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Happy New Year to you all. A couple of comments - for those of 
you who expected to see the follow up by Dave Dye about 
performance - it is still in the offing! However, to make up for 
that, another (erstwhile) member of the Seven Champions 
fraternity has offered his musings. This issue should redress 
the possible imbalance in that I am Cotswold - biased and I do feel 
that some of the issues reflect that. Not this one, featuring 
as it does, topics including Molly and Bacup. 

A passage I recently found in a novel written in the 1960's -
" ' Come on now'", called the leader crossly. He had the look of 
a morris dance organiser, stringy and sniffly, red nosed and blue 
cheeked". What stereotypes we conjure up! 

Morris Matters is published twice a year r by Beth Neill r 36 
Foxbury Roadr Bromleyr Kent BRl 4DQ. Please send articles and 
subscriptions (£5 for two issues in EECr £7 elsewhere) to the 
above address. 
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I\IOTICE BOARD 

\/MIGHMJ \/\/IUIM16 MEMORIAL LIDRJ\RY LECllJRE5 

These Friday night lectures wil l be held as always at Cecil Sharp House, 2 
Regents Park Road, London NWl (phone 0171 485 22 0 6). Admission is free but 
a collection wi ll be taken at the door. Each lecture starts at 7.30pm and 
their topics are as follows: 

27th January 
"Talk on Talkers: sanctified music and blues from Detroit, Michigan in 1938 
- the Lomax recordings" by John Cowley 

24th February: 
"Striking Gold in California: the Stowe manuscripts and the Stowe Morris" 
by Mike Heaney. 

24th March : 
"The Moonshine Can: the making of a Newfou nd land folk song" by Julia 
Bishop. 

28th April: 
"Somet hing of Unique Quality ... the International Folk Dance Festival of 
1935" by Derek Schofield. 

MOLLY DMJCII\IG ll\151HUCTIOl\ll\L 

There will be an instructional organised jointly by the Norwich Shitwitches 
and Ouse Washes Molly dancers, to be led by Roy Dommett on 18th February 
1995. The day will begin at 10am and continue until 6pm with breaks for 
lunch and refreshments. It is planned to include instruction on dancing by 
Roy and contributions by some of the sides present on their current 
performance of dances. It would be useful if sides that are well 
represented wou ld be prepared to teach a dance that they perform which is 
in some way out of the normal run of Molly Dances although it is unlikely 
that there will be time for all sides to teach their own dances. 

The cost of the day will be £6 per person and will include lunch. It is 
anticipated that there will be strong support for this event from East 
Anglian sides and that it will be oversubscribed - places will be allocated 
on a combination of first come first served and favouritism on the part of 
the organisers' 

In the evening there will be a talk by Roy on aspects of the history of 
Morris Dancing. Admission to this talk will be free to participants in the 
instructional and will be open to others at a charge of 50p each. Please 
contact David Crease if you wish to attend 27 Norwich Road, Chedgrave, 
Norwich NR14 6ND (phon e 01508 520036) 
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MISSING rol5WOtO IDI\IES 

An appeal from Roy Domrnett: 

Every so often I make an appeal for old tunes to go with morris titles that 
do not appear to have survived. Previous attempts have found some, for 
example, The Va lentine, which is now a well known dance tune and justifies 
the search. 

Can anyone help on: 

Broad Cupid 
Cockey Bro wn 
Forestr y Keeper's Daughter 
Jacks the Lad 
Jolly Waggoners 
Lillee Dale 
Mad Kaiser, Muller or Parson 
The Old Road 
The Tinkers Hoard 
In Wooden Shoon 

Badby & Brackley 
Field Assarts 
Bampton 
Headinaton 
Brailes 
Headington 
Brackley 
Field Assarts 
Bampton 
Bidford 

Most of these sound as if they were songs - an indication of that would be of 
interest even if there is no tune available. 

If anyone out there can help, contact Roy at: 
10 Attlee Gardens, Church Crookham, Fleet, Hants GU13 OPH. 

Morris teams, display teams, street theatre groups, itinerant musicians etc 
are invited to attend the 1995 Hastings Traditional Jack in the Green 
celebration, which runs from May 5th to 8th 1995 (N .B. NOT May 1st, due to 
the bank holiday being moved! ) It is the biggest gathering of morris 
dancers on the south coast, attracting over 750 dancers in 1994. 

The format for 1995 is similar - pub sessions in Hastings Old Town, a 
ceilidh every night and concerts on Saturday and Sunday evenings. The 
streets of Hastings are open for teams to perform as little or as much as 
they please. 
In 1995 we seek to expand beyond morris and wou ld be interested in hearing 
from any performing groups . It costs you nothing to attend. Entrance to 
the main ceilidh and concerts is FREE to performing participants. In 
return we ask that you join in the Jack in the Green procession on the 
Monday. 

The number of places is limited, so if you want to attend please reply -
the earlier the better - to: 

Keith Leech 
9 Old Humphrey Avenue, 
Hastings, 
E Sussex TN34 3BT 

0124 712574 
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A review of the one-day conference, " The Good, The Bad and the Ugly" - (London April 
1994). 

Six traditional dance conferences, one Contemporary Morris and 
Sword Conference and now the third in the series organised 
jointly by the three organisations (Morris Ring, Morris 
Federation and Open Morris). That's ten since 1981 - one ever y 
1.3 years. Do we still have anything to talk about? A silly 
question - many of us are time - served conference attenders and 
the hard core of morris dance enthusiasts who regularly come 
to these events would talk for a week if you let them. The 
more pertinent question is whether there are enough people 
doing enough work to sustain a reasonable standard of 
presentation with this frequenc y of meetings. The original 
Traditional Dance conferences of course covered a wider field 
and were the opportunity for the genuine academic researchers 
to present their work. The current series additionally gives 
a platform for those of us who dabble in the work (the Second 
Division players in footballing terms) and also allows a less 
rigorous and more discursive approach. In terms of speakers 
the previous two conferences had actually achieved a good 
balance between the leaders in the field and those presenting 
papers for the first time. There did also seem to be a 
reasonable split betwe en the more academic/research based 
approach and the papers containing purely description and 
discussion. This distinction is not intended to be pejorative 
since many woul d consider the latter category to be worthwhile 
conference fodder. One question in reviewing this latest 
conference is whether the papers offered would have any real 
academic content and if not would the conference in this 
format be vi able? This review does cover the published papers 
as well as the presentations. 

