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Who Should Dance the Morris ?

In the quiet moments the phil-
osophers of the morris talk about
things old and new, right and wrong,

about what they are doing and the
happenings elsewhere. Sometimes
there is unease about differences

from the perceived 19th century

morris, even though that itself was

the end product of substantial,
unknowable evolution and despite
the wvast social changes since,

because there is no real continuity
with the past. The revival of
interest in the performance of the
morris passed for a period through
a section of our society not
normally associated with preserving
these traditionms. Alternative
justification to what is done today
has been sought in  aesthetics,
street theatre, democracy or
imagined history. - Nothing is as
clear cut in history as we would
like, and there is always the
difference between what actually
happened and the perception that
influences our actions. o & 2
worth considering some of these
uncertainties.

Who Did Dance the Morris?

Work continues to 1identify trad-
itional performers, their occupa-
tions and kin groups. Eventually
we will have a clear idea of the
status of dancers 1in the cemmunity
and whether there was a decline
during the 19th century. Received
wisdom suggests that there was a
decline from the times when a
farmer's son might join till is was
done by farm labourers, but with an
impression of never-sinking to the
lower strata as the morris was more
respectable than the mummers, just
as beer drinkers were above cider.
One expects the leader to aim for
respectability to increase the box.

What is noticeable is that the same.

people today are active in char-
itable work in their . communities

and the leaders often become local
councillors. Village society
changed when so many died in the
trenches, and it is difficult now
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to grasp the impact. The evidence
from other dance traditions will be
fariless detailed than the Cotswold
morris. At the moment it suggests
that work or trade was a common
element, miners in the NE, mill and
workshop woekers in the NW, crafts-
men frozen out of work in the West
Midlands. It is natural that a
gang to dance. was formed from
people who were likely to know each
other socially through work or
drinking. Thus a team would be
drawn from a small area because of
limitations at the time on cost,
time and distance of travel.
Horizons are different today.
Members of traditional groups this
century have been drawn from
increasingly wider territories as
mobility increased. The tradition
is only going to tell us that
society has changed in 100 years.

Who Did Not Dance the Morris?
a. People from ose 1llage:
expects that  morris would
happen in a community that tol-
erates it and when a village was
dominated by one or two landlords
their attitudes prevailed. There
are cases where the big house tol-
erated or encouraged the morris.
The opposite is difficult to demon-
strate. There has not been sys-
tematic study of the character of
the places with or without morris,
Cotswold dancers could be drawn
from a wide area so active local
discouragement would not stop keen
dancers although their employment
opportunities might be restricted.
T'his is the level of speculation at
which the answers are unknowable
because we have too few biographies
at the required detail for any
generalisations. Thus we are left
with arguments based on common
sense which will miss out the
attitudes of the time because they
are no longer familiar.

b. Children: The strength to -sus-

One
only

tain a day s dancing was not sup-
posed to develop until after child-
hood and starting ages of 18 plus



have been mentioned. However there
are cases of dancers starting at 8
years and even now youngsters have
been expected to do the long all
day hike at Abbots Bromley. Each
group may well have its own rules.
A young dancer is an attraction if
dancing well and it is easier to
train and control someone still
living at home. Young men can be a
risky investment because of moving
jobs and the distraction of
courting, one reason why Bacup
looked for married men. Health
and stamina must be important but
generalisations can not be drawn as
it is very individual. How common

essentially teenage teams might
have been has still to be estab-
lished. The revival at Bidford was

one such gang. It would not be
surprising if other teams were
based on ummarried men. Was it
common for most of a team to be
drawn from one small age group?
There have been children's sides in
the Cotswolds from Keith Chandler's
discovery at Sherborne to the odd
sides from the turn of the.century

trained by traditional dancers from

Abingdon, Bampton and Sherborne.
The Cotswold morris was .in decline,
and there were alternative attrac-
tions by the time that universal

education was having an impact and
the gathering of children into
Church Sunday Schools, Orphanages
and ordinary Schools became :common
so that they could be an obvious
source of dancers. Maypole dancing
was promulgated through such chan-
nels since the turn of the century
as were the later ©processional
dances such as at Lichfield and on
the Cheshire Plain. As dances went
with leaders rather than communities
it was possible for particular in-
dividuals to be responsible for
teams. of all ages or sexes, as is
emerging . from NW researches. Draw-
ing examples from "-all the. dance
traditions implies thé assumption
that social forces dominate and
were universal. This could be
debated. % - &
c. Women: During the 19th century
and even into fhe 1920's girls left
home about the age of 12-14 and went
into service with perhaps no more
than a half day off a week. They
worked long hours and had no trad-
ition of independent activity so

