - the “other”” dance the audience can recognise, after “the stick dance” and “the hankie dance”.
Yet hand-clapping isn’t popular, despite scope for humour, spectacle (high-kicking under-the-leg stuff), or even
contrived violence (face slapping). A simple but entertaining clapping dance can bring a bonus for the audience - you
can get the kids up to do it with you.

You could virtually invent a dance simply by drawing up a list of elements you’d like in your repertoire, but lack. A
hand-clapping corner dance with twizzles? Get the tune, and you’re half-way there.

It’s all a matter of opinion .....

You may be inspired by some of things written here - but your team mates may not. There ought to be something in
these notes to cause any team to view its repertoire critically, as all performers should do. But if you want to push for
changes - especially if you’re not a foreman - do so gently. You may have to overcome suspicion from people who
think you want to “ruin” the tradition, and people who have little awareness or concern when it comes to considering
the audience, or the need for the morris to evolve ..... for whom tradition (whatever they perceive that to mean) is
justification enough for what they do. It’s important to be sensitive to those feelings.



Bacca pipes jigs workshop
Sidmouth 1996

Leaders: Simon Pipe and Mark Rogers
Workshop notes by Simon Pipe

It would be helpful if dancers could read the introduction before the workshop; the rest of these notes are
intended to serve as an aide memoire, and to expand on the workshop.

Introduction

This workshop is one of a series of four exploring ways of making the most of the Cotswold Morris repertoire. The
teaching pace will be demanding and participants should be experienced dancers, though not necessarily with
experience of Cotswold Morris.

All four workshops are also designed to seck new ways of performing the morris, giving it a modern dimension with
greater appeal to more-sophisticated audiences, whilst keeping faith with tradition.

The name "bacca pipes” refers to clay (tobacco) pipes, in this case in the long-stemmed churchwarden style. Two
churchwardens are placed on the ground in a cross formation, and the dancer executes a series of steps over them.
Though there are obvious similarities with the Scottish sword dance, the character of the bacca pipes jig is very
different.

At present, bacca pipes is seldom performed, despite presenting an opportunity to introduce diversity into a team's
repertoire. Six bacca pipes jigs are noted in Bacon's Handbook - none of them will be taught here. Instead, the
intention is to show dancers how to create new bacca pipes jigs using traditional and newly-invented moves. It's
expected the workshop will use only one basic step, with possible variations.

The workshop will be structured so that patterns on the pipes start easy and become more complex. A considerable
time will be spent consolidating the step, which may seem difficult at first. Dancers who find it easy are asked to be

patient. Once most dancers have the ste: solid, the intention is to work at a rapid pace. Novice dancers are unlikely . -

to keep up.

. Itis also the intention to teach as many moves as possible during the workshop: this will rule out any prospect of
teaching an entire dance. The view is that participants should tackle the challenge of creating their own dances after
the workshop. It's felt that doing this is an important part of developing a dancer’s insight and skill.

Workshop structure

basic step
rounds, move right only
repeat, two dancers on same pipes ("doubles")
side-across, move right only
repeat, doubles
side-across, move right only - dancer A only (4 bars), B only (4 bars, from N), then both dancers (8 bars)
side-across, moving every bar (ie on to right and on to left)
(note: if dancing side-across doubles, moving every bar, one dancer must use left-foot lead).
past-present-future
reinforce: side-across right only, rounds right only, ppf - all doubles.
inward turns
rounds, move every bar (repeat as doubles)
side-across every, inward turns
side-across every, reverse half-way (demonstrate only)
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step variations:

heel-toe-step-kick

halves (tap every other beat: tap right, kick (and step), tap left, kick)

heel-toe halves (as halves, but tap right heel, tap right toe (and step), tap left heel, tap left toe)
quarters (tap every beat: tap right (and step), tap left (step), tap right, tap left etc)
heel-toe-heel

heel-toe-heel, rounds (can also be done side-across)

wide turns

back turns

tap-behind

walkovers

setting

hopscotch

General notes

The following notes all refer to the style and approach taught in the workshop. They will not necessarily be true of
traditional dances.

The basic step is: tap right, kick right, step on to right, kick left;
and repeated left: tap left, kick left, step on to left, kick right.
The supporting foot leaves the ground in a hop or step between every beat; so in a four-bar phrase (ie half a figure),
the supporting foot is:
IHrreelillererl ]}
..... in other words, hop, hop, step, hop; hop, hop, step, hop; hop, hop, etc

The dancer will always be positioned at the beginning of each bar in one of the segments, named for the points of the
compass - NSE or W. Generally, it's easiest to assume the free foot is tapped in place (ie, tap N if the dancer is
positioned in N), unless specified otherwise (as in past-present-future). The supporting foot should be about 18/24
inches from the centre of the pipes; the tapping foot as close to the crux as can be managed without hindering the
flow of the stepping.

The dancer will usually be facing approximately towards the centre of the pipes on the first beat of each bar, though
some variation may make the dance more interesting.

Each phrase, or figure, should always start and usually finish at the dancer's "home" position. For solo jigs, this is
South (the musician notionally being position-d North, but standing away from the pipes). Where two dancers share
the same set of pipes, home positions may vary according to need.

A right-foot lead is used here, except, possibly, when two dancers are on the same set of pipes. "Right foot lead"
means the right foot is tapped at the beginning of the phrase. It's up to the individual whether to tap the heel or the
toe, but for some figures one may feel more suitable than the other. For variety, a dance should probably use both
heel and toe.

It may be helpful to remember that there are really only two basic patterns of movement possible on the pipes:
“rounds” (moving one place to the left every step, say), and “side-across” (or “across-side™). It’s also possible to
perform a variety of steps while remaining in one place. The interest in the dance is created by using variations in
the stepping and changing the frequency of movements, having more than one dancer on the pipes, and by
introducing special steps, such as country-dance “setting” or hopscotch, and by doing some stepping away from the
pipes.

Bacon's Handbook of Morris Dances says there are no arm movements in traditional bacca pipes jigs. However, arm
movements make the jig more flamboyant. It's suggested that they should be out to the side, in a shoulder-high
balance, rather than forward-and-down as in, say, Fieldtown morris. Different patterns and steps should suggest
different arm movements - it's a matter for experiment and personal taste. Arm movements need not be used
throughout the dance.
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The bacca pipes jig can easily be allowed to look like a low-energy dance. It is most impressive if the stepping is
crisp, well-defined, and energetic, with kicks moderately high. Otherwise it can be lacklustre. There is a reason for
the decline of the bacca pipes jig! Again, bold arm movements can create an impression of energy.