So, based on the success of the last two conferences and with 
a respectable interval o f two years we gathered again, around 
60 of us, in a rather do wn-at-heel Cecil Sharp House with a 
programme of nine papers. An easy road to disaster for a 
reviewer would be to classify the speakers/papers into the 
three categories of the Conference's title. I will thus 
refrain from any comment on the "Ugly" category except to 
remark that as with many gatherings of morris dancers these 
days, the initial impression of the participants was similar 
to the surroundings aging and rather run - down. Some of 
those participants belied this impression by a lively 
contribution to the discussion sessions. For the other two 
categories I am going to thro w caution to the wind, "grasp the 
nettle" and while attempt ing to give a reasoned view, work 
through from Bad to Good. As will emerge there was a great 
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deal more of the latter. 

The subject of the variation of the same tunes between different 
dance styles and traditions is a tricky one and was boldly 
tackled by Pennie Gillis Taylor. Somewhat hampered by an 
inadequate sound system, Pennie would probably agree that this 
was not her best attempt to explore the mysteries of this 
subject. 

Jim Coulson of Ripon City Morris had an interesting set of slides 
to illustrate his paper concerning the presentation of the 
Morris. Howev er, the hackles of the Cotswold dancing fraternity 
and probably others as well started to rise when it emerged that 
all the slides with Ripon City dancing North West Morris sho wed 
practices in the good category and all the others, mostly 
Cotswold dancing, demonstrated bad practices. Not very subtle, 
Jim! The paper tended to dwell too much on idealistic advice 
such as always having the correct number of dancers lined up 
before the start of each dance. I am much more interested in the 
next and more practical question of continuing a good show when, 
for instance, a vital dancer suffers an injury halfway through 
a show. 

Sally Wearing in her paper introducing the conference had also 
included much idealistic advice but some that was practical and 
of use even to experienced leaders. I was uncomfortable with the 
blurring of definitions of ritual and ceremony in spite of 
Sally's robust treatment of this subject. Didn't Julian Pilling 
tell us at some early conference that a ritual is to "propitiate 
a deity" and that he had found no evidence of ritual in the 
morris, only ceremony. However, she finished this section with 
a statement worth repeating: "If Half Moon Sword, an American 
team, can win the competition at Sidmouth with a Shetland 
longsword dance that transfixed the audience then the ceremonial 
quality of the dance should be available to us all " . As a member 
of that audience transfixed with the rest I can add my testimony 
to this point well made. 

We are already into the mainly 'Good' aspects of the day - over 
the "gain line" as my rugby - playing friends would say. Rob 
Elliott and Vas Desmukh of Silurian presented a vivid account of 
the formation and ethos of the side. A paper of this type is 
purely descriptive and this one really contained very little that 
would be of value to the future researcher ( compare it for 
instance with John Fry's paper on Dublin City Morris at the 1990 
conference). Some good quotable points nonetheless. For 
instance, because of the simplicity of the Border dances, they 
need to be danced "spectacularly well" and hence the need for 
more, not less, practice than for more complex dances; and one 
which for me sums up the Silurian psyche, "once the black is on, 
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everyo n e is the audience". 

Roy Dommett is of course a master of the free flowing discourse 
as the (on this occasion) hapless chairman Derek Schofield failed 
to realise. Roy ranged wel l beyond his topic of Morris costume 
and gender, for instance making intersting points about the role 
of class in the revival and the ubiquitous badge as the latter 
day "favour". Roy had assembled 27 references from a dazzling 
array of sources. I think the word eclectic was invented for 
this style of presentation. 

For conferences jointly run by the three organisations, the 
Morris Ring's contribution might have been thought a touch light 
on previous occasions but not this time. Firstly a history of 
the Travelling Morrice from John Jenner. As one wou ld expect 
from John's long association with this touring club his paper was 
not only authoritative but sympathetic and well supported by 
various artifacts, log - books and photographs on display. Barry 
Care provided less for the academic but made up for it with a 
charismatic performance including t wo more "artifacts", Bampton ' s 
Sonny Townsend and a daffodil. Some more idealistic advice for 
would - be fools but delivered with the authority of a time - served 
practitioner. 

Sue Swift's paper on competitions was based on research into the 
attitudes of teams entering the 1993 Sidmouth competition and in 
addition to a literature review she had unearthed much new 
information in interviews and correspondence. With 49 references 
this was in my (of course, totally objective) view the most 
scholarly paper of the day and Sue gave an entertaining 
presentation of what could have been a rather dry topic. The 
quotes included two of Douglas Kennedy's brilliant adjudications. 
Firstly commenting on a scratch country dance side, he was, 
"pleased to see that the side was not over - drilled" and on a 
performances of Queens Delight, "the split jump has an arm 
movement which I noticed they avoided tonight". 

Finally to Mats Hannson, Squire of Sweden's only morris side, 
Eken Morris. A new name, a new perspective, and in my vie w it's 
worth buying the conference proceedings just for this. Mats' 
thesis was that morris dances can be classified on a graph with 
"spectacular" as one axis and "beautiful" as the other. He had 
then tested this theory in interviews with the side. There are 
obvious lessons from this model for a sides repertoire and the 
construction of a set of dances for performance. Many of us have 
of course been building performance sets for years with "light 
and shade". Tess Buckland told me afterwards that the academic 
dance world has discussed this subject of aesthetics to death and 
it is really something of a blind alley. Even so I was grateful 
for the insight into the mechanics of something we tend to take 
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for granted. 

A varied and fruitful day then, interspersed with some v aluable 
questions and discussions which were recorded and wou ld have been 
wo rth transcribing for the conference publication (n ext time, 
organisers?). And so to the original question - have we had too 
many, are we getting stale? Well, the flippant ans wer is that 
we probably have and we probably are , but is this going to stop 
us? One of the problems is that only a small section of the 
morris dancing world is attracted to such events and over time 
one forms the impression that it's al ways the same (inevitabl y 
aging ) clientele. However it's th e quality of the papers which 
has to be the determining factor and on this evidence there's 
plenty more to come . The org anising triumvirate have already 
come to this conclusion and are making plans for the fourth in 
the series in 1996. One area of importance is to learn more 
about the development of the morris in the years between 1920 and 
197 0 and the chosen title, "Morris - the legacy of the past", 
should be a good vehicle. I shall be there. 

The proceedings of the conference, "Morris, the Good, the Bad and 
the Ugly" are available from any of the three Morris 
organisations. 

© John Swi ft November 1994 
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HOW WELL DO YOU BEHAVE AT WORKSHOPS? 

.I\ Few Thoughts on Bod Behoviour ot Workshops - from One of the Guiln, 

This article was triggered off by comments made by Roy Domrnett at and after 
the 1994 Sidrnouth Festival. He'd noticed that t he behaviour of morris 
dancers at workshop s was getting worse. As I'm one of the guilty ones, 
here are a few suggestions for how we can improve. 

