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History of Irish Dance
Early History

While there is no record in ancient Irish literature of the development of dance, it is difficult
to believe that a race such as the ancient Irish, well known for their love of music, never
danced. The absence in Ireland of such dances, as practised by the British and continental
Celts who shared similar cultures to the Irish at that time, would be remarkable. It would
also be strange if a people with a native taste for music, as is evident by the great number of
musical instruments they possessed, had no knowledge of dancing, as dancing normally
preceded music. We must presume that the development of man in Ireland was no different

than the development of the human race around the world.

In every stage of man’s development, from a primitive savage hunting and gathering
g ; g 2
food as he wandered through vast forests, to his present mechanically aided multimedia,
[nternet, e-mail and digital existence, he has performed dance. In carlier times the dances
were simple, but as he learnt to control his environment by difterent work techniques, he
changed the conditions in which he lived. His dances became more complicated. To trace the
evolution of dance accurately is impossible, as difterent parts of the world have gone through

various stages of development at different times.
They are roughly classitied as follows:
Lower Hunters — food gatherers and hunters with spears.

Higher Hunters — these used the bow and arrow and made the first actempts to

domesticate animals.
Pastoral — two stages: cattle-raising and limited agriculture.
Agriculrural — the hoe is superseded by the plough and then the tractor.

In Ireland we have quite good evidence of this development from approximately 3000 BC
thanks to the Neolithic burial chambers (passage graves) in the Boyne Valley, Newgrange,
Knowth, and Dowth in County Meath, and the great archacological work carried out in

recent tumes.

The difterent types of dance performed in ancient times would have been tree
worship dances, animal dances, work dances, war dances, courtship dances and recreational

dances.

N

The first music is said to have been brought to Ireland around 1600 BC by the

Tuatha De Danann (meaning the skilled workers) who were believed to have come from the
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region surrounding the River Elbe in Germany. They were fair-haired, very energetic and,
according to tradition, a very cultured people. It was from a De Danann queen named Erin
that Ireland derived one of its names. In 1300 BC, when Ollam Fodhla was king, the first

great feis was held at Tara called Feis Teamhair, meaning House of Music.

The Celts, or Keltoi, came to Ireland approximately 500 BC. Their language and
culture was firmly established by the early Christian era. With the Christianization of Ireland
and the coming of St Patrick (approximately AD 431), successtul attempts were made to put a
Christian image to the pagan dances and rituals, but the basic pagan movements were main-

tained.

The first small Viking raids on Ireland occurred in AD 795 and the raids continued
until the ninth century by which tme the Viking settlers had substantially influenced Irish
culture. The invaders were mainly Norwegian in origin and were known as the Fingaill (the
fair foreigners) as distinct from the smaller number of Danish settlers, known as the Dubhgaill
(the dark foreigners). By the middle of the ninth century a population group known as the
Gall-Gaidil (Norse-Irish) was identified. Settlement, intermarriage and the sharing of cach
other’s way of life encouraged culrural and linguistic assimilation. In reality their involvement

with Ireland lasted almost 400 years and their influence is felt o this day.

Following the Anglo-Norman invasion (1169-72), the Normans are given credit for
having introduced round dances to Ireland in the twelfth century. The round dances had
become a favourite pastime of the French nobility and about the time of the Norman invasion
of Ireland these dances were very popular in Normandy. There can be little doubt that these

dances were performed in the Norman strongholds and towns in Ireland.

When the mayor of Waterford visited O’Driscoll of Baltimore in 1413, carolling is
said to have taken place. Carolling was a mixture of singing and dancing which was popular
with the Normans at that time and was still being performed well into the late twenticth
century in some parts of Wexford. In 1443, 2,700 people participated in the fivst great
Festival of Arts, which was held on 26 March at Killeigh and included music, dance and

poetry.

After much searching of carly Irish literature by several authors for reference to Irish
dancing (O’Curry, 1873; O’Keeffe and O'Brien, 1902; Joyce, 1903, ctc.), they were
unsuccessful except for three words translated from Irish into Latin to describe Salome
dancing before Herod: ‘cleasai ocht’, “léimneacht’ and “hopaireacht’; none of these words

were in common usage in Ireland.

In the modern language the two words used to describe dancing (‘damhsa’ and
‘rince’) are borrowed from other countries. ‘Dambhsa’ is derived from the French word “danse’
or its English equivalent ‘dance’, and the earliest use of the word in the written language dates

only from around 1520. ‘Rincce’ is a borrowing of the English word ‘rink’, meaning to skate
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on ice. The words ‘cor” and “port’, which we use today to describe recls and jigs, do not
properly signify these dances but are meant to describe quick lively pieces on the harp.
Jigednnai® and ‘rilednna’ are borrowings from the English. The word ‘jigednnai” derives from
the Iralian word ‘giga’, an old dance. ‘Reel” is derived from the Anglo-Saxon word ‘rulla’
meaning to whirl. There is also a suggestion that the word ‘reel’” comes from the Swedish
word ‘ragla’ which means to stagger, incline or move in walking, first to one side and then the

other.

[n sixteenth- and seventeenth-century Anglo-Irish and English literature we find
several references to liish dances. The dances in question were usually called roundelays, heys,
trenchmores, jigs and rince fada. In a 1549 Scotdish publication, ‘Complainte of Scodand’,
there is reference to the ring dance of Scotland being very similar to the rince fada or field

dance of the Irish.

In Grattan Flood's book, History of Irish Music (1905), there is reference to a letter
sent to Queen Elizabeth I written by Sir Henry Sidney in 1569 in which he writes about the
ladies of Galway dancing Irish jigs and said to be magnificenty dressed, very beautiful and
first-class dancers. It is most probable that the jigs referred to were group jigs and not solo

jigs, as the solo dancing did not appear until much later.
g

It would appear thar some of the country dances then in vogue in Ireland had been
superseded in England by French dances, and had been completely forgotten in that country.
Spenser, in his View of Ircland (1596), refers to the old manner of dancing among the Irish
as owing its origin to the original inhabitants, then believed to have come from Scythia on

the shores of the Black Sea. In fact, country dancing spread from England into Ireland.

In 1600 Fynes Moryson, Secretary to Mountov during the latter’s term of office in
bi } y JO3 )

[reland, describes the manners and customs of the natives:

The Irish delight much in dancing but only in country dances ... whereof they have
some pleasant to behold, as Balrudery, and the Whip of Dunboyne, and they dance abour a
fire in the midst of a room holding sticks in their hands and by certain strains drawing one
another into the fire; and this I have seen them often dance before the Lord Deputy in the

houses of Irish lords.

Mention of the jig being danced in Ireland occurs in 1674, Dr Talbot, Archbishop of
Dublin, caustically refers to the life being led by Friar Peter Walsh and his followers as being

one of good cheer and dancing jigs and country dances.

In his Voyage through the Kingdom of Ireland in 1681, Dineley mentions that the
Irish on holidays are much addicted to dance ‘after their country fashion, that is the long
dance one after the other of all conditions masters, mistresses and servants’. From this report

we can conclude that the long dance, the rince fada, was popular with all classes of society.
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When King James IT landed at Kinsale, County Cork, in March 1689, at that time
we ate told that ‘all along the road the country came to meet his majesty ... orations of
welcome being made unto him at the entrance of cach considerable town and young rutal

maidens weaving dances before him as he travelled.”

A later account (¢, 1780) tells us that he was welcomed on his arrival at the seashore
in Kinsale with the ‘rinceadh-fada’, the figure and execution of which delighted him exceed-
ingly. The dance, we are told, was performed by three persons moving abreast, cach of whom
held the end of a white handkerchief. They advanced to slow music, and were followed by

the rest of the dancers in pairs, cach of which held a white handkerchief between them.

The popularity of dancing in the scventeenth and eighteenth centuries has been
mentioned in the writings of several travellers throughout Ireland. Richard Head in one of
his works entitled The Western Wonder (1674) says of the Sunday amusements: *... in every
field a fiddle and the lasses footing it till they are all of a foam’. Dances mentioned in
seventeenth-century literature include the Withy Dance, the Sword Dance, the War Dance
and the Long Dance.

Arthur Young, noted English agriculturist and traveller, notes in his tour of Ireland
(1776-9) that ‘dancing is very gencral among the poor people. Almost universal in cvery
cabin. Dancing masters of their own rank travel through the country from cabin t cabin.

Weddings are always celebrated with much dancing,.’

There is an account of a May Eve Dance in Athy, Counry Kildare, in 1787 when

twenty-four couples, young men and women, dressed in white and ornamented with ribbons,

engaged in a dance which was pcrfbrmcd in a space over a quarter of a mile in length. At one
end a maypole was crected, and the other end a large bonfire was lit. The dance involved two

obby horses, and several bladders tied to a long staff. In 3 we are told ‘this dance is sull
hobby h | [ bladders tied to a long staff. In 180

practised on rejoicing occasions in Ireland’.

John Carr, in his Stranger in Ireland (1805) states: ‘A Sunday with the peasantry in
Ireland is not unlike the same day in TFrance. After the hours of devotion, a spirit of gaicty

shines upon every hour, the bagpipe is heard, and every foot is in motion.’
The Old Irish Dancing Masters

The biggest influence on Irish dancing was the dancing master who appeared on the social
scene in Ireland in the second half of the eighteenth century. He was the person who shaped
the future of Irish dance by introducing refinement and discipline in the group dances and
cultivating and developing the footwork of the solo dances. With the coming of the dancing

master, Irish dancing reached the height of its perfection in the solo or step dances.

Arthur Young noted that dancing was very popular amongst the people. He wrote:

‘All the poor people, both men and women, learn to dance and are exceedingly fond of the
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amusement.” Dancing masters travelled throughout the country staying from nine days to six

weeks in one location. They were always accompanted by a piper or fiddler.

The dancing master was a somewhat whimsical figure, pretentious in dress and
affecting a

grandiloquence not sustained by his schooling. He wore a Caroline hat,
swallow-tailed coat, tight knee breeches, white stockings and turn-pumps, and carried a canc

g
with a silver head and silk tassel. Dressed in this fashion we can presume that the dancing
master was of higher standing than the fiddler or piper; he was a person to be treated with
respect by all in the local community and especially his pupils. He prided himself on his
good carriage and deportment which he endeavoured to pass on to his pupils. He considered

himself a gentleman and behaved like one.

His coming to a community was an occasion of great delight. On arrival the dancing
master would arrange with a farmer for the loan of a building or barn to use as his base for
teaching dance and also often stayed with the farmer if he had space in the house or barn —
in return he would give free lessons to the children of the farmer. Sometimes if the farmer

had no room the pupils would take turns in taking the master home for the night.

The first steps the pupils were taught were the rising step of the jig and the side step
of the reel. There are references to dancing masters having to resort to fixing sugar and straw
to their pupils’ feet to enable them to distinguish the left foot from the right! Jingles were

used to impart the rhythm of the step, for example: ‘Rise upon sugar, sic upon straw.’

The dancing master was also engaged to teach deportment and other forms of court
dances to the children of the well-to-do. Many dancing masters were also teachers of fencing,
and fencing schools were often as common as the dancing schools. According to Arthur
Young the fee charged was sixpence. In Wexford around 1816 pupils had to pay the master a
‘thirteen’ (there were thirteen Irish pence in a Britsh shilling) and pay a ‘tester’ (sixpence-
halfpenny) to the musician for a quarter of nine nights. With most dancing masters the
quarter was more commonly six wecks. Towards the middle of the nineteenth century the
charge was ten shillings per quarter for the dancing master and five shillings for the musician.
During his stay in a community he would organise one or two benefit nights which were
open to one and all; pupils were admitted free and a collection was usually made for the

d:mcing master and musician.

The dancing master was usually a bachelor, having no fixed residence but travelling
from house to house wirhin a radius of twenty miles. He was not only famous for his dancing
ability but also for his ability to compose steps; the art of composing new sreps was a skill
carefully guarded by the dancing master. Even up to the present day the status of dancing
teachers is often judged by their ability to compose new steps of an acceptably high standard.
Steps composed in the early days of the dancing masters were much fewer than they are
today. Frequently when a dancing master composed a step, he would put his own name on

the step, for example, Kelly’'s Number 5 or Murphy's Reel Number 1. Some of the steps
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composed in earlier times were easy enough to be written down, which is not often done

today.

A dancing master from Kerry called O'Kearin was very famous at this time and it is
he who 1s attributed with having brought order, uniformity and style to the steps being
performed throughout Ireland. This was a mighty task and would be very difficult even in

modern times.

Jerry Molyneaux from Kerry is said to be the last of the old-type dancing masters.
He learnt his dancing from Batt Walsh who in turn learnt from Moor (known as Morrin)

who was Lcaching in 1820.

The old dancing masters survived into the early twentieth century and to some of

them in particular we owe the recovery of many of our figure dances.

O’Keefte and O’Brian, authors of A Hand Book of Irish Dances (1902), the

standard work on the subject, obrained a number of dances from:

Patrick (Professor) Reidy who had learnt his dancing from his own father, who had
in turn been a pupil of the great dancing master O’Kearin, an old Kerry dancing
master from Castleisland then living in London. These were the rince fada; the 4-

and 8-hand reels; The High Caul Cap, St Patrick’s Day 8-hand jig.

Tadgh Sean O'Sullivan, a dancing master from Glenbeigh, County Kerry: the 12-
and 16-hand reels; the half chain 8-hand reel; Glenbeigh Bridge 8-hand jig; the

Humours of Bandon 4-hand jig.

John O’Reilly of Killorglin, County Kerry: Cross Reel 8-hand reel; full chain 8-hand
jig. Richard Foley of Knockmonlea, County Cork: Long (Big) Road recl; 4-hand

reel.

Thomas Danaher of Moonegay, County Limerick: The Walls of Limerick (then
known as The Limerick Walls); Long progressive dance.

Dances were collected in most parts of Ireland especially the North, where three of
the most interesting dances were collected by Nan Quinn from Bessbrook, County Armagh
and passed on to that great man of Irish dancing, Tom Farrelly from Dundalk. These were

The Trip to the Cottage, The Sweets of May and The Three Tunes.

Each of these dances had something different from most other ceili dances — The
Three Tunes is the only ceili dance to have a change in tempo and tunes, and it and The
Sweets of May are the only ceili dances to involve actions with the exception of The High

Caul Cap which has limited actions. The Trip to the Cottage docs not commence with the
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usual type of ‘lead around” and differs in construction to most of the dances in the Irish

Dance Commission books.

The big mfluence these travelling dancing masters have had on the fostering and
development of Irish dance over a 200-year period could not be emphasised enough. To
them we owe the very existence of Irish solo and figure dances. Through their enthusiasm
and dedication in good times and bad, they laid a great foundation for Irish dancing as we

know it today.
The Church and Dancing in [reland

The Church has had great influence on dance in Irelund since the seventeenth century.
Records show that at almost no time was its hierarchy in favour of gatherings where people of
borh sexes participated in leisure-time activities which included dance. Women who

participated in dance gatherings were condemned as being evil and enemies of the Lord.

These objections to gatherings of mixed sexes for the purpose of dancing were stilf
very much the policy of the Church well into the middle of the twentieth century. One must
only go back to the late fifties and early sixties when women were not allowed to drink in
bars and lounges. They had to use the snug, which could be found in almost every pub and
was usually not much bigger than a confession box, at most accommodating onty three

people. The policy was: a woman'’s place was in the home.

Attending lrish dance lessons, competitions and exhibitions was never any great
problem as far as the clergy were concerned. T was told by several priests thar when [rish
dance groups travelled to international festivals abroad they usually had one or two priests as
spiritual directors. The priests I spoke with had been on such trips. It was also the policy up
to the late 1960s not to allow Irish dance groups to go to eastern European countries because
in the eyes of the clergy countries such as Poland, Czechoslovakia, Estonia, Latvia and
Lithuania were all anti-Christian. I had the privilege to visit these countries in 1968 and
every year since, and in my opinion the people I met were very tine, honest Christians. It
would appear it was just ignorance and a lack of understanding on behalf of some Irish

people that led to these narrow views.

Today in ITreland the priests and bishops are not the only ones with a good
education. We have a well-educated population who can think tor themselves and are quite
capable of knowing what is right and wrong — people are free to express themselves in music,
song and dance. Women have long been liberated and are no longer confined to the house. It
would not be unusual for some women to go to dance sessions sceveral times a week and often

travel some distance for weekend workshops.

While some priests and Christian Brothers took an interest in [rish dancing in the

latter part of the twentieth century, the majority I knew had a very narrow view ot dance and
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were more interested n it for political reasons rather than for the physical exercise and social

pleasure which could be achieved by those who participated in it

One of many priests I knew who was genuinely interested in Irish music and dance
was Father Pat Aherne from County Kerry. In the late 1960s he founded one of the greatest
Irish cultural experiences one could ever hope to enjoy — Siamas Tire, The National Folk
Theatre in Tralee, which had a cast of twenty-seven. Their ages ranged from 11 to 60 and all
of them could sing and dance. Father Pat also produced and presented Irish traditional folk
art on stage in a very professional and creative way using the most modern stage lighting and
sound effects. He lectured throughout Ireland at courses and workshops which were
organised for producers and practiioners in the presentation of traditional folk art and
culture. Father Pat dedicated his life to The National Folk Theatre and contributed greatly to
the development and  preservation of storytelling, music, song, dance and Irish folklore in
the sixties and seventies at a time when most Irish traditional cultural organisations were only

starting to develop.
Some Views of the Clergy
o C

The following is a brief look at the relationship between the clergy and Irish dance and some

of the views expressed by them in recent centuries.

In 1670 a priest in West Cork 1n the south of Ireland wrote: “Women dancers arc the
cause of many evils, because it is they who bear arms in the devil’s army. The devil compels
them to gather on holidays for dancing, a thing which leads them to bad thoughts and evil

actions.’

Dr Plunket, Catholic Bishop of Meath, in his scrmon at Drumonrath in July 1790,

condemned the promiscuous assembly of both sexes on Sundays for the purpose of dancing.

Father John Cascy (1769-18061), parish priest in Ferriter, County Kerry, was a deadly
enemy of music, dancing and pipe playing. He forbade pipers to play for dancers even
though this was their sole source of income — without this, pipers were sentenced to a life of
destitution and many died in the poor house. On another occasion Father Casey, finding a
piper playing for dancers, kicked, cuffed and beat him unmercitully, breaking his pipes. The

locals had to make a collection for the piper.

Waltzes and polkas were singled out by Pope Pius IX in 1864 as both these dances
involved constant physical contact between couples and because they were faitly lively, with
dancers seeming to enjoy themselves. As we all know, everything was tine with the Church as

long as you did not take pleasure from it.

In 1875 the bishops of Ireland issued a pastoral address in which they denounced the

improper dances which had been imported from abroad, clearly an occasion of sin.
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In 1919 a piper called Ruane, in Teach an Gheta, having been told that the priest for
no apparent reason had banned any further music, burst out crying, turned on his heel and
Pt b Yg,

went home. Ruane never came to another Sunday there — nor did any other piper.

The Archbishop of Dublin warned in 1923 that ‘Dancing had become a grave

danger to the morals of young people.”

Dr O’Doherty, when Bishop of Galway in 1924, said that “The dances indulged in
were not clean, healthy Irish dances.” (He seemed to forget that the same clean, healthy Irish
dances he referred to had been stopped and almost wiped out by his predecessors.) The bish-
op went on to tell parents, ‘Fathers of this parish, it your girls do not obey you, lay the lash

upon their backs.’

In an address issued after their meeting in Maynooth College in October 1925, the
archbishop and bishops of Treland expressed che fear that the honour of Irish boys and the
Christian modesty of Irish maidens that had been won for Ireland might be lost: *... dance
halls, more especially in the general uncontrol of recent years, have deplorably aggravated the

ruin of virtue due to ordinary human weakness.”

My father told me numerous stories of the priest walking the roads at night or
hiding in the bushes — when a boy and girl came walking by he would pounce out and beat

the lad with the stick and send him in the opposite direction of the girl.

[ have heard many such stories including the one of the parish priest who was so
against dancing and music that he used to prowl the country lanes at night in order to put a
stop to these social gatherings which led to the occaston of sin. When he came upon a house
dance he would storm in the door and proceed to scatter the dancers with his blackthorn
stick, beating the musician and ofren putting his instrument into the fire. The boys would
also get a good belt of the stick, and the girls would be marched home to their fathers who
were encouraged to put the fear of God into them with a few lashes of the belt. The priest,
having performed his so-called godly duty, would then use his most powerful weapon ot
intimidation and fear — rhe denouncing of the dancers and musician to all the parish from

the altar at Sunday Mass.

This policy of the clergy conuibuted to the gradual disappearance of house dances,
crossroad ceilis and many other Irish cultural activities. In turn this meant that musicians,
not being able to find any work, had to emigrate to England, America and other countrices
with strong Irish communities where their talents would be appreciated. Ireland’s cultural life

was certainly the poorer for their leaving,

After very strong pressure from the clerey, the State introduced The Public Dance
P tel }‘ o/

Halls Act of 1935, which forbade the holding of dances without a licence in buildings, yards,
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gardens or other enclosed places whether roofed or not, temporary or permanent. This law
had the eftect of almost wiping out informal social gatherings and did serious damage to the

preservation and development of Irish dance.

