


CCONTENTS

The Morris at Twyford

Almost all that's known about the

Twyford Morris is eight dancers' names 4
and one date. Keith Chandler tries to

expand on this by studying local records.

WMF News

Controversy over the description of a |
dance 'Marston' sent out as WMF
notation has led the Women's Morris i;

ederation to issue this statement
o put the record straight.

Notes on Ducklington

Some further speculation on the
sources of the Ducklington Morris lo

tradition by Philip H. Coleman.

New Morris

A new stick dance this time, from
Norris Winstone of Norwich.

Morris Posters

Some more examples of this folk art!

News & Reviews

A look at what's been happening
in the morris and folk world.
Contributions to this section are
always welcome.

}The Maypole in the Strand

14

16

18

"Where's Troy and where's the Maypole 24

in the Strand?" Where indeed.
George Frampton expounds.

D Mailbag

2

27



EDITORIAL

Past issues of MM have contained
many articles looking back at the
morris of the last century. Contrib-
utors have been concerned with
collating and expanding the often
sketchy information available in
fieldnotebooks, parish records, etc.
We feel that these matters are not
just of academic interest, but have
direct relevance to present-day
teams. Such information enables us
to be more realistic about our
treatment and presentation of the
tradition by giving a wider histor-
ical perspective to the collected
material.

However, as two of our correspondents
point out ( John Lewis an Mary
Johnson in mailbag) there is still
a need to look at what is happening
now. We are starting a series on
present-day clubs and their dances,
and would welcome contributions.
So if you have a special interest
in a particular team and their
repertoire and are prepared to
produce an article on it with their
cooperation, we'd be pleased to
hear from you. We reserve the right
to precis material received - with
the agreement of the contributor.
Also, it is assumed that teams who
do not want others to use their
dances will make that clear.

For several years now, one of the
most popular sections of MMhas been
The Adventures of the Dutch Elm

Morris. We are constantly being
asked why it is not possible to
include an episode in every issue
of the magazine. Readers of the

Radio Times will know that Peter
Lord is a professional cartoonist;
but they may not realise that he
produces the Dutch Elm strip for us
in his spare time, totally free of
charge. We'd like Peter to know how
much Duteh Elm Morris is enjoyed by
dancers all over the country and how
grateful we are for his efforts,
and we're sure readers will under-
stand that on some cccasions our
copy dates and his spare time just
don't match up. However we promise
an episode of Dutch Elm in the next
issue (out soon).

Subscription Rates:
£2 for four issues (per year)

Advertising Rates:

I page £2
page £3.50
1 page £6.

Cheques payable to Morris Matters
sent to the address below.

This issue of Morris Matters was written and

compiled by Jill Griffiths,

Linda Kaye, Alan Whear, ¢ Roy Dommett
for Windsor Morris,

24 Alexandra Rd.,
Windsor,
SL4 1HN
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The Morris at

Keith

Chandler

TWYFORD,

Buckinghamshire

The manuscripts of many collectors
around the turn of the nineteenth
century contain references to dance
sides at numerous villages of which
little or no information is record-
ed. In some cases it is possible to
. flesh-out such material by examin-
ing other sources not specifically
folkloristic in content,

. Twyford was visited by Tom Carter
on behalf of Percy Manning in 1897,
when one of the old dancers was
still alive, and twenty-five years
later by Cecil Sharp. Carter record-
ed the names of the men involved
with the morris as follows,

George Hall Foreman

James Tombes

Th. Culley

Wm. Wise

John Wise

John Allen

Th. Wise Whittle and dub
Han Edwards Squire (1)

This side, he notes, danced during

. the year 1852. The remainder of the

entry consists of an insubstantial
anecdote which is meaningless out-
side of its social context:

These all slept in one bed at Godd-
ington, three at the head, three at
the foot. The squire kept guard.



This is precious little,
ing the effort which would have
been required to travel to the
village, although it is largely due
to Carter
names of the dancers as we do.
Sharp had access to much of Manning's
collection and the Twyford material
was entered into the second volume
of his Folk Dance Notes around 1912
(2). Ten years later, on his final
field trip in search of the tradit-
ional morris, he called at the
village and spoke toan octogenarian
couple named Ariss (3). From them
he noted the following:

Mr and Mrs Ariss said young men used
to dance in this village, but work
being slack, farmers clubbed together

and sent several of them to America.