there was neither time or oppor-
tunity or encouragement. In 1980
the United Nations reported that

while women and girls constitute one
half the population and one third
of the: labour force they actually
perform two thirds of the work
hours. Certain women were known to
have been able to dance the Cotswold
morris but it was not a common
feature. As a woman's property was
either her father's or husband's by
law there was little financial
incentive, which is one reason why
there were so few women's Friendly
Societies. Women did dance where
there was wither a trade or occu-
pation that gave the opportunity,
e.g. milkmaids in cities and perhaps
mill workers at wakes time, but
there is not indication that this
was widespread and it was confined

to girls and unmarried women

(remembering also that puberty could

come late). 19th century culture

still required women to have a

chaperone to be respectable so it

was never a purely women's affair.

Normal clothing was not suitable

for energetic dancing either.

v
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Both sexes' dance opportunities were
restricted and we need to know more
of how the -ones that did dance were
able to find the time.

One result is that there
specifically women's
the 19th century. That makes it
difficult when, as now, women do
nave the opportunity and desire to
dance wusing traditional material.
Whether their position was always
so needs further consideration for
the 18th and 17th centuries but it
might extend back to the times when
society considered. women to be
chattels. We are witnessing a
similar debate about women priests
in the Church of England appealing
to emotional and historical truths
which range from a '"new" under-
standing of equality and the need .
for "justice" and the need to do
"what is right", to saying that the
arguments are only a part of the
whole picture and the past should
not be set aside because the male
role contains a truth about human
nature that is permanently true and
and can not be put aside.

are few
dances from



Public Schools and Separation of
the Sexes

Once society escaped from cooper-
ative fram work involving the whole
family where everybody did every-
thing, there grew different roles
and expectations for the sexes and
"men's things and women's things"
were recognised. Public schools
began separate education, boys first
then girls; even Sunday Schools
started this way. Pubs, Trade
Unions and leisure activities re-
inforced this division by being
male centred, so there then existed
a separate male culture - the rugby
club or sports team, public bar
drinking with darts, skittles and
other games - which built up its
own language, behaviour comraderie,
small groups with common interests
- i.e. gangs =« :which became the
natural basis for traditional dance
teams. It is mnot that this is
wrong, it is a fact that it is so,
and it could be as old as single
sex peer groups. Equal opportunity
.and sexual discrimination legis-
lation has to exist to mitigate the
worst excesses. We are heirs to
"old" ideas as well as "new" and
the relationship and separation of
the sexes in ingrained. The insis-
tence on "mixed" morris in some
parts of the world loses an aspect
of our culture to gain something
else felt to be important. The fact
that a word had to be used for it
shows that there is a difficulty.
Are we not in the business of pres-
ervation as well as innovation?
What is wrong with keeping the
traditional roles and arrangements
as long as they are recognised for
what they are? Morris or any street
entertainment should not be the
battlegroung for sexual or any other
politics when ‘the morris has to be
socially acceptable to be tolerated
at all by the people at large.

The Revival 3
By this I mean the Cecil Sharp
initiated spread of the knowledge
of the Cotswold dance outside of
its native Cotswolds. The more
dramatic sword dance did not have
the same impact and even today they
are at least two orders of magnitude
less. Until well after WWII clubs
were fewer and smaller. There was
very little street performance of
the morris and the world at large

did not know what a morris dancer
was, where he came from or why.
The EFDSS spread a knowledge through
school teacherg but that did not
lead to street performance by either
children or women. Other dance
traditions, clog, border, molly,
garland only appeared in strength
in the last 10-15 years. Some
happenings in the same timescale
vere not revivals but new flour-
ishing - for example, the NW at the
start of the 20th century and the
girls on the Cheshire Plain between
the wars. Changes in child employ-
ment patterns and the growth of
youth organisations made young
people's teams practical. White-
ladies teaching college promulgated
the Maypole and May Queen, and Mary
Neal the idea of morris and country
dancing for schools, and this grew
up with Empire Day, May 24th, and
similar opportunities for public
display by troupes with the 20th
century's emphasis on the cult of
the child. Perhaps the oddest turn
about is that the older children's
tradition in Cheshire is being
collected and danced by adults.