On the Grear Blaskers in 1936, Eibhlis Ni Sailleabhdin wrote: ‘Great changes have
come on the Island lately, with the visit of two Redemprorists Fathers ... no mixed bathing is

allowed ... no dancing in any house, day or night, no one out later than 10.30 pm.’

While today we may read these old laws and sermons against music, dance and social
gatherings with much amusement, in their day they had to be taken very seriously. To go
against the clergy could mean the blacking of an individual in the community and the refusal
by the parish priest to give a reference, which was the practice in those days when ic was time

to leave the parish to seek work.
The Gaelic League

Throughout the nineteenth century a very strong movement was developing towards a
national Irish identity, and this led to the founding of the Gaelic League in 1893, This
organisation was to have a big influence in the future of Irish dance and rtoday there are
several thousand qualitied teachers throughout the world. The Gacelic League is an Irish
cultural organisation and had as its priority the promotion and preservation of the Irish
languages it also promoted Irish dancing through both dancing classes and competitions.
At the end of the nineteenth century the League sought to restore national identity and
national pride, which at this time were at a very low ebb. The League had some of the
country’s top intellectuals as its founders and they wanted to establish a national identity to
be proud of. Proper conduct, good behaviour and a certain amount of refinement were part
of the new identity they were trying to create. (This was opposite to the uncultured,
stage-Irish image which was too often portrayed around the world in those days.) The Leaguc
developed very quickly and within a tew years had thousands of members in Ireland, the
USA and Great Britain. Hundreds of classes were organised in each country teaching dance

and other forms of Irish culcure.

The London branches of the Gacelic League were very active and progressive — they
invented the ceili and introduced the term for such a dance gathering, and organised the
first ceili, which was held in London in 1897. They have lots more to their credit, including,
the collection and preservation of the Irish fAigure dances (ceili dances). They also introduced

the methodology and terminology to describe these dances, and these are sull used today.
In the USA ar the end of the nincteenth century, the League very quickly oreanised
) g Y4 y o1g
Irish dancing classes and competitions, and in a very short time was organising four big

dancing competitions in four of the major cities cach year.

In 1929 the Gaelic League set up a Commission of Inquiry to investigate the state of

[rish dancing regarding teaching, classes, competitions and adjudication. This led to the Irish
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Dance Commission being formerly sct up in 1930, which continues to this day to supervise

and organise the majority of Irish dancing around the world.
Social Factors and Irish Dance

When speaking about the development of Irish dance one must take into consideration many
factors which have contributed to the changes in Irish dance as ic has evolved over the

centuries.

Up to the carly twenteth century dance facilities were very restricted. Houses and
living conditions were extremely cramped and had almost no space where people could dance
— many houses had clay floors. The half-door was one solution, the table another; in pubs the

tops of barrcls were also used, and competitions were held on the backs of small lorrics.

This lack ot dancing space naturally had a very strong influence on the style of dance
as movement would have been seriously restricted and, in some cases, people had to dance
facing the one direction. Because of these restrictions one could presume that these dancers
were not as physically developed as the solo dancers of today who cover such a large arca on

stage and perform some very athletic jumps and kicks which require hours ot daily practice.

Clothing had a very important influence because in olden days the clothes were long
and heavy. Women especially were very restricted because of cheir long dresses, shawls and
whale-bone corsets. Not only were these heavy but they certainly made movement of the
hands and feet very limired. Wearing such clothes was very tiring and the amount of time a

dancer could dance was quite short.

Up o the beginning of the twentieth century a good pair of leather shoes was a very
precious luxury. People used to walk to town in their bare feet and put on their shoes when
entering the town. This certainly would have had an influence on poorer people learning

hard shoe dances.

Mobility was a big problem and lack of transport confined most dancers to their
own region, which in tum limited their knowledge of the standard of dancers from other
areas.

As far as money was concerned, the majority of Irish people had just about enough
to put food on the table tor their family. Everything else was a luxury, and great sacrifices had
to be made to get enough money to pay for dancing lessons, travel distances to competitions
or buy dancing shoes and costume. Food (or the lack of it) would have had a serious effect

on the physical development and stamina of a dancer.
And people — without people you cannot keep a folk culture and tradition alive.

The majority of the young people in Ireland had to emigrate to look for work — they had no

choice. And when the ordinary Irish person emigrated to America or England they very
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seldom returned. Musicians, singers and dancers departed in great numbers and this had a

devastating eftect on the living folk culture of Ireland.

Perhaps in places like Cork City in the south of Ireland there may have been more
foreign influence on people’s social lives, because of the fact that there were a great many
British naval and military bases there. Cork Harbour was the main refuelling depot for the
British Navy which also had several large bases, for example, at Fort Camden, Fort Carlisle,
Spike [sland and Halbowline. Altogether these bases would have had thousands of personnel
permanently based in them. When one considers what a small city Cork 1s, the foreign

influence must have been quite substantial, both culturally and economically.

Parts of the country which had British army barracks located nearby would also have
been strongly influenced, as would areas which had their own Irish brigades (for example, the
Connacht Rangers, who travelled all over the world and were stationed for long periods in
many European countries). We must not forget that soldiers and sailors do not sit around
when they have leave and they were the most constant travellers in and out of Ireland for
hundreds of years. Can you imagine hundreds of soldiers returning to their barracks, say, in
the West of Ireland, after being abroad for several years and having learnt a great many new
folk dances from soldiers or locals in the different countries where they were stationed? Their

influence would have been considerable.
Ulster

Special tribute must be made to the Irish dancing community in Ulster who produced some

of the greatest solo and figure dance teams that Irish dancing has ever seen.

The Irish teachers and dancers from the North of Ireland had a special pride and
commirment to their Irish dancing, pcrhaps more than i any other Irish dance community.
The great Anna McCoy from Belfast had arguably the most famous Irish figure dance team
in the twentieth century. The team was very much sought after for big events, concerts and
television performances. Apart from ‘Riverdance’ no Irish dance group received so much
publicity for Irish dance. The team were so professional in their performance that they often
competed with other forms of dance on the famous BBC programme “‘Come Dancing’ and
won. Once they took to the stage a great silence came over the hall and all eyes were focused
on the stage. Other great Ulster teams were the Lillian O'More School and the Brendan de
Glin School from Derry — between them they won dozens of All Ireland and World Dancing
Championships. Unfortunately these great treasures of Irish Dancing were struck a very
severe blow with the start of the troubles in Northern Ireland in 1969 — it was almost
impossible for the dancers to attend their dancing classes because of the great danger
involved. This led to an almost immediate collapse in the Irish dance structure in Ulster,
bringing to an end the great era of Irish dancing there. We salute and sympathise with these

lovers and protectors of Irish dance and culture — we hope that peace will come to their
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communities and soon the great Northern spirit will return to its rightful place at the

forefront of Irish dancing,

Dancing and the [vish State

Funding

When it camie to funding from the Arts Council, the government-appointed body to look
after the arts, Irish dance has always being the poor relation. It was never looked on as an art
form (or even as deserving mention) alongside other types of professional dance such as
theatre dance, contemporary dance and community dance. These groups and companies get
funding from the State but this is just enough o have one or two performances every year,
with no real guarantee for their future. People who work as professional dancers or
performers have to be admired for their courage and commitment to their art. As a member
of the Dance Council of Ireland Board of Directors for cight years (four of them as
President), I can say with good authority that the majority of the professional dance
community in [reland are very honourable hard-working people. I would be the first person
to wish them more recognition and improvement in ctheir conditions of employment — also

much greater funding,.

When we speak about Irish traditional dance we come into an area which has
received almost no funding. Perhaps one of the reasons for this was because for years the Irish
Dance Organisation (responsible for Irish dance) had a rule (the Ban) that any person who
danced or participated in any other form of dance other than Irish would be expelled from
the organisation. This showed a great lack of vision on behalf of the organisation whose main

work was arranging compctitions, implcmcnting the rules and handing out suspensions.

One could casily understand how an Arts Council could never support an
organisation which denied the young people of Ireland the freedom to broaden their minds
by having an interest in other forms of dance and cultural life. Today the Ban is gone, but

many of the people who enforced it are still around.

With the coming of ‘Riverdance’ it was to the benefic of many to go with the
overwhelming flow of popularity and success chat the show (and the others that followed)
had achieved. Overall, there 1s now a much healthier respect for Irish dance — the ‘Arty’

f )
people cannot close their eyes to the fact that Irish dance shows such as ‘Riverdance” and
‘Lord of the Dance” are the biggest dance performance success stories ever in Ireland (or

Do }
indeed Europe) and would be highly rated at world level. And this was achieved, to the best

of my knowledge, without state funding.

Today there is a more vibrant and healthy scene in the Irish dance world. The State

are taking things more seriously and have a new Ministry for Arts, Culrure and Heritage,
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which is much more sympathetic and open to all kinds of new ideas for folk culture and

heritage projects.
Legislation

In 1935 the State enacted the Public Dance Halls Act which required thac all public dances
be licensed, including dances held in houses, yards, gardens, or other enclosed places. In the
words of the Furrow, a journal published in Maynooth College, the act ‘completely destroyed
the informal dances in private houses which were a harmless and innocent way of country
lite'. This law effectively killed the house dances and did untold damage o the development

and preservation of Irish dancing as a leisure-time activity.
Development of Irish Dancing Abroad

Irish dancing has developed in many countries including North America, Australia, New
Zealand, England, Scotland, Wales, the Netherlands, South Africa, Argentina, anywhere the

[rish have setded, you will find Irish dance activity.
USA

The USA has seen the biggest development of all countries. In a census carried out on [ June
1890 there were more than four million children with both parents born in Ireland — this
gives some idea of the great number of people of Irish descent living there. Irish dancing
plays a very important role in the structure of Irish communities and helps preserve their
identity. Although it has been taught informally since the middle of the nineteenth century,

formal classes did not start unul around 1900.

In Troy and Margaret West Kinney’s book 7he Dance (1914), among the Irish
dancers living in America was Thomas Hill, who was four times champion of Ireland
(1909-10 and 1911 in Cork, and 1911 in Dublin). He was quoted as saying that chanks ro
the American Branch of the Gaelic League and its activity in the cause of arts, Irish dancing
was in a flourishing condition. With an intelligent public interest, standards of excellence and
a number of capable performers, America was now leading even Ireland. Thomas Hill
attributed this to a combination of well-dirccted enthusiasm and cthe practice of holding four
important competitions each year - these were divided among as many cities. Capable
management attracted large numbers of good-class competitors and they were classitied in
such a way that there was hope for all. Liberality in prizes was an added stimulus. All told,

Hill said, one feis accomplished as much interest in dancing as in Ireland in a year.

Berween 1900 and 1950 there were very few certified teachers or adjudicators of
Irish dancing. By 1967 there were seventeen teachers and five adjudicators. Today there are
four hundred teachers and one hundred adjudicators, which is more than the number of

qualified teachers in Ireland and England combined. The Healy School of Irish Dance from
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San Francisco, which started classes in a formal manner in 1902, can boast four generations
of teachers and will in 2002 celebrate its 100th anniversary.

Irish dancing has never been so popular. There are approximately 160 feiscanna
(competitions) held throughout thirty states each year, and 2,000 dancers competed in the
North American Championship. The approximate figure for Irish dancers attending classes is
50,000. Competitions arc a way of life for Irish duncers — most travel by car, bus or plane
almost every weekend to venues throughout the States. Many dancers such as Michael Flatley
and Jean Butler of ‘Riverdance’ fame would have spent most of their young lives travelling

each weekend to participate in competitions.

A large industry has developed to produce and sell Irish goods required by dancers
such as costumes, shoes, socks, hairbands, brooches, records, tapes (audio and video),

compact discs and books. Costumes can cost between IRL700 and TR.LT1,000.

The standard of North American dance in recent years has been of an extremely high
level and the Americans are always a force to be reckoned with at the World Championships.
Michael Flatley from Chicago was the first North American dancer to win the World I[rish

Dancing Championships.
Canada

While there had been a strong Irish dance community in the late nineteenth and early
twentieth centuries, it is only in rthe last fifty years that Irish dance has been properly

organised with registered teachers and examiners.

In 1947 an lrish dance teacher, Monica Dunne, arrived in Vancouver from Ireland.
One of the biggest influences was Mae Butler, who was a well-known dancer and teacher in
Ireland and came from County Dublin. Mac arrived in Toronto in 1953 and immediately set
about putting a good structure for Irish dance in place. Today there are thirty qualified
dancing teachers in Canada who attend the Mae Butler Academy of Dance. Irish dance in
Canada is going from strength to strength thanks to the great work of the carly pioneer
teachers. Today Irish dancing 1s very popular and there are more than sixty registered

teachers.
Australia

Earliest references to Irish dancing (taught mainly in Catholic schools) go back to the mid-
nineteenth century, and the Queensland Championships were held between 1866 and 1900.
It took a great many vears to unite the different Irish dance associations into one organisation
— the first examination under the auspices of The Irish Dance Commission for Teachers and
Examiners took place in September 1969. At these exams thirty-two qualified as teachers and
examiners (eighteen teachers, fourteen adjudicators). Today there are more than 150
registered teachers in Australia. In 1996 Conor Hayes became the first Australian man to win

a World Championship.
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New Zealand

The development and organisation of Irish dancing in New Zealand came at a later date
than many other countries because there was not the large Irish population as in other
countries. However, we understand chat dancing existed during the time of the gold-rush
days in Central Otago in the late nineteenth century. The first national organised
competition was held in Christchurch in 1950. In 1972 two examiners from the Irish Dance
Commission travelled to New Zealand to hold examinations and to provide refresher courses
for those already qualified. There are approximately thirty registered teachers in New Zealand

today.
England

The Irish community in England has always been o the front when it came to promoting,
and organising Irish dance and culture, because it was so important for them o maintain
their identity and also to keep close links with their fellow Irish. The majority of the Irish
workers in England had to work very hard to earn a living and to educate their families so
that they would have a better chance in life. Great sacrifices were made by parents to take
their children to dance competitions throughout England, to the All Ireland and, in more

recent years, the World Championships.

The standard of Irish dance in England has always been equal to that in Ireland, and
sometimes even better. Since the setting up and recording of formal competitions, you will
always find a strong representation of the Irish dancers from England. Irish dance is very
popular today and a large number of the professional dancers in ‘Riverdance’, ‘Lord of the
Dance” and many other shows are trom England — children and grandchildren of families
who sacrificed so much to promote Irish dancing in difficult times and circumstances.

Today there are approximately 220 registered Irish dance teachers in England.

In many other countries you will find a great interest in Irish dance. Scotland has
approximately thirty-six teachers, Wales three, the Netherlands one, and South Africa one.
There are other countries, such as Germany, Sweden, Denmark, Norway, Finland, Belgium,
France, the Czech Republic (ro mention a few), who have today developed a great interest in

Irish dance.
World Intevest in Dance Courses

Every country around the world which has an Irish dance organisation is reporting an
increasing interest in people learning Irish dance. There are also many dancers travelling to
Ireland to participate in dance courses, including intensive courses with the Irish National
Folk Company. They include solo and group dancers, and students from dance and physical
education training schools. The courses they participate in offer a complete selection of Irish
dance: solo, ceili, figure and group social set dance, as well as other aspects of Irish culture
including tours to places of historical interest and ceilis. Dancers have come from Sweden,

Germany, Holland, Hungary, Austria, Switzerland, the Czech Republic, France and
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Denmark. Great interest has also been shown as far away as South Africa, Hong Kong, Japan,
New Zealand, the USA and Canada. The more professional dance shows tour the world, the

bigger the interest becomes.
[he Influence of ‘Riverdance’ and ‘Lord of the Dance’

The performance by Michael Fladey, Jean Butler and the others on the Eurovision Song
Contest for a few minutes did more to promote Irish dancing around the world than had
been achieved in the previous fifty years. So thanks to television, there came about the most
important change in Irish dancing since the founding of dancing organisations. Irish dancing
was treated with respect at home and abroad. Irish dancers could become professionals and
make a carcer out of their hobby. Irish dancers now had something to aim for and after years
of hard work and sacrifice they would be rewarded. They could travel to many parts of the

world as respected entertainers. They could feel proud to be Irish.

There are now a number of Irish dance shows on tour worldwide including three or
four ‘Riverdance” shows. There are also several ‘Lord of the Dance’ shows and many others
such as ‘Feet of Fire and "Gaelforce Danee’. Unfortunately, there are some shows touring
Europe which are not real Irish dance shows but just opportunists who are taking advantage

of the success and publicity of the genuine ones.

There must be at least 600 professional Irish dancers making a living out of the great
success of ‘Riverdance” and other shows. The Irish dance scene has changed dramatically —

Irish dancers are sought after for corporate and other events.

[t is now very difhcult to find young Irish dancers who are not focused on
professional performance and benefits. Almost all available dancers are occupied in some
show, cabaret or event. Moving into this level of show business has broadened the minds and
talents of the dancers as they become aware of theatre lighting and sound and stage
techniques, along with the discipline required to pace oneself for a full-time profession as a
dancer.

The coming ot ‘Riverdance’ has also changed much of the thinking regarding
costume and movement. It has encouraged a more open and expressive form of dance with a

greater freedom for the individual dancer.

How long these shows will continue to tour successfully, and what effect constant

daily performance will have on the young dancers, remains to be seen. Only time will tell.
Types of Irish Dance
Solo Dances

Solo dancing was developed by the dancing masters in the last quarter of the eighteenth
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century and has since continued to develop in both a physical and artistic way. Today 1t
expresses a great freedom of expression, an excellent posture, a true combination of brilliance,

lightness and strength of movement, achieved by years of dedicated work.

[rish solo dancing as it exists today consists of the jig, the hornpipe, the reel and the

set dance.
The Jig
As a solo dance the jig can be performed in different forms:

The Slip or Hop Jig 1s today only danced by women but until approxinmacely 1950
was a competition dance for men and also couples. The slip jig, in 9/8 time, 1s a
most gracctul dance, performed in soft shoes, and is well highlighted in the

spectacular dance show ‘Riverdancc’.

The Single Jig is at present performed as a light dance (with no trebling or sounds)

in 6/8 and on rare occasions in 12/8 ume.

The Double Jig can be danced either as a light dance witli soft shoes (light jig) or us
a heavy dance with hard shocs beating out the rhythm. Danced in hard shocs it is
sometimes referred to as the Treble Jig, or the Heavy Jig or Double Jig, all of which

are in 6/8 time.

The Heavy Jig is the only one of these which is danced in heavy (hard) shoes so the

dancer can put emphasis on sound and thythm.
The Hornpipe

The hornpipe almost certainly originated in England as far back as Elizabethan tmes when it

was performed as a stage act, for example, the famous Sailors’ Hornpipe.

I'he hornpipe as danced in Ireland is completely different and since the mid
cighteenth century is played in 2/4 or 4/4 time. It is a hard shoe dance and is one of the

most popular Irish dances throughout the world today.
The Reel

A very strong case can be made for ;1scribing a Scottish ancestry to our reels, as many can be
attributed to known composers. The reel arrived across the water from our good neighbours
and fellow Celts around 1800. It quickly became very popular and today it is the most

popular Irish music and dance forni. As soon as it arrived in Ireland it was transtormed into

whart is now truly Irish and distinet from rhe Scottish reel dance.

=
N
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Most reel steps are performed to double reel tunes, and single reel tunes are used for
the more elementary steps for the novice or beginner. The reel is in 4/4 time and is danced in

soft shoes.

The treble reel is danced in hard shoes. While this dance has become most popular
with audiences around the world who have seen ‘Riverdance’ and other Irish dance shows, it
is rarely (if ever) danced in any competitions. It was this dance with its fast rhythmic beats
and spectacular footwork that excited so many millions of people around the world when it
was performed on the first ‘Riverdance” show for the Eurovision Song Contest. You could say
that this turned the Irish dancing world upside down in a few minutes and achieved more

publicity and respect for Irish dance than had been achieved in the previous seventy years.

The treble reel style of dance was populatised by The National Folk Theatre (Siamas
Tire) under the guidance of artistic director Father Pat Ahern and dance reacher Patrica

Hunafin from [ralee.
Solo Set Dances

Solo set dances are performed in heavy (hard) shoes to a specific set piece of music or dance
tune, and many dare back to the middle of the nineteenth cenrury. A set dance tune differs
from the ordinary jig or hornpipe in that the last two strictly adhere to an eight-bar strucrure.
The set dance tune usually has two pares, which are referred to by the dancer as ‘the step’
(first part) and ‘the set’ (second part); it may not adhere to an eight-bar structure in either che
step or the set. In a set dance the dancer is performing to a prescribed tune, so that rhe foot-

work and rhythm of the dance are expected to interpret the tune.
The following is a selection of some of the solo set dances:

In 2/4 time — The Blackbird, Downfall of Paris, King of The Fairies, The Lodge
Road, Rodnev's Glory.