For novelty's sake, the dancer can "slap” the free foot with his hand. The easiest way to do this is to draw up the free
foot on beat two, after the tap, and slap the heel with the opposite hand (right foot, left hand), slapping in front of the
weight-bearing leg; then step on to the foot that has just been slapped, as normal. However, it is possible to work in
three slaps without changing the basic step (ie tap, kick, step, kick). In beat one, tap the ground; in beat two, left
hand slaps right foot as already described, in beat three, the dancer steps on to the right foot, and the left foot is
slapped by the right hand, behind the body; in beat four, the left foot is slapped by the left hand, still behind the body.
From beat five, the whole thing is repeated, except with the left foot tapped and then slapped by the right, etc.

It's obviously easiest to create interest with more than one dancer. Two dancers can either share one pair of pipes, or
dance side-by-side - very effective, especially in complex moves that may appear random and improvised in a solo
dance, but it's important neither dancer makes a mistake! Two dancers on separate pipes could either work in
parallel, or facing in opposite directions, or even in mirror-image. Or maybe all three .....

The patterns taught in this workshop all involve stepping directly over the pipes; for added interest, performers
should aim to include figures in which they step away from the pipes, perhaps in large circles or in a figure-of-eight.
Such figures give an opportunity to make eye-contact with the audience, which is difficult (but not impossible) in
more intricate patterns.

Speed: faster probably means more impressive, as long as it is not so fast that the definition in the stepping is lost.
For performances under pressure, slow it down!

A good finish is desirable. One possibility is to dance four bars of "rounds” (say S, E, N, W) followed by four bars of
side-across (S, W, E, S), stepping to N on the final or penultimate beat, into a finishing "pose", facing away from the
pipes. Or simply finish at S, kicking out boldly on the final beat.

Music: most of the 19th century dances appear to have used Greensleeves (not the ice cream van version). Any tune
in 4/4 time, with two distinct phrases of eight bars (or four bars repeated) ought to be suitable. Note that in many
morris tunes, the second halves of the A and B music are virtually identical, which is not ideal for bacca pipes.

The dance need not be performed over pipes, but any alternative objects that rest more than an inch off the ground
(say, two brooms or morris sticks) will restrict the speed and range of stepping possible. Roy Dommett recalls seeing
a gardener performing a similar jig over crossed parsnips (I think it was parsnips); the Seven Champions Molly
Dancers famously performed over the spread-eagled legs of two men from the audience, sitting back-to-back on the
ground. Another possibility would be to dance barzfoot over two crossed roses, with the thorns intact. And on the
Morris Dance Discussion List (on the Internet), the following question was recently asked: “Has anyone ever done it
with a banana skin"?

Equipment: genuine clay churchwarden pipes are expensive - roughly ten pounds each. And they break! Thereisa
maker who can supply them for dancing, with a metal rod down the stem. Lenny Leggett of Frome Valley Morris has
made excellent "fake" metal pipes, which bear all but the closest scrutiny and can be bent to sit well on uneven
surfaces. The advantage of fake pipes is that the stems can be made longer than was traditional, which can be more
effective. Parsnips can be obtained from specialist suppliers (greengrocers).
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Broom dance workshop
‘Sidmouth 1996

Leaders: Simon Pipe and Mark Rogers
Workshop notes by Simon Pipe

It would be helpful if dancers could read the introduction before the workshop; the rest of these notes are
intended to serve as an aide memoire, and to expand on the workshop.

Introduction

This workshop is for experienced dancers, though not necessarily with experience of Cotswold Morris or Molly
Dancing. The workshop will be partly improvisational; participants are encouraged to experiment, with a view to
creating their own broom dances in the future.

It will be possible to participate using a stick if no broom is available. People with brooms may be asked to share
them, at least some of the time.

Safety warning: please be aware of the people around you. Do not swing your broom in any way or attempt to
perform even simple balancing tricks unless you are certain the space around you is completely clear and
everyone is aware of what you are doing - in other words, only do it if you're asked to demonstrate. If the
weather is suitable, it should be possible to practise such moves out of doors.

Please also take responsibility for your own safety. If you're working near an idiot, move.

This workshop is one of a series of four exploring ways of making the most of the modern morris repertoire. Though
broom dances are not readily associated with Cotswold Morris, Bacon's Handbook of Morris Dances notes that

Abingdon has a broomstick dance, and Sam Bennett of [Imington was a solo broom dancer. Broom dances have been
recorded in various parts of the country, including Dartmoor, and they’re particularly associated with Molly Dancing.

All four workshops are also designed to seek new ways of performing the morris, giving it a greater appeal to modemn
audiences, whilst attempting to keep faith with the spirit of the tradition. Though traditional notations do exist, this
wor hop will not use them,; the intention is to show dancers how to create new b:com dances, based on traditional
eler ents of the form. The workshop will use very simple stepping (in morris pariznce, single- and double-steps).

Participants will not be taught a complete dance, ready for public performance; however, a dance of sorts will be
created to show how moves can be pieced together. The view is that by tackling the challenge of creating their own
dances, in their own time, dancers also develop their skill and insight.

If you have come to this workshop wearing a long, slender evening gown, you may regret it.

The basics
Broom dances can feature some or all of the following:

balancing the broom

sweeping

swinging the broom

passing the broom under the legs

passing the broom around the body

twisting (or "rattling") the broom

twirling the broom

stepping with the broom on the ground

throwing or kicking the broom into the air

special tricks (eg leapfrog over the broom, jumping "through" the broom)
novelty moves (eg "riding the broom", or using the broom as a crutch, a la Long John Silver)
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Some moves incorporate more than one of the above. Swinging and twisting the broom are distinctly different, but

~ both can be done simultaneously.

Within any figure, it helps if the stepping becomes more elaborate/skillful/impressive as the figure progresses. As a
rule of thumb, if the audience has seen a particular move four times, try to vary it thereafter. :

Some of the ideas suggested here have never, as far as the author is aware, been used in performance.