Who Is Doing It Now?
The EFDSS objectives recognised that

the ‘dance should go back to the
ordinary people. It could not de-
pend on educated organisations,

vicars or school teachers, yet there
was no way of breaking the barrier.
The EFDSS led classes in the Cots~-
wolds taught morris, country dancing
and sword and enthused a generation
but did not get them to dance in
their communities or on the streets.
The key step has been the 1944 free
education act which brought people
from the right background to meet
the preservers. The first break out
in numbers dancing came in the mid
1950's. Then there was the dis-
covery of new Cotswold traditions
and the other English dances which
spawned its own waves of teams and_
the process is still going on.
Teams come while others go, it is
the way of the world. The dancers
now are still often professional
people, financially middle class but
socially still with roots below.
There are now a large number of
people who ‘can teach the morris of
such diverse backgrounds that some-
one suitable for any group can be
found.




Are We There?
If the aim was to restore a sit-

uation of local dances in local
communities then it has not been
achieved. Clubs exist that fit

today's society but drawn from wide
areas. There are no family, workor
community ties tohold them together
nor community expectations to cause
them to get a team out each year.
Only with the Combe Martin Horse
has the community taken up and taken
over a revival. Elsewhere, like
the Whittlesea Straw Bear, the com-
munity is taking its own group to
its heart, but the normal is of
dance troupes doing their own thing
as an occasional entertainment.

If the morris arose from seasonal
good luck visiting (ritual) why is
it so obviously absent? Dancing at
Fetes, shopping centres and outside
distant pubs is not being a part of

the community but going for ready
made audiences .and keeping at a
distance. What there is is a res-
ponse to current social conditions
but it has much more in common with
medieval travelling players than
the likes of Helston or -Padstow.
Ah! you should say, was the morris
ever a part of the community? I can
not produce hard evidence one way
or the other, but I would not be
surprised if conditions today are
close to the way things always were,
with much of the morris self centred.
Community involvement is my ideal.
It remains to be seen if the exist-
ence of women's morris has slowed
or speeded the transition from dance
troupes to community involvement.
The truth is that if people want to
dance they will, and if you do not
like it you have to help, not hinder!

R L Dommett 1985
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Some hitherto lost pages from

the Journal of Cecil Sharp
recently re-discovered by Tony Foster

The first week of August 1986-being inclement, I was forced to
seek shelter in the pleasant coastal town of Sidmouth, and to
abandon, temporarily, my explprapion of the by-ways of Devon.

During my enforced sojourn, I had the great good fortune to meet

a team of dancers from the North Oxfordshire village of Duns Tew
whose traditional dances had hitherto been unknown to me. They too
were enjoying their annual break from labour by the coast, but
could not refrain from dancing.

The Squire, or leader of the team, a Mr Timothy Radford. was

taking practices when I met them in the club room of the Balfour
Arms, a hostelry in North Sidmouth; the room was more normally used
as the meeting place of the Royal Antedeluvian Order of the
Buffaloes Lodge No.6349, Ye Goodwyn Lodge. (The matter of the
connection between the R.A.0.B. and the Morris has occured before:
I believe the Abingdon dancers had such a link. Perhaps another
researcher would like to examine this further?)

The dancers numbered about 20-25; I was astonished to discover

that the dances of the village were traditionally performed by

men and women dancing in the same set. It is clear that this dis-
covery must cause a re-evaluation of comments I have made in
earlier publications: as I have now discovered a traditional
Oxfordshire dance side in which both men and women perform, I must
retract my previous statements that the morris is a men's dance.

I hope that those who follow me in their preservation of the morris
will note this important new discovery.

The dancers were kind enough to show me five of their dances,
plus a jig and a processional; they assured me that they would
remeber the others later. They danced to the melodeon of their
musician. Mr Alan Whear.

THE DUNS TEW TRADITION

COSTUME:

The Duns Tew dancers wore white shirts.and ordinary white trousers
danced bare-headed, and wore a three-inch red sash from the right

shoulder to the left hip. Bell-pads were worn on the legs - these

seemed to me to be of a very motley design.

Their handkerchiefs, of full (17") size, were carried with the
two diagonal corners knotted together and slung across the middle
finger.