Noone now living who used to dance.
Mrs Ariss is now 82 and she was 10
or 12 years old when they last
danced.

Mr Ariss thinks no
railway built.

Pipe and drum.

Morris since

Despite an awareness of the names
of the old dancers, once he had
learned of their deaths, Sharp
appears to have moved on without

talking to surviving relatives who

were no doubt still living in the
aresa. -
This is the sum total of the dance

tradition at Twyford. It leaves many
basic questions unanswered: what
was the dance style like? What tunes
were used? What were the occupations
of the dancers? When were they born?
How was the morris organised and by
whom? How long had there been a
history of dancing in the village?
At least some of these questions
can be answered with some degree of
certainty. We may confidently assume
that the team had not simply come
into being this one year having
never danced before and then dis-
banded. A date as confidently stated
as that given to Carter is usually

consider-

that we possess as many

suspect, coming from the mouth of
an informant who would have had
little awareness of distinct time

periods in the same sense as we have
today, when the date is constantly
in evidence from the media and other
external sources. For an inhabitant
in a community in an agricultural-
based society during the nineteenth
century it seems likely that only
certain occasions would brand a
particular date into the memory:the
year of birth, of marriage, the birth
of offspring, national celebrations
which had a marked local effect,
such as coronations and jubilees, and
events of purely local importance
as, perhaps, the establishment of
the village benefit society or the
opening of the railway. However, as
Mrs Ariss, born about 1840, recalled
that she was aged about 10 or 12
when they 1last danced - and the
implication is that she herself had
observed them - the date noted by
Carter seems correct. If we accept

that the ages between which a man
would have been 1in peak physical
condition for dancing were arcund-
15 to 35, then we might expect the

dancers at Twyford to have been born
around 1820 or thereabocuts. Within
these confines we must allow for
ycunger men who may have been
absorbed into the team to replace
older dancers and accept the poss-
ibility of +the presence of youths
in their teens. The piper might be
any age: Joseph Woods, who was
musician for teams at Adderbury and

Brackley, amongst others,. claimed
to have been a mere sixteem years
old when he first played for the

morris (4); whilt the trend around
this date was for the squire or fool
to bealittle older and more exper-
ienced a dancer.

With these points in mind, the
Twyford Baptism Register for 1813 -
1843 (5) offers the following
possibilities:

George Hall, baptised 5/10/1817
James Tombes (recorded as Tomms)
7/4/1816
Thomas Culley 9/2/1817
William Wise, 23/3/1817
John Allen, 23/2/182, with a sec-
ond entry on 9/5/1824



There 1is also a John Wise baptised
on 12/12/1841, but it seems unlikely
that he would have been a dancer
around 1852. Similarly, this would
seem to eliminate the George Hall
baptised 23/12/1838; Thomas Culley
on 1/5/1842; and William Wise on
4/1/1835. Another William Wise is
registered on 23/11/1828 and age-
wise would have to be condidered as
a possible candidate.

Of the five men baptised within the
eight year period between 1816-1824
- and who would havseen sufficient-
ly young enough during the 1840s
for Mrs Ariss to recall them as
'young men' - Hall, Tomms and Allen
are all enumerated in the village
at the time of the 1851 census. At
this date Hall worked as a farm
labourer, Tomns was receiving parish
relief and Allen was following his
father's trade as a carpenter (6).
In addition, there is also a John
Wise, who would certainly accord
well with the ages of the other
dancers. (7) Ten years later,all
four of these men were still living
in Twyford, at which time Hall was
a shepherd, Allen still a carpenter,
Wise an agricultural labourer, and
Tomms, we learn, was an 'annuitant'-
deaf and dumb from birth (8). This
latter fact casts a little doubt on
the credibility of Tomms as a dancer

until we remember that as late as
1948, Ted Dixey, also deaf, danced
at Bampton by watching what the
other men in the set were doing.
Assuming a knowledge of the basic
steps and figures, which tended in
this area to be fairly standard

throughout the repertoire of a side
and not to have been dependent on
the whim of the 1lead dancer, as
appears to have often been the case
in other areas - the Welsh border,
the North West - Tomms (and Dixey)
would have needed to only know which
chorus movement was to be danced,
and then to have observed the pos-
ition of the other men in the set
during the movements of the dance
In addition, although he obviously

period - that 1is

was unable to hear the music, it is
possible that the beat of the tabor

caused his eardrum to vibrate.
Difficult, perhaps, but not
impossible.