Sweeping

This is what brooms are for, remember? Doing a broom dance without sweeping might serve as an obscure artistic
statement, but one really ought to use the broom to its full potential. A figure spent simply stepping round and
sweeping can be good for audience interaction, with scope for elements of foolery ..... brushing between people's legs,
polishing shoes, assaulting the musician, and so on. As an opening move, it can help establish the performer's
territory. Odd sweeps can be worked into other moves - for instance, a quick brush can be fitted in after passing the
broom under the leg. Also, the dancer can try twisting around whilst sweeping ..... turning the body through 360
degrees, perhaps, while continuing to sweep in the same direction.

Floor work

Dances often commence with the broom placed on the ground, while the dancer executes a sequence of steps along
the length of the handle, or - less commonly - around the head of the broom. For this to work with very simple
stepping requires the skill of a characterful dancer, able to use personality, perhaps, to create the appeal. It's probably
more effective to devise moderately complex or clever stepping. These examples will work with the dancer facing
along the line of the handle (shaft):

1) Hopscotch. A step from a children's game, but you may find this version difficult. Start with both feet on the
ground, astride the handle; then step on to the right; then on to both; then on to the left. Easy so far - but to be
effective, the right foot needs to be placed on the left side of the handle (when the left foot is free), and the left foot
on the right side. Furthermore, the upper body should NOT move from left to right with each step. Not so easy! For
claboration, try the same stepping, but when the weight is on the right, tap the toe of the left foot on the right side of
the handle, behind the supporting foot, and repeat the other way round. Or try both feet astride, then three hops on
the right foot - on the left side, the right, and back to the left. Then both feet, and three hops on the left foot.

2) Crossliumps. Start with both feet on the ground, astride the handle. .Then a small jimp, and land with the feet
crossed, 1izht foot on the left side, left foot on the right. Then back to feet-astride, ther. - Toss the feet the other way.

Make it more elaborate by going straight from right-across-left to left-across-right, or by turning 180 degrees and then
360 degrees through the air between each step.

3) Bacca-pipes step. Nimble heel-and-toe work is appealing, as long as it’s reasonably elaborate and stylish - for
instance, tapping the free heel or toe on every beat, perhaps so the right foot taps to the left of the broom shaft while
the supporting left foot is on the right of it. Also, with the supporting left foot on the right side, the free foot can be
tapped behind the supporting leg, on the left side of the handle. Confusing ..... but nice.

A clever step dancer might achieve some percussive effect by shuffling and tapping the feet on the handle itself.

The pick-up

Floor work presents the dancer with a problem: picking the broom up at the end of the figure. Simply stooping down
to pick it up is too easy! For this reason, it's probably best to feature only one floor-work figure in a broom dance.

One pick-up method is to place the foot on the head of the broom and apply pressure so the handle rises up, ready to
be caught. The danger is that the dancer will get a bloody nose (but the audience will get a good laugh). So try it
facing away from the handle (credit to Julian Drury for devising this).

An alternative is to place the broom head with the brush on the floor, so there is a space at one end between the shaft
and the ground. Work a foot into the gap, find a balance position, and briskly raise or kick the broom up, and take



hold of it. It may be possible to catch the broom and add in a quick twirl as a finishing flourish before the next
figure.

" A third technique: facing away from the brush, grip the handle of the broom between both feet, about 12-18 inches
from the end; jump, flicking the broom handle into the air; catch it between the legs. This enables the dancer either
to swing the broom through the legs and into another flourishing twirl, or to "ride” the broom, cock-horse-style, which
may get a laugh. It's a matter of taste .....

If you must simply pick the broom up, it may be more stylish and less ungainly to squat down, Cossack-style, by
bending at the knees at the hips, rather than by simply leaning over. While you’re down there, why not toss in some
Russian stepping?

Passing

Some of the most interesting things you can do with a broom involve passing it under your legs and around your body.
Once you start exploring, myriad possibilities present themselves, some only slightly absurd. Ideally, you should
explore, rather than simply going for the obvious moves. But to help you on your way, here are some pointers.

1) Inorout? Different effects can be achieved from inward and outward passes under the legs. Passing from the
right hand, under the right leg is an inward pass, ie, towards the centre of the body, or line of vision. Right hand
under left leg is an outward pass, ie, away from the centre. This assumes the broom is passed from right hand to
left. In an outward pass, the free leg is projected forward and then across the front of the body. This can be more
elegant than the forward thrust in an inward pass, which sometimes has all the grace of a dog cocking its hind leg.
An outward pass can also facilitate the exchange from hand to hand, because the leg can be swung over the broom
from side to side. If a double-step is used (right, left, right, hop, or right, hop, left, right), the dancer can
effectively perform a closed side-step between passes, which can be attractive.

2) The step. A single-step (right, hop, left, hop, etc) obviously allows twice as many passes of the broom as a
double-step. However, the double-step can be easier to achieve, and more stylish. A combination of the two
within a figure will help sustain the interest, because the stepping will become more impressive: so four or six
double steps, followed by single-step passes to the end of the figure. A full figure of single steps means sixteen
successive passes; unless some kind of variation were introduced (such as speeding up the music), this would be
needlessly tedious. If double-stepping, the dancer may find it easier to put the hop at the beginning of the step
(right, right, left, right, etc), especially if time is needed at the end of the figure to prepare for the next set of
stepping. ouble-stepping can also give scope for more ambitious moves, such as swinging the broom around the
body betw ¢n each pass of the broom under the legs.

3) Technique. The less the dancer has to bend down to pass the broom, the better. A stoop :s inelegant, and not
impressive. Therefore, the kick of the free leg needs to be as high as possible. A good bend at the knee - for both
the supporting and kicking leg - will help here. Regular stretching exercises - not just during warm-ups before
dancing - will also help. Dancers should beware of kicking very high without warming up. It’s also important
that the handover from one hand to another is not hurried or snatched, especially as this brings a high tisk of
fumbling the exchange. In fact, there’s plenty of time for the handover, even in single-stepping, if the free leg is
immediately kicked high on the first beat of the pass (beat one or three of the music), and kept high on the second
beat, perhaps with a little extra kick to sustain the height. The leg can be brought down to become the weight-
bearing leg just in time for the next beat. It’s not necessary for the leg to achieve full height on beat one.