In 6/8 time — The Blackthorn Stick, The Drunken Gauger, The Three Sea Caprains,

The Orange Rogue, Planxty Drury, Rub The Bag, St Patrick’s Day.

In 4/4 time — The Garden of Daises, The Hunt, Kilkenny Races, Madame

Bonaparte, The Job of Journevwork, Youghal Harbour.
Ceilis (Irish Group Dances)

Ceili dances are group dances which are performed both in competitions and at ceilis (social
dances). These dances, which were around in the nineteenth century in difterent forms with a
variety of steps, were formalised by the Gaelic League at the beginning of the twentieth
century. They are all scructured on a few basic steps: side step, threes, promenade step, rising
step, and rise and grind. If you can master these steps you need only then concentrate on the

body and figurcs of the ditferent dances.
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Ceili dances are a collection of dances with a variety of formations — round dances,
long line dances and long column dances. Thirty of these are described in books 1, 2, and 3
of the Irish Dance Commission’s ‘Na Rince Forine’, and a complete knowledge of these thirty
dances is required when Irish dancers sit their teaching examination. They are danced with
very slight local variations throughout the Irish dance world. At ceilis and in competitions
dances can difter slightly, the square in the Fairy Reel being a good example. The 4-hand and

8-hand jigs and reels are the most common ceili dances performed in competitions.

From the beginning of the twentieth century ceili dancing was very popular in most
parts of [reland. People travelled great distances to attend a dance and in the largest cities
thousands packed the dance halls to participate. An example in Dublin will give a good idea
of the situation nationwide. Ceilis were held every Sunday in the Round Room of the
Mansion House, Dublin. Each week the hall would be packed to capacity, and often the ‘tull

house” signs were put up betore the official starting time.

Apart from Sunday nights in the Mansion House, the Gaelic League had clubs all
over Dublin where members could learn dances once or twice a week — these clubs also
organised ceilis on Saturday nights. In the late sixties and early seventies there was a decline
in numbers, and the regular Sunday night ceilis which were held in the Mansion House were
changed to the Clarence Iotel. The smaller dance hall had a great acmosphere after the
Round Room of the Mansion which was a beautiful (but vast) room with a very high roof.
The quality of the sound in the Clarence Hotel was excellent compared to the unusual
acoustics of the Mansion House. In the late seventies the ceilis stopped in the Clarence Horel
and moved to the Na Fianna GAA club on Mobhi Road, Glasnevin, on the north side of

Dublin City.

One of the causes of the decline in numbers attending ceili dancing was quite
natural given that modern dance had taken off in che late fifties and sixties with the coming

of Elvis, The Beatles and all the other pop idols. We had entered a new cra of entertainment.

Cetli dances have kept Irish dancing a living social form in Ireland and abroad for
more than a hundred years. Apare from the thirty standard dances in books 1, 2 and 3, there
are a great many other very popular ceili dances including dances for one, two, three, tour,
five, six and eight couples. Cellr dances can be danced by children, youth and adults, and for
any dancer there is no greater joy than to dance an 8-hand jig or The High Caul Cap with a
good group of dancers. Ceili dance classes are mostly held by Irish dance schools but you can
also find some ceili clubs which have more emphasis on the social side of ceili dancing as a

leisure-time activity.
Social Group Set Dances

These dances, known as ‘sets’” and ‘half sets” in their many localised forms, derive from the

quadrille, a dance in which couples faced each other standing in a square. Quadrilles were
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very popular in the Paris of Napoleon. The victorious armics of Wellington became familiar
with them and introduced them to England and Ireland. Dancing masters adapted these
dances by substituting native steps for the ballroom steps and by speeding up the time to that
of the common reel and jig. Differences developed in the number of figures which ranged
from three to six, the usual number being five. The five figures in the original quadrilles

required music in 6/8 and 2/4 time.

Social group set dances were almost completely wiped out in the first seventy years of
the twentieth century as they were considered foreign by the Gaclic League. Set dances such
as the Kerry and Clare sets have come back on the Irish social dance scene in recent years and

have proved to be quite popular with the more mature age group.

These dances are not distinetly Irish, as their style and steps can be found in many
European countries, especially Russia. Recently, while in Moscow, [ was a guest of the
Russian Academy of Music and paid a visit to their folk dance archives — there the professor
showed me video tapes of dancing which had been collected on tield trips in villages and
towns throughout Russia. The experts claimed that these dances (quadrilles) had been
performed in Russia for more than two hundred years. Later I had the opportunity to see
them danced live at the Russian National Festival of Folk Dance in Moscow. The dances 1
looked at were exactly the same in steps, holds and style as the dances we call sets. [ also have
seen some very close comparisons in Sweden, Denmark, Latvia, Estonia, Lithuania, Holland,
Slovakia, Germany and France. Many of the terms and music thythms used in set dancing
are central European; for example, the mazurka is from Poland, the polka is from the Czech

Republic and the waltz is from Austria.

[ must say that I am very much in favour of and enjoy all types of dance especially
those that give great pleasure to the dancer. T particularly like set dances and can claim to be
one of the very small group of people who participated in the revival in Ireland. That was in
1966 in the Clare Man’s Club in Bridge Street, Dublin, (near Christ Church Cathedral).
Josie and Michael Murphy, a brother and sister from County Clare in the West of Ireland,
ran a class teaching the Clare Set, the Caledonian Set, the Plain Set, the Kerry Set and others
every Thursday night. To both Josie and Michael should go the credit for the revival of social
group set dances — they kept the flame burning and without them I believe set dancing
would never have had a revival. They danced and raught the sets because they had a genuine
love for them, and at no time did they seck to make profit from cheir teaching or try to
exploit the people who came along to learn from them. They danced the Clare style of
dancing, which in my opinion is by far the most graceful, dignified and consistent of all set
dance styles. This style makes the performers look like dancers with proper carriage and fine

footwork, something which is very rare in most other set dance styles.

The gatherings at the classes in Bridge Street were small — about twenty people cach
session. Strangely enough, 90 per cent of the attendance were musicians like Sean and James
Keane, Michael Tubrity and Mick O’Connor, to name but a few; also the members of the

Castle Ceili Band were quite often present to make their contribution. The reason why so
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few dancers attended the sessions was because set dances were classed as foreign and were
forbidden — for any dancer to be caught dancing sets could mean being expelled from an

Irish dance class or barred from attending Gaelic League cetlis and events.

There was a small development in social set dancing in the early 1970s, mostly to
form teams to enter competitions. At this stage my good friend for many years, the late
Connie Ryan, started to take a scrious interest in set dancing. Before this I had only seen him

dance ceili dances and I had never seen him before in the Clare Man’s Club.

It was not until the carly 1980s that set dancing started to become known to a wider
public. A class given by Joe O'Donovan in 1982 and held at the Willie Clancy Summer
School in Milltown Malbay in County Clare was the first introduction to set dancing for
most dancers. After this, many social groups developed an interest as set dances were quite
casy to dance — the fact that they were very repetitious meant that they could be learnt by
almost any beginner. When it became obvious that there was a lot of interest and potential
for development amongst the over-forty age group, some individual entreprencurs became
authorities on set dancing overnight. This was one area ot dance which was wide open for
exploitation. There was nothing written about set dances, there were no rules, no standards,
no qualified teachers — 1t was a free-for-all situation. Teachers could say what they liked and
the dancers took it as gospel because very few had the slightest knowledge of dancing and

most were new to the Irish dancing scene.

So a new period arrived on the Irish dance scene and full credit must go to my old
friend Connie Ryan who could see the grear potential for developing social set dancing in a
business-like way — with his great organisational ability he set about creating a whole new
dance sub-culture in Ireland. He organised busloads of dancers and headed away for weekend
set dance courses all over the country. The more weekends were organised the more the need
for new dances. At the beginning of this revival there were about half a dozen tried and tested
standard set dances including the Kerry Set, the Clare Set, the Plain Set, the Cashel Set and

the Caledonian. Today I am sure thete are hundreds of them.

Social set dances are often danced at a very fast speed and in a wild manner bearing
no resemblance to any of the original set dances, which had a lot of discipline and good
manners attached to their character. Before the recent revival, set dancing was never danced
in Dublin. Going back to at least before 1860 my father, grandfather and great-grandfather
were musicians and dancers, attending dances all over Dublin City and County, and ar no
time did I ever hear mention of set dancing. When I asked my grandmother, my father and
more recently my uncle (who is now 95 and attended dances since he was a child) what they
danced, they always said they only performed ceili dances and there were no set dances in

their time.
Choreographed Figure Dances

Chorcographed figure dances are performed by a team of dancers for a competition or

exhibition. This category of dance allows the choreographer the freedom, within limits of
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style, to create new dances. The patterns of the Book of Kells und other famous manuscripts,
or the design of Celtic High Crosses, St Bridget's Cross, Tara brooches and other ancient Irish

treasures are all popular themes.

The development of choreographed tigure dances in competitions over the last thirty
years has produced some very creative and spectacular displays by dance teams, which have
added greatly to the entercainment value of Irish dance and have proved to be very popular

with dancers, teachers and audiences.
Irish Dancing Today

There is a great demand for solo Irish dancers to perform at all types of events and
also the willingness to pay dancers a just and proper reward for their services. Solo dancing is
centred around the world of competition. To be really successtul and reach a high level most
dancers have to attend classes at least twice a week and put in up to four hours’ practice every
day. The training and dedication required at the highest level of Irish dancing is equal to

what is required in any sport, and top Irish dancers can be considered to be excellent athletes.

Ceili dances are exactly the same throughout the Irish dance world, which means
ceili dancers worldwide can dance with cach other without any problem. In competitions,
4-hand and 8-hand jigs and reels are the most common. Ceili dances can be danced by
children, youth and adults — classes are mostly held at Irish dance schools, but you can also

find some ceili clubs which have more emphasis on the social side of ceili dancing,.

Social group set dances, which are purely social dances, have developed and become
popular in lreland in che last twenty years — they are danced mostly by the more mature age
group, the majority of whom would have no previous dance experience. As there is no
organisation responsible for set dancing and no standard guidelines or qualified teachers
(many people start teaching after only a short period attending classes), it is not possible to
give advice on the structures or rules. However, several instruction books have been written

recently in a genuine attempt to collect, record and standardise the dances.

[ would recommend this form of dance as an excellent leisure-time activity and as
the dances are not too difficult one is guaranteed to have fun, lots of laughs and good exer-
cise, while meeting new and old friends. Social set dance evenings are held most weekends in
many different venues in Ireland and you may also be lucky to find a session in England, the
USA or wherever there may be an Irish community. Alchough there is no organisation you
can contact about classes, most towns in Ireland would have set dance sessions at least once a
week. The best way to get information is to ask in the local pub or tourist board, or look on

the Internet under ‘ceili.com’.
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Some benetits of learning Irish dancing are:
Self-Esteem — Increasing poise, personality and confidence.

Increased Mental Skills — Listening, following instructions, increasing attention span,

nemo rising steps.
Physical Skills — Developing body control and co-ordination.

Friendship — Developing friendships with classmates, fellow performers and
ompetitors while taking part in competitions, performances and social events at home and

abroad.

Hobby — A very healthy letsure-time activity to occupy dancers in their teens and

JZI[CI‘ }’C'JYS.
Beginners

Irish dance students can start learning as young as 4 years of age bur 6 or 7 is more the norm.

However, many do not start nutil their mid-teens.

It is always wise to have a chat with the dance teacher when enrolling in a class and
ask the teacher for advice and honest appraisal as to whether your child is ready to join. After
one session the teacher would have a very good idea as to whether the time is right for your
child. Some 4-year-olds may have no problem in taking dance lessons while others may need

to wait until they are just a licde older.

Many primary schools have a short course which serves to introduce the children o
[rish dance. If children want to progress they must then join an Irish dance school with a
qualified teacher affiliated to one of the Irish dance organisations like the Commission for
Irish Dance, which 1s a worldwide organisation, or An Comhdhdil, the Irish Dance Teachers’
Association, which is based mainly in Dublin but has branches throughout Ireland and also
in England and Scotland.

When can a dancer join a class?

Irish dance schools tend to follow an academic calendar, usually the same term as that of the
local primary or secondary schools. Most dance teachers use the local school halls. It is

normal practice for teachers to accept new students at any time during the year.
How long does an Irish dance class take?
A dance lesson for beginners will take approximately one hour, one afternoon or evening cach

week. Before special performances or competitions the teacher may call for extra lessons. The

student may have to pay extra for these additional classes depending on the circumstances.
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Private or semi-private lessons can be arranged with the teacher throughout the year

at an agreed schedule.
Do you want your child to dance in competitions or just for pleasure?

Some parents may wish their child to participate in competitions whilst others may only

want their child to dance for exercise, pleasure, friendship and culrural reasons.

This need not be a problem but vou should make your feelings known to the
teacher. Often parents who start with the intention of not allowing their child to take part in
competitions change their minds at a later date when the child develops to be a very good
dancer. Attending competitions can be a very time-consuming and expensive hobby as you

may end up travelling long distances each weekend to participate in the difterent events.
How long will it take before my child can dance?

[t is not possible to say exactly how long this will take. There is no normal progression as it
all depends on the dancer’s age, talents, commiunent and work put in at home outside the

class.

When a dancer starts to learn they will begin with the ‘threes and sevens” which are
the foundation for all Irish dance steps. As time passes you should notice the dancer

developing poise and carriage and also improving body alignment.

When learning the ‘threes and sevens’ they will dance with others performing the
same steps in, tor example, The Walls of Limerick. This helps the child to develop the
all-important sense of timing. In the first months the dancer will also develop hand-holding
and other arm movemnents as well as the execution of steps in dances such as the Siege of
Ennis and the Fairy Reel. The teacher will macch ages and talents of other dancers when

making teams for the 2-, 4-, 6- and 8-hand ceili figure dances.

The next development is to a choreography team which can be a team made up of
nine to sixteen dancers. The choreography or exhibition dance demands a lot of hard work

and commitment from every member of the team.

As the dancer advances they will be able to execute more complex steps and be able
to litt themselves with refinement and grace while dancing. The progression is to move on to
hard shoe dances such as hornpipes and treble jigs. The dancer will now need a second kind
of shoe (*hard shoes’) usually fitted with fibreglass heels and tips (see section on Irish Dancing
Shoes). The dancer will now learn to make rhythmic sounds using the toe, heel and ball of
the foot. From this stage on vou will sce the complexiry of the steps grow and grow. Soon the
dancer will be able to perform set dances (which are danced in hard shoes to a set piece of

music) such as King of the Fairies, usually chorecographed by the teacher. You will now starc
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to appreciate the special features in solo dancing which are exclusively Irish and not found

among the national dances of any other people.

Some teachers include basic ceili dances in their solo class. Others who enter teams

for competitions have a separate class for figure and choreographed dances.

After spending some time progressing in the dancing school the dancer can start o
be graded. Most organisations have grade examinations, progressing up to the teachers’
O o > fal
examination. The examination grades concentrate on basic solo dances and gradually

incorporate more advanced steps and ceili dances.
Feiseanna (Competitions)

[t is important to note that different Irish dance organisations have different rules and there
will be changes in the rules depending on the organisation, region and country. Any Irish

dance teacher should be able to advise you as to the rules of a particular place.
The Class Feis

For most dancers this first competition is a small event in which only members of their own
dancing school take part. While the class feis is run on the same rules as any other
competition, usually it is a fun day and a social occasion for parents and dancers alike.

The class feis is usually held before the Christmas or summer breaks.

Grades and Levels

In solo dancing events, dancers compete in onc of four levels, depending on their abilities
and what awards they have won at previous competitions. Within each of these four levels,
competitions are broken down into age groups. The dance competitions are adjudicated by
an independent judge who will mark the dancers on Timing (rthythm), Carriage

(deportment), Construction of Steps (complexity), and Execution (presentation).

The first of January is the date which decides the age group a dancer will compete

[he t f y is the date which decides the age group a d I pet
in. For example, if the dancer is 14 before the first of January they will dance in the under-15
age group and if they are 14 after the first of January they will dance in the under-14 age

group.

There are usually four grades: Beginners (novice), Primary, Intermediate and Open.,
b S g ¥ I

Beginners’ Competition — This is open to dancers who have never been placed first

in a competition for the dance specified. Only basic steps may be danced.

Primary Competition — This is for dancers who have never been placed first for the

specific dance in that age group. For example, a dancer who has been placed first for
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the primary reel under-10s may go on to dance the primary reel under-11s.

The steps are still tairly basic but of a higher standard.

Intermediate Competition — This is for competitors who have never been placed first

for the specific dance in their age gronp. Advanced steps are allowed.

Open (or Prizewinners’) Competition — This 1s the highest grade where competitors

perform their most intricate steps.

There are competitions for the many individual types of dances, for example, recls, jigs,
hornpipes, slip jigs and set dances, but the dancer who participates in a feis can also enter a
trophy or championship competition. Primary and mtermediate dancers can compete in the
trophy competition and open dancers can take part in the championship. Sometinies
different competitions have slight variations to the rules so it is always better to get a copy of

the syllabus for each different feis which will clearly state the rules.

Almost every weekend you will find an open competition in a region not too far

awav.

The Open Championship = This level is the most advanced in Irish solo

competitions.

The Regional Championships — Each region holds a championship cach year, for
example, the Ulster, Munster, Leinster and Connacht Championships.

You will also have the same regional championships in England, the USA, Canada,
Australia and other countries. The dancers must dance one soft shoe and one hard
shoe dance plus one or two set dances according to their age group. Approximately
one in ten competitors from the Regional Championships qualify for the World

Championships. There are three adjudicators.

The National Championships — At this level you have the All Ireland, the All
England, the North America, All Australia and the All Canada Championships.

There are three or five adjudicators.

The World Championship — It is almost every competitive dancer’s aim to dance in
the World Irish Dancing Championship. To dance in the very top competition,

dancers have to qualify by competing in regional and national championships.

The World Irish Dancing Championships are usually held over the Easter holidays
cach year in Ireland but will be hosted outside Ireland for the first dme in che year
2002 in the Clyde Auditorium, Glasgow, Scotland.

Dancers dance a soft and hard shoe dance plus one or two set dances according to

the age group. There are five or seven adjudicators.
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Changing Dancing Schools

There are certain rules to be abided by when a dancer wants to change their class and these
differ from one organisation to another. The teacher will be able to advise what the rules are
n an organisation — for example, the rule was (and may still be) that if dancers change
schools they have to serve a period of six months when they are not allowed to dance in open

competitions. This is today called a ‘restyling period’.

The reason for such rules having to be applied is that teachers can give a great
amount of time and effort training dancers, bringing them from beginners to a very advanced
stage. At this stage of their development — if they are of high standard — it is not unusual for
some teachers to poach dancers from another school, which is a very unfair practice when

one considers the time spent cultivating and grooming young dancers.
There are several reasons why a dancer may want to change dancing schools:
When they have to move out of the district where their school is located.
When there are no dancers of their age group in their class.

When relationships between the teacher or fellow dancers in the class become

unpleasant.

When other schools participate in more public performances, exhibitions, shows and

attractive trips abroad to international festivals.
Changing Organisations

The most common reason for dancing schools changing organisations is that the standard of
dancing is much higher amongst the general membership of the organisation they are
members of — this means that schools which are of a lower standard have very little hope of
ever winning competitions against the better dancers. If the dancers do not win any medals,
most will eventually give up. Therefore the teacher often changes to an organisation which

has a standard equal to the level of their dancing school.

Some organisations give every dancer who enters a competition a medal. It is a great
pity that a large number dance only to compete and win medals, rather than for the love of
dancing. Usually it is the parents and not the teachers who are the biggest medal-hunters, as
they take their children travelling to competitions all over the country weckend after weekend

in search of prizes.
Entering competitions is, however, very good in moderation because it gives the

dancers something to aim for, and tends to lead to a much greater work rate, which in turn

leads to a higher standard of dancing,.
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Becoming a Teacher

The next step on the road for many dancers who have achieved all they set out to do is to
become a teacher. To sit the TCRG Teachers” Examination you need to be art least 20 years
old. The exams are held every year in several different locations — normally there are two

exams held in Dublin, and one each in the USA, Australia and the United Kingdom.

The exam is divided into four sections: teaching, theory, music and dancing. The
teaching section examines both ceili and solo teaching with a practical exam involving a real
lesson. The theory section, which is considered by most to be the most difficule part, is a
two-hour written test on rhe thirty ceili dances from the Irish Dance Commission’s books 1,
2 and 3. The written music test examines the candidate’s knowledge of all the music
necessary to accompany dances. It is also necessary ro identify tunes, timing, bars etc. —
thirteen set dance tunes are played and you must be able to recognise at least nine.

The dancing section requires that the candidate can dance to a good standard. They are asked
to perform light and heavy dances along with three set dances from a list of six which are
nominated by the candidate (three in hornpipe time and three in jig time) plus two of the
nominated traditional set dances. Dancers sitting the exam who plan to teach in Ireland also
have to do a test in the Irish language as they are expected to be able to teach through this

medium.