The absence of any men named Thomas
Culley and William Wise in either
censal year suggests that these two
may have been the dancers who were
amongst the men whose emigration was

sponsored. If this 1is indeed the
case, then a date prior to 1851
might be postulated as the final

year in which the morris was danced

at Twyford; and, 1in fact, 1850 or
perhaps slightly earlier would
accord nicely with the evidence

given to-Sharp.

Given the dearth of extant historie-
al information, we cannot say for
how long the team had been in:
existence, although Mrs Ariss
implies that it was performed for
at least a number of years prior to
being abandoned. It may have been
stimulated by the general revival
of morris in the locality by the
Marquis of Chandos during 1844(9)
or conversely,like the neighbouring
village of Bucknell, it may have
possessed a pedigree reaching back
into the eighteenth century (10).

.Carter records that the same men who

was fool for the team at Twyford

rearlier filled that role at nearby

Marsh Gibbon(11), said to have dis-
continued 50 years ago in 1897, and
since he presumably could not have
been involved with two teams which
would have danced during the same
Whitsuntide - it
may have been the case that when the
Marsh Gibbon side was (for whatever
reason) disbanded, Edwards raised
another at Twyford.This is a problem
which will never now be resoclved.
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Bodleian Library, Ms. Top.Oxon
d.200,fo0l.241. .

Cecil Sharp, Folk dance notes,
volume II, folio 106. Copy in
Vanghan Williams Library, Cecil
Sharp House.

Ibid, Vol. IV, folio 92.The in-
formants were probably named
Hawes, a& common one in that
locality, rather than Harris.

Ma. Top:« Oxomn. d4.200, fol.173

Buckinghamshire County Record
Office, Aylesbury. PR 210/1/8

P,R.0. ref. ho 107 1724, sched-
ules 30,45 and 22 respectively.

Ibid, sched 36.

P.R.0. ref.RG 9 879, scheds .2,
56, 100 and 56 respectively. At
this date Tomms %recorded as
Tomes) was a boarder with John
Allen.

See Philip Swmither, English
Dance & Song, Vol.XXII, no.1,
Sept/0Oct 1957, pp.8-10.

Samuel Rolfe and his brothers
were dancers at Bucknell, accord-
ing to Russell Wortley, The
Bucknell Morris, ED&S, Autumn
1975, p.105. Samuel was born in
1796 and had three brothers born
between 1786 and 1794. This would
almost certainly establish a
date of the 18208 as one when the
side was extant, and probably an
earlier date could be postulated

Ms. Top. Oxon. d.200, fol.231.
The name of the village is given
as March Gobbin and Cawte, Helm,
Marriott and Peacock first noted
the probability of Marsh Gibbon
as the correct location in‘A
Geographical Index of the Cere-
monial Dance in Great Britain,
Journal of the EFDSS, Vol.IX,no.
1, Dec. 1960, p.19. As the tho
villages are a mere three miles
apart and given that Carter
collected in both villages on
the same day, 18/10/1897, the
suggestion seems correct.
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W.M.F, NEWS

MARSTON

There has been scme ccrrespondence

over the description of a dance
entitled "Marston" sent out as a
WMF notation. Fieldwork in the

Marston area by Jan and Tim Beasant,
Anne Cohen and the Poyntcn Jemmers
has recovered the Marston Pro-
cessional dance .and this is quite
different from the WMF notation. In
view of this we have agreed with
Roy Dommett the need to re-title
the dance based on his collecting
"Hepple's Mcrris", naming it after
the informant.

Hepple's Morris was collected in
fragments and collated by Roy
Pommett from a Mrs Hepple who said

she was brought up in Marston but
was then living in Tilehurst, Berk-
shire, and who had claimed to have
danced with a team in the Northwich
area. She remembered fragments of
dances she had performed which were
noted over three wvisits. These

fragments were used some years later:

to collate a notation for a dance
at the time when few dances derived
from women were available and it was
entitled "Marston" as it was assumed
that she danced where she went to
school. The WMF notation was based
on notes made at a yworkshop and not
checked in detail with the teacher
and contained minor errors, such as

ommitting one of the moves in the
hey.