4) The pass. Simply slipping the handle from hand to hand is the obvious and safe way of doing it. But it’s also
possible to toss the handle from side to side, if it’s done quickly - there should be no height to the toss. This only
works if part of the broom, probably the head, is resting on the ground. If the head of the broom is on the ground,
a flashy way to do it (but one that needs practice and good timing) is to toss the end of the handle forward, as it
falls towards you, kick the free leg high, as for an outward pass, and thrust the receiving hand under the free leg
(left hand under left leg), catch the falling handle, and whip it out of the way in time for the free leg to fall. This
is called an under-the-leg catch.

5) The broom. Can be held in normal sweeping position, brush on the floor, but there are enough alternatives to
allow every other figure of the dance to be a passing figure - helpful for giving the dance a conventional A-B-A-B
structure. A common technique is to lift the broom off the floor and hold it horizontal, passing it under the legs
from side to side. This can be a cumbersome manouvre if the broom is always passed, say, head first, and then
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twisted between passes so it is also held head first for the return. However, if the dancer has the strength, its
obvious difficulty can add to the audience appeal, especially if double-step passes go into single-steps. It’s made
easier if the broom is passed head first from one side, but handle first from the other, with no awkward twists in
between, but this might look too easy. With double steps, the really ambitious dancer could try twirling the
broom , majorette-style, between passes. Alternatively, the broom can be placed with one end on the ground and
held completely erect, so the dancer has to kick very high to achieve the pass. This can be done first with the
brush on the ground, then with the brush in the air, which is slightly more difficult. A nice touch is to release the
broom during passes so that it is free-standing; with the brush squashed into the ground, some brooms can be
persuaded to stay upright, in a perfect, unsupported balance. This looks great, but probably can’t be relied upon.

6) Anti-static. It’s possible to swing the broom around the body between passes, or do passes whilst travelling along
the ground, sweeping. The dancer doesn’t have to remain static. Dancers should spend time playing with their
brooms: it may take many sessions for a brilliant idea to emerge.

7) Foot-note. If you want to be really flashy, it’s possible, in passing figures, to catch the broom with the foot, rather
than the hand. The author’s own broom dance includes such a figure. Work it out for yourself!

Swings

Nothing difficult here: swinging is simply a matter of holding the end of the handle and turning the broom around the
body, fully extended. It’s useful because it’s a very big movement. You can either keep the handle in one hand and
swing it over your head and round, or you can pass it from one hand to the other behind your back; or both, within the
same figure. Be warned, though, that it’s easy to lose your grip if you swap the broom from hand to hand, meaning
the broom goes flying towards the audience, probably at the eye-level of the cutest child. Practice makes for a better
grip, but how’s your public liability insurance?

Twists

Start with the broom in the conventional sweeping position, and then, with a firm grip on the handle, draw it in a
circle around the body, passing it over the head in the manner of a helicopter rotor, at all times keeping it in the same
hand. As you do so, watch the head of the broom: with each complete circle, the broom twists through 360 degrees.
This twist can be deliberately accentuated by applying spin at the start of the swing, especially if one begins with a
bold sweep outwards to propel the broom into the air. Obviously, the twist can be created in either direction, though
experiment will show which is most comfortable. If there isn’t space to swing the broom, the same effect can be
achieved if the dancer turns under the broom handle, in the way the a woman turns under her mal< partner’s arm in
jive dancing. Or the dancer can turn one way while swinging the broom the other. A combinatior: of twisting and
sweeping makes a .cod figure in its own right, but twists can also be applied to other techniques; i:’s even possible to
twist the broom wiule passing it under the leg. ' ‘

Twirls

Stand with the broom in your strong hand, with your arm held out to your side and raised 30-40 degrees above
shoulder height. The brush should be 18-24 inches from the hand, so the point of balance is slightly towards the
brush. The broom handle should be as near as possible in line with the arm.

First, allow the broom head to fall so it hangs vertically, behind the line of the arm. Do this by relaxing the grip very
slightly so the shaft is held between thumb and forefinger, not too tightly, and by turning the palm towards the
sky/ceiling. The brush should fall through a curve, as if following the circumference of a circle.

Try this in front of a mirror or large window, or watching your shadow, so you can be sure the fall is curved. Ifit

isn’t, the broom shaft may not have been sufficiently in line with the body.

Once you’ve achieved this - possibly after one attempt only - repeat the drop, but this time boost the motion of the
broom so the brush continues on its path, up past the shoulder and out again to its original position. This may take
two or three tries, gradually increasing the boost. You’ve now completed one “shoulder circle”.



For the second twirl, or shoulder circle, the brush should fall in front of the arm, and up and out in the same way as
before. To facilitate this, the palm should be turned back, instead of up. Make sure, before you try this, that the head
~ of the broom isn’t going to make contact with your own head!

If using twirls between under-the-leg passes, it may be necessary to draw the brush towards your head
and then project it upwards and outwards.

Throws

One way to throw the broom is simply to hold it roughly horizontal, with the palm roughly upwards, and project the
broom into the air in the manner of a drum major.

It’s also possible to throw the broom from a twirl. As the brush comes out of the second part of the twirl, in front of
the arm, simply project it skywards. The broom should turn through roughly 360 degrees. This takes practice to
become consistent, which it needs to be for public performance, but it needn’t be dangerous in responsible hands.
However, you can expect to get hit on the head a few times before you become comfortable with this. If anyone has
to suffer for your art, it should be you, not the audience.....

It would be possible to create a figure from twirls and throws: (bar 1) right hand twirl, (2) throw, (3) left hand twirl
(4), throw, etc. Or simply create a figure of twirls with a single throw at the end.

Kick-ups

These are spectacular, but best learned direct from someone who’s proficient. Any juggler who works with clubs will
know the principles of the kick-up - it’s much easier with a broom, and more impressive (jugglers who do club-
swinging will also know how to do the twirl).

Balances

Audiences will be more impressed by a simple balance-the-broom-on-the-palm gag than by anything you do that is
actually difficult. This most certainly is not remotely difficult, except possibly when you first try it. Simply stand
with your partly-outstretched palm facing up, held a little below shoulder-height, place the tip of the broom handle on
the palm, with the brush in the air, and balance it. Simple. Note, to recover the balance when you start to lose it, it
may help to lower your palm quickly. Now do it while stepping. Practise appearing to lose control over the broom,
so it starts toppling tows rds the audience, and then heroically recover the balance just in time. They’l! love you for it.