1. Just because we pay to go to workshops or because we know the leader or 
because we ' re experienced dancers doesn ' t give us the right to behave 
badly. 

2. Please listen to the leader isn't that why we are there? As a 
workshop leader myself, I know that one of the most frustrating things is 
the dancer who is more interested in chatting than learning. Not paying 
atention not only means that we get less out of the workshop , but so do all 
the people we are chatting to and the people who can't hear because of all 
the chatter .... 

3. Anyone who is only watch ing, not taking part, shouldn ' t prevent other 
people enjoying it. Natterers should be far enough away not to interfere. 

4. We should try our best to do what the leader asks, even if we normally 
do it di ff erently or prefer another style. Why go to a workshop if we only 
want to do what we normally do? Being a good dancer means being able to 
cope with different styles and techniques and a workshop gives us a chance 
to try new things. The most experienced dancers can always learn somthing, 
even if we think we know more than the leader. 

5 . If you don ' t understand what you are being taught - ask the leader. 
Anyone teaching a workshop wants everyone to understand and will try to 
help . 

6. Remember that not all leaders are experienced at teaching large groups 
of people. It ' s something I've had to learn as I went along, so be helpful 
and give them a fair hearing - you'll get more out of it. 

7. Above all, 
the workshop 
it. 

remember that we do this for fun. So does everyone else at 
(including the leader), so help make sure that we all enjoy 

That's enough of the lecture. What do you think? Do we need a code of 
conduct, as suggested by Roy, or isn't it that much of a problem? Are 
there any other areas wher e morris dancers should improve their behaviour, 
such as at public performances? Would workshop leaders benefit from some 
advice and guidance on how to run workshop s? 

All comments gratefully received - whether you wan t to condemn or defend. 

Sally Weari ng - Mor ris Adviser to Sidrnouth Festival 
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J\ UNIQUE CONTEMPORARY TIWJmOI\I : THE BRITJ\1\1I\IIJ\ roro-NUT 
DANCERS OF BACUP, I..J\I\JCASHIRE 
BY THERESA BUCKLAND 

On reading David Crease's review of Roy Dommett's workshop at 
Wantage published in the last issue of Morris Matters, I was 
prompted to contribute this note on the Britannia Coco - nut 
Dancers and their repertoire. I hope that it might throw some 
light on the unique nature of the team and the cultural polit i cs 
concerning their relationship with the wider world of the 
twentieth century folk revival 1 • 

The question of who has the right to perform particular 
traditional dances has frequently circulated amongst the morris 
dancing world over the past two decades. It might be thought 
that this is a recent phenomenon fuelled by the blossoming of new 
sides and, in particular, the emergence of women's morris. Yet 
long before the recent revival, certain traditional teams (e.g. 
Chipping Camden ) "discovered" by collectors associated with the 
English Folk Dance Society thought it necessary to protect their 
local repertoire from being performed across the country. 

In 1929, Maud Karpeles wrote to folklorist Anne Gilchrist that 
she had come across a coco - nut dance near Rochdale. It was the 
Britannia Coco - nut Dancers of Bacup who had been taught by the 
Tunstead Coco - nut dancers of Bacup 2

• When Karpeles came across 
them they were maintaining the traditional two day performance 
at Easter and were also performing at local competitions and 
charity events. 

Collection and national d i ssemination, whether through 
publication or teaching, was a primary goal of the EFDS. But 
Karpeles was to find a particularly organised oppos i tion from 
this group of northern working - class men. In the Vaughan 
Williams Memorial Library is a copy of a draft agreement drawn 
up by the dancers and representatives of the Society. It is 
abundantly clear that the dancers sought to maintain their rights 
over their own dances. Difficulties in copyrighting traditional 
performance are well known and it would appear that the agreement 
was never fully ratified. It does, however, give us insight into 
the feelings of these traditional dancers faced with a national 
organisation which threatened to take away their local tradition. 

The first point of the agreement drawn up by the dancers 
instructs the Society not to ''learn (sic) another troup (sic ) of 
dancers to compete against the above mentioned troup (sic)" 
Given the context of competitions in the north - west of England, 
such a fear is not surprising. The team was quite prepared to 
teach all or part of its dances to the Society but only if one 
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or more of the dancers were to be invited to London, with 
expenses paid , in order to guarantee that "it is done in a right 
and satisfactory manner ". The Society was required to give to 
the dancers "e very possible publicity and assistance" and in 
return the dancers would "maintain the Tradition at its best", 
making no alterations to their repertoire without consulting the 
Society and they would guard against anyone copying their 
tradition. 

This agreement has been faithfully maintained by the Coco -n ut 
Dancers, although there appears to be no copy of it amongst the 
team. There was clearly an uneasy relationship between the 
Society's role as patron and as potential appropriator of the 
team's knowledge. It should be remembered that after the First 
World War the Britannia Coconut Dancers were the only ones of 
their kind and sought to maintain this position. In 1954, this 
suspicion of being imitated was voiced by older dancers to the 
younger members of the team who were urged "to carry on and keep 
the dance going . If you do not, the people in the South will 
take hold of it" 3

• Today such regional chauvinism may well be 
difficult to relate to, but we would do well to consider the 
class and life experience of these dancers from a community 
undergoing economic decline in a post - industrial age. Their 
unique tradition brought them local and national prestige, the 
opportunity to travel and to meet new people. It would not have 
been an equal transaction if the dancers had freely handed over 
their repertoire for mass distribution. 

Douglas Kennedy recalled in 1981 that when a Society film of the 
dancers was made some thirty years earlier, he was asked to 
destroy his notes on the tradition, a request which he honoured. 
Both Karpeles and Kennedy were particularly alert to the dancers' 
feelings and never notated the fa mous Coco - nut Dance out of 
respect for the dancers' wishes. It has recently been 
fashionable to decry the early collectors' dealings with 
traditional dancers but there was clearly a relationship between 
the Britannia Coco-nut Dancers and the Society which allowed for 
negotiation. This personal knowledge is perhaps lost in certain 
aspects of the present scene where dances are taken as cultural 
commodities to be recycled without thought to any personal 
involvement with the traditional performers and their wishes. 

We need to understand why performers are protective about their 
repertoires and be prepared to investigate the particular social 
and historical conditions which gave rise to such attitudes. The 
Britannia Coco - nut dancers highly prize the fact that their 
performance relies upon no written description, not film, but 
entirely upon what I call local embodiment. The composition of 
the team largely cont in ues to reflect this fact and the 
particular economic and geographical situation of Bacup has 
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enabled aspects of the traditional modes of recruitment and 
transmission to continue. 