If a candidate fails a section of the exam, they do not have to repear the whole exam
again, only the section which was failed. If vou fail chree times in a row you must repeat the
g ly o hich failed. If s tail th 3 t repeat tl

whole exam.

The above applies to dancers sitting the exams with the Irish Dance Commission —
with An Coimisiun you sit all the exam at one time, while An Comhdhdil dancers take two

sections one year and the second two the following year.
Becoming an Adjudicator

Next step in the ladder after becoming a teacher is to become an adjudicator. First
requirement is that you are at least 30 years old and hold your TCRG. The content of the
examination is very much the same as the teachers” exam, as well as being tested in
adjudication at a small feis for the day and then being interviewed about decisions and
results. Again the rule applics for any person who resides in Ireland or intends to teach there

— they must take an oral Irish examination.
Becoming an Examiner

To become an examiner you need to have been an adjudicator for at least ten vears. This
} J
position of examiner used to be handed down but recently An Coimisitin have set exams for

the position.
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Irish Dancing Costumes

Up to this century there is very litde evidence ot a distinetive Irish dancing costume because
Ireland was so long under the influence of British rule, especially from the seventeenth to the
nineteenth centuries. There is almost no reference to the clothes worn by dancers in carly
literature, and those descriptions that are given suggest that the dancers wore ordinary clothes
of the period. Dincly (1681) refers to dancers wearing thetr “holiday apparel’, or Sunday best
as we might say today. Kennedy, in his book The Banks of the Boro, gave the following
description of the dress worn by dancers performing the Rince Fada in 1812: “They were in
their shirtsleeves, waistcoats, knee breeches, white stockings and turn-pumps. The girls were
in their Sunday garb with their hair decked with ribbons.” O'Rafferty and O'Rafferty (1953)
illustrate what a group of dancers in the eighteenth century probably looked like: “The girls
wearing shoulder shawls held at the waist by red-laced belts and long skirts, often tucked up
to the waist to facilitate the dancing, the men wearing short coats, knee breeches, stockings
and a high-low hat.” Since this was typical eighteenth-century dress it was almost certainly

worn by the dancers of that period.

In the Pearse Museum, Rathfarnham, there are photographs from the end of the
nineteenth century which show Irish dancers at a festival in Wextord. The boys are wearing
waistcoats, collars and ties, long-sleeved shirts, knee breeches and long socks. The girls are
wearing precty full-length dresses with long sleeves, white collars and cuffs; the dresses are

very full and look exactly like those they would have worn for Sunday best.

The foundation of the Gaelic League in 1893 led to a greatr Gaelic culrural revival in
Ireland and also to the beginning of the Irish dance costume as we know it today. The League
resolved to create a costume or form of dress for all those associated with the Gacelic revival —

this dress had to be distincrively Irish.
Male Costumes
Knee Breeches

Before the kilt was introduced, knee breeches were very popular with Irish male dancers -
there are a great many photographs available showing them being worn from the late

nincteenth century.

These were imported from England in the eighteenth century and were used by
some dancers up to the 1920s and 1930s when it became necessary to wear kilts in Irish

dancing competitions if you were to have any chance of success.

The Kilt

The start of the twentieth century saw the introduction of the kil as part of the accepted

dress for those involved in the Gaelic movement. We must take into consideration the period

(S8}
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and feelings at the ume — there was a great need to express Irish national identity and
distinguish the Irish dress, and the introduction of the kilt as part of the Irish costume was

seen as helping to fulfll this need.

The kilt was in daily use by members of the Gacelic League and its supporters. For
example, it was very much part of the school uniform for the students of Patrick Pearse’s
college (St Enda’s) in 1908, and they would have worn the kilt while learning and performing
Irish dancing, which was part of their curricalum. Patrick Pearse organised a great many
open-air festivals of music, song and dance in the beautiful grounds of St Enda’s Estate,
Rathfarnham, where this college moved to in 1910. Several of the original programmes for
these open-air festivals still exist in the Pearse Museum, and exhibitions of Irish dances, such

as the 4-hand and 8-hand reels and solo dances, are quirte clearly listed.

There is said to be a photograph of Peader O'Rafferty after winning the First Ulster
[rish Dance Championship in 1911 and in it Peader is wearing a kilt. It is possible that this is

the earliest record of a competitive dancer wearing one.

The kilt was not formalised as part of an Irish dancing school untl probably the
early 1920s when Lily Comerford, the well-known Irish dance teacher from Dublin,

introduced it as part of her dancing school costume.

The Tailteann Games in Dublin in 1924 was an occasion when dancers came from
all over Ireland to perform. It was also the first time that many dancers from country regions
saw the kil being used as part of an Irish dancing school uniform. By the 1930s the usc of

the kilt by male dancers had spread o all parts of Ireland.

Up to the 1960s the most popular colour for the kilts was saffron and green. This
developed to a much greater selection of colours, including red and black, which were used
with matching ties and shawls. The Irish dancing kilt was usually judged by the quality of
material and the number of pleats. My own kilt, which 1 still have in a wardrobe somewhere,

had thirty-two pleats — one for each county of Ireland.

For a period of over seventy years it was, as everybody believed, compulsory for
males to wear a kilt in Irish dancing competitions — not to wear one was unknown because if
vou didn't, you had no hope of ever winning. Then along came ‘Riverdance’ in April 1994
with its costume of black trousers — immediately after, these became the accepted costume for
competitions. Because of the overwhelming support throughout the world for ‘Riverdance’
and also because most male Irish dancers wanted to move with this new fashion, the organi-
sation responsible for making and implementing the rules of Irish dancing for almost seventy
years anunounced that there never really was a rule that boys must wear kiles! What a pity this
information could not have been made known many years ago, as it is certain that having to

wear a kilt was responsible for putting the majority of boys oft learning Irish dancing.
(s K 7 o =
Aran Sweaters

The wearing of the heavy Aran knitted sweater, along with a knitted cap and Aran crios, was
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popular for a short time in the 1950s and 1960s, but more for team and ceili dancing. This

costume was traditional and was made popular by the Clancy Brothers ballad group.

The hand-knirted Aran sweaters were much too warm to dance in and were best
suited for their original purpose — keeping the Aran Islanders warm, especially when fishing.
Fach family on the Aran I[slands had its own distinctive pattern for its sweaters. The reason
for this is said to be when fishermen were lost at sea and not found for some time, the only

means of identfying the body was the remains of the Aran sweater and its pattern.
Costumes Today

The male dancers since the 1920s have been wearing a jacket which could have been used in
everyday dress. In the early years the jacket was usually of Irish tweed but in recent years @
great variety of colours and muaterials have been used. Today most dancers wear a very smart

outfit with matching colours for the socks, tie or the kilt, with a toning or contrasting jacket.

Since the ‘Riverdance’ show many male dancers have taken to wearing black trousers

and blouse-type shirts which is a very healthy development for male Irish dancers.

Female Costumes

In many European countries the baron responsible for the village or region would once a year
present his workers and their familics with a length of cloth to make a new costume for
wearing on Sundays and special occasions. The length of cloth was usually the same colour,
which meant that all the women from the village would have the same costume. The people
from neighbouring villages would have been given a different colour, so it was casy to tell
which village a person came from by the colour of their costume. This tradition is still

practised today in some villages in Germany, Austria and South Tyrol.

People in Ireland were not so fortunate as to have landlords or squires who carried
out this tradition. They were lucky if they were allowed to keep a roof over their head. Life
for the Irish peasant was very difficule and clothes were simple and functional. The climate
was damp, and men and women wore woollen cloaks known as ‘brats’. These garments had
an attached hood to be pulled over the head on a cold day, and the cloak would be tastened

to the shoulder by a Tara brooch, or tied under the chin with a black bow or corded ribbon.

These cloaks were worn all over Ireland in the seventeenth century by rich and poor
alike. Examples of names given to the cloaks were the Kinsale Cloak and the Bandon Cloak,
because they were worn in these County Cork towns up until very recent times. The wool
was particularly chick and durable, being resistant to the weather. Black, red, blue and grey
were the most popular colours — red was particularly found in many parts of the country, as
the madder root was used as a dye. (The madder was a herbaceous plant with yellowish
flowers and a red dye was obtained from the root.) A mother would present her daughter
with a new cloak on her wedding day and this would be kept for special occasions, the old

one being worn for ¢oing to market.
g gomng
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Female dancers wore these quite heavy cloaks and hoods with long dresses as a
dancing costume in the nineteenth century. One can only imagine thac they must have been
severely restricted in their movement and in the length of time they could dance because of
the weight and heat of the costume. The traditional cloak worn by female dancers up to the
beginning of this century has been adapted to a half-drape — it has an embroidered Celtic

design and is worn for decoration only.

Following the Gaelic Revival in the beginning of this century, women took to
wearing a special tvpe of dress. This was very often of white ‘bawneen’ with green ribbons
and was worn on Sundays and special occasions. In the 1920s and 1930s came the
introduction of what was to become the recognised dancing class costume for the women: a
pleated dress, with a coatce worn over this, and a shawl of the same colour as the dress,
sually attached at one shoulder, and either hanging scraight down the back or clse draped
over and caught up onto the opposite hip. Wearing of the coatee was very fashionable from
the 1930s onwards bug, like the pleated dress, became very rare in the 1980s with che ten-
dency for a full-sleeved dress with a more flared effect to the lower half, While some of the
dresses worn today may contain a single or small number of pleats, the accordion-type

pleated dress is seen rarely.
Embroidery

Man first carved patterns on stone, metal, wood and pottery, and then later came
embroidery. With the development of materials, pacterns were put on clothes. Superstition
and belief in the power of evil led to cosmic symbols being used wherever there was an
opening in the garment. Embroidery was used around the neck and openings in shirts and
blouses — cufts, edges of sleeves and hems. These were all protected with decorative symbols.
Throughout the years these symbols became embellished with many decorative patterns.
Many of the designs changed completely — the circle became a sun, wheel or flower, the spiral

became a serpent, triangles became stars and the tree of life carried many motifs.

Stitcheraft became very important — there was a significance in whether the stitches
passed from left to right or east to west. The cross, used both in stitching and design,
represented the four cardinal points of the world with a fifth point being in a vertical
direction arising from the centre. Known as the cosmic quadmnglc, it was an important
symbol of life. Every country developed its own individual designs and within a country each

region, village and valley had variations.
¢ g )

In cthe 19205 Irish dance costumes started to display a limited amount of coloured
thread embroidery. Over the years the amount of embroidery has increased to alarming
proportions. The art of hand-machined and computer-designed embroidery has reached
magnificent heights in many of the dance costumes being worn today. This is said to be
Celtic embroidery, since most of the designs are said to be based on Celtic ornamentation

from the Book of Kells. Nowadays some of the designs have become very modern with the
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introduction of silver and gold threads and the use of glitter (rhinestones) and glittering

sequins, and would appear to have no traditional or Celtic meaning,
Crochet Collars and Cuffs

A most pleasant development in the ladies’ costume was the beautitul, elaborate and intricate
crochet collars and cuffs, sometimes made of wool-like marterial but more often of lace. In
recent years the colours of these collars and cuffs (with matching hairbands or rosettes) has

changed from being white to almost any colour.
Stockings

Long black stockings were previously worn by the older female dancers, with the younger
girls wearing short white ankle socks. Since the 1980s there has been a change to almost all

female dancers wearing white calf-length socks which are often referred to as poodle socks.

Colours

The colours used in the ladies” dresses in the period following the Gaelic League foundation
were mostly white or green. The colour red was avoided due to its being looked upon as
English. This was regrettable, since red was the most popular colour in skirts and petticoats

worn by the Trish women up t the middle of the last century.

More recently the number of colours in use in both male and female costumes has
increased enormously so that every shade is now in evidence. Dark navy and black velvet
appeared to be most popular in the 1980s, one of the reasons being that these dark colours
showed oft the embroidery at its best. In the 1990s we have seen the introduction of bright
luminous colours with hair bands, costume lining and underwear all macching — the use ot
these colours means that the present female Irish dance costume has gone as tar away from

the traditional colours as one can go.
Hair

Hair style is considered by dancers to be one of the most important parts of preparation tor a
feis and the image of Irish dancers with a headful of tight ringlets is a common onc. The
trend today is for dancers of all ages to wear wigs. This saves many hours of work putting in
the different rollers, curlers and rags for often twenty-four hours before a competition and
needing great patience by all concerned. The wigs are also very convenient for those with

short or very straight hair.
Costumes Today

Today each dancing class or school has its own distinctive costume. Solo dancers have their

own individually designed — most possess both a class costume and a solo costume (or two or
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three). Since the coming of ‘Riverdance” there have been a few changes. Some dancing classes
and solo dancers have made a complete change in the style of their dress. Instead of a very
expensive elaborately embroidered costume, many dancers are wearing a very simply designed
dress in plain colours and with very little decoration around the sleeves and neck. The dress is
short and black tights are normally worn. This costume is only an extra in the wardrobe of
the Irish dancer, more keeping in fashion with the ‘Riverdancers’, but it will hardly replace
the very elaborate and colourtul Irish dance costume which has taken almost seventy-five

years to develop.

The cost of the lrish dance costume has always been very expensive and today it has
greatly increased, so much so that some dancers have to retire from competition dancing as
they cannot afford to keep up with the latest fashion. The production of costumes and
supply of dancing costume accessories is now a big business in itself, small factories and shops

having been set up to meet these needs, not only in Ireland but also abroad.
Irish Dancing Shoes

In comparison with other items of clothing, shoes have changed very littde over the years. In
social circles shoes went through every conceivable style and shape, although the changes did
not aftecr the rural workers, who were not encouraged to emulate their masters. For the land,
a tough and long-lasting shoe was essential and peasants found a simple design that was
g 2 .

economical and practical. Shoes were an expensive status symbol and were not easily made in
the home because the work required the inscruments of the shoe-maker’s craft. Early settlers
wore no shoes and it was not unusual to find country people walking for miles barefoot and

putting on their shoes just before entering town.

One of the carliest forms of shoe or sandal was probably made from woven palm
leaves, papyrus or vegetable fibre. The design was very simple and the shoe was kept in place
by bands of linen or leather thongs. Various names were given to the early form of shoe, one

being the Latin ‘solea’ from which comes the English word “sole”.

Irish dance shoes today are made from hard or soft durable leather according to the
type of dance being performed. The man’s shoes for light dances are of a plain design with
soft leather uppers and thin leather soles. The ladies wear dancing pumaps for light dances
such as the slip jig and reel. Jig shoes, which are used for what are called heavy dances, have
plain leather uppers and leather soles with built-up toe pieces, so that the dancer can get
greater sound from their beats. Up to some years ago these toe pieces were made from several
layers of leather which were tapered at the back. Some dancers liked to have a large number
of nails hammered into the toe picce to assist with the sound. Today there are very strice rules
regarding nails that can be used in dancers’ shoes in competitions — any form of metal on the
soles or heels is not allowed. Metal taps, such as those used by tap dancers, have never been
allowed in Irish dance competitions because this would mean that their beats were artificially

assisted and therefore not recognised as pure beats.
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In recent years the biggest breakthrough in the development and improvement of
materials for dancing shoes has been fibreglass. This has become the most popular material
for the heels and toe pieces because it is very much lighter and gives much better wear than
leather. It also produces a better sound quality. The only problem is that sometimes the

fibreglass heels tend to crack or a piece of the heel breaks away.

One of the latest additions to the development of Irish dancing shoes is the bubble
heel which is often hollow and made from plastic. The advantage of the bubble heel is that it
allows dancers to perform the clicks much easier as the sides of the heel extend out in a
bubble-like shape. Very definite clicking sounds are made in the movement when a dancer
leaps into the air and clicks one heel against the other. (Performing clicks are a very
important part of Irish dancing and if a dancer misses a click in a competition it can mean a
loss of important points.) Bubble heels have not been accepted by some organisations and are
not allowed in dance competitions, possibly because it is felt that they lessen the skill of
performing the clicks and therefore give the dancers wearing bubble heels an unfair

advantage.

The very latest development in Irish dancing shoes 1s what is called the flexie sole.
The flexie sole has had the spine removed from the sole and this gives the shoe much greater
flexibility. However, this latest development has not been fully tested and is still under review,

as it is not yet known what effect the flexie sole might have on the dancer’s feet.

The use of fibreglass, plastic heels, flexie soles and bubble heels have all contributed
to the changing styles and trends that have kept Irish dancing more alive and exciting than

CVETL

In stage shows such as “Lord of the Dance” and ‘Riverdance’ you can quite clearly see
the metal heels, toe picces and taps which are worn by some of the principal dancers for
special eftects and sounds. These would not be accepted for competition or other purposcs, as
they would be considered to create an artificially assisted sound and are quite clearly
tap-dance shoes. Modern technology also allows for radio microphones to be placed in the

toe piece of the shoes which produces greater amplification of the sound and rhythm.
Cultural Organisations and Dance In Ireland
The Irish Dance Commnission

As there were a great many irregularities in competitions which often led 1o fierce disputes,
Irish dance teachers found there was a need to look at the organisation and co-ordination of
schools, teachers and competitions. In 1929 the Gaelic League established an enquiry into
the state of [rish dancing, known as the Dance Commission — as a result, recommendations

were made as to how the problems could be rectified. In 1931 the Dance Commission

reported back to the Gaelic League General Meeting and made recommendations that a body

should be set up 1o do everything necessary 1o promote Irish dancing (both ceili and step
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dancing) and exercise control of all persons connected with it — adjudicators, teachers,
dancers and organisers of competitions. The proposals were accepted and the body who made
the recommendartions — the Irish Dance Commission — were considered best suited to take

on the work of implementing the proposals.

The Commission was composed as follows: six clected by the Executive Council of
the Gaelic League, three each elected by the Councils of the Gaelic League in each province,
three elected by the Dublin Irish Dance Teachers™ Association and three elected by the Irish
Music Society. The make-up of the Commission was very important for the future of Irish
dance and, when you see that of the twenty-four members only three needed to be from an
Irish dancing association, the balance was more in favour of Irish speakers than dancers. In
later years this unbalanced representation of dance teachers, practitioners and experts was
unfortunately to lead to several disagreements over policy and in 1969 ended in a great
division in Irish dancing which was most regrettable. A large number of well-known dancing
teachers decided to terminate their relationships with the Commission and continued
organising Irish dance through their own organisation, called An Comhdhdil na Muinteoiri
Rinci Gaelacha (The Irish Dance Teachers” Association). This unfortunate division in Irish
dancing meant that some of the most famous teachers left the Commission, people like
Harry McCattrey, Cora Cadwell, Rory O'Connor, Maggie Kane, Peggy Mc Teggart, Cormac
O'Keeffe, Anna McCoy, and Peter Bolton 1o name a few.

While there were many questionable rules brought in by the Dance Commission, the
one considered to be most offensive and destructive to the development of Irish dance was
‘the Ban” which forbade any member dancer or teacher to participate or assist in any dancing
other than Irish. In other words, the individual was denied the freedom of creative expression
and not allowed ro have an interest in other forms of dance, as well as folk cultures of other
lands. Another rule was that dancers were not allowed to enter competitions unless all items

worn were manufactured in Ireland.

Up to 1950 most of the Irish Dance Commission’s activities were confined to Ireland
— since then it has spread to many countries around the world and today has more than

1,500 qualified teachers worldwide.
The Irish Dance Teachers’ Association

Known as ‘An Comhdhdil’, the Irish Dance Teachers” Association pre-dated che Irish Dance
Commission. Assoctations existed in most large cities and towns in [reland in the early 1920s

and (further afield) even as far away as Melbourne, Australia.

When in 1929 the Gaelic League set up a commiission of inquiry into the running of
Irish dancing rules and regulations for competitions, several members of the Teachers’
Association were invited onco this. When a permanent commission was set up, three
members of the Association became members, namely Tom Lawlor, Dinney Cuffe and Mrs

Lynch.
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On its foundation, the Irish Dance Commission accepted the qualitications of the
members of the Teachers” Association. Until 1941, when the Commisston started its own
examinations for teachers and adjudicators, the only possible way to become an ofticially
recognised dance teacher was with the Irish Dance Teachers” Association. Some of the most
famous teachers received their qualification certification this way, including Cormac

O'Keefte, Tom Lawlor, Maggie Kane, Essie Connolly and Mae Butler.

The Teachers™ Association continued to hold meetings, attended by most teachers
and Commission members, and recommendations passed at annual conventions were
conveyed to the Commission for implementation. Dissatistaction over Irish dancing came to
a climax in 1969-70 with teachers having to aftiliate with either organisation. The Irish
Dance Teachers’ Association terminated its affiliation with the Commission and became an
independent organisation with its own revised constitution. It developed its own membership
throughout Ireland, England and Scotland, holding its own examinations for teachers and

adjudicators as well as running regional and national championships.
Combaltas Ceoltéiri Eireann

This was founded in March 1951 when a group of Irish traditional musicians, which
included the master piper Leo Rowsome, met to discuss the holding of a traditional music
festival in Mullingar, County Westmeath. The festival of music was organised for June of the
same vear. This was the beginning of the Fleadh Cheoil na hEireann. At first the festival was
a small affair, mainly competitions and a few sessions in the local pubs, but after several years
the numbers attending went from hundreds to thousands and today it is onc of the premier

traditional music festivals to be found in Europe.