There are other ways of alancing a broom. With the palm balance, try boosting the broom vertically iato the air, and

then catching it with the other palm, keeping it balanced. This takes more practice.

It’s also possible to balance the broom off the elbow (out to the side) and the knee or the foot. This latter can be very
effective in a low-ceilinged room, or on a windy day. With a little practice, it’s possible - even helpful - to keep up a
steady hop throughout this balance.

The author’s own broom dance starts with a vertical head balance. The combined height of broom and dancer is
approaching ten feet - it looks good. The height of the broom and the width of the head make this balance relatively
easy (the author is particularly bad at balancing other objects). Start by learning the palm balance. When you’re
ready, place the tip of the handle on your forehead, roughly at the hairline (if you have one). Stare directly at the
head of the broom and adjust the balance as in the palm balance. You will need to walk forwards and backwards -
learn to do this from the outset. If allowed to fall freely, there should be very little risk of the broom poking you in
the eves. It will hit you on the head from time to time, but the pain passes. A woolly hat may be a good idea. Learn
how to get out of the way.

The broom can also be balanced horizontally. Try this on the foot ..... in fact, try catching it on the foot, in a
horizontal balance. This can also be done with morris sticks. The trick is to draw the foot quickly up to meet the
broom, and catch the handle with the foot is descending, to lessen the impact.

Foolish dancers should try a horizontal balance on the head ..... and then spin the broom, helicopter-style. It should
be possible to manage things so the broom always falls to the same point.

5
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Jumping the broom

Can lead to childbirth (as part of a traditional marriage ceremony) ..... unlike leapfrogging the broom, which can
prevent any prospect of it. You simply grip the shaft of the broom with hands about shoulder width apart, and jump
through the circle they create. If your back bends sufficiently and you can jump more than six inches off the ground,
you can do it; if not, you can’t. It looks daring, but it isn’t really: if it came to a choice between letting go of the
broom or landing flat on your face, which would you choose? There you are, then. One suggestion - if you’re not
very brave, try practising with rolled-up newspaper first.

Leapfrog

Rest the broom on the ground with the shaft held vertically and the brush high ..... and leapfrog over it. This is not
recommended ..... and besides, it only looks good if the broom is tall in relation to the dancer’s own height. The
author “invented” this move because he couldn’t jump the broom, but he weighs well under nine stone, uses a very
strong broom, and can jump high enough to avoid putting much of his negligible weight on the shaft. He never, never
tries this unless someone else is nearby, preferably medically qualified. And it scares him every time (just a little).

Structure

Broom dances can look like a succession of ideas strung together, with no particular logic. It need not be so, though
the structure may not be obvious to the audience. The author’s own broom dance begins with a preamble (head
balance, fancy work passing the broom handle from foot to foot, and then a tricky under-the-leg routine), ending with
the broom kicked high into the air. Thereafter, the dance follows the conventional A-B-A-B structure for six figures,
alternating between under-the-leg moves and twisting moves. A logical construction will help you remember which
bit comes next - learning the dance can take almost as long as the initial creative bit.

Two’s company

A two-person broom dance presents so many creative, spectacular and comic possibilities that there’s no point even
starting to describe them here. The answer lies in creative play ..... have several improvisational sessions, simply
messing about with the broom and seeing what ideas emerge. Don’t simply intellectualise ..... time spent “doodling”
will produce fresh possibilities. Not all will work; be prepared to scrap more than half your ideas, even after you’ve
spent a long time practising. The same goes for solo dancers.

But that’s not all ......

It’s possible to go on playing around for ever. At some stage you do actually have to piece together a dance, work out
how the different elements go together, shuffle them around a bit until they work, and learn to perform it. It doesn’t
have to be brilliant - once you have a structure, you can embellish and change it. Don’t be afraid to throw some
figures out to make way for better ones. And equally, don’t ever regard your broom dance as “finished” - leave
yourself open to new ideas, and let it evolve. It’ll help keep you interested.

Being able to execute all the figures doesn’t mean your great work is ready. You then have to add the style that turns
it from a functional demonstration of skill into a living, characterful dance. If it ain’t that, it ain’t nothin’.

Your broom dance need not be fabulously clever, especially if you perform it well. Even a simple dance will help
bring variety to a dance show. In fact the less complex and demanding it is, the more likely you are to be able to
dance it with flair. If you’re going to create a masterpiece, though, you must be sure you will have plenty of
opportunity to perform it - unlike most other jigs, a difficult broom dance needs regular practice if you’re to keep it in
roadworthy condition.

But then, a good broom dance is worth all the effort you put into it ..... (probably).
For further thoughts on creating new solo dances, and broom dances in particular, visit the following site on the

World Wide Web: http://ourworld.compuserve.com.homepages/PaulMillennas/simepipe/htm. Paul Millennas’s own
pages make fascinating morris reading ...... '
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1 Attlee Gardens, Church Crookham, Fleet, Hampshire, GU13 OPH
Dear Simon,

Here are some comments on those of your workshops that I attended which
might be of some future use to you. In general the attendees were poor on
posture, balance and dance technique and I assume that providing a good
model is very valuable, if attention is drawn to it.

BACCAPIPES

There was proper encouragement to construct their own dances but too many
would not have any real idea of what was a suitable length and variety. The
value of existing dances is that they provide an indication of what people
have got away with in the past. I have assumad that a dance needs about
five figures before it gets too long.

You concentrated on one basic stepping rhythm, and hardly mentioned the
broken or cross tapping rhythms. I would have mixed them in a dance for
greater contrast. Ferhaps this is wrong. 1 have not seen a very exponent
of that approach for comparisen to form a judgement. There is also the
issue of where to use more complex Heel-&-Toe steppings, without appearing
to be a step dancer. I understand that the English step dance world has a
growing interest in dances dependent con stepping but using implements, which
you might be able to expleit.