I doubt if we shall ever know who choreographed the Coco - nut 
dance or indeed for sure whether any other Coco - nut dancers in 
the Rossendale locality performed an equally complex and lengthy 
set of variations. What we can know from oral and written 
testimony is that throughout most of this century the Britannia 
Coco - nut Dancers have preserved this local repertoire as a unique 
tradition to be witnessed by anyone prepared to undertake the 
journey every Easter Saturday. 

References 
1. For fuller details and references, readers might like to consult my paper, 
"In a word, we are unique: ownership and control in an English Dance Custom", 
published in Proceedings of the Second British-Swedish Conference on 
Musicology: Ethnomusicology, 1989, ed. Ann Buckley, Karl-Olof Edstrom and Paul 
Nixon (Univ. of G6teburg, 1991), pp361-369, a copy of which is in the Vaughan 
Williams Memorial Library at Cecil Sharp House. 

2. See my "The Tunstead Mill Nutters of Rossendale, Lancashire", Folk Music 
Journal 5 ( 2 ) ( 1986 ) pp132-149 

3. Bacup Times, 8 May 1954 p8 

© T. Buckland October 1994 
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EYNSHA.M MQRRIS 

lntQrviQW wirh DavQ TownsQnd. hQld at 5idmourh in J\ugm,t 1994. 

MM Did you start the revival team? 

DT It was more a combination of the right people being in the 
right place at the right time. In 1979 I was dancing with 
Oxford City and had been doing so for a few years. It was the 
time when many of the revival village sides were evolving in 
Oxfordshire. Two accidental things came together - one was 
that when I was dancing with Oxford City Morris in Eynsham, 
One of the chaps got a lift with a local man who turned out to 
be Jim Evans, the son of Joe Evans from whom Sharp took down 
the tunes on a tin whistle. He also said that some of the old 
team were still living, of which I had no idea. Around the 
same time we had started some pub sessions going in the George 
and Dragon at Long Hanborough and there I met two men very 
enthusiastically singing Yetties songs and playing an old 
harmonica. One of them was Keith Green and the other Robin 
Saunders, now our musician. The both lived in Eynsham and 
when I mentioned Sid Russell, they only knew him as the chap 
who lived round the corner. He had in fact taught the boys 
teams in the 1950s and had led the last adult team in the late 
1930s. 

It really went on from there - it turned out that the previous 
year a group of women in Eynsham had been fund raising for 
cystic fibrosis research and one of the events (this was not 
captured on film or anything unfortunately) was what they 
termed morris dancing. They made up a few dances of their own 

so that was already in the air. I got chatting to Keith 
about the idea of forming a team in Eynsham by getting a group 
of people together to do some dancing and once that had 
started, rather than before, go round the old people who might 
have some knowledge of the dances. There was already some 
information gleaned by collectors like Roy Dommett so we had a 
basis from which to work. Keith Green ran a family building 
firm and was the local undertaker so he was a valuable 
contact. 

We slowly built up bits of knowledge - no-one just offered to 
get up and do a dance for us! The main thing was to stir up 
people's memories. I started from Sharp's and Roy Dommett' s 
notes, for example Sharp had stated in his notes that there 
was a left foot lead, which did not match the version of the 
kick - up which was eventually printed which suggested that it 
started with a right foot lead for the double step but the 
kick - up as though it was a left foot lead, and this is why it 
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often looks awkward when done by other teams. We tried two 
different ways of doing the kick - up until we settled on what 
seemed to feel natural. 

It was relatively easy to get the team together since all of them 
were people who Robin and Keith knew locally. Mike Simpson of 
Old Spot was living in Eynsham at the time joined in as did Ken 
Sheffield, who plays concertina and calls dances, so we had some 
people with a bit of knowledge but most of them were new to 
morris. The team is dif f erent from most of the other revival 
teams in that all the members are - or have been - resident in 
the village , including one father and son. This is unlike the 
teams who drive in to the village, take over the hall one night 
a week and then go away. It's not the same as having a group 
whom everybody knows and it is easier to recruit. 

MM How did you arrive at the kit - were there any problems? 
DT The outfit was based on old photos - we are lucky in that 
Eynsham must be one of the most drawn and photographed teams. 
Our kit is based on those except that we are more coordinated 
than them; for example, we all have an equal width red sash. 
Beyond that we are individual in the decorations on our hats, 
colour of hankies, socks etc. It's nice to have a team that's 
not in a uniform but rather a costume. As to footwear, we 
decided to wear army style boots rather than shoes, which does 
affect the style considerably. We tried hobnail boots for a time 
but they were too difficult to dance in. 

MM What about the fact that one of the team wears an extra sash 
and one a green sash - are they badges of office? 
DT No, the extra sash is individual preference. The green sash 
is a response to a painting in Cecil Sharp House of an Eynsham 
dancer wearing a green sash - this was Feathers Russell being 
carried on the shoulders of the other men - it's quite clear that 
the sash is going the other way from the rest of the team and is 
green, so that is what the foreman wears. It's nice to have that 
touch. The rag coats are not traditional al though they have 
crept in - we don't wear them when dancing. 

MM Are they worn by the musicians then? 
DT No, they are just because some people fancy wearing them - I 
try to discourage it! However, we have done a mummers play, 
which was a good excuse to wear the raggy jackets. That's more 
a winter activity. 
Robin also does a broom dance. Some of the team do different 
jigs. There is no notation although there are references to jigs 
being performed, so people make up their own. 

Back to the kit - we actually found the person who made the last 
set of smocks in the 1920's. She'd been a tailoress and when the 
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team was revived again in the 1920's one of the ladies in the big 
houses funded them. From just before that time we have a photo 
of the kit being worn - it was a long coat and bowler hats. Some 
were in ordinary trousers with puttee - like bellpads. By the 
1930's revival it was trilby hats and shirts (not smocks) 

There was also a boys team led by "Boss" Perkins, the scout 
leader, who also had a fife and drum band. Sid Russell came 
along and helped with that. Sam Moulder, who was Sharp's 
initial contact, had a boys team just before or just after WWI. 
There were several different teams over the earlier part of the 
century. I remember asking specifically why the dancing died out 
and the answer was that in 1937 it was purely financial - at the 
end of the day they emptied the box , divided it up between them 
and decided it wasn't worth it - nothing to do with the start of 
the war or any artistic reason. 

We were told that the team at the time was composed of 
farmworkers - also all liberal party supporters and all Baptists. 
Sam Moulder appears to have done a bit of this and a bit of that 
- he didn't seem to have a proper job. 

MM When was the last time before the present revival that there 
was an Eynsham team? 
DT There was a boys team in the 1950 ' s as well, taught by Sid 
Russell. 