The main aims of the organisation are the preservation of the harp, the uilleann
pipes and Irish traditional music. The development of Comhaltas was steady — it developed
branches all over Ireland and then started to mushroom all over the world. In the mid-sixties
there were two branches in Dublin: The Pipers’ Club, which held sessions in a small room in
Thomas Street on Saturday nights, and the Clontarf Branch, which held sessions in the
North Star Hotel on Friday nights. These sessions were strictly music sessions and only on
the odd occasion did you have the opportunity to dance. The policy was that the musicians
were there to learn new tunes and to enjoy each other’s music — it would be hard to disagree
with their view. There were many fine musicians who attended, including Leo Rowsome and
his family, Seamus Ennis, Tom Glacken and his family, Vincent Crehan and his family, the
two great gentlemen of Irish music, Frank Higgins and John Joe Gardiner, and the grand old
lady of Irish music, Mrs Kathleen Harrington. There were also many young musicians of the
future including Sean Keane, James Keane, Paddy Glacken, John Regan, Liam O Floinn,
Tony Smith, Brian and Pat O’Kane, Helena Rowsome, Mick Allen and a dashing young
dancer, Donncha O Muineachain. For almost seven years I seldom missed a music session
with the Clontarf branch because of the good music and friendly atmosphere. The same
could be said, I am sure, for all the Comhaltas branches and its members.
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I 1969 and 1970 some dance development started. On 27-28 November 1969 the
first Scoraiocht (cabaret) producers’ course was held in Birr. The director of the course was
Father Pat Ahern who was Artistic Director of Siamsa Tire, the National Folk Theatre, and a
very talented musician and producer. A group of us were invited to dance and assist with

production.

The first Comhaltas Scoraiocht (Cabaret Show), held in Colaiste Mhuire, Parnell
Square, Dublin on 21 December 1969, had a dance team which was part of the show
including Donncha O Muincachain, Connic Ryan, Sean Kennedy and myself. We danced

cetli dances or dances specially arranged by Donncha O Muincachain with ceili dance steps.

In the March/April 1970 edition of Treoir, the Combhaltas magazine, Donncha O
Muineachain who was the driving force for the development of dance in Comhaltas, wrote
an article encouraging Comhaltas commitrees to start developing a ceili dance class and even
solo dancing so that Comhaltas could enter a new field of Irish culture — this would represent
a major expansion and step forward for this go-ahead organisation. The first ceili dance

instructors’ course was held in Birr on 11-12 April 1970.

The first Fleadh Nua (New Festival) was held on the 30 May—1 June 1970 tn Croke
Park. We danced ceili dances and arrangements with ceili dance steps. Father Pat Aherne was

the producer/director of the event.

In 1970 we danced at a great many Combhaltas events, such as the Fleadh Cheotl,
concerts and cabarets. I was also present at the first Tionol Cheoil Seisiun (musical gathering)
which was held in Franciscans College, Gormanstown, County Meath. The purpose of

organising all these events was the promotion and preservation of music and song.

There were always great dances at the Fleadh Cheoil na hEireann every year. These
were wild and hectic evenings when approximately 80 per cent of the attendance knew
nothing about Irish dance and were mostly inspired by Guinness or good Irish whiskey.
This was an occasion when the regular Irish dancers had to take a back seat, but sure,

everybody enjoyed themselves and chat’s what it was all about.

[t was in the eatly seventies before Combhaltas Ceoltéiri Eireann started to take a
sertous interest in dance. One of the reasons for this development was the fact that the Dance
Commission had split, so organisations such as RTE (the Irish national television statiorn)
had problems getting dancers for their Irish entertainment programmes. For example, if they
used members of one organisation, the other organisation would make a strong protest. RTE
did not want to be involved in the dispute so they looked clsewhere. Sadly this led to the end
of the very popular weekly television show called *Club Ceili” which was an hour-long
programme dedicated to Irish dance, music and song, and had a team of about thirty
performing all types of Irish dancing. Unfortunately for Irish dance, ‘Club Ceili” was never

repeated nor to this day has there been a television Irish dance programme to equal it
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The conflict in the Irish dance organisations led to the beginning of Comhaltas
Ceoltirf Eireann’s strong input into Irish television — since dancers were a very important
requirement for any Irish television programme, dancing developed within the organisation.
As Comhalras wanted to be independent from the Irish dancing organisations which were
having political problems, they put a strong emphasis on group set dancing, which was
banned by the Irish Dance Commission because it was claimed to be foreign dance and was
just about starting to develop at that time. As there were no rules, regulations, standards or
qualifications laid down for set dancing, any person could teach and become an overnight
authority on the subject. In April 1976 Comhaltas Ceoltéir{ Eireann moved to its own
permanent home and headquarters — “The Culturlann” in Belgrave Square, Monkstown,
County Dublin. This was to help with the promotion of dancing as there was a very fine hall
in the building. Great credic must go to Tomas Mac Eoin and Donncha O Muincachain for
their great work and commitment to the development of Irish dance in Combhalras, and

Billy Boylan who has been running the dances in most recent years.

Combhaltas Ceoltéiri Eireann have done a remarkable job worldwide at developing
and preserving Irish traditional music. Today hundreds of branches exist throughout the
world and T am happy to say I still have many friends in the organisation going back to thosc

early days.
The Gaelic Athletic Association

The GAA is an amateur [rish sports organisation — most of its teams have social clubs with

licensed bars which are often the cenrre of the cultural lite in the club.

Its main input into the development of Irish dance is in the form of weekly ceilis
which are run as fundraising and social events in their clubs. Most of the participants would

be club members who after having a few social drinks join in the dancing.

In the early 1970s the association started to organise competitions amongst its
member clubs to create an interest in other aspects of Irish culture (such as Irish music, dance
and song) in the off-scason when there was no football or other games. They called the
competition ‘Scor which means large gathering. While the cultural competitions were
successful and developed into a popular annual event they did not have any real impact on

the standard or development of Irish dance.
Gael Linn

Gael Linn is an organisation which promotes and markets Irish cultural events, mustc
recordings, audio tapes, CDs, videos and books. Gael Linn also runs many educational

projects such as Irish language classes.

In 1969 Gael Linn decided to organise a nationwide competition fot schools — this

involved teams performing Irish music, song, dance and drama. The first year’s final was held
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in Dublin with 1,500 young people taking part and this tigure has risen to over 50,000 in
recent years. The competition, which demands great organisation and funding, is well worth
the effort as it gives a great opportunity to many talented young people at a very early age

and has started many on the road to successful careers in the music world.
[he Irish National Folk Dance Company

The Irish National Folk Dance Company was founded in 1970, Its main aim is to promote
[rish and international dance and culture at home and abroad — this is achieved by
strengthening ties with other communities and fostering a deeper understanding of Irish
heritage. Since its foundation, the company has made over 160 international tours,
representing lreland in twenty-two countries. This involved the training of over 3,000
dancers from all over Ireland and abroad. The company 1s a non-profit-making arts and

cultural organisation.

Apart from organising solo, ceili and set dancing courses, the company aims to
develop an understanding of the cultures of other lands. Its archives and library contain folk
music and dance material from more than fifty countries. The company motto is “Music has

no Borders’.

The Irish Natonal Folk Dance Company provides a great variety of classes, work-
shops and seminars on Irish dance. Since 1971 over 8,000 enthusiasts from all over the world
come to attend these courses which are combined with a good cultural social programme.
The company also specialises in running workshops abroad and to date has organised dance
classes in more than twenty-three countries. All the dance company teachers are qualified,

very expericnced and are representative of the different Irish dance styles and organisations.

Since 1991 the company has had its headquarters in St Enda’s, which is the college
founded by Patrick Pearse, the great Irish cultural educationist and leader of the 1916 Easter
Rising. St Enda’s, a very important national monument and special shrinc to Irish people all
over the world, is located in Rachfarnham, at the foor of the Dublin Mountins and a short
journey south of the city centre. Set in fitty acres of beautiful gardens, parkland, rivers and

walks, it is also the venue for numerous concerts and cultural events.

St Enda’s National Historic Park is well worth a visit. Buses 16 and 16C run from

the city centre and the journey takes twenty to thirty minutes.
The Irish Folklore Department in University College Dublin

The Irish Folklore Department in UCD has a magnificent archive of folklore material which
has been collected from all over Ireland. The library is said to be one of the best in the world

and includes written accounts of folklore, audio, film and video recordings. It is possible to
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visit the deparement if you are in Dublin but you should relephone first to make an

appointment.

The Irish Traditional Music Archives

The Irish Traditional Music Archives is totally funded by the State and has the largest library
of traditional music, song and dance in Ireland. It contains the vast collection of Breanddn
Breathnach (who died in 1985) and was set up by the Irish Government in response to the
need to find a home for this collection. The archives, with the help of modern equipment
and computers, provide a very efficient service to make the material available to rescarchers

and interested members of the public.

The Irish Traditional Music Archives is situated at 63 Merrion Square, a very central
location on the south side of Dublin City and a fifteen-minute walk from O’Conncll Bridge.

‘Ceol’ — The Irish Traditional Music, Song and Dance Interpretative Centre

In 1999 a new and exciting centre for researchers, enthusiasts and lovers of Irish music, song
and dance was opened in the Smithfield Market area of Dublin’s north city. This cenure is a
private initiative by an Irish-American family and has received no state tunding. The complex
includes a hotel, recording studio, concert hall, large multimedia interpretative centre and a
number of traditional music shops. It was named in honour of Chicago police chief Captain
O’Netll, perhaps the greatest collector and publisher of Irish music, who up to then had

never received the true recognition he deserved in Ireland.

The development shows what can be done when professional people with creative
thinking and good vision take on the task of showing and promoting Irish traditional culture.
Unequalled in Ireland, the centre is an excellent place to visit for lovers of Irish music and
dance as it gives the complete story of Irish folk culture and allows you, with the aid of

modern audio-visual technology, to be right in the centre of the dancing.

A visit to the centre is a must when you visit Dublin. It is well situated near the Four
Courts (along the north side of the River Liffey), about twelve minutes from O'Connell

Bridge.
Music in Ireland

Ireland shows its respect for its ancient music by being one of the few countries in the world
to have an instrument, the harp, as its national emblem, appearing on government

documents, coins and flags.

Irish music roots go back a long way and in this chapter I will give a short
background so you can have an idea of how old the Irish music tradition is and the great

influence it had on Europe and other parts of the world.
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Origins

Music is said to have been first brought to Ireland by the Tuatha De Danann in
approximately 1600 BC. The first reference to music in Ireland was made by the great
geographer, Hecataeus of Miletus. Quoted by Diodorus, he describes the Celts of Ireland

(¢. 500 BC) as singing songs in praise of Apollo and playing melodiously on the harp.

In his book History of Irish Music (1904), Grattan Flood wrote: “In ancient Ireland
the systems of law and medicine were set to music, being poetical compositions.” This quote
negates the common misconception that writing did not exist before St Patrick — he certainly
introduced a form of Roman script but there existed before him an ancient Celtic alphabet
based on Ogham. This was called ‘Bethluisnin® or Birch Alder tree and is derivable from a
tree or branch. These Irish letters (sixteen in number, although looking in a dictionary today
it says there were twenty) were unique in their kind — interestingly, the trees were called after
the letters and not the letrers after the trees as some have alleged. The Ogham inscriptions,
which have survived the hurly-burly of seventeen centuries, are mostly of stone, though they
were also written on rings, wooden tablets, ivory, bone, gold, silver, lead, crystals, twigs, etc.

While some of them are decidedly Christian, the greater number are pagan.

Music pupils in pre-Christian Irish schools would have been equipped with music
staves. These were squared staves which were used for walking or defence when closed and,
when open in the shape of a fan, for writing on. Flood quotes Constantine Nigra: “The first
certain examples of rhyme are found in Celtic soil and amongst Celtic nations, in songs made

by poets.

It is important to note that the Irish of the sixth century had knowledge of scale,
harmony and counter-point, whilst the plain songs of Rome were very elementary. Irish
monks, who were very skilled music masters, travelled all over Europe teaching and setting
up music schools and monasteries. One example was the world-renowned monastery of St
Gall in Switzerland. It was founded in the year AD 612 by St Gall (or Gallus), whose name
has been Latinized from Cellach. This great Irishman, a student of Bangor, County Down,
and friend and disciple of St Columbanus, died on 16 Octobet 646. The fame of his music

school became known far and near.

In the late seventh and early cighth cencuries, Irish music masters had a very strong

influence on European music. Kessel, a learned historian, said of the Irish monks:

Every province in Germany proclaims this race as its benefactor. Austria celebrates St
Colman, St Virgilius, St Modestus and others. To whom but the ancient Irish was due the
tamous ‘Schattenkloister of Vienna?” Salzburg, Ratisbon, and all of Bavaria honour St
Virgilius as their apostle ... The Saxons and che tribes of Northern Germany are indebted to
them to an extent which may be judged by the face thar the first ten bishops belonged to

thar race.
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So we see that from a very early age Irish music was healthy and strong. To find out how
today’s dance music was preserved and developed we must look at the grear composers and
music collectors of the nineteenth and early twentieth centuries like Bunting, Petrie, Pigot,
Joyce, O’Farrell, Hudson, and Francis O'Neill. As far as dance music is concerned, the most
colourful was O’Neill, who ended his career as Chief Superintendent of Police in Chicago.
Due to their work and the Society for the Preservacion and Publication of The Melodies of
Ireland, which was founded in 1851, Ireland inherited a rich legacy of dance music.

A conservative estimate puts the figure at over 6,000 individual pieces — reels, hornpipes, jigs,

and hundreds of tunes for polkas, slides, marches, waltzes and many other dances.
Irish Music [nstruments
Ancient Instruments

In the National Museum, Dublin you can sce what are claimed to be the carliest Irish
musical instruments found — twenty-six trumpets made of bronze. These date back to at least
500 BC.

According to the writings of the Irish monks of St Gall's between AD 650 and 900,

Eh€f€ were SQVCY:}l types Of ancient mstruments:

cruit and cldirseach (harp)

psalterium, nabla, timpan, kinnor, trigonon and ocht-tedach (stringed instruments)
buinne (oboe or flute)

bennbuabhal and corn (horns)

cuislenna (bagpipes)

feaddn (flute or fife)

guthbuinne (horn)

stoc and sturgan (trampets)

pipai (pipes)

cracbh cidil and crann ciil {musical branch of cymbalum)

cnamha (castanets)

fidil (fiddle)
The professional names of the various performers were:

cruitire (harper)

timpanach (timpanist)

bulnnire (flute player)

cornaire (horn player)

cuisleannach (bagpipe player)
feaddnaigh (fife player)

graice (horn player)

stocaire and sturganaidhe (trumpeter)

pipaire (piper)
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The Irish Harp

The earliest musical instrument described in ancient legends was the harp — every chieftain
had his harper who sang and composed in his praise. The oldest wooden harp in the world,
the O’Neill harp (formerly called Brian Boru’s harp) is preserved in Trinity College, Dublin
and can be seen by visitors to the University. [t is said to be about 600 years old.

The cruit was originally a small harp plucked with the fingers. It was subsequently
played with a bow and is mentioned by an Irish poet about 400 BC. The cruit was generally
played resting on the knee, or sometimes placed on a table before the performer. The
cldirseach, the modern form for the inscrument, is found in fourteenth-century verse. It was a
large harp which had 29 to 58 strings but as a rule 30; it was considered the festive harp of
the chiefs, ladies and bards. The words cruit and cldirseach were secemingly interchangeable in

Ireland.

In Gaelic Ireland, harpers were professional performers granted a high status in
society as the musicians of the aristocracy. From at least the eleventh century they were
excellently trained court musicians attached to the retinues of kings and chiefs, writing music
to order. Harps were used to accompany the recitation of epic poetry, and probably
performed solo picces and songs. It was an oral tradition passed by car from player to player
and never written down. Under the Gaelic tradition, music and poetry flourished, and was

protected as part of the established order.

From 1600 onwards this changed as invasions ousted the local chiefs and replaced
them by Anglo-Irish aristocracy. Some harpers maintained their positions, but now with an
English and European influence and bias in their music. Others became travelling musicians

which led to a cross-fertilization of musical traditions and stylised music with the folk airs.

Through the seventeenth century the harp declined steadily and by the end of the
cighteenth century the tradition had almost ended. The Belfast Harpers™ Festival in 1792 was
the last occasion in which harpers came together to play and this was the only time that their

music was written down in any quantity. Only ten Irish players attended, and one Welshman.

Some of the most famous were Rory Dall O’Cahan (c. 1600), who was one of the
carliest harpers of eminence, Thomas O’ Connallon (c. 1650), who was said to be the
greatest of harpers, and Turlough O’Carolan, who was born at Newtown, near Nobber,
County Meath in 1670 and died on 25 March 1738. He was considered to be one of the
best in the old Gaclic tradition and perhaps the most remembered today for more than 200

wonderful music pieces that he composed.

Today harpers are quite rare and their numbers are very low in comparison with
other folk musicians. Mostly they play as solo performers and are very popular at concerts,

receptions and spccial events.
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The Pipes

Although referred to as the "Ullleann’ pipes, the correct name is ‘Union’t A plausible
explanation for the name ‘union’ derives from the act of joining the first (tenor) regulator

that was added to the pipes ‘in union’ with the chancer.

While we know that pipes were said to be played from the earliest times, the first
written mention was in the list of St Gall's in AD 650. The next mention occurs in the ninth
century. It seems safe to say that the bagpipe was known in the eleventh century, as this
would be in line with the history of the instrument in medieval times — by the eleventh
century pipes had spread throughout western Europe. It is not untdl the late fifteenth or carly
sixteenth century that we find a crude woodcarving of a piper in Woodstock Castle, County

Kilkenny.

O’Farrell provided the earliest known tutor for the instrument in his ‘Collection of

National Irish Music for Union Pipes™ (c. 1800).

In the cighteenth and nincteenth centuries pipers travelled with the dancing masters
as they toured the countryside and played the music for dance classes and also for social

gatherings such as house and crossroad dances.

In recent years Leo Rowsome (1903-70) was known as king of the pipers — he was a
great piper, pipe-maker and teachcer. The Rowsome family has produced five generations of
champion pipers, a remarkable achievement. Another piper who has parted from us in recent
years is Seamus Ennis, who was a great piper, music collector, teacher and broadcaster. Paddy
Moloney, also a piper, is well known to all as the leader of the Chieftains — an Trish group

who are famed for their great variety of musical talents and creative compositions.

Today Liam O Floinn is perhaps the best known piper. While Liam has played with
several groups, he has become famous purely for his solo playing. He is responsible for the
high level of piping, bringing it from the small music session to the concert and state halls,
where he is often accompanied by great orchestras playing extremely difticult pieces of newly

composed music.

Traditional Fiddle

References to fiddles being played for dancing are not so clear. An account from the end of
the seventh century tells us that the citizens of Cork in the south of Ireland, even when they
could afford nothing else, brought their children up to dance, fence and play the fiddle. The
fiddle is very suited to the playing of dance music and the fingering is flexible enough to
permit all forms of ornamentation. By the eighteenth century its use had become universal.
Today it is the one instrument which is almost always included in a band or group playing
for Irish dancers. The fiddle is also the instrument most commonly used to play for Irish

dance competitions.

N
O
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Perhaps the greatest player of Irish dance music on the fiddle is Sean McGuire from

Belfast. His music has been very popular with dancers and teachers for almost forty years.
The Flute

It is not possible to give an exact date when the flute became popular with traditional
musicians in Ireland, but it is reckoned to be in the eighteenth century. You can find the
instrument in many of the cighteenth-century collections of country dances, in which it was
usually described as the German flute. However, it is more likely that it originated from

France.

There were several different types of flutes, the older ones being single-keyed with
the more modern style being a fully-keyed instrument. The older type was said to be more
suitable for playing traditional music. Today the flute is one of the most important
instruments in any session of Irish dance music and is a must in the line- up of any Irish

traditional group.
The Whistle

There is mention of the whistle being played by Aileann, chief of the Tuatha De Danann in
the period approximately 1600 BC. Feaddnaigh or players of the feaddn, are mentioned in
ancient laws which applied to musicans who played at fairs, sports tournaments and other

p UbllC mecrmgs.

Excavations which took place in 1968 in High Street, one of the oldest parts of
Dublin, unearthed several musical instruments belonging to the twelfth century. One of
them was an intact whistle made of bone with two finger holes, which can be seen in the
National Museum in Dublin,

Today, two types of whistles are in use by traditdonal musicians: one, the Clarke “C7
whistle which is made of tin and rapered with an underlip of wood set into the head; the

second (and more modern) type consists of a metal column with a plastic mouthpiece.

The tin whistle is usually the first instrument to be played by newcomers to Irish
music. After they get the feeling of the whistle they sometimes move on to another

mstrument.