Real long clay pipes (church warden’s) are quite late in origin. My friend
David Cooper who demonstrates pipe manufacture at the Amberley Chalk Pit
Museum in Sussex finds that there are tricks in the manufacture of long
pipes that have been lost and he and his contacts are trying to rediscover
them. Then he may be able to make and sell a dance pipe with a sclid core.
At present they cost about £10 a pair, but they often have a slight twist
along the stem. )

The baccapipe competitions at Bampton used to-spread flour or sand under the
pipes so that the tce or heel taps left marks from which the closest without
touching the pipes could be used to judge the winner. I remember seeing
winkle-pickers being worn in the pubs!

I remember seeing men dance with their bodiss more cover the pipes than
stretching their lags forward, so that szeing the pipes was more difficult,
and giving the impression of not locking down. But I never saw anyone dance
blindfolided, as donz with the egg dances, where it was a matter of precise
length of step to avoid treading cn them.

I menticned that a US side Rural Felicity from Brasstown in fartheest North
Carolina often danced entirely in simultanaous pairs, and that in this year's
English tour they had a wversion for six, with the pipes placed in a circle.
Thay start on th2 inside, and do a foot up and back cutwards befween the
pipes, then a figure over the pipes facing out, then a dance round going

once arcund their own pipes and then arcuni the cutside of the circle of
pipes two places to end facing inwards, or at least on a diagonal. They then
did another figure over the pipes, danced around thesze pipes once and moved
round two more placaes outside out ending inside the ring facing out. Ad lib.

More thought is neasdad about arm movementz or positions during the jig. The
high scottish position loocks effective, the oppertunities for arm swinging
se2m limited.

719



/0

BROOM DANCE
To be comprehensive,

Papworth's dance included rattling the head of the broom by rotation claiming
that it was a commonly remembered Cambridge feature.

I have seen men jump over the broom between the two hands holding it,
forwards and backwards a number of times. Also raising the stem up their
back and over their head to the front without letting go. Several pecple
use the broom like a Fool's Jig stick, passing it under the thighs head first
followed by the handle and rotating it to pass it back under the other thigh.

Some dancers roll the handle in contact with the body around the waist or
neck horizentally or spin it overhead like a helicepter. Others use it like a
band’s drum major, spinning it in front, throwing it up, or dancing round
using the broom like the long baton, placing the butt on the ground and
moving past it whilst moving the cther end to and fro.

At Bampton towards the end they use the broom &3 a crutch, with the head
under the armpit and the lag on that side wrapped arcund the handle.
Sometimes they go round like this doing half or spring capers.

DOUBLE JIGS

This was the least effective workshop. Alsc I unfortunately, as with all the
others, had to lesave before the end because of other commitments.

Most dancers would have difficulty with the “track” discussion as to them
this goes with the “tradition” being followed. On the whole you did not
distinguish between the commonly recognised different traditional styles.
There are differences when the tradition invelves cross-cover sidesteps.

Of the patterns of dancing double jigs I think that you missed,

Sherborn2 : one dancing round the other so that both were active.

Bledington : facing and dancing half movements in turn as in Shepherd’'s Hey.

DucKlington : alternating the foot-up and caper sactions but dancing the
“jig" (sidestep) part tcgether.

At Bampton the two dancers dance together the “jig" a few times deliberately
matching movements and style regardless of what they had done individually
befora. This usually locks effective

T disagreed with remaris with 4 and & bar phrases and thair
influence on the dance as this depends upon how the tune is played.

It is often trus if the tuna i3 renderad as published, but I belisve that the
musician has to piay to what is danced, which would mean for a “four” bar A
that the first time2 through it is unrescived and this leads immediately into
a repeat which is. It also applies to eight bar A's in traditions like
Ducklington where the dancer wants two four bar pieces.

What might have been considered in the context of jigs is the question of
siow capers or jumps. Some traditions do not have them, being like at
Adderbury a matter for the individual., Othersz, as danced, hardly emphasise
the jump, although jumps and capers are what distinguishes Cotswold Morris
from the others. There are othar jumps available, as used for exampls by
cheer leaders. That dancers are interested in more variety is shown by the



incorporation of collected ideas such as turns in the air, adding the galley
leg shake, etc., even though these were not normal dance features.

There are a number of jig ideas that could be expleited. One that I used to
do started by “explaining" that I met an old Bampton dancer sitting in a pub
and when he got up, having been challenged tc a jig, I found that he had
only one leg. I then danced Cld Tom of Oxford entirely on the right foot to
demonstrate. Ancother is doing the Bampton Focl's Jig with two sticks,
substituting clashing for passing the stick. It allows of much more complex
clashing patterns. We use the tune for Captain Pugwash Yet another fun
possibility is to use Widdicombe Fair. The dance is like Lady’s Fleasurs, but
the naming of names part is danced te a hockle backstep ending with four
plain capers. The idea is that the heckling is extended ever more by
stretching the tuna for each repeat so that the dancer disappears further
each time and has to mak2 greater efforts to return on the plain capers.

There appears (o te an atiraction to dance to tunes of odd lengths, =g, Black
Joke, Frincess Royal, Jockey to the Fair. This suggests sxploiting tunes
which have an odd length or rhythm in a bar, such as “The Sussex Carol” or
have an extended last chorus which can be capered cut such as “Hey Ho Come -
to the Fair”. That it has to be practicad and may not be easy for ancther
to pick up make: it individual. Of courszse you could consider a tune in 5/4!

I hope that something of this might be of use,

Best Wishes,

%
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SPORTS INJURIES
INTRODUCTION

These are notes made during an evening lecture at the Farnborough Sports
Centre, Hants. The speaker Cclin Campbell has been in medicine for 9 years.
As a sportsman he was attracted to sports problems and has been associated
with sport medicine for 5 to 6 years. The talk could have been called
“Sports Injuries for All®" Information on such injuries was not readily
available. The talk was particularly concerned with identifying the immediate
actions to be taken but covered the longer term rehabilitation issues.

Colin read much of the material from prepared notes, as he was not
accustomed to giving formal lectures, but he quickly got carried along with
his own enthusiasm. He used an overhead projector with vufoils for both
headings and illustrations.

STRAINS AND SPRAINS

Strains occur in muscles. Four grades were identified. (1) slight...(3) damage
to sheath at edge of muscle, which eventually shows as a bruise, (4) tear.

Sprains occur in the ligaments, which is the inelastic soft tissue which
surround joints. The knee is the most complex of the body's joints and its
stability is maintained only by the soft tissue.