MM Are any of those people still around? 
DT Keith Green was one of them although he can't remember any of 
what he did then! 

MM What about the repertoire? 
DT Once we had a team dancing it seemed to prompt memories. We 
fit snatches from people's memories into what was already known. 
There were mentions of a circular dance which eventually became 
Maid of the Mi l l . The references we have suggest that if there 
were enough dancers there would be eight i n a dance (although it 
is likely that it was unusual to have eight dancers present!) Now 
we only do Brighton Camp and one stick dance with eight. 

There has been gr eat cont r oversy over stick dances - we found out 
that Sid Russell had taught st i ck dances to the boys teams but 
he may have been influenced by the local EFDSS folk dance group 
or by other local sides. What we call the Scouts stick dance 
was taught to the boys by Sid Russell and we got it from Bert 
Dormer, who is a bus driver. The unusual aspect i s that you 
dance a t the same time as the sticking. 

None of the dances are actually invented from 
everything has a thread of what someone remembered. 
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might call creative reconstruction! Ada Gardner, the daughter of 
Fred Harwood who led the team in the 1920s, says that he used to 
call out any sequence of figures by number rather than by title 
as they went along. 

What was collected as Constant Billy/Jockey to the Fair seemed 
to be a mixture of two dances, so we eventually split off the end 
figure as a finishing dance. 

What is noticeable is that Eynsham dances are not structured as 
other Oxfordshire and Gloucestershire dances are with figures 
alternating wi th choruses and maybe a different start and finish. 
Eynsham doesn't really have choruses - it has rather a sequence 
of figures, very flexible and all being eight bar phrases. Even 
the figures themselves change from time to time. We do 'spots' 
very vigorously, as Sharp described them but it seems that by the 
1930's they just danced on the spot without a big jump. Talking 
to three of the old men it seemed that in the back to back they 
used to only go forward and straight back, rather like a half 
gyp. Eventually out of that came a dance called Highland Mary. 
I think that is probably very much what the Eynsham team wa s 
doing in the 1930's as Brighton Camp. I've not compared it with 
the film. 

Another aspect is that some dances finish with a wa lk round and 
some with a dance round. I asked one of the older dancers which 
dances went with which finish and he said it just depended on how 
you felt and how long you wanted the dance to go on for! 

One of the dances (Poachers) was described to us using coins on 
a tray. Ada Gardner was very keen to help but did give rather 
a lot of options in her descriptions! So we weren't sure how 
much was her enthusiasm and the desire to be helpful. We have 
tried to avoid making any dances up - there is quite a lot of 
available material. The newest dance is a stick dance - since 
we only had one stick dance the danger was that it wou ld never 
get done - we wouldn't have brought the sticks etc. So now we 
do a version of the Stanton Harcourt stick dances, Eynshamised! 

MM How many dances do you have in the repertoire? 
DT About a dozen. I'm never sure wheth er we should count the 
processional or not. We hate doing it and if we can avoid it we 
just walk. Also there are some jigs. 

MM How do you feel about other teams doing Eynsham? 
DT The only thing I' v e seen other teams doing is Ring style 
Brighton Camp or Eynsham figure eight. I'd hate to think a team 
watched us and went away and presented it as "exactly as done by 
the Eynsham team". There's more to it than that to be an Eynsham 
dancer. 
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MM What professions do you have within the team? 
DT I reckon we could rebuild the village - we have 
an undertaker ,a postman, a printer, a car salesman, 
an antique restorer and a professional musician 
nearly had a brain surgeon! 

MM What about music? 

a solicitor, 
a van driver, 
(myself). We 

DT We use whatever's to hand - concertina , fiddle, accordian, 
melodeon. 

MM Are there any regular events at which people will find you? 
DT. We normally dance round the village for the early May bank 
Holiday - and at the end of the season around mid September -
this year we are going to Sowerby Bridge Rushcart. We rarely 
dance out of season. 
The idea is that we start recruiting new members around 
September, have a break around the beginning of the year, the 
annual dinner in February and start practising again in March. 
There are a few foreign exchange tours and a connection with the 
local fire service which has led to some visits abroad! 

MM Have you enjoyed Sidmouth? 
DT Personally yes. It's the first visit for most of the team. 

MM How did you react to the Arena performance? It's a different 
scale from village events. 
DT Yes, but we've done Dancing England which isn't so different, 
and we've done some large foreign stage events. 

MM Do you have any boys in the team? 
DT We'v e been trying to get them! We recruit around aged 11 or 
12 and Robin does an early session with them but they nearly 
always stop at around 14 or 15. He has been Captain (the 
teaching role) for quite a while. When he gets fed up the job 
will pass on. The title of foreman we use f or the person who is 
fool/squire/bladder/announcer. 

MM Whose idea was the side watering can? 
DT I wish I knew! It evolved into a necessity. I think Robin 
Saunders supplied the first one from his DIY shop. A relative 
of one of the team painted canal barge art as a hobby so they 
decorated it, complete with a proper marker at ten pints. Not 
all publicans trust us! Some insist on filling it pint by pint. 
It's a good recruitment ploy. The newest recruit is the can man 
- they need to recruit someone else to join and take over the 
role. 
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THE NORWICH SHl'fWl'fCHES 

Until rece nt l y , the only new dances Golden Star have created 
have been dances within an accepted Cotswold tradition (c f. my 
articles, "Creating New Dances", Morris Matters 11 [ 1] and 
"Three New Dances in the Badby Tradition", Morris Matters 
11[2]). Although we have considered the idea, creating a new 
Cots wold tradition has seemed some what false, especially since 
we have not conquered all the traditions that already exist. 
Besides, our close neighbours, Kemp's Men, have already done 
this with their stick and handkerchief tradition of Nor wich
under - Wensum, in a style which is undoubtedly Cotswold, but 
with many new and interesting movements. Also, being an East 
Anglian side, if we were to create a tradition, it ought to be 
Molly rather than Cotswold. 

However, one of our dancers, whilst researching his M.A. in 
the Norfolk Record Office (b efore the recent and tragic fire ) 
chanced upon the following eighteenth century reference: - "In 
Christmas time and especially on Plough Monday, several Men 
dresse themselves in Women's Close and goe, from House to 
House a Dancing along with [music] where they beg for Money. 
These are called Shi twitches" ( 1 ) Brief though the reference 
may be, here was ev idence of 'Molly' style dancing in Norwich 
and it gave us the impetus we needed. We would re - create the 
Norwich Shitwitches. 

How were we to approach this with so little historical fact? 
Well, the association of Plough Monday and dressing in women's 
clothes in the East Anglian capital could only mean a Molly 
side but the information that exists on Molly dancing is 
hardly more detailed. 