Some years later local fieldwork
revealed that the Marston dance

proper differed in steps, figures,

costume and teacher. Mrs Hepple's
team were all girls, wcre red dresses
and soft shoes and learned a new
dance during her time with them.
She also remembered country dance
movements and it 1is now thought
that as it was usual forgirls to
progress on from the morris to
more sophisticated dancing she had
remembered some of these as the
morris.The proper Marston dance does
not include any "123 hop" stepping,
which makes it consistent with other
dances collected in the area but it
must be pointed out that Mrs Hepple
did not wuse the cross-over clog-
morris polka-step that is now norm-
ally used for her dance but a country
dance double step with the knee well
raised on the hop. Mrs Hepple also
described the use of the short sticks
with ribbons which were common in
Cheshire and it is believed that the
first team to dance it with garlands
was Knots of May in 1974 and it is
this form that has been taught by
others at Festival workshops.

The WMF would ask that sides doing
the Hepple dance do not call it
Marston out of respect for the re-
search workers and teams in Cheshire
and the people of Marston.

In fairness to the protagonists it
must be pointed out that the collect-
or did attempt to interest people
in following up this and the Runcorn
dance collected from Mrs Wilson of
Bourne End, but in 1969 no one was
interested in "girls'" dances.
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Some Notes

on

Ducklington

In M.M. 4/4 Keith Chandler,
queries
Dommett (M.M. 4/3) about his
of Morris Dancers,
the father of Mr
source for Ducklington’

sponse to some

For readers unfamiliar with the
Ducklington jigs collected from Mr.
Jervis by Roy Dommett, or the lat-
er's handout, I would refer to the
notation of Jockie to the Fair on
page 135 of Lionel Bacon's handbook
Cecil Sharp collected information
about 0ld Taylor (Trunkles), Lads a
Bunchum (Boys of the Bunch) and
Green Garters from Joseph Druce in
1910/12; the fullest information
concerns Green Garters, and is as
on p.131 of Bacon. Sharp's notation
of the other two dances is sketchier,
but agrees with that of Green Gart-
ers in indicating that the Duckling-
ton dancers galleyed in the foot-up,
half-rounds, and corner figures
(and also that they performed whole
capers "with slow time", which 1is
borne out by Clive Carey's notation
of the tune Princess Royal from Tom
Wiggins in 1912); the closest comp-
arison is with none-too-distant
Fieldtown (with whose dancing Druce
was familiar). This is as in Bacon,
although current practice (other
than at Ducklington itself) favours
half-capers in place of the galley-
on the analogy of Mr Jervis' jigs.
Roy Dommett has himself suggested
that the half-capers may be due to
the influence of near-by Bampton.

in re-
from Roy
Index
wonders whether
Jervis, Roy's
dancing,

might have danced with a later side

than that of which Joseph Druce, T
Sharp's main source for Ducklington, by Phlllp
was a member. He suggests that, if

so, Sharp might have overlooked the

younger side in favour of the older 4
dancer's longer memory. However, I Heath

do not think it 1is necessary to

assume that Mr. Jervis elder

danced other than at public house COlema"

jig sessions, where he could have

learned the jigs
showed Roy Dommett:

which his
Jockie to the

son

Fair (in full), and Princess Royal
(sidestep section). As I understand
it, this would have been some time

after the first

The

question remaining is, to what extent

did Mr. Jervis'

younger's )

dancing represent a continuation of
the style of the earlier Duckling-

ton team dancing?
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However, these two main differences
between the dancing of Mr Jervis and
that of Joe Druce are not necessar-
ily fundamental: on
dancers from galley/hookleg
itions' did not necessarily galley/
hookleg in jigs, and on the other
it is possible that the quick Duck-
lington 'tap' capers as danced by
Mr Jervis arose because latterday
musicians were unfamiliar with 'slow
music'. Nonetheless, Roy's suspicion
of Bampton influence in the jig
figures he was shown may be borne
out by the nature of the slow music
noted by Carey from Wiggins for
Princess Royal, which allows for 4
slow capers followed by a (quick)
foot-up, as against Mr. Jervis
sequence: two tap capers followed
by two half-capers, twice. More
positively, there is a feature
common to both Mr Jervis' jig Jockie
to the Fair, and Green Garters as
noted by Sharp from Joseph Druce,
which suggests a close relationship
between them. The latter, as Sharp
nimself recognises in his mss., is

in essence the same dance as the
Fieldtown Rose - and both were
'invariably' the team's first dance
>f the day. Now, Mr Jervis' use of