CHARACTERISTICS OF THE TRADITION

THE DANCES so far remebered number five, all are handkerchief
dances; in addition, a processional and jig were noted.

STYLE - active and vigorous. Most movements involved a 'surge' on
the first step of the movement, and a turn on the second: it is
necessary to move briskly to achieve this. The music must not be

too fast, or the finer points will be lost.

T




The tradition is invariably danced with a right foot lead, and
dancers always pass right shoulders and turn right when a choice
presents itself.

The set must not become small or constricted: space in the dance
is an important identifying feature of the tradition. As one of

the dancers kindly explained,"We have to keep space in the set,

because there is space between 'Duns' and 'Tew'."

THE STEPS comprise 4 step, 2 step, side step, plain capers, double
capers and upright capers.

The 'double step' (d.s.) is danced with emphasis on the first beat. ¢
Arm movements are as follows: starting from about shoulder level
(one older dancers told me that in the early days of the tradition,
the handkerchiefs went back over the shoulder at the end of each
step: this feature had completely disappeared when I saw the team
dance),the hands travel down on the first beat of the bar, remain-
ing the width of the body apart, and at the end of their descext,
there is a small outward flick away from the centre of the body,
involving primarily the wrist. Arms remain bent as they travel down,
elbows moving backwards, and do not straighten until the end of

the movement. The hands then travel up for the next step. The
emphasis is very much on the downward movement of the hands as the
body surges forward. . :

The 'back step'-(b.s.) is a single step danced backwards, but with
a loose leg swing - a roll in the step. The swinging leg moves
forward and out in a small circle from the knee, to land behind

the other foot. Arms in this movement are held in a high balance
poBition, with elbows bent at right angles; the upper arm is at

45" to the body, the hands at shoulder level and in a straight line
with the shoulders. SR

The 'side-step' (s.s.) is a 'closed' .side-step, performed facing
forward, with no twist in the body. The arm movement is notable:
the leading arm (i.e. right arm is the right foot is being used)
is raiseg with the upper arm out from the body, at an angle of
about 30" from the horizontal, elbow bent so the hand is on the
shoulder. On the first beat of the side-step, the arm is straight-
ened, so that the handkerchief flies out, in a brisk punching
movement. The free arm and hand are held loosely down at the side
of the body. Bt

The 'plain caper' (PC) is as in other traditions (e.g. Adderbury)
with the arms executing low circles at the side of the body.

The: 'double caEer'(DC) is similar to the Bucknell step of this

name: » with the free leg kicking back and forth from the knee. ‘
The hands are held in the same high balance position used for the a3
back-step. CECUN *

The 'upright caper’ (UC) is as follows: a step walking forward
right foot lead of course) with no hop, a step on the other foot:
the hands the while moving in small circles at waist level by the
side of the bedy. A third step leads into the jump: high, with

legs together, to land feet together. Hands in this movement go up
together and trace a wide show: up to the high point above the head
over and down to arms-wide, horizontal position: the arms must be
kept straight during this movement.

8



THE FIGURES. The figures witnessed were foot up, face-to-face,
front-to-back, back-to-front, rounds and Hey (used only in the
chorus - whole hey as a figure is unknown in this tradition.

Once-to-yourself (0Y) is a feet-together jump (ftj), hand raised
high and together above the head. Dancers face up.

Foot up {FU) is2 d.s., 3 b.s. and ftj, repeated the second half
in the same direction. Dancers continue to face up until the end
of the figure.

Face-to-face (FtF) follows the same sequence of steps as FU.

On the first d.s., there is a surge forward passing right shoulders,
on the second, a right turn so that partners face, keeping a fair
space between them. The back out to place on three b.s. and ftj.

The second half is a repetition, again passing and turning right.

Front-to-back (FtB) is started by 1 and 2 facing down, all others
facing across. Using the same stepping sequence as FU, they head
down the set, passing right shoulders with Nos 3&4, moving round
behind them, still facing down, and returning with their left
shoulder closest to the other dancer. This is repeated with nos 3&4
joining them, dancing round Nos 5&6; 1&2 follow the same track as
before. Nos 5&6 stand and face across.

Back-to-front (BtF) is the same ﬁovement as FtB but this time
initiated by Nos 5&6; 3&4 join on the second half, 1&2 stand and
face across.

Rounds (R). Dancers turn the easy way in and dance round clock-
wise two places in the set, using the FU stepping sequence. On the
second d.s. they turn right and back into place an 3 b.s. ftj. This
repeated in the second half, dancers turning right again.