My memories of great whistle players go back to Dublin in the late sixties when the
traditional music and dance community was quite small and everybody knew cach other. At
this time [ had the pleasure to know Mary Bergin, who 1s one of the finest whistle players a
person could hope to listen to. Mary came from Blackrock, County Dublin, and today lives

in the West of Ireland — as good a player today as ever she was. Another very good whistle
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player at that time was Helena Rowsome, daughter of Leo Rowsome, the king of the pipers,
who at that time lived in Clontarf on the north side of Dublin. Today Helena lives in the
North of Ireland.

Modern Instruments

Fiddle, flute and pipes were the main providers of dance music from the eighteenth century
until the latter part of the nineteenth century when the melodeon was introduced to Ireland.
The melodeon became very popular with dancers and the instrument was very quickly devel-
oped to the button accordion by the addition of a second row of keys. Then came the con-

certina from England, tollowed by the piano accordion.

Ceili bands came into being in the early twentieth century to cater for the big revival
in Irish dancing. The instruments used in bands at this time were flute, chromatic accordion,
fiddle, drums, piano, piano accordion and double bass. This is still the line-up with many
bands today. Some bands in the last thirty years have introduced the banjo — this can mix

very well with the other instruments and can certainly put great life into the music, which is

very much appreciated by the dancers.

Today there are other stringed instruments, such as the mandolin, which have been
introduced to Irish music, and also we must not forget the bodhrdn. However, these are
mainly used by ballad and contemporary Irish groups, and in Celtic rock.

Rhythms of Dance Music

The Jig, which is the oldest form of dance music surviving in Ireland today, can be

found in three forms:

The Double Jig, which is the most commonly used for ceili dances, is played in 6/8
time The Slip Jig, which is sometimes referred to as the hop jig and is usually only
danced by females, is played in 9/8 time

The Single Jig is played in 6/8 time and occasionally in 12/8 time

The Reel is played in 2/4 time

The Hornpipe 1s played in 4/4 time

The Polka is played in 2/4 time

The Slide is played in 12/8 time

The Fling is played in 4/4 time
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Irish Dance Bands

Some of the best known and most popular Irish dance bands which I have had the pleasure
to dance to are The Tulla Ceili Band and The Kilfenora Ceili Band from Clare, The
Bunclody from Wexford, The Liverpool Ceili Band and the Dublin-based Eamon Ceannt
and The Castle Ceili Band, who had lots of famous characters. The Simasa from Dundalk,
who had many great personalities and were always a joy to listen and dance to, have been
amongst the top ceili bands for the lasc chirty years. Sadly, their founder and leader, Rory
Kennedy, has recently passed on, but members of his family are carrying on the tradition at a
very high level. These bands have been playing pure Irish music between them for over fifty

years and most of them are still going strong,.

Other great dance bands in the last forty years were The Ardellis Ceili Band and The
Donal Ring Ceili Band from Cork, The Richard Fitzgerald Ceili Band from Donegal and
The Gallowglass from Naas. These last four did not only play Irish dance music, bur also a

variety of music for Gay Gordons, waltzes and barn dances.

Perhaps one of the greatest nights I can remember was when Jimmy Shand and his
dance band from Scotland came to Dublin in the late sixtics. It was withour question the
greatest evening of dance anyone could wish to spend — we danced for more than four hours

non-stop and felt as fresh as daisies at the end because the music was so good.

Today we have some very good dance bands which are keeping up the high
standards. These include The Fodhla, who have been playing all types of Irish dances in
perfect thythm for over twenty-five years. Their stage presentation is also first class —
something which is lacking in so many other Irish bands. Shaskeen are a band who have
made quite a few excellent recordings and their rhythm is disciplined and good to dance to.
There are many other Irish music groups who often play at sessions in pubs and their music

is very good.

With Irish dance music you are talking about a very specialised area — strict rhythms
must be kept throughout the dance and this demands discipline on behalf of the musicians.
Too often we have the experience of musicians starting at the correct tempo, but before long
playing like mad at about three times the tempo they started. If you mention it to them they
will tell you that is the way they play at pub sessions. So we can see that there are at least two
types of music groups: ones that specialise in playing for dancing and are capable of keeping
to the correct tempo (perhaps for a ceili which might lasr more than three hours), and ones
who play at sessions in pubs and halls and may start with a jig which can drift into a reel and
back to a slip jig and God knows where after that. At no tiime would I wish to deny Irish
musicians the freedom of expression, but I feel it is important to point out the different types

of music (and musicians) for the information for dancers.
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Dance Competition Musicians

When it comes to playing for solo and figure dancing at exhibitions and competitions, you
move into a very specialised arca of music. It takes a very good musician who must have a
great knowledge of Irish dance and be blessed with good patience. Not only must you play
reels, jigs, hornpipes and slip jigs a hundred times over at the tempo requested by the
dancers, but you must also know how to play over thirty set dances each with their own strice
rhythm. For example, The Lodge Road and The Blackbird (both in 2/4 time), have fifteen
bars in each step and thirty bars in the set. You must also know how to play for all the special
ceili dances like The Three Tunes, Trip To The Cottage, Humours of Bandon, Lannigen’s Ball

and many more.

Without this dance musician you could not have a feis; neither could you perform
special dance arrangements. Of all the Irish musicians, the one who plays for dance
competitions and exhibitions has, in my opinion, contributed more to the development of
Irish dance than any other. It would be only proper and right that we pay tribute to May
Keogh from Dublin who has played at Irish dance competitions for more than fifty years.
Today there are many fine musicians who play for competitions and they have produced a

great variety of audio tapes and CDs which are a great assistance to teachers and students.

The Great Irish Music Collectors
The Neale Family

It was not until 1726 that a collection appeared consisting wholly of [rish music. Containing
forty-nine airs, ‘A Collection of The Most Celebrated Irish Tunes’ was published by John and
William Neale, father and son, who owned a music business at Christ Church yard, Dublin.
The only surviving copy is now preserved in the collections of Edward Bunting’s manuscripts
at Queens University, Belfast. The Neales also published, with their proper tunes, ‘A Choice
Collection of Country Dances’.

The Neale family built the Crow Street Music Hall in 17315 John Neale was
chairman of The Charitable Music Society, which built the new music hall in Fishamble

Street where the first public performance of Handel’s Messiah was given in 1742.

Edward Bunting

Edward Bunting was the first of the great collectors. He was born in the city of Armagh in
1773, the son of an Irish mother and an English father who had come to Ireland as a mining
engineer. When Edward was only 11 years old, he was appointed substitute organist in a
Belfast parish church. When he was 19, he had his first contact with waditional Irish music

when he was appointed musical scribe for the Bellast Harpers’ Festival, which was held in
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1792 in the Assembly Room of the Belfast Exchange. Bunting was engaged to take down the

various airs played by the different harpers and this was the beginning of his first collection.

Bunting spent his life travelling the country and collecting Irish music. He published
a great number of collections — amongst them was the 1796 volume ‘Edward Bunting’s
General Collection of Ancient Irish Music’, which contained 66 airs. This was the first
collection of its kind taken down by hand from the performers who played traditionally.

In 1809 he published his second volume, ‘A General Collection of the Ancient

Music of Ireland’. His last publication, ‘Ancient Music of Ireland’, was published in 1840.

Edward Bunting died in 1843 in Dublin where he had lived for several years and 1s buried

in Mount Jerome Cemetery at Harolds Cross Park, just south of the city centre.
O’Farrell

A few years after the appearance of Buntings first volume, a collection was published in
London entitled ‘O Farrell’s Collection of National Irish Music for the Union Pipes’. This

was the work of O’Farrell, a piper from Clonmel in Tipperary who had settled in London.

His second work was called ‘A Pocket Companion for the Irish or Union Pipes’
(c. 1810). This work contained hundreds of airs and dance tunes, including the carliest

version of The Fox Chase.
George Petrie

George Petrie (1789-1866) was born in Dublin of Scottish ancestry and from boyhood he
was interested in Irish music. He was a distinguished antiquarian and artist, and a colleague

and friend of John O'Donovan and Eugeen O’Curry, two outstanding scholars of che day.

Petrie’s duties as an official of the Ordinance Survey Office gave him the opportunity
to take down airs from narive musicians from all parts of the country. His wish was to collect

and preserve the music but he had no wish to see the results of his labour in print.

His work was published by the Society for the Preservation and Publishing of the
Melodies of Ireland. The first collection, ‘Ancient Music of Ireland’, was published in 1855
and contained 147 airs accompanied by extensive historical and descriptive notes. A second
collection of 39 airs was published in 1882, sixteen years after Petrie’s death. A further
selection from Petrie’s manuscripts, containing over 200 airs, was edited by Francis

Hoffmann in 1877.

Petrie’s total manuscript collection, containing a total of 2,148 pieces, was entrusted

to Sir Charles Stanford by Petrie’s daughter for editing and publication. Stanford’s editions
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appeared in three parts over the years 1902 to 1905 under the title of "The Complete

Collection of Irish Music as noted by George Petrie’.
Patrick Weston Joyce

Joyce (1827-1914), a young man from Glenosheen, County Limerick, became friends with
George Petrie when Petric was engaged in preparing his ‘Ancient Music of Ireland’. At Petrie’s
suggestion, Joyce began to note down the music of his native county and gave freely and
gladly of his material to the older man. The Stanford edition included 195 airs which Petrie

had received from Joyce, the greatest single contribution to this collection.

Joyce published his own first volume of airs in 1873 called ‘Ancient Irish Music’,
which contained 100 airs with notes, sources and other interesting information. Joyce
published two other smaller works, “Irish Music and Song’ in 1887 containing twenty songs,
and ‘Irish Peasant Songs’, which contained seven songs in English. His major work, ‘Old
Irish Folk Music and Songs’, was published in 1909 and contained 842 airs.

Dr Henry Hudson

Dr Henry Hudson was born in 1798 in the same house in Rathfarnham where Patrick Pearse
was to establish St Enda’s College in 1912. Today it is a museum to honour Patrick and Willy
Pearse, and is also the headquarters of The Irish National Folk Company.

Hudson compiled a considerable collection of folk music containing 870 tunes. He
was also musical editor of The Citzen, a Dublin monthly magazine, in which he published,

with extensive notes, selections from his own collection.

William Forde

William Forde was a well-known Cork musician who lived in the first half of che nineteenth
century. He was the author and editor of several music works and lectured on music as far

away as Peru and China.

His collections of Irish music were made between the years 1840 and 1850. Forde
worked on a collection of over 1,800 airs and had hoped to publish his work in January
1845, but unfortunately he could not get any sponsors or patrons to fund him. He died in

London five years later.
John Edward Pigot
John Pigot, son of the Lord Chief Baron of the Exchequer, shared his father’s interest in

music, being an accomplished performer and composer, and was the author of some stirring

national songs which were published in The Nation. After Pigot came into possession of
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William Forde’s manuscript collection, he gathered Irish music from traditional singers and

players, and his collection contains over 3,000 items.
James Goodman

James Goodman was born in 1829 1 Ventry, County Kerry, the son of the Reverend Thomas
Chute Goodman, Rector of Dingle. He was a native Irish speaker and an excellent performer
on the pipes. On graduating from Trinity College. Dublin, where he had studied for the

Church, he was appointed to a curacy near Skibbereen in County Cork.

Goodman compiled his collection during the years 1860 to 1866 — the four volumes

contain a wealth of dance music and slow airs noted by Goodman himself.

For twelve vears prior to his death Canon Goodman, as he was then, was Professor

of Irish in Trinity College, Dublin. He died in Skibbereen in 1896 at the age of sixty-seven.
Francis O’Neill

Francis O'Neill was the greatest collector as far as dance music is concerned. Born at
Tralibane in West Cork in 1849, he had a very interesting and exciting life. At the age of 16
he ran away from home to Cork City where he boarded a ship heading for Sunderland in the
north of England, working his passage as payment. After serving at sea for some years and
surviving a shipwreck in the mid-Pacific, he landed in San Francisco. He then worked as a
shepherd, school teacher and railway worker in various parts of the United States before
arriving in Chicago where he entered the police force in 1873. He became Chief

Superintendent of Police in Chicago in 1901,

O'Neill had become an accomplished player of the flute by 14 years of age. Although
he was responsible for the publication of thousands of airs and tunes, it seems that he was
never able to commit music to paper — his keen ear and excellent memory enabled him to
store the melodies in his head. It was a namesake of his in the police force, Sergeant James
O’Neill, who committed to paper all the music which Francis had memorised from the

playing of his parents and musicians of his native district.

O'Neill’s first publication, “The Music of Ireland’, appeared in 1903. This was the
biggest collection ever published — it contained 1,850 pieces including 625 airs, 75 tunes
attributed to Carolan, 50 marches and a total of 1,100 dance tunes. “The Music of Irefand’
was so successful that, in response to many demands, O’Neill produced his second collection
in 1907 called “The Dance Music of Ireland’, which contained 1,001 dance tunes. This

second volume was also very successtul and became the bible of traditional musicians.

He produced two other music collections ~ ‘Irish Music’, which contained 400

pieces, and ‘Waifs and Strays of Gaelic Melody'. In Irish Folk Music, A Fascinating Hobby,
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published in 1910, O'Neill shares his knowledge of Irish music and musicians based on his

cxperience while compiling his great collections.

Francis O’Neill’s books on Irish dance music have never been equalled o this day
and all lovers of music and dance owe so much to this man. From humble beginnings
became one of the best-known personalities in the world of Irish music because of his great

determination and enthusiasm for life, and his love for Ireland and its music.
Breanddn Breathnach

We could not end our chapter on Irish music collectors and writers without mention of
Breanddn Breathnach. In his lifetime of research, writing and publishing, he has kept us all
up to date on the folk music and dances of Ireland and, in so doing, bridged a gap of almost

SiXty years.

Breathnach was born in the Liberties of Dublin on 1 April 1912. An expert piper
and chairman and founder-member of Na Piobairf Uilleann (The Association of Ullleann
Pipers), he was acknowledged as onc of the foremost authorities on the traditional music of

Ireland.

Among his many writings and collections were Ceol Rince na hEireann (‘Folk Music
and Dances of Ireland’), which was published in 1971, and also Dancing in Ireland,
published in 1983. Both of these were excellent studies of the history and development of
Irish traditional music, song and dance, and are the main reference materials on this subject
today. Breanddn was also editor and publisher of Ceol, a highly regarded magazine on Irish

traditional music.

Breanddn worked with the Arts Council as the Trish Traditional Music Officer for
many years. Sadly it was while walking to his retirement party in the Arts Council Offices

that he suffered a hearr actack and died on 6 November 1985.

On his death, he left vast archives of traditional music, song and dance material.
These prompted the Irish Government to set up The Irish Traditional Music Archives which
makes the material available to researchers and members of the public with an interest in the
subject. It is well worth a visit at 63 Merrion Square, Dublin 2 (tel: 01-6619699).

A Tribute to Teachers

Congratulations must go to teacher and adjudicator Olive Hurley from Dublin who took on
the very difficult task of producing the first professional video recording of all thirty ceili
dances in the Irish Dance Commission’s books 1, 2 and 3. This was a personal venture and
great credit is due to Olive for getting on with the task while others sat around talking about
it. This work is of excellent quality and without doubt one of the most important

contributions to the teaching and development of Irish dancing in the twentieth century.

Frank Whelan  The Complete Guide to Irish Dance

61



The tirst World Ceili and Figure Dance Championship was won by the famous Cork
dancing school Cullinanes in 1970 (teacher, Dr John Cullinane, Irish dance historian), and
The Inis Ealga School, Dublin (teacher, Maitiu O Maoiléidigh) was one of the most famous
Irish dancing schools in the twentieth century. The great Irish dance representatives from
London — the Kavanagh Academy (teacher, Ted Kavanagh), and the Bowler Academy
(teachers, Terry Bowler and his wife Nancy Brown) — would be rated amongst the top teams

in the world in the twentieth century.

[t is ficting that we make a special tribute to the late Mrs Matthews (Mrs M.) from
Dundalk who was the most successtul teacher of [rish dance champions in the twentieth
century. Mrs M. trained winners at all levels and had great success in the Ulster, All Ireland
and World Championships. Perhaps it is for her special talent in training so many male All
Ireland and World Championship winners that she will be best remembered. She has left
behind a great legacy to Irish dance and her fine tecaching qualities are carried on by her
many pupils who are Irish dance teachers and adjudicators today. I had the pleasure to know

Mrs M. who was a kind and unassuming lady with a very good sense of humour.

The following is a roll of honour of some of the teachers/dancers who made a great

contribution to Irish dancing in the twentieth century:

Essie Connolly, Lily Comerford, Maggie Kane, Cora Cadwell, Ita Cadwell, Kitty Murtagh,
Evelyn O’Connor, Brenda Bastable, Fily McGann, Ma Butler, Rory O’Connor, Peter Bolton,
Harry McCaftrey, Maitiu O Maoiléidigh, Kathleen Le Gear, Joseph and Treasa Halpin, Aine
ni Thuathaigh, Tony Nolan, Thomas Cullen, Una O’Rourke, Pat Matthews, Tomds 9]
Faircheallaigh, Cormac Mac Fhionnlaoich, Tom Lawlor, Bridie Clements, Monica Clerkin,
[rene Lennon, Cormac O'Keeffe, George Leonard, Peggy McTeggart, Peggy Carthy, Brendan
de Glin, Lillian O’More, Nan Quinn, Anna McCoy, Jerry Molyneaux, Freddie and Willie
Murray, Professor Reidy, Jack O'Brien, Charlie Smythe, Betty Kelly, Ted Kavanagh, Terry
Bowler, Cyril McNitf, Anna O’Sullivan, Fedelmia Davis, Peter Smith, Kevin McKenna,
Jimmy Erwin, Mike Bergin, Una Ellis, Maura O’Reilly, Tessie Burke, Dennis and Margie
Dennehy, Maureen McErlean, Tom Hill, Patrick Long, Professor McKenna, Professor John
McNamara, Kathleen Mulkerin, Bridiec McCarthy, William Healy, Ann Healy, Bill Healy,
[rene Bachmann, Desmond Penrose, Maurcen McTeggart, Susan Castro, Stephen Comerford,
Jack Murphy, Jack Barron, Dick Sisk, Peggy Smith, Kathleen Rhondeau, Violet Moore, Mary
Bastis, Paul Philip Tynan, Yvonne O'Brien, Erin O’Daly, Thelma Harris.
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List of Dances

Round Dances

Long Dances/T rogressive Dances

(6) The Long Dance

(7) The Bridge of Athlone
(8) Haste to the Wedding
(9) The Siege of Carrick
(10) The Antrim Reel

(1y The Waves of Tory
(12) The Rakes of Mallow
(13) The Walls of Limerick
(14) The Siege of Ennis
Four-Hand Dances

(15) The Four-Hand Reel
(16) The Humours of Bandon

Two-Hand Jig
Two-Hand Reel
The Stack of Barley
The Big Dance
The Bonfire Dance

Six-Hand Dances

(17)  The Harvest-Time Jig
(18) The Fairy Reel

(19) The Glencar Reel
(20) The Duke Reel
Eight-Hand Dances

(21) The Cross Reel

(22) The Sweets of May
(23) The Eight-Hand Reel
(24) The High Caul Cap
(25)  The Eight-Hand Jig
(26) The Three Tunes

(27) The Morris Reel

Ten-Hand Dance

(28)
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The Haymakers Jig
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Gaelic Name

Port na Siamse(
Cor Berrre

Staicin Eorna

An Rince Mér
Rince Mér na Tiné

Rince Fada

Droichead Atha Luain
Deifir na Bainise
Briscadh na Carraige
Cor Aontroma
Tonnai Thoraige

Réici Mhala

Ballai Luimni

Jonsaf na hlnse

Cor Ceathrair

Pléarica na Banndan

Port an Fhémhair
Cor na Sidg

Cor Gleann Cearr
Cor an Diiic

An Cor Casta
Aoibhneas na Bealtaine
Cor Ochtair

Cadhp an Chuil Aird
Port Ochtair

Na Tri Foinn

Cor Muirgheis

Baint an Fhéir



Twelve-Hand Dance
(29)  Lannigan’s Ball

Sixteen-Hand Dance
(30)  The Sixteen-Hand Reel

Guide To Dance Formations
This is the line-up formarion of most dances
Round Dances

Two-Hand Dances

Four-Hand Dances

U
A

Eight-Hand Dances

52 4
Couples 1 and 2 =

? ( Tops
D 4 Couples 3 and 4 =
Sides
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Bainéis Ut Lonagdin

Cor Sé Dhuiné Dh¢

KEY -

F) =Woman

> = Man

Long and Progressive Dances

Four-Hand Dances

1 LJ v 1 +3 = Leading Couple
) A (W 2 + 4 = Opposite Couple

Six-Hand Dances
UM AV ’
2 (W A \( ‘ J 1 + 3 = Leading Trio

I 2 + 4 = Opposite Trio

Eight-Hand Dances

v

- 1, 2,5, 6 = Leading Four
1 3,4, 7,8 = Opposite Four‘
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Sixteen-Hand Dances Ten-Hand Dances

‘> ( -4 ‘V L

— o » -~ Couple 3 + 4 = Firs
3 > N I = Leading Couple x5 Couple 5 + 6 = Sea
4 > ’\: 1 v. Couple 7 + 8 = Sec
. a= AZ

Explanations of common terminology and often used
movements

The Body

The Body is the main part of most Four-, Six-, Eight-, and Sixteen-Hand Dances comprising
of several movements which are usually repeated several times. The main difference between
dances is the Body, as often Figures are repeated in several dances but the Body of each dance

has its own distinct movements which are always different to those of other dances.