3 sidestep figure in his jig is,
to my know;edge, unparallelled in
any other tradition, jig figures
being commonly limited to ordinary
stepping, followed by slow capers
>f one kind or another - the sequence
211so of the figures in the Fieldtown
iose. But the round figure following

foot-up in Joseph Druce's  Green
;arters features sidestepping. The
paralle]l with Mr. Jervis' jig is

striking and, even allowing for the
Ffact that there were three sides at

Jucklington at one time and the
ollectors' mss. give comflicting
information as to when the dancing

vas given up, suggests that the jig
Iindeed derived from native Duckling-
ton dancing. That Tom Wiggins, who
zave Clive Carey the tune Princess
loyal, and Joe Buckingham of Bampton
>he Nutting Girl, 1lived until 1924
pakes it possible that he was one
link between dancing in the latter
1alf of the nineteenthh ceniury and
1fter the first world war.

ncidentally, while on the subj?ct
»f Ducklington, and further to Mike

the one hand,
'trad-

Heaney's reconstruction of North
Leigh, published in M.M. 3/4, it is
odd that although Sharp got inform-
ation about the dances Green Garters
and Lads a Bunchum from Joe Druce,
he was unable to gest a tune for
either (although he noted ons for
0ld Taylor). Rather intriguingly,
Sharp's mss transcription of his
meeting with Druce contains the
following quotation: "Boys of the
Bunch" "Lads a Bunchum" "we used to
call it". It is not clear, owing to
the welter of speech marks, whether
Joseph Druce gave both names to
Sharp, or whether he only gave the
second in reply to Sharp's mentioning
the first. Either way, it is obvious
that he recognised and associated
both names. Later on the day of this.
meeting with Joseph Druce, Cecil
Sharp met an old North Leigh dancer,
Fred Gardner, then living in Witney,
for the first time. Sharp noted from
him the tune Boys of the Bunch,
although neither the tune nor any
accompanying dance are mentioned
in his ms. transcription of the
meeting. (The tune is as published
in M.M. 3/4, p.11, and in Bacon for
Ascot on p.22; the slight differ-
ences reflect differences in Sharp's
various transcriptions.) Could it
be that Sharp, having failed to get
a tune from Joseph Druce, mentioned
the name to Cardner, who provided
one? That the Ducklington Lads a
Bunchum shared its tune with North
Leigh Boys of the Bunch is suggested
both by Joe Druce's knowledge of
both names, and by the fact that the
last known musician for not only
North Leigh, but also for at least
two of the, Ducklington sides, was
John Lanksbury of Ramsden (possibly
to be associated with the John
Lainchbury, 30 years old in the 1841
census for Ramsden). The information
about the Ducklington dance noted
by Sharp is fragmentary, amd has
provided the basis for the revival's
Lollipop Man (tune alone collected
by Carey from Druce). Comparison
with the Sherborne Orange in Bloom
(whose tune and that of Boys of the
Bunch/Lads sBunchum(?) are variants)
suggests that the Ducklington dance
Lads a Bunchum may have continued
with, for example, corners with slow
capers to the first half of the B

music.
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Postscript -

The material gathered by Cecil Sharp
is preserved in two sources: firstly
in his field note-books (a set for
tunes and another for 'words'), and
secondly in either his fair-copy
tune books or a typewritten tran-
script of his ‘'words' note-books.
There are some discrepancies between
the two sources, and comparison is
hindered by the fact that some of
the field note-books are now missing,
among them the 'words' note-book
containing the information on Duck-
lington. However Dr A.L. Peck took
notes from the field note-books
when they were still complete, and
these are amongst his papers which
are 1in the keeping of the library
of University College, London. Un-
fortunately, his readings of the

originals are not always reliable,
and some of his attributions of
information to 'traditions' are

inaccurate. Nevertheless, comparison
with the typewritten transcript can
help with the interpretation of the
information.