The sides that have danced Molly over the past decade broadly 
fall into two camps. First there are the sides that only 
dance seasonally, over the Christmas period and especially on 
Plough Monday (as the Shi twitches did) . They usually come 
from established sides that dance Cotswold, sword or clog 
during the rest of the year, al though Mepal Molly from the 
Fens, as far as I am aware, only dance locally during the 
winter. The majority of these dances stem from the 
information presented by Joseph Needham and Arthur Peck, and 
subsequent work by Russell Wortley and Cyril Pap worth, 
especially an Open Morris Workshop run by Cyril Papworth in 
the early 1980's (2a,3,4 ) . The dances are simple and based 
largely on country dances performed at Cambridgeshire village 
feasts, but already they have evolved and are not performed 
similarly by the different sides. 
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The other camp consists of sides that only dance Molly throughout 
the year. This group have largely been inspired by The Seven 
Champions, who have taken the sparse information known about 
Molly dancing and creat ed (for the want of a better word ) an 
"arena" st yle which is now actively copied and considered to be 
"Molly". Many new and impressive dances have been created, 
al though perhaps they lie more closely with the contemporary 
Morris wor ld and have become the eastern version of the Morris 
Border sides of the west , which were inspired by Dave Jones and 
John Kirkpatrick. 

So, what were we to dance? We decided that we only wanted to 
dance seasonally and locally at Christmas and at the Whittlesea 
Straw Bear day, the local mecca for Molly sides, held on the 
Saturday after Pl ough Monday. We wanted the dances to have a 
"Molly" feel and therefore we wanted to keep them relatively 
simple, especially as they wou ld only be danced for a short part 
of the year and complex dances would get forgotten. Yet we 
wanted them to be original and not so simple as to be boring to 
watch, and more importantly, to dance. Also, we did not want to 
perform the Needham/Wortley/Papworth dances since whatever the 
Shitwitches did, it was unlikely to have been those dances. 

Most of the researchers who have wr itten about Molly dancing 
presume it to be a degenerate form of a previous ceremonial 
dance, now lost, and refer to features or accessories that have 
some connection with Cotswold Morris or sword dances. Needham 
and Peck point out that some of the dances, "seem to have some 
affinity with the Morris of the Derbyshire type, with its 
country - dance figures and ladies' side" but conclude that, "in 
the living tradition here described, the dancing had degenerated 
so much that all clues to its original form are lost" (2b) . In 
an article in Essex Folk News, the author states that, .. "if 
Molly dancing represents a 19th century substitution of a social 
dance forms then current for an earlier style of ceremonial 
dancing, what did it replace? Presumably a style of ceremonial 
dancing which had itself originally been based on earlier social 
dancing that style having much in common ultimately with 
'Cots wold' Morris dancing" (5) 

Richard Humphries felt that "dance collectors inspired by the 
success of Cecil Sharp and his contemporaries tended to judge any 
dance collecting against the general pattern set by the familiar 
Cotswold form of the Morris. Those who saw Molly dancing, or 
were given second hand accounts by former dancers assumed that 
the dance was a degenerate form of the Morris. It lacked the 
spectacular capers and other outstanding features of Cotswold 
Morris and as a result was considered relatively unworthy of 
study, let alone collecting" (6a) 
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There is certainly plenty of evidence of some type of ceremonial 
dance being performed in Plough Monday traditions in East 
Yorkshire presented by Paul Davenport in his booklet, "The 
Forgotten Morris". He classifies the references into three 
groups; Morris dance (Molly Type), Longsword Type and 
Transitional (Morris/Sword) and there are many aspects of these 
descriptions which bear a striking similarity to the "degenerate" 
East Anglian Molly (7) 

Could it be that the Shitwitches represent this ceremony before 
it degenerated? Perhaps the one dancer dressed as a Betsy of 
Molly was a survival of a whole side of dancers dressed as women. 
That more than one person dressed as a woman in Plough Monday 
traditions is illustrate d by Mr . and Mrs. Wright of Great 
Sampford, Essex, who told Russell Wortley that "some of the men 
were dressed as women with bonnets etc" and at Castle Camps he 
was told of "men with blacked faces, some wearing skirts" (5). 

However, this is not enough evidence to justify an intricate East 
Anglian ceremonial dance akin to the Cotswold Morris and this 
idea may well be wishful thinking from current Morris dancers 
eagerly seeking a complex tradition in the ir own area. Perhaps 
Molly dancing has always been a simple affair in which popular 
country dances had been used. Richard Humphries also seems to 
subscribe to this view when he states, "That they are simple in 
f orm should not pose a problem. Dances collected in Lancashire 
and Cheshire before the clog morris 're vival ' earlier this 
century indicate a relatively simple, yet effective form of 
morris dance, Molly dancing simply never had the opportunity to 
develop in the way its relatives i n the north and Midlands did" 
(6b) 

Simple country dance figures would also overcome the need to 
practice and, unlike the Cotswold tradition, there is no evidence 
that any Molly dancers would get together earlier in the yea r to 
prepare for Plough Monday, which would be needed if an elaborate 
dance were to be performed, The Molly may well have been a more 
spontaneous form of expression, more akin to the Norfolk and 
Suffolk step dancers who would improvise steps rather than follow 
a set pattern. However, the fact that the Cambridgeshire Molly 
gangs would converge about mid-day on Cambridge Market Place and 
"da nce against each other " as Needham and Peck were told, would 
indicate that there was a certain pride and competititiveness in 
their performances (2c). 

However, had the Shi twitches used their local country dance 
figures as a basis for their dances it was still unlikely to have 
been the same as the Cambridgeshire Feast dances. Norwich was 
a long way from Cambridge by 18th century standards and the 
Shitwitches were performing well over 100 years earlier than the 
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dancers fr om whom the Camb ridgeshire Molly was collected. Even 
today dances popular at ceilidhs vary from region to region. 

Therefore the scope f or reconstructing a Norfolk Molly dance is 
fairly wide. Also we sa w no problem in creating a more complex 
version of the Molly. We are products of our own age and 
influenced by what others around us are doing, as I am sure they 
were i n the past. Contemporary Morris dancers are continually 
innovating and any tradition, as we know , is constantly evolving. 
We therefore tried to assess what were the essential 
characteristics of Molly dancing. To us these appeared to be : -

1) Four, six or eight dancers. 
movements involved four dancers, 
couples ) seemed appropriate. Only 
at Little Downham in 1933 (8) 
frequently reported. 

Many of the country dance 
therefore four o r eight ( four 
four dancers had been observed 

although six dancers were 

2) One or more of the dancers were dressed as women. Here, the 
Shit witch reference wa s explicit - they all wore "Women's Close". 
As we are a mixed side, this wou l d in vo lve women dresed as men 
dressed as women! 