ﬂﬁx (H). 1&2 face down, 3,4,5,&6 face up. 1&2 dance straight down
the set (stepping sequence as FU - surge on the first step), 5&6
dance up. 1&5, 2&6 pass right shoulders, turn right to face on
second d.s., and back into place. This is repeated in the second
half. 3&4 head ougside the set, up first time, down second, at an
angle of about 30" to the track of the others. One d.s. takes them
level with the starting position of 1&2; they then turn out on the
second d.s., surge in towards the centre of the set, facing in,

to form a circle with the other dancers, and back out to place.

THE DANCES

THE SWAN (Tune: Lumps of Plum Pudding)
Sequence: OI,FU.DF,FtF,DF,FtB.DF,BtF,DF.R,DF.

DF: All dancers face across and dance four's.s. (right first)
on the spot, do not travel far; followed by HH. Repeat.
Finish on b.s., turning on the third, and ftj.

OLD GORDON (Tune: 0ld Woman Tossed Up).

Sequence: As 'The Swan'.

DF: All dancers face across, dance to partners place across
the set with 4 s.s. Dancers turn to right to face in on fourth
s.s. HH is on the wrong side of the set. Dancers return to
places on the second half.

9




SEASIDE SHUFFLE (Tune: Constant Billy)

This dance is believed to commemorate a visit made by the team to
the coast in 1832,

Sequence: oY,fFUu,DF1,FtF,DF2,FtB,DF3,BtF,DF,,R.

DF1:

DF2:

@

1&6 face and do 4s.s. (right first) approaching one another
slightly. They pass right shoulders on 1 d.s., turn right
to face on 2nd d.s., back into place. 2&5 come in on ftj
and repeat; 3&4 come in on ftj and repeat, but do not
approach each other.on s.s.

1&6 repeat s.s. sequence as above, followed by 4 PC, passing
right shoulder and turning on 4th to face; b.s. and ftj J
to place. Others repeat.

1&6 repeat s.s. sequence as above, followed by 4 DC, 3b.s.
and ftj, track as above. (NB Music must be augmented to fit)
Otgera repeat as before. :

1&6 repeat s.s. sequence as above, followed by 2 UC, passng
right shoulders on first, and turning to face on ftj of
secon?; b.s.and ftj to place. Others repeat. (NB Augmented
Music

The dance finishes on Rounds with a jump into the centre of the
set on ftj. (NB Due to the set's inversion at this point in the
dance the BtF figure appears to be identical with the FtB. It is
however being initiated by number 5&6.)

MRS CASEY: (Tune: Mrs (}aeejri
Sequence: As Seaside Shuffle.

DF1:

All face up. 1&2 only, s.s.r. and s.s.l. on spot.

3&4 repeat. 5&6 repeat. All s.s.r. and .s.s.l. then Half Hey.
Second half - all face down and repeat sequnce as in

.18t half. . : -

All face up. 1&2 only dance 4 PC. Others repeat as in DF1.
and HH. They repeat facing down.

All face up. 1&2 only dance 2UC (augmented music). Others
repeat in turn as for DF1 and HH. Repeat facing down.

All face up. 1&2 only dance 2UC; others repeat in turn as
in DF1 and HH. -Repeat facing down (augmented music).

The dance finishes on Rounds, ftj, all in. s

OLD NUMBER FIVE: (Tune: Rose Tree)

Sequence: As Seaside Shuffle.

DF1:

DF2:

3
Facélacrosa. All dance s.s.r. and s.s.l. on spot. Glag own

- hands in front twice, clap right hand to partners right
hand. Clap in front twice, own left to partner's left.
Dance s.s.r. and s.s.1l. Clap in front, under right leg

(kicked up), in front, under left leg (kicked up), in
front, behind, in front, and a two-handed clap to partner.

No handkerchiefs are used in this dance.

Same movements as in DF1, but 1&2 face down and execute
the movement with 3&4; 5&6 perform as in DF1,

10



DF3: As in DF1, but 5&6 face up and execute the movement with
3&4; 1&2 perform the sequence across as in DF1.

DF4i: As DF1.
Finish on Rounds, jump in, all ftj.

S0LO JIG: (Tune:Ladies Pleasure)
Sequence: 0Y,FU1.DF1,FU2,DF2,FU3,DF3.