As far as Ducklington is concerned,
Peck's notes contain some detail
about 0ld Taylor (Trunkles) which is
missing from the typed transcript.
The latter merely says of the dance:
'Very much as ours' (presumably a
reference to Headington 'but more
sets of capers (Bk.1,p.144). 1In
addition, Sharp's field note-book
of tunes has the note 'Practically
the same as usual. The capers (i.e.
corners) were done first time to
sidestep, second time to halfcapers'
(in the fair copy of the tune - no.
2494 - these have become forecapers)

'and third time to uprights with
slow time.' Peck's notes indicate
+that the missing field note-book

‘had further: 'met and then fell back,
right through a double dance'. This
‘evidently contains a description of
the typical 'trunkles' show: "fell
back" could refer either to stepping
back as at Bampton (bacon p.45) or
to galleying as at Minster Lovell
(Bacon - under Fieldtown - p.158).

Interestingly both alternatives
were collected for the Longborougt
0ld Trunkles (Bacon p.258). Dancing
'through' was also used to describe

corners crossing at Bampton. Buf
what was a 'double' dance? Peck
also notes that Joseph Druce told

Clive Carey that 01d Taylor was &
double dance..

Sharp seems only to have used (¢
noted) the term otherwise of t}
Ascot dance 'Dear is my Dickie

(Double dance, i.e. Cross Over etc.
Bk.2, p.44). Joseph Druce referre
to Ducklington Lads a Bunchum as
single dance, a term which Shar
also used to describe Ascot Gallan
Hussar. This, and analogy wit
Fieldtown Dearest Dickie (Bacon
161) suggest that the term 'doubl
dance' denoted that each choru
figure was done twice by each corne
couple in succession, i.e. the
danced back to place immediatel
after crossing and turning - start
ing the return journey on the othe
foot. This interpretation has th
virtue of providing an explanatio
for Sharp's ambiguous 'more sets o
capers'.

Confusingly, Clive Carey quotes :
Bledington Dancer, Thomas WRight
as saying that his team's Gallan

Hussar was a 'double dance'. However
the brief description which follow:
'Foot up to each other every no
and then, caper through' would seer
rather to describe the show anc
corners of Bledington Trunkles, anc
the association with Gallant Hussa:
would seem to be a slip.

12



EEE—""&?.IEEEEIEEEE]E]E]EI@EEEIEIEIEEIEIEIEIEIEEIEEIEEEEEE

e _Guests *TONY CAPSTICK * NIBS MATTHEWS %

) include * PETER BELLAMY * TAFFY THOMAS * FLOWERS & FROLICS *

* POYNTON JEMMERS * CILLA FISHER & ARTIE TREZISE %

* Mr Beverages Maggot % Knaresborough Mummers % Dave Burland %
% Harpers Frolic % Chelmsford Morris % Mixolydians % Mick Peat,

% Ellie Ellis & Sara Grey % Yorkshire Relish % Eddie Upton %

% and many more!

All the usual festival features plus FESTIVAL
CAMPSITE, CHILDRENS EVENTS, MORE

CONCERTS & DANCES, LUNCHTIME CAMPING £6

, \ A CEILIDHS, GAMES & COMPETITIONS, PER PERSON

 {Folk weelg Y YORKSHIRE FOLK EVENING, LOTS OF | DS MiMBERs ONLY L1250
ugust 21°- 27" |§ WORKSHOPS ... LAB

B ever 200h af tolk L‘ & For tickets or further information please send SAE to Malcolmn Storey, 26 Marine Avenue,
® greal wook - @ tetally dittersat fostivel ™ North Ferriby HU14 3DR

2 edpEEEEEDEEEREDDRBEEEEEERCEEEREEEEEEEEEER

... GEDDIT ?7

ee.. hundreds do !!

The MORRIS MAGAZINE for the 1980
_Subscriptions E2 per year (4 issues) Cheques etc payable

to 'MORRIS MATTERS " ac 24 Alexandra Rd. Windsor SL4 IHN

13




MORE NEW MORRIS...

JUBILEE

Norris Winstone

About the dance: :

I made up the dance during the Queen's Jubilee gear
for a special event at a scnool. The tune is a}so
original. The dance 1is easy for beginners and quite
showy .
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Formation: Alternately set and line.
Sticks: Long - to make more of a show, a bunck
of 6" ribbons and 4 bells were pinnec

6" from the tip.
Sticks are struck at ends of figures
(held in both hands). When not being
struck, hold in front of body, one
hand at each end.
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