3 ) Simple repetitive stepping 

4) Simple country dance figures, although it could justifiably 
be argued that many Cotswold Morris figures had be e n taken from 
country dances and therefore simple Cotswold movements could be 
considered. 

5) An absence of bells 

6) Blackened faces 

7) Couple dancing 

8) The use of a broom, and with the name Shitwitches, this had 
to be a besom. There was a historical precedent for this, since 
Robert Grimditch, interviewed by Sharp in an Ely workhouse, told 
him that he remembered a 's weeper' on Plough Monday , who carried 
a besom (2d ) 

From this we decided the following : -

1 ) The dances would be for 4 or 8 ( four couples) . They 
subsequently became eight person dances and we have added a six 
person dance for variety - rules are made to be broken. 

2 ) The stepping would be a double step followed by a single step 
throughout (l,r,l, hop l; r,l,r, hop r; hop l; hop r etc ) . 
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Movement would generally take place on the doub l e step, with the 
single being stati onary. 

3 ) We would wear women's clothing over a white shirt and black 
trousers - each person to interpret this as they wish, to avoid 
uniformity and create a shambolic appearance, which seemed to 
constitute the Molly. This would also avoid the need for 
unnecessary effort on behalf of a kit officer . 

4 ) Not to have black faces, but to make up the faces along the 
'pantomime dame' model (e . g. outrageous lipstick, exaggerated 
beauty spots etc ) - each person t o interpret this as they wish. 

5 ) To wear heavy boots. Later we decided to add steel toe caps 
to accentuate the stepping. 

6 ) In the couple movements to adopt the following hold - right 
arms straight and placed on the partner's right shoulder, left 
arms holding hands and kept lo w. 

7) When not dancing as couples, arms would be s wung loosely at 
the side . 

8 ) We would use original tunes, slo w polkas, written by our 
musicians. 

The next step was to arrange a day workshop. The above stylistic 
features were outlined, a simple Molly dance taught and the new 
tunes played. We then split into groups to invent figures. I 
noted do wn the results and from that information constructed four 
dances. Two of these were danced out for the first time at 
Christmas 1993 in Norwich and at the Whittlesea Stra w Bear Day 
1994. 

The dances are still evolving and we intend to add a besom jig 
dance as well as our version of the College Hornpipe , so that we 
can join in with other Moll y sides. At present we do not intend 
to add any further dances as there is already enough to remember 
from one year to the next. 

As for the name Shi t witches, we have little idea as to its 
origin. The term ' witching' has been used else where in 
connection with Plough Monday . I n the Cambridgeshire village of 
Doddington, the Plough Monday celebration, observed locally until 
the early 190 0 's was known as Plough Witching, although it is not 
kno wn whether a dance was ever part of the ceremony (9 ) . The term 
' witch' may just be descriptive, referring to the crone - like 
appearance of ploughbo ys in ' Women's Close'. Shit is an ancient 
word and there is no reason to doubt that it had any other 
meaning in the 18th century, when associated with the Norwich 
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witches, than it has today. Richard Humphries mentions that at 
Brandon Creek , Norfolk, in the early 1900's it was customary for 
newcomers to the plough team to be initiated as ploughmen on 
Plough Monday. Part of the plough ceremonies involved the youth 
who was to be initiated being seized by the older men and 11 a 
horse 's tail having been lifted , his nose would be rubbed against 
the vent 11 

( 6c) . A fanciful notion of the orig in of the term 
Shitwitches may be connected with some similar crude initiation 
ceremony added to the descriptive term witches. However , at 
present the name remains an (unforgettable) mystery. 

It is too early to assess the outcome o f this venture as the 
dances and the style are still changing, although it has been 
great fun. I feel it is important to us to have discovered the 
reference as it gives us a sense of belonging to our area and 
gives an authenticity in reviving an old Norwich custom that 
would be lacking from a totally in vented tradition - which of 
course, is exactly what it is - but it makes a difference to our 
perception of it. The dances are far more complex than we 
intended, (although perhaps time will simplify them), but that 
is always a problem when asking experienced dancers to create 
figures. All the dances follow a figure - chorus pattern, which 
is not suprising considering our Cotswold Morris background, 
although, unlike the Morris, there are no common figures. This 
arose as a practical necessity, since the chorus gave us a 
breathing space in whi ch to remember the next figure as well as 
giving each danc e a repetitive unity. 

I am not sure which of the two types of Molly I mentioned earlier 
it is closest to, or if others would consider it to be Molly at 
all. That does not really bother us since it has been fun to 
create and we enjoy performing the dances. Perhaps it is just 
another case of Norfolk people wanting to ' do different'. 

© Jonathan Hooton October 1994 
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ZEN AND THE ART Of BEING A DDSPLA Y DANCE MUSDCDAN 

INSTRUMENTS 

Is your instrument suitable for the tradition you play for? 
It is easy to play a Four Stop One Row melodeon for Molly and 
Border; a flute or harp would present problems. It IS 
possible to play piano accordions well for lively dances but 
the inherent smoothness and weight of the instrument need to 
be considered. Will your style benefit by a change to an 
"older" more traditional type of instrument? If your costume 
and style suggest a particular period, why not try out a 
matching instrument? Never be afraid to learn something else 
to play if it will benefit the dancers. 

Do you need amplification? Fiddles are wonderful for 
Cotswold, but are not the loudest of instruments. A portable 
Amp may be a modern invention but so are motor vehicles, piped 
music and ghetto - blasters - our direct competitors in the High 
Street. 

You may need amplification in any case for your announcer -
the public expect to be entertained and will not usually 
"waste their time" if unable to hear what is going on. 

Do you use a band? It's traditional for North West and suits 
the style very well, but can end up masking individual dancing 
styles where a solo player would be more flexible. If you have 
a band, aim for a mix of balanced and complementary 
instruments and sort out a few arrangements. Everyone playing 
all the tune all the time gets "samey". If you find that you 
cannot hear part of the band then either amplify them or 
increase their numbers to balance out the different sound 
volumes (orchestras use more than one violin!) 

Anyone with an instrument should be able to play it and have a 
sense of rhythm. A band should practise and sound like one. 
Anyone put there just to be out of the way or to be doing 
something will detract from the overall effect if not up to 
standard. The Rake's Progress of Percussion ... "What can Stan 
do? He's not good enough to dance out." "I know, let's give 
him the bass drum to play." Playing percussion should not be 
seen as the last chance, or the quickest path (most session 
Bhodran players!) for an aspiring musician. Drums etc should 
be treated as instruments in their own right. There are many 
other ways of playing the bass drum than the dreaded 
"boom ... boom ...... boom-boom" of many North West bands. As 
always, keep trying out alternatives to see what suits the 
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danci n g. 