FU : FU1 is done facing up; FU2 at right angles. (the jig was
witnessed gwice; on the first occasion FU2 was danced by
turning 90" left of FU1; on the second it was 90" right.
I suggest the latter is more in accordance with the
right shoulder rule.) FU3 is danced at the other right
angle. :

DF1: 4s.s. (starting right), 4PC, 3b.s. ftj.
DF2: 48.8.,4DC,3b.s.,ft]. '
DFB: ASUSOQZUC, 3 b-S.,ft.j-

Music sequence: ABAB*AB* where B* is augmented B : bars 5&6
are slowed. : '

PROCESSIONAL: (Tune: La Morrisque, Playford)

The form in which this was witnessed is believed to be degenerate.
The procession witnessed consisted simply of walking in two columns,
in time to the music, right foot lead. On the A music, hands
executed the hand movements of 4s.s; on the B music, hands were
held in the 'high balance'! position used in b.s. and DC.

It is clear that this was originally danced, using 4s.s. on the
A music, and 4 DC on the B music. On long processions, dancing and
walking could alternate, with hands moving as above, throughout.

v ——— ——— — - —— ————

————— —— . T — — — ——— —— —————— ——— ————————

! MORRIS FEDERATION MEMBERS !!

Morris Matters always welcomes articles, letters and reviews. Even
if they relate to Morris Federation events, they will almost cer-
tainly belong in Morris Matters rather than the MF Newsletter.
Almost all members take advantage of the reduced subscription to
Morris Matters, so your words will reach them and many more people
besides read this magazine.

So don't be shy, put pen to paper and send it in.

Fiz Markham
— Publicity Officer <

'I The Morris Federation




A Molly Dancer’s Guide to the

Cotswold Morris of Today

OR -The White-shoe Question !?

As impartial observers, it has come
to our attention that Cotswold
Morris seems to be dividing itself
into several distinct categories.
These include Breeders and
Non-breeders, Ring and Non-Ring
amongst many others.

In the past two or three years, we
have noticed that there is yet an-
other even sharper division in

1. Does your team wear white shoes?

a. Yes

B 1 0D

2. What is the most important thing you do?

a. Dance

b. Drink

c. Entertain
3. How many musicians play for you

a. On;

b. Between one and two

c. Mofe than one :
4. Does your team wear baldricks?

a. No

b. Yes, but we pretend they're braces.

12
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Cotswold Morris, that being the
emergence of a "White Shoe" phenom-
enon in contrast to the "Black Shoe"
convention.

This apparent simple'distinction is
indicative of a fundamentally di-
verse attitude to the dance.

To ascertain which of these catego-
ries your team falls into, simply
answer the following questions and
assess your score according to the
table below.

at any one time?

M e e



At what stage are new members allowed to dance?
a. When they have reached the necessary dancing standard
b. When the new season starts

c. When their kit is ready

What is the most important feature in Cotswold Morris?

a. Energy and height

b. The Tradition

c. It's not important

Do your shirts have collars?
No

b. Yes

c. Some of them

How many traditions do you dance?
One

B Two

€. More than two

HOSTS NEEDED

Three morris teams from the USA are visiting England
this summer. If you can host them for a weekend or a

week-night tour, please phone Windsor 853724 .
The teams are: |

Kingsessing - May 29th- June 8th

Ring O’ Bells - July 17th-31st

Marlboro - July 17th - 31st

Nice people, good dancing - fun!
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10.

31.

12.

13.

14.

15.

16.

Does your musician play a piano accordion?
a. No
b. Yes
c. More than one musician
Do you wear hats?
a. No
Top hats
c. Hats other than top hats

How fast do you dance?

a. Less than 60 beats/minute
b. 60 to: 75 beats/minute

c. 75+ beats/minute

Does your team wear:

a. White trousers?

White britches or off—white trousers?

‘c. Skirts, dresses, any other trousers and partlcularly black

britches?

Do you wear badges?_-‘

a. No

b. Only very special ones

c. Yes! Lots! | _‘ '. N -
When do you practise? i

a. Regularly throughout thé year. )

b. Intermittently during the dancing season

c. Not during dancing ‘season

Do you approve of "Scratch Morris"?

a. . DEFINITELY NOT! '

b. No’

‘c. Yes

Are figures called in your dances?
a.- No :
b. Occasionally

c. Yes
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