There are two types of injury,

1. Violent - the person is instantly out of action.

2. Stress - the person tends to continue to be active so that
the injury is worsened. This is an insidious
effect.

An “acute™ injury becomes “"chronic® after 4/5 days. By this time one should
see a doctor. If there is any doubt, ask for an X-ray, as it is important to
distinguish between bony and soft tissue injuries, and, if possible, eliminate
the possibility of it being bone damage, such as a crack. Doctors seldom
volunteer an X-ray, but there is no longer a cause for concern for one off
X-rays at modern irradiation levels for infrequent examinations. Because
doctors have little experience of sports injuries, one must be prepared to
ask to see a specialist. Where possible, only deal with specialists who are
state registered or who have relevant professional qualifications.

COMMON CAUSES OF INJURIES

A. Training
1. Volume - why work toco often?
2. Intensity - control the loading by planning the work, and
allow for climaxes in activity.
3. Poor Technique - it could be a posture related problem, especially

with back injuries. Perhaps cne needs a personal
coach or cone should join a club to share one or

Page No 5.1 of 6 © 1990 R L Dommett
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Sports Injuries Vazao

pick up from other members the right advice in

passing.
One needs mobility exercises regardless of the sport being followed.
4. Poor Equipment - for example wearing inadequate foot wear or using
the wrong equipment.
5. Explosive - especially when the body is cold. It is important
Stretching to warm up and work up mobility before beginning

structured activity. Tissue will stretch when
warm, but one must avoid stretching it when it is
cold.

B. Failure to,

1. Mobilise before structured activity,

Stretch before and after,

(3]

3. Familiarise the local muscle group,
4. Jog before and after.

One must not stop immediately following the peak activity. It is important

to taper off. The acid level that has built up generates pressure and hence

pain that can still be there the next day. The tapering down activity should

not include violent activity such as jumping exercises. It should be done at

a relaxed level, such that one can talk comfortably to someone else whilst
doing it.

C. Other Causes
1. Excessive use of one surface, for example running cn a road camber.

There is a need to give the legs a change.

2. Anatomical faults. Knee problems are usually related to feet
problems. One must check for feet being canted, for slightly
different leg lengths, and for the body being carried tilted.

3. Failure to maintain physical conditicn.
FOOTWEAR
The important problem points of footwear are met in modern sports shoes.

1. Correct Length.
2. Correct Width.

3. Midsole and Inscle - sole needs hardened edges for stability.
' Insole should be shock absorbing.

4. Rounded Heel - of value when the heel meets the ground
first in step or running.

Achilles Tendon Protector - may need to be cut off if rubbing.

Heel Cap Stabiliser - so0lid heel cap for support. Squeeze it to
show if adequate support is provided.

© 1990 R L Dommett Page No 5.2 of 6



vV 2.0 Sports Injuries

7. Varus Wedge - inside shoe, is additional shock absorbing
material, in a layer under the heel. Its
value depends on having heel on ground
impact in the activity.

Tell.

Lacing Method - avoid fancy lacing methods, lace over the
top to take pressure off the upper foot.

10. Correct Shoe for the Event - eg a shoe's stitching is dependent on
its use. One can not play football in a
running shoe.

It is important to have a rigid upper, it helps to combat foot faults.

The. upper ought to be tailored, along with the inner sole, to the individual
foot of course, using a plaster cast etc, with the foot in the 'neutral’
position.

When a shce is placed on a flat surface it should not be possible to rock it
from side to side.

Boots do not supply significant support to the ankle (or to the calf). When
skiers started using longer boots the breakages were not fewer, they just

-moved higher up the leg. In many sports ankle ligament protection is needed

against impacts. However the trend is still away from protection (eg shin
guards) and to low cut boots to allow more movement at the ankle. But
basketball players are exploring longer boots because of the adverse effects
arising from the high jumps invelved. It is suggested that taping for better
support would be more effective if a weakness was suspected. This would be
done by taping down the side of the leg, from well up the calf, down under
the instep and up the other side and then fixing it by taping around the
lower leg 1% two or three levels.

WARNING SIGNS

A. Dull Ache

1. Tightness of muscles obvious the next day.

2. Slight strain - small tear in muscle fibres.

3. RPI - behind or around the kneecap. A nagging,
constant pain which can be foot defect
related.

4. Tendinitis - problem may be created in the exercises.

When mild, it is felt in the morning, but
eases off laler because of an incresse in
heating.

5. Sprain - slight tear in tha ligaments. Thase have
a poor blood supply, so it is difficuit to

act tc enhance their nealing.

Haat sedates. It does not otherwise help in recovery and is superficial.
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B. Sharp Pain

1. Ruptured tendon.
2. Severe tendinitis.

3. Partial tear of ligaments, especially at the knee and the ankle. It
bleeds internally, swells and gets worse unless treated.

4. Closed (ie undisplaced) fracture, held in place by the muscles, but
needing plaster.

5. Stress fracture, may be a partial break, and have a gradual onset.
it could be a week or more before befeore it could be recognised on
an X-ray. It will show up on an X-ray after 3 weeks.

C. Headache
1. Hangover - a problem of dehydration. To minimise or avoid,
take a glass of water before going to bed etc.
2. Cold - an ice pack on the head reduces the pressure,
(it is old fashioned but it works).
3. Flu - is a killer as it attacks the heart. Absolutely

no exercise during its occurance.

D. Lethargy

Feeling run down. Note that it may be a mineral deficiency.

BLISTERS
The best treatrent is “"puncture-and-tape" for 2 rapid cure.

Cut the blister skin, but not with a pin or needle, as the hole will heal too
quickly, using a scissors or razor. Get the fluid out and then cover it with
tape, preferably Zinc Oxide which is best, both over the blister and with a
reasonable amount either side, like 2 inches. Leave it on for several days
to keep the skin in contact. Replace it only if it is very dirty or is
lifting off, and one can keep it on through showers etc. As there is no
significant broken skin, there is no risk of infection. If one is prone to
blisters, put tape on before hand. Avoid pads directly on the blister as
pressure is not helpful. One may pad around it, if necessary.

COURSE OF ACTION

1. Advice and Examination.
2. Treatment, this includes advice and rest.
Iinjuries tc the head and neck must be seen professionally without delay.