The Figures
(e
Figures are parts of the dance which are danced in between the Body in Four-, Six-,
Eight- and Sixteen-Hand Dances. The normal pattern is Body, Figure, Body, Figure, Body,
& p ¥ g ¥ g bt
Figure and Body. There are normally three Figures in each dance. Each Figure in a dance has

different patterns.

Round Dances — Long Dances — Progressive Dances

These dances are the least difficult of all the dances. They are made up of a pattern of
between four and six movements for cach dance which are repeated many times with the
same partner in Two-Hand Dances and are repeated with new couples as dancers progress in

Progressive Long Dances.

Tops and Sides
Tops and Sides are the terms used to make the dance formation and the order in which

movements should be danced.

Leading Tops
The couple with their backs to the music or top of the hall. Leading Tops are always the cou-

ple to perform the Figure of the dance first and are called couple number 1.

Opposite Tops
The couple facing Leading Tops, the music and the top of the hall. They usually perform the

Figures second and are called couple number 2.
Leading Sides

The couple which are positioned on the left side of the set to Leading Tops. They are called

couple number 3 and dance the Figures third in the set.
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Opposite Sides
The couple which are positioned on the right side of Leading Tops. They are called couple
number 4 and are the last couple to dance the Figures in an Eight-Hand Dance.

Lead Around
Lead Around is danced at the beginning and end of many dances. In an Eight-Hand Dance
it consists of eight Promenade Steps in a circle to the right (anti-clockwise) and eight

Promenade Steps in a circle to the left (clockwise) danced by all the couples in the set.

Advance and Retirve

The term used when the dance movement requires couples to move forward and back.

Dance Around

The term Dance Around means dancers should take partners’ both hands and dance around
in an anti-clockwise direction — in most figures you dance eight steps in a complete circle
around the opposite couple. When Dance Around comes at the end of a dance all dance
anti-clockwise around the outside of the complete set and repeat this movement back clock-

wise to starting position.

Today the movement Dance Around, when it applies to the end of a dance — for
example in The Walls of Limerick or during The Haymakers Jig — is more commonly danced

at ceilis as a swing.

Side Step (often referred to as Sides)

The Side Step is the most important movement in ceili figure dances and must be mastered
before the dancer can perform any of the dances with any degree of grace or satistaction.
Dancers should practise the Side Step in several directions until they feel comfortable and

confident when dancing with others.

Two Short Threes
Two Short Thrces are danced at the end of a reel Side Step and often throughout many

dances.

The Rising Step (also referred to as Rise and Grind)
The Rising Step 1s danced in jigs at the end of a Side Step and on other occasions in dances

danced in jig time.

The Sink and Grind
The Sink and Grind is performed in dances in jig time — it differs from the Rise and Grind
in that you do not rise your foot but sink your foot or keep the movement low. Usually the

Sink and Grind is repeated twice on the same foot.
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Hands Across

This is an often used movement where dancers put their right hand into the centre and
dance four Promenade Steps clockwise and then turn and place their left hand into the centre
and dance four Promenade Steps anti-clockwise back to their own place. This movement can

also be referred to as The Wheel or The Mill.

Full Chain

The Full Chain is danced by facing partners. Gents turn to the right and ladies turn to the
left — they give each other right hands and start to chain on to the next lady and gent giving
them left hands. Gent anti-clockwise and lady clockwise, they continue the chain giving right

and left hands alternately unrtil they meet up with each other again in starting positions.

Half Chain

The Half Chain is danced by facing partners. Gents turn to the right and ladies turn to the
left, they give each other right hands and start to chain on to the next lady and gent giving
them left hands. Genrt anti-clockwise and lady clockwise, they continue the chain giving right
and left hands alternately until they meet up with each other again half-way around the set.
They then take partners’ two hands in crossed hand position, right hand in right hand and
left hand in left hand, and Lead Around to place in the direction the man was dancing

anti-clockwise.

Double Quarter Chain

Gent takes partner’s right hand in his right and both turn once in place, gent chains with left
hand to lady on his left, both turn in place, he then chains back to his partner with his right
hand turning her in place. He then continues on to the lady on his right — giving her his left
hand they both turn in place. He then chains back to his own partner with his right hand

and both turn once into place.

Ladies Chain

This is a Figure used in several dances. Ladies advance, giving right hand to each other in the
centre and continue on to the opposite gent giving them their left hand while both turn
anti-clockwise in place. Ladies return to their own partner giving them their right hand and
they make a full turn in place. Both couples now dance a complete circle around each other

(Dance Around).

Return Chain

The Return Chain is danced by facing partners. Gents turn to the right and ladies turn to the
left — they give each other right hands and start to chain on to the next lady and gent giving
them left hands. Gent anti-clockwise and lady clockwise, they continue the chain giving right
and left hands alternately until they meet up with each other again with right hands halfway
around the set. They make a full turn around and chain back to their original position

meeting each other with right hands and rurning into place.
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Instructions For Hand And Arm Positions

Standard Dancing Position

Gent takes lady’s left hand in his right.

Hold hands at shoulder height.

Keep elbows and arms close together.

Keep outside hands straight and relaxed by the side.

Crossed Hands Position for Lead Around ctc.

Gent takes lady’s right hand in his right hand and the
lady’s left hand in his left hand.

Gent's right hand should be over lady’s left hand.
Both hands should be held at chest height.

Dance Around with Crossed Hands

Gent holds lady’s left hand in his left hand and the
lady’s right hand in his right hand.

The right hands should be on top.

Hands should be held at shoulder height with the arms

close to the body relaxed.
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The Swing

Gent puts his right hand under the lady’s left arm and
places it on her waist.
Lady puts her right hand under the gent’s left arm and
places it on his waist.
Gent holds lady’s left hand in his left under their right

arms.

Right Handds Across in the Centre (also called The
Wheel or The Mill)

Gents give right hand across in the centre to opposite
gent.

Ladies give right hands across into the centre and place
their hands on top of the gents” hands.

Hands should be held at shoulder height.

Instructions for Steps
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Instructions for Steps
The Side Step

Movement — The Side Step to the right 1s danced as follows:
Starting Position — The dancer should stand with weight

balanced on both feet and heels together.

(1) Hop lightly with the weight balanced on the ball of the
left foot and the right foot slightly forward, toe pointing

towards the right.

(2) Move the right foot towards the right at the second beat
of the music, at the same time transterring the weight from

the left foot to the right foot.

(3) Bring the toe of the left foot to the heel of the right,

transterring the weight from the right foort to the left.
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(4) Move the right foot towards the right at the fourth beat
of the music, at the same time transferring the weight from

the [eft foot to the right.

(5) Bring the toe of the left foot to the heel of the right
foot, at the same time transferring the weight from che right

foot to the left.

(6) Move the right foot towards the right at the sixch beat,
at the same time transferring the weight from the left foot

to the right.
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The Two Short Threes

A

(7) Bring the toe of the left foot to the heel of the right
foot, at the same time transterring the weight from the right

toot to the left.

The Side Step is followed in reel time by the Two Short
Threes and in jig time usually by the Rising Step or the
Sink and Grind.

Starting Position — Place weight on left foot which is placed

behind the heel of the right foor.
(1) Hop on left foot at the same time bringing the right

foot behind the left foot and transferring weight to the right
foot while raising the left foot off the ground.
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(2) Transfer weight to the left foot at the same time raising

the right foot behind.

(3) Place right foot w the ground and transfer weight to the

right foot.
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(4) Hop on the right foot at the same time bringing the left
foot behind the right foot and transferring the weight to the
left foot while raising the right foot off the ground.
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(5) Transter weight to the right foot at the same time raising

the left foot off the ground.

5
(6) Place left foot behind to the ground and transfer weight
to the left foor.
The Two Threes are danced at the end of the Side Step and
throughout most dances.

6
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Promenade Step

3

Starting Position — Stand with weight comfortably balanced

on both feet. Heels together.

(1) Hop lightly on the lett foot with the weight balanced on
the ball of the left foot, at the same time raise your right

foot bending at the knee.

(2) Moving forward place your right foot forward on the
ground, transferring the weight from your left foot to your
right foot at the same time raising your left foot slightly off

the ground.

(3) Bring your left foot behind your right foot and transfer

vour weight onto your left foot.
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(4) Moving forward transfer your weight back onto your
right foot raising your left foot behind in preperation to

commence step on left foot.

Next you start the step again repeating [ to 4 above, but

this time starting by hopping on your right foot.

(1) Hop on the left foot while raising the right foot in front

with toe pointed.

(2) Hop again on left foot while bringing right foot to the

rear.
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(3) Place right foot behind left, transferring weight from left

foot to right foot.

(4) Hop on right foot while bringing left foot behind.

(5) Place left foot behind right foot at the same time raising

right foot.
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(6) Place right foot down again.

(7) Place left foot behind right foot while raising right foor.

(8) Place right foot down again.
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Sink and Grind (Jig)

(1) Jump on both feet together, the right foot in front of the

left.

(2) Hop on left foot, raising right foot in front.

(3) Hop on left foort, bringing right foot behind.

Frank Whelan The Complete Guide to Irish Dance
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(4) Place right foot behind left while lifting left a little off

the ground.

(5) Transfer weight to left foot.

(6) Place right foot behind left while lifting left a little off
the ground.

8
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(7) Transfer weight to the left foot.

7
Two-Hand Jig — Round Dance

A very popular couple dance.

Music — Double jig.

Q Formation — Any number of couples
) s in a circle. Gents on the inside.

/ 4 - \
L/L ’ v Genrs’ right side to ladies left. Face in

- anti-clockwise direction.

Q«‘ b

A 4«//"\

Steps —Walking Step, Promenade Step, Side Step, Rise and Grind, Threes.

Dance Movements A. Walking Steps = 4 Bars
B. Advance and Retire = 4 Bars
C. Side Step = 8 Bars
D. Walking Steps = 4 Bars
E. Advance and Retire = 4 Bars
E. Side Step = 8 Bars
G. Lead Round = 8 Bars
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e (A) Walking Step

- RN Couple line up, gent on the inside, lady on the outside.
Gent takes partner’s left hand in his right.

All couples face in the anti-clockwise direction.

Starting on the right foot both dancers take two Walking
Steps forward and end with one Short Three.

Leading with their left foot they take two Walking Steps
backwards and end with one Short Three (1-2-3).

(B) Advance and Retire
) 4 The dancers starting with their right foot now dance
- ' v forward with two Promenade Steps, and retire back to

position with two Promenade Steps.

(C) Side Step

. A { > Couples now side step to their left into the centre.
e k ‘ v( Couples now dance the Rise and Grind with their left
AN / . foor.
‘/;"’;— ‘” : They now side step to the right back to place and dance
o //'T\\ the Rise and Grind.

A | ‘ e While dancing the Grind the couple about turning

~ v '/ inwards, gent clockwise, lady anti-clockwise, and face

o N the opposite direction (clockwise) to their starting

' position.
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The dance is now repeated in the opposite direction.

(D) Walking Steps

Couples line up, gent on the inside, lady on the outside.
Gent takes partner’s left hand in his right.

All couples face in the anti-clockwise direction.

Starting on the right foot both dancers take two Walking
Steps forward and end with one Short Three.

Leading with their left foot they take two Walking Steps
backwards and end with one Short Three (1-2-3).

(E) Advance and Retire

The dancers starting with their right foot now dance
forward with two Promenade Steps and tetire back to
position with two Promenade Steps.

(F) Side Step

Couples now side step to their right into the centre.
Couples now dance the Rise and Grind with their right
foort.

They now side step to the left back to place and dance
the Rise and Grind, about turning on the Grind to leave

them in their original starting position.
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e (G) Lead Round

S " =, All couples now take crossed hands in front, right hand
/ ' ‘ in right and left in left.
T v \ © )
T'he dancers dance cight Promenade Steps around the
v N . . . . .
‘ . . Mloor in an anti-clockwise dircction.
A

Two-Hand Reel — Round Dance

One of the most popular ceili dances to dance with a good partner and plenty of floor space.

Music — Reels

Formation — Any number of couples in a circle,
A gents on the inside facing partners.

Steps —~ Side Step, Promenade Step, Sink and Grind (Reel Time)

Dance Movements A. Side Step = 8 Bars
B. Change Places = 8 Bars
C. Lead Round = 8 Bars
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(A) Side Step

Gent faces partner.

Gent on the inside, lady on the outside.

Both take right hands and side step to the gents left,
ending with two Short Threes.

They now side step to the gents right, ending in place

with two Short Threes.

(B) Change Places

Still holding right hands the couple dance the Sink and
Grind on their right foot.

The gent then makes an arch by raising his right hand
and the lady dances under turning anti-clockwise with
two Promenade Steps.

At the same time the gent dances into his partner’s
position dancing two Promenade Steps.

The gents are now on the outside and the ladics are on
the inside.

They again dance the Sink and Grind but this time with
the left foor.

The gent again raises his right hand to make an arch with
his partner, the lady turns under the gent’s arm and the
gent dances back to his original position, both dancing

two Promenade Steps.

(C) Lead Round

Both dancers turn, gent to left and lady to right of
starting position, to face in the same direction.

The couple now take crossed hands, right hand in right,
left hand in left.

They now dance eight Promenade Steps around the hall

in an anti-clockwise direction.

The dance is now repeated from the beginning and can

be danced as often as desired.
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The Stack of Barley — Round Dance

This 1s a wondertul Two-Hand Hornpipe which is a very popular dance and gives the dancers

the opportunity to use all the floor space and stretch the legs.

Music — Hornpipes.

Formation — Any number of couples in a circle.
Gents on the inside, ladies on the outside.

Couples face each other and hold right hand in right.

Steps — Sevens, Hornpipe Step.

Dance Movements

A. Rings = 8 Bars

B. Dance into Centre = 4 Bars

C. Dance Around = 4 Bars
(A) Rings

This movement is made up of four Sevens, and is danced
in a circle on the outside of the floor.

Couples change place at the end of each Seven.
Couples holding right hand in right hand (1st Seven),
gent on the inside, side step to the gent’s left.

At the end of the Side Step as they hop to start another
seven (2nd seven), the gent turns to the outside and the
lady to the inside.

At the start of the 3rd seven the gent turns to the inside
and the lady to the outside.

As the couple start the 4th seven the gent turns to the
outside and the lady turns to the inside.

At the completion of the four Sevens, the gent is on the

outside and the lady on the inside.
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{B) Dance into Centre

All couples take crossed hands and hold them shoulder
high.

The ladies have their back to the centre and the gents are
facing the centre.

The gents dance two Promenade Steps forward and the
ladies dance two Promenade Steps back towards the
centre of the group.

The gents now dance two steps back while the ladies now

dance two steps forward.

(C) Dance Around
All couples now dance around clockwise in an
anti-clockwise direction moving around the hall with

four Promenade Steps.

Dancers now line up in starting position to recommence

délll ce.

An Rince Mér — Round Dance

A Round Dance for any number of couples.

Music — Reels.

4

p

(2

Formation — The dancers form a large ring round
the room, each gent having his partner at bis right
hand.
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Steps — Promenade Step, Side Step, Threes.

Dance Movements A. Ring to Left and Right = 8 Bars
B. Swing with Ladies on Left = 8 Bars
C. Swing with Partners = 8 Bars
D. Link Arms = 8 Bars
E. Lead Around = 8 Bars

. (A) Ring to Left and Right
4 » i All the dancers in ring hold hands, and side step to left,
‘ finishing with two Short Threes, and side step to the

right finishing with two Short Threes.

\4

/\‘K (B) Swing with Ladies on Left
V‘\\// q Gents take crossed hands of ladies on their left, and

\ couples swing in place clockwise.
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(C) Swing with Partners
Crent takes own partner’s hands and swings in place

clockwise.

(D) Link Arms

Genurs link right arms in right arms of ladies on their left
and turn clockwise.

They then link left arm in left arm of partner and trn
anti-clockwise.

They repeat the right arm link and turn with ladies on
left.

Chain back to their parmer and take both hands.

Turn her so that gent is on inside of ring and the lady is

on the outside in preparation for next movement.

E) Lead Around
Couples lead around anti-clockwise, with Promenade
Step tor six bars of music, and during the last two bars

form d large ring o recommence dancc.
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The Bonfire Dance — Round Dance

This is a dance for any number of couples, but preferably for not tewer than six. It was said

to have been danced around the bonfire on St John’s Eve.

Music — Reels.

w Formation — All stand in a ring facing centre, geits
(& (&,

4 o » o [/757 /(‘f[ Of‘/[ld:/l'&".

Steps — Promenade Step, Side Step, Threes.

Dance Movements A. Advance and Retire = 8 Bars
B. Rings = 8 Bar
(. Advance and Rerire = 8 Bars
D. Rings = 8 Bars
E. Side Step In and Out = 4 Bars
E Link Arms = 4 Bars
G. Side Step In and Out = 4 Bars
H. Link Arms = 4 Bars
I. The Rose = 32 Bars
J. Swing and Exchange = 8 Bars

4 | ’ (A) Advance and Retire
o All join hands and advance towards the centre with four
Promenade Steps.

All retire to place with four Promenade Steps.
& p
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(B) Rings

‘ > Still holding hands all side step to the right

(anti-clockwise) ending with two Short Threes.
All now side step back to the left (clockwise) back to

places ending with two Short Threes.

4 \ ’ (C) Advance and Retire

All advance towards the centre with four Promenade

Ny "’ I Steps.
Pl All retire to place with four Promenade Steps.
p
Aax

S - (D) Rings
4 ’ . Still holding hands all side step to the left (clockwise)
ending with two Short Threes.
All now side step back to the right (anti-clockwise) back
to places ending with two Short Threes.
On the last Three, partners turn to face each other.
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(E) Side Step [n and Our
From this new position, all side step to their right, the
ladies towards the centre and the gents ourwards.

Without doing Threes, all side step back ro places.

(F) Link Arins

Linking right arms partners dance two Promenade Steps
clockwise, to parmer’s place.

Release arms.

Link left arms and rerurn anti-clockwise with two

Promenade Steps to face cach other as before.

(G) Side Step In and Our

From this new position, all side step to their left, the
gents towards the centre and the ladies outwards.
Without doing Threes, all side step back to places.
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(H) Link Arwms

Linking left arms partners dance two promenade steps
anti-clockwise to partner’s place.

Release arms.

Link right arms and return with two Promenade Steps
clockwise,

All finish facing the centre of the ring,.

(1) The Rose

The ladies advance slowly towards the centre with four
Promenade Steps.

The ladies take hands in a ring on the fourth Three.
They now side step to rhe right (anti-clockwise) ending
with two Threes.

On the last two Threes they turn right to face outwards,
rejoining hands in a ‘back to back’ circle.

They side step to the left (clockwise) ending with two
Short Threes.

During this twelve bars the gents have remained
stationary with left hand on hip and right toe pointed
slightly forward.

Ladies now advance towards partners both taking right
hand and turn clockwise into position.

While ladies remain stationary, with Jeft hand on hip and
right toe forwards, the gents perform the Rose.

The gents advance slowly towards the centre with four
Promenade Steps.

The gents take hands in a ring on the fourth Three.
They now side step to the left (clockwise) ending with
two Threes.

On the last two Threes they turn right to tace outwards,
rejoining hands in “back to back’ circle.

They side step to the right (anti-clockwisc) ending with

two Short Threes.

Gents now advance towards partners both taking right

hand and turn clockwise into position.
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N (J) Swing and Exchange

(/'(' N (".\:;\\ Partners now take crossed hands and swing slowly around
\.4‘// \\1, clockwise for 4 bars to exchange places.
~_" Lady is now on left of her partner in the ring.
Partners bow to each other (1 bar) and then turn to face
new partner (1 bar).
< SN All bow to new partner (1 bar).
All face in and take hands (1 bar), ready to recommence
dance.
\ 4 The dance may be repeated as often as desired.

The Rince Fada — Progressive Long Dance

Music — Double jig.

> . Formation — Any number of couples form up in
s . two lines, the gents in owne line, the ladies in the
’ . other, partners facing each other, gents’ left side ro

| S— v
: . the top of the room. Couples are numbered off from |
> . the rop. 1
s . Lach odd couple and the even couple immediately ‘
> . below them form a set.

\\7
> <

Steps — Rising Step, Promenade Step, Side Step.

Dance Movements A. Rising Step = 4 Bars
B. Right Wheel =4 Bars L
C. Rising Step = 4 Bars j
D. Left Wheel = 4 Bars .
E. Advance down Centre = 8 Bars
E. Dance Around = 8 Bars
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(A) Rising Step

The lady of each odd couple and the gent of the next
couple below face each other, as do the gent of the odd
couple and the lady of the next couple below.