Encourage people at practice sessions, letting them loose on the 
punters only when they are competent. Some sides make very 
effective use of spare dancers (who CAN play) by having them join 
in on other instruments, especially tambourines and triangles. 

Avoid going for the "Ahh" vote with children holding instruments 
they cannot play properly (unless you are that desperate to draw 
attention away from your dancing!). Of course children should 
be encouraged, but it does them no favours if there are no 
standards for them to aim for. NEVER let your little treasures 
play around with instruments during another sides dances. 

TUNES 

Have you tried experimenting with alternative tunes? Instruments 
and styles have changed over the years so don't be afraid to find 
out if another tune would now be more suitable. A performance 
can be transformed if the musician/instrument/tune is/are 
changed, particularly useful if you need to repeat and dance! 
You could even alter the stepping and rhythm. It's also pretty 
important to train up a spare musician or two in case you manage 
to mislay, or break one along the way! 

Try out modern tunes as well (all tunes were modern once!) Not 
only may you prefer the change, as above, but audiences like to 
hear something they can recognise it helps them spot a 
difference between the "two Morris dances - the one with sticks 
and the one with hankies" 

Punctuation and decoration: - Do you want a 'wash' of noise or 
will the dance benefit from sharply cut - off notes, or even breaks 
in the music? Modern keyboards allow you to change the 
'envelope' of notes, altering how they start, diminish (or not ) 
and end. We can put similar emphasis into our playing as well 
as adding grace notes, triplets etc and varying the volume. 
Follow the dance; if they do three quick hand claps or leap up, 
why not reflect that in your playing? 

Always play the tune as a whole, not just the notes - think of 
the difference between a "paint by numbers" kit and the original 
painting. Conversely don't decorate a tune beyond all 
recognition, or where it is inappropriate for the dance. Make 
the tune relevant and interesting - there should be a symbiotic 
relationship between dance and tune, where each adds to the other 
and the whole is better than the sum of the parts. 

If you've been dancing or playing for a side or one tradition 
for a while, try making up tunes, working out where the emphasis 
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should be - it's a great way to understand the dances and you may 
well end up with an improvement. 

Are you always ready to play the right tune? It looks a lot 
better if you start into the (correct) tune as soon as the set 
is ready, rather than asking what the dance is, remembering what 
to play then practising a bit first .... 

Be aware of common tunes in general use. Three NW sides at a 
festival all, one after the other, marched on the "British 
Grenadiers" and off to "Brighton Camp". If you are after 
marches, record a few army gigs (e.g. Trooping the Colour) and 
see if you can pinch anything unusual. By using a light Infantry 
march you could get through all those boring processions in about 
half the time! Similarly, if sticking with well known tunes, at 
least have an alternative; three different sides all used "Speed 
the Plough" at a morris event, an unfortunate duplication when 
there are so many good tunes out there currently unused and since 
"Speed the Plough" has been given such a plastering in recent 
years. 

WHERE TO STAND 

Don't block off your audience - a long line of musicians between 
the punters and dancers is sadly quite a regular sight. 

Can you point the 
buildings to bounce 
out there anyway, 
possible. 

'loud' end of your instrument at any handy 
sound off? There are enough competing noises 
so let's give ourselves as much help as 

Will the dancers line up on you as the top of the set? Have you 
missed any little technicalities such as manhole covers that will 
cause grief and 'tears before bedtime' later? Forming a set up 
in a public road then dancing for a quarter of an hour is bound 
to fray motorists tempers and could even have serious 
consequences. Personally I don't believe we have the legal or 
moral right to behave in this manner. Imagine your own reaction 
if running late for an important event only to be held up by some 
group mucking about outside a pub. 

Make sure that you can clearly see the dancers and either watch 
the feet of your most 'solid' hoofer, or else look to the side 
to pick up the general overall feel. Always follow individuals 
in a jig or solo part of the dance - they will all have different 
styles and interpretations to play for. 

At fetes, festivals and the like, organisers sometimes want to 
put the music half a mile away from the dancers, using the PA. 
It's very hard to play to the dancers feet because of the delay, 
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so just give them a nice obvious intro and don't look at the 
dancers until the end of the dance! Really! 

Even if the dancers are shuffling about and having a general 
natter, refrain from joining in or 'doodling' on your instrument. 
Wait quietly until they are ready to start - find out in advance 
if any unusual intros/stops/outros are required. 

WHAT TO WEAR 

Sort out the same, or complementary kit to the rest of your side, 
or at least make the effort to dress up in some way. (Give them 
something to take photographs of) 

OTHER TIMES TO BE USEFUL 

If things look a bit slow at the start of a stand, or if there 
is the usual delay whilst one of the dancers is dragged kicking 
and screaming out of a pub, why not blat out a few tunes to draw 
an audience? It all adds to the overall performance. Most of 
us are happy enough to start up playing at the slightest excuse 
anyway. 

'MERCENARY' MUSICIANS 

Be very wary of using other musicians to play for you without 
proper practice. The most embarrassing example I've seen was a 
Cotswold musician asked to play for a group at "Dancing England" 
only to find out that they were Molly dancers. It wasn't 7 
Champions, but we once asked a 'rapper' fiddler to play for a 
dance - a strong and vivid, if not happy memory. We have not to 
date found any musician who can start and hold a slow enough 
speed for us to dance to comfortably without a full practice 
session first. 

OTHER POINTS 

Plan ahead for processions so that you don't get caught holding 
instrument cases, babies etc. Either co - opt a few baggage 
slaves, or else dump stuff for later collection - preferably 
where you're going to end up. Can you use a car as a dumping 
point? (Incidentally, anyone with a "Keep Music Live" sticker 
on their car only has themselves to blame if the musical contents 
are nicked) 

NEVER, EVER join in with the musician(s) of another group without 
asking first, even then listen out for any hint that they are 
just being polite and don't really want you to join in. Sides 
with recorder players probably don't want a mob of box players 
joining in (would anyone?) 
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DON' T FORGET - YOU ARE THERE FOR THE DANCERS, NOT VI CE VERSA 

In general , be an integrated part of your sides performance, not 
just an accessory. As in dancing, it's much better to do 
something simple well than a complicated thing badly. Don't try 
complicated tunes or key changes if you can't quite manage them. 

© Paul Hurst October 1994 

Paul was for many years a member of Seven Champions but resigned 
in 1993 to pursue other interests, including a dance band called 
Waltz'n All (get it?). 
His comments are based on years of observation! 
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