Spinal prctblems can show up through effects appearing in the shoulders and
the wrists. Do not ignore the true cause, because of the risk of loss of
mobility and/or strength in the limbs etc. Analyse for the source of the
injury. ‘
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TREATMENT
1. Identify the cause where possible.

It may be footwear (see footwear above), technique or inadequate
warm up.

2. Ice. Roll crushed ice into a damp cloth (tea towel) and apply to
injured area for 15-30 minutes, twice a day. Ice baths are similar
in effect except that continual immersion is impractical. Say for a
maximum of 12 minutes in 6 two minute sessions.

3. Compression - by bandages or ‘tubigrip'. It should be both over and
above and below the injured area. This means well above and below.
Get past the muscle bulk so that it does not peal back.

4. Elevation - raised to assist drainage of waste products away and
ailow oxygen and nutrients in. A bed base raised only a few inches
wiil quickly assist lower limb drainage. Get the feet up at work
etc.

5. Stretching - a progressive activity. It needs to be gentle and
sustained, positions being held for 20-30 szeconds.

6. Training Frogramme - reduce the normal programme if possible or use
an alternate programme.

During the first 48 hours one can use anti-imflamatory drugs such as asprin
(if you are sure you do not have side effects) or Brufen and attempt to
reduce the stress.

Heat has only a sedative effect. It is superficial, being confined to skin
layers. It does NOT help as it does not get to the other side of the
muscle.

The need in treatment is to get the nutrients to the injured area, so all the
modern technological approaches that are effective lead to this. Body
movement is essential to move the body fluids around.

RETURN TO FULL ACTIVITY

This can be done when there is a return tc a full range of movement,
strength and FULL confidence.

REHABILITATION
The worse thing is te feel sarry for yourself.

Most injuries are stress related. There is a need for a recovery programme
2t port activity being followed. The problem with such
injuries is their gradusl onset and the consequent slow adjustment to it

that goes on.

1. Identify the cause of the stress. Then find which i3 test for you -
REST (inactive) varsus RELATIVE REST (can be very active).

One can not train through an injury, but it is important to do something to
maintain a standard of fitness.

Page No 5.5 of 6 © 1880 R L Dommett



———— ek AT

Sports Injuries ’ v 2.0

Injuries are usually asymmetric and produce a weak side, so there is a need
to get it back into balance or it will create new problems. One should
assume that if there is an injury, there will always be a problem on the
other side. For example an ankle injury will preduce an adverse effect
loading the knee of the opposite leg.

2. Exercise Therapy - a range of movement exercises.

A number of exercises were shown that stretched muscles. The general
principle in doing them was to hold a position for 10 secs, increase the
pressure for another 10 secs, and yet again, for 30 secs in all. Do 4 or §
repetitions but move cut of the position for 2 to 3 secs in between.

a. down on one knee, the other against chest, body leaning forward,
stretch leg out behind, arms straight down and hands supporting on
ground. Press down to siretch thigh and hamstrings.

b. lay on back, pull leg, Oy grasping under knee, up to chest, keeping
other leg fiat cn ground.

¢ lay on back, curled up, and rock forwards and backwards, for the
back muscles.

d. arm supported running, if there is a bar, for 15-30 sec bursts.
e. half squats, arms up and hands behind head on neck, good for thighs.

Steps ups, ontc a bench or chair, for thighs and calves.

Always make an exercise of good quality, ctherwise it is a waste of effort.

i 3. Ankles
: First step - no.load, mobility exercises. Remember plaster
aczzlerates muscle wasting.
Second step - static exercises - rocking, or circling of the
upper body with the feet on the ground.
Third step - cycling, jogging on spot.

A sprain may be repeated without a proper programme for recovery.
4. Elbows

The extenscrs can be damaged when holding an implement, either by gripping
toc hard or having a wrong handle size for the hand.

5. Heart and Lung Fitness

Swimming, cycling and circuit training, in that crder of effectiveness.
Swimming is wvery good. say twice a wesak.

propriate to normal daily activity and a 120-:40

h

A opulse rate of 85 is ag
130-160 i3 callad the steady state work rate with

level due to exercise.
training effect.
V 2.0 @ 1S20C R L Dommett
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SECOND DRAFT

SIDMOUTH LECTURE 1994

"THE SOURCES OF OUR DANCES"
INTRODUCTION

This is a performer's view of our essentially English dances, presenting an
extended view of the different sources and the backgrounds, only limited by the
authors' experience. They are classified under the accepted names for the forms
of regional seasonal dance. This document may help dancers to appreciate what
of our heritage is out there to use and cherish. The known core of each tradition
type may appear to be very distinctive but in reality the dance styles and
implements shade gradually into the neighbouring traditions.

Comments, contributions and corrections are welcomed to make this more useful.

Although there can be much satisfaction gained in composing dances, it is also a
sound principle to improve an existing one by dancing better, perhaps more
expressively and more dramatically, or in a more structured manner, as far the
tradition allows. It should not be a concern whether the dance is old or new, but
only if it is good and suitable. Teams with poor judgements on dances will make
mistakes on choices and interpretation whatever is available. The saving grace is
that such groups seldom last because they fail to gain any personal satisfaction.
For performance needs it is better to start from actual interpretations rather than
collector's notes. The collector alone is responsible for publishing or lodging
notations somewhere accessible and to arrange for its preservation in
performance. Very seldom is there a record of a "correct" way of performing a
dance in existance or of all the details necessary for its replication, other than of
its ground patterns. The reality was that dances were often somewhat variable
and adjustable in performarce.

The dances taught at works:iops are important as their leaders normally select :1e
best elements of the material from which they are drawn. Dances at workshops
should be considered inspirational rather than preordained. For teams with
established non-Cotswold repertoires, it is realistic to expect them to ignore
duplicate movements that already occur in dances in their repertoire, and to
substitute others. Alternatively existing dances could be periodically reviewed,
perhaps combining the best movements in order to keep the number of dances in
practice within bounds.

It is commonly, properly and ethically accepted that certain dances are the
"property" of the performers. Some of the dances, such as the Great Wishford
Faggot dance and the Bacup nuts, are so distinctive that even when avoiding the
actual movements in the original any exploitation of the form is recognised as a
copy, rather as are any attempts at the late Wilson, Keppel and Betty's Egyptian
Sand Dance. Th<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>