All dance Rise and Grind, first on the right foot then on

the left.

(B) Right Wheel
Each sct of four join their right hands in centre, the

ladies” hands above the gents’, and dance clockwise with

Promenade Step to places.

(C) Rising Step

The lady of cach odd couple and the gent of the next
couple below face each other, as do the gent ot the odd
couple and the lady of the next couple below.

All dance Rise and Grind, first on the left foot then on

the right.
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(D) Lefi Wheel
Each set of four join their left hands in centre, the ladies’
hands above the gents’, and dance anti-clockwise with

Promenade Step to places.

(E) Advance Down Centre

The gents of odd couples take partners’ right hands in
their left while even couples stand in places.

Odd couples then advance down the centre between the
even couples, with Promenade Step.

Release hands and reverse.

Take inside hands and advance back to places.

Odd couples now ‘cast oft”. For example, the gent passes
round, and takes place below the even gent of his set,
while lady passes out and round the corresponding lady,
and takes place below her.

(F) Dance Around

Odd couples are now below the even couples with whom
they are dancing, and from here partners take crossed
hands and couples swing around each other
anti-clockwise and back to these new positions.

The dance is now repeated, couple 1 dancing with couple
4, couple 3 with couple 6, and so on.

Each even couple who reaches the top and cach odd
couple who reaches the bottom of the line, stand idle

during one complete movement of the dance.

100 The Complete Guide to Irish Dance Frauke Whelan




A

A
N~ S N~

Then recommence, couple at top as leading couple, and

X
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couple at bottom as non-leading couple.

RN
v

00N

The Bridge of Athlone — A Long Dance

This 15 a dance from Athlone which is a town in the centre of Ireland on the road to the west

from Dublin to Galway.

Music — Double jig.

( Formation — Any number of couples form up in

¢ two lines. Gents in one line, the ladies in the other.
> Partners facing each other. Gents'left side to the top
) of the room. Couples ave numbered off from the
top, each odd couple and the even couple
‘ immediately below them form a set.

VVVYVYY
]
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Steps — Promenade Step, Side Step, Rising Step, Threes.

Dance Movements

VVVYVYY
"

VVVYVYY
NN

A. Rising Step, Advance and Retire = 32 Bars

B. Down the Centre = 8 Bars

C. Cast Off Depends on how many dancers
D. The Bridge Depends on how many dancers

(A) Rising Step, Advance and Retire

Each line of dancers hold hands and all dance Rising Step
twice, beginning on the right foot.

The lines of dancers now advance and retire once, with
Promenade Step.

All again dance Rising Step twice, then release hands,
advance and pass through, by partners’ right, to opposite
side, and turn right to face back.

Repeat all above, crossing back to places, and finishing in

original positions.

(B) Down the Centre

Couple 1 (sometimes the first three or five couples if the
line is a long one) take right hands and side step down
the centre berween the two lines, finishing with two
Short Threes; side step back to places. finishing as before.
While they are dancing this, all the other dancers in the

line stand in places.
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(C) Cast Off

Leading couple (or couples) now cast off, tollowed by all
the dancers in the line, the ladies promenading outside
their line and dancing down towards the opposite end of
the line, the gents dancing in a similar manner on their

side.

(D) The Bridge

When the couples who have done movement (B) reach
the end of the line, they turn in to meet, dance a lictle
way up, with inside hands joined, and then form an arch
by joining both hands and holding them in a raised
position.

The dancers following them pass underneath the arch
and return to the top of the set, forming into two lines as
at the beginning of the dance.

When they reach their places they form a ‘bridge’ by
joining both hands with partner (uncrossed) and holding
them in raised position.

The leading couple now release hands and dance to the
top of the set, the lady passing under the ‘bridge’, the
gent passing outside.

When they reach the top they dance back again, the gent
this time passing under the ‘bridge’, while the lady passes
outside it.

On reaching the bottom of the set they form up at the
end of the lines, and the other dancers release partners’

hands.

The dance is now repeated, the couple now at the top ot

the set leading,.
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Haste to the Wedding —

Long Dance

This is another Long Dance for any number of couples.

Music — Double jig time, danced to the tune of the same name.

Formation — Couples are numbered off from the

top. Each odd couple and the even couple

immediately below them form a set. In this dance

the even couples are the leading ones.

Steps — Rising Step, Side Step, Promenade Step.

Dance Movements

1

A O
) AN

104
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A. Rising Step = 4 Bars
B. Right Wheel = 4 Bars
C. Rising Step = 4 Bars
D. Left Wheel = 4 Bars
E. Up the Centre = 4 Bars
I First Ring = 4 Bars
(. Second Ring = 4 Bars
H. Line Up = 8 Bars

(A) Rising Step

The lady of cach odd couple and the gent of the next

couple below face each other, as do the gent of the odd

couple and the lady of the next couple below.

All dance Rise and Grind, first on the right foot then

on the left.
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. - (B) Right Wheel
C“ Each set of four join their right hands in centre, the
ladies” hands above the gents’, and dance clockwise with
vV

Promenade Step to places.

(C) Rising Step
C/ The lady of each odd couple and the gent of the next
couple below face each other, as do the gent of the odd

couple and the lady of the next couple below.

All dance Rise and Grind, first on the left foot, then on
v Q the right.

. e (D) Left Wheel
(/ Each set of four join their left hands in centre, the ladies”

hands above the gents’, and dance anti-clockwise with

v <\ Promenade Step to places.
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(E) Up the Centre

The even couples or leading couples take hands and side
step up berween the odd couples of their set, f.¢. to the
gents' left, finishing with two Short Threes.

Then they side step back to places, finishing as before,
but on the second Three the even couple take the lady of
the odd couple into a ring by joining hands (ladies of

even couples being on the right of their partners ring).

(F) First Ring

(@
The rings of three now dance a Side Step to their right.
While the even couples dance two Threes they raise their
joined hands to form an arch and allow the lady of the
odd couple to pass under the arch to her original

position, and prepare to take her partner into the ring.

(G) Second Ring

The couple now take in the gent who has been standing
idle and, joining hands with him, the three dance a Side
Step to the left, and allow the gent to pass under the arch

to his place while they dance rwo Thrccs.
p b
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(H) Line Up
Each even couple and the odd couple next above them
now swing out, and round cach other, with Promenade

Step, and so exchange places.

The dance is now repeated, those at cither end of the line
standing idle, while couple 4 dances with couple 1 and
couple 6 with couple 3, and so on. On the next

repetition of the dance all couples will be dancing again.

The Siege of Carrick — Progressive Long Dance

This dance was originally a Four-Hand Dance, its four movements being repeated as often as

desired. It is now usually done as a Progressive Long Dance, and is so described below.

Music — Double jig. The dance is performed to the tune ‘Haste to the Wedding.
Each part of the tune must be played twice after the dance commences so thar the
claps in C and D will fit properly to the music.

RUR 4
A
A A
A [

Formation — Tivo face two.
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Steps — Promenade Step, Side Step, Dance Around.

Dance Movements A. Rings = 8 Bars
B. Right and Left Wheels = 8 Bar
C. Down Centre and Turn = 8 Bars
D. Up Centre and Swing = 8 Bars

A////_\ (/ (A) Rings

Each set of four dancers hold hands to form a ring.
All dance side step to left finishing with two Short
Threes, and return to the right, finishing with two Short

Threes.

- A (B) Right and Left Wheels

The four now give right hands across centre, shoulder
high, with ladies’ hands above gents’, and dance around
>< clockwise, with Promenade Step.
( On fourth bar alt release hands and turn.
/

All now give left hands across and dance back to places

\// anti-clockwise.
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(C) Down Centre and Turn

Leading and opposite couples of each set advance to each
other’s places, without taking hands, leading couple
passing between the opposite couple.

All retire without turning, but this time opposite couple
pass between top couple.

All clap hands together twice to one bar of music, and

then hook right arms and turn once in place.
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o ‘ v (D) Up Centre and Swing

\ [ Couples again advance, but this time opposite couple
' : ‘J’ l\l pass through.
v s i On retiring as before, leading couple pass between the
','7 other two dancers.
) 'A Y\‘ All clap again twice to one bar of music, then hook right
‘

arms again, but this time they swing out, changc places

and progress on to the next couple.

-
<

SN0 Couple T now faces couple 4, and couple 3 faces couple
J » h v

¢ L 6, and so on, and from these new positions the dance is
: N v recommenced.

>

The Antrim Reel — Progressive Long Dance

Music — Reels.

Formation - Two face two, a dance for any number of
couples
A N ﬂ

Steps — Promenade Step, Side Step, two Short Threes.

Dance Movements A. Advance and Return = 4 Bars
B. Right and Left Half-turn = 4 Bars
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C. Side Step and Heyes = 16 Bars

D. Dance Down Centre = 8 Bars
E. Right and Left Wheels = 8 Bars
E. Side Step with Opposite = 8 Bars
G. Left and Right Wheels = 8 Bars
H. Swing out to Next Couple = 8 Bars

(A) Advance and Return

Couples take inside hands and advance towards cach
other with Promenade Step.

On second Three, release hands and reverse, turning,
towards each ocher in doing so.

Couples take inside hands and return to places, releasing

hands on second Three and facing cach other.

( B) Right and Left Half-turn
Partners take right hands and with Promenade Step
exchange places and release hands.

Take left hands and dance back to own places.
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(C) Side Step and Exchange Places with Opposites
(Heyes)

Partners change places with Side Step, gents passing
behind ladies; all finish with two Short Threes.

The two ladies of each set change places with the
Promenade Step, passing left shoulder to left shoulder,
while the gents dance two Short Threes.

The ladies now dance two Short Threes while the gents
change places with Promenade Step, passing right
shoulder to right shoulder.

This whole movement is repeated to return ro places,
when crossing ladies will now cross right shoulder ro

right shoulder and men left shoulder to left shoulder.

(D) Dance Down Centre

All dancers face partners.

Odd couples side step ro places of even couples in set,
while even couples dance outside them in opposite
direction. All dance two Short Threes, and on second
Three odd couples release hands and fall back, while even
couples advance towards partners and take hands.
From these positions all side step back ro places (even
couples passing between odd couples of set), and finish
with two Short Threes. On second Three all fall back to
original positions.
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(E) Right and Lefi Wheels

Each set of four dancers give right hands across in centre,
shoulder high, with ladies” hands above gents’, and dance
around clockwise.

On fourth bar all release hands and reverse.

All now give left hands across and dance back to places.

(F) Side Step with Opposite

This movement is similar to (D) above, except that gent
of odd couple takes hands of lady of even couple and
they dance across berween the other two of set as they
side step past them, this second couple taking hands to

return to places with Side Step and two Threes.

(G) Left and Right Wheels

Each set of four dancers give left hands across in centre,
shoulder high, with ladies” hands above gents’, and dance
around anti-clockwise.

On fourth bar all release hands and rurn.

All now give right hands across and dance clockwise back

to places.
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(H) Swing Out to Next Couple

Partners face cach other and, taking both hands crossed,
odd couples swing to right to places of even couples and
vice versa. Each couple is now back-to-back with couple
with whom they have been dancing, and prepare to

dance with next couple.

All the above movements are now repeated, couple 1
dancing with couple 4, and couple 3 with couple 6, and
so on. The dance is progressive, cach odd couple moving
down one position after completing all the movements,
and cach even couple moving up one position towards
the top of the set. As each couple reaches either end of
the line they stand idle during one repetition of the

dance.

The Waves of Tory — Progressive Long Dance

This is a dance from Donegal, a county in the north-west of Ireland. The ‘waves’ in this

dance are meant to represent the waves so frequently seen around the island of Tory off the

north coast of Donegal.

Music — Movements A-B-C-D in reel time; E-F-G are usually done ro march time.

—

VVVVVVYYVYY

ARARARARARENARE

Formation — This is a dance for any number of
couples in sets of four. Gents line up with their left
shoulder facing the top of the hall. Ladies line up
opposite their partners with their right shoulder
[Jacing the top of the hall. Top set ave the first two
couples ar the rop of the line.

The Complete Guide to Irish Dance Frank Whelan




Steps — Promenade Step, Mm*c/;z';zg Step.

Dance Movements

A. Advance and Retire = 8 Bars
B. Right and Left Hands Across = 8 Bars
C. Advance and Retire = 8 Bars
D. Left and Right Hands Across = 8 Bars

E. Lead off to Right and up the Centre  Depends on

number of

dancers

E The Waves Depends on
numbers of
dancers

G. Cast Off Depends on

numbers of

dancers

(A) Advance and Retire

The two lines advance towards each other with two

Promenade Steps and retire to place with two Promenade

Steps.

The two lines then advance and retire once more.

(B) Right and Left Hands Across

Each set of four dancers gives right hand across in the
centre, shoulder high, and dances around clockwise with
four Promenade Steps.

On the last Three they release hands and turn in.

They now give left hands across and dance around

anti-clockwise, to finish in starting lines again.
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(C) Advance and Retire

The two lines advance towards each other with two
Promenade Steps and retire to place with two Promenade
Steps.

The rwo lines then advance and retire once more.

(D) Left and Right Hands Across

Each set of four dancers gives left hand across in the
centre, shoulder high, and dance around anti-clockwise
with four Promenade Steps.

On the last Three they release hands and turn in.
They now give right hands across and dance around

clockwise, to finish in starting lines again.

(E) Lead off to Right and up the Centre

(Note: This movement and the following movements are
usually done to march time music.)

All couples turn to gents’ left and take inside hands.
Couple 1 lead off to the right and down to the bottom of
the set followed by the other couples.

Couple 1 turn right again and lead up the centre to

place, the other couples following,
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(F) The Waves

Couple 1 release hands, turn in to each ocher, then face
down the hall, take inside hands and raise them o form
an arch and promenade towards couple 2, who pass
under the arch made by couple 1.

Couple 1 now continue up the line to pass under the
arch made by couple 3.

Couple 1 continue in the same manner down to the
bottom of the set, making arches and passing under
alternately.

Couple 2 and cach succeeding couple in turn, on
reaching the top of the set, turn about, face down the
hall, form an arch and repeat the movement down the set
as described for couple 1.

When couple 1 reach the bottom of the set, they turn
about, pass under the arch of couple 2 and continue back
up the set in the same manner, making arches and
passing under, until they reach their original places. Each
succeeding couple arriving at the bottom of the set
proceed up to place again in the same manner as
described for couple 1.

As each couple reach their places they stand idle until all
have concluded the ‘waves’, having faced their partmers in

lines.
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(GG) Cast Oﬁ

Couple 1 release hands.

Cast off (lady to the right and gent to the left) and march
down the set followed by the other dancers who have
marched to couple 1's position and cast off in the same
manner.

When they reach the bottom, couples 1 and 2 take both
hands uncrossed and raise them to form an arch. Couple
3 take inside hands and pass under the arch and up to
the top of the set, followed by the other dancers.

When all have passed under, they form again in two
lines, partners facing each other, but couples 1 and 2
remain at the botrom of the set.

The dance is now repeated with couple 3 now leading.
On the next repeat, when couple 5 are the leading pair,

all will be dancing movements (B) and (C) again.
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The Rakes Of Mallow — Progressive Long Dance

This dance was arranged by the late Father Lorcan O Muireadhaigh during a Céilithe in the
Irish College,

Omeath.
Music — Reel of the same name, “The Rakes of Mallow’, or any reel.

[ U U v Formation — Three face three. The trios consist of a

gent with two ladies on his right,
LA (][
U UV
2V WA

Steps — Promenacde Step, Swing, Threes.

Dance Movements A. Advance and Retire = 8 Bars
B. Swing with Opposite Lady = 8 Bars
C. Swing with Lady on Right = 8 Bars
D. Link arms in Centre = 8 Bars

E. Swing Out = 8 Bars

] U LJ v (A) Advance and Retirve
The two trios in cach set, holding hands, advance
towards cach other with Promenade Step and retire.
2 A (W m Repeat the same movement.
U U
> A (][]
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L J (B) Swing with Opposite Lady

The gents and the ladies opposite then take hands crossed

and swing eight Threes in place; centre ladies remain

U Y stationaty.
ALY
)

/—\ (C) Swing with Lady on Right

: x 4 The gents and ladies on their right take hands crossed
and swing cight Threes in place, other ladies remain

\_/ stationary.
> X
(D) Link Arms in Centre
The gents link right arms in centre and with Promenade

Step dance round clockwise.

//\A Turn and link left arms, dancing anti-clockwise, finishing
v ‘
up between two partners.
'k/,
/
e
=
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YT (E) Swing Out

Each gent and his two partners form a ring of three.

B |
1
\‘\ . // Each ring (revolving clockwise) swings out and round, to
\:\/ meet the trio in the next set who had been facing them,
and linc up as at the beginning of the dance, to
N recommence — ladies having exchanged places.
7 |
A

S

A

The Walls of Limerick — Progressive Long Dance

A very popular and casy dance from Limerick in the south of Ireland.

Music — Reels.

! L J N v h Formation — Two face two. Line up in couples,
— lady on gents right, each set of two couples facing

2 A . m each other.
3 L J y
A

Steps — Promenade Step, Side Step, Threes.

Dance Movements A. Advance and Retire = 8 Bars
B. Half Right and Left = 8 Bars
C. Dance with Opposite = 8 Bars
D). Dance Around = 8 Bars
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1 v (A) Advance and Retire
l Gent takes partner’s left hand i his right, both advance
to meet the opposite couple and retire to place.
A ﬂ T Repeat this movement once.
2 A
(B) Half Right and Left
/ Ladies exchange places with cach other by side stepping,
\ starting with their left foot across to opposite lady’s
‘\ . . . ~ - ~ . .
\\ position, passing cach other face to face, and finishing
N with two Short Threes.
/ > Gents now exchange places by side stepping to their right
7/ commencing with their right foot to opposite gent’s place
passing face to face and ending with two Short Threes.
27 U v v (C) Dance with Opposite
. [ | Gents takes right hand of opposite lady, both side step to
gents left away from the centre, finishing with two Short
A Theces

They then side step back to place, finishing with two
Short Threes.
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e (D) Dance Around
S X < \\ Gent takes own partner’s crossed hands, both dance a
/ . N S complete circle around opposite couple, finishing up to

face in the opposite direction.

(Note: This movement is more commonly danced as a

’\\ /! swing at dances today.)
1 /
LN s Repeat the ents with the next couple and witl
N T epeat the movements with ext couple and with
< each succeeding couple as you progress until the music
T
e stops.

w0
Ty
)
J

N
>
—
)
_
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The Siege of Ennis — Progressive Long Dance

A vety popular dance on social occasions from Ennis, County Clare, in the west of Ireland.

Music — Jig.

Formation — Dancers line up in fours, rwo couples
U in each line. Each set of two couples stands facing
another set of two couples, each gent on his

v
. ﬂ partner’ left.
v

v
1A

v
A

N ¢

>

A
vk
A

W v

>

Dance Movements A. Advance and Rerire = & Bars
B. Side Step = 8 Bars
C. Hands Across = 8 Bars
D. Advance, Retire and Pass Through = 8 Bars
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Each set of four dancers take hands and advance o

opposite four; they retire and advance and retire again.

>w

>§>C
3134

|
‘v
)
H\/

v b (A) Advance and Retire

> p

>~

D ‘\J T v b (B) Side Step

The couple on the left of cach line of four side step to

v 2 U —————————— ----p the right behind, ending with Rise and Grind, while
couple on right of each line of four side step to left
e ‘ . ﬂ passing in front, ending with the Rise and Grind.
A

All now side step back to place.
ﬂ N The couple now in the right-hand side position side step
‘ J I

to the left and in front and the couple in the left position

side step to the right and behind.
All end with the Rise and Grind.
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The Four-Hand Reel

(C) Hands Across

The two ladies and two gents facing each other in the
centre give right hands across and dance four Promenade
Steps around clockwise.

They then release hands, turn and give left hands across
into centre and dance anti-clockwise back to place.

At the same time the gent on the left of each line of four
takes right hand of the lady opposite him, both dance
around clockwise.

They then release hands, turn and rake left hands and
dance anti-clockwise back to place.

(Note: This movement is often danced at social dances as
a swing, by all dancers taking the opposite dancer and
swinging in place for 8 bars.

(D) Advance, Retire and Pass Through

Advance and retire once as explained in movement (A).
All advance again.

Each set of four facing the music raise hands allowing
opposite four to pass under, one dancer under each arch,
outer gents passing on the outside, all advancing so as to

meet oncoming set of four dancers.

Repeat movements with each successive set.

Dance originated in County Cork approximately 1898. Very popular at social gatherings,
fal J EI‘ J 7 p p ) o

house dances and ceilis.

Music — Reel.

U v
Y ul

Formation — Two face two, lady on gents right.
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Steps — Promenade Step, Side Step, Sevens and Threes.

Dance Movements

A. Lead Around = 16 Bars
B. The Square = 16 Bars
C. Four Sevens = 8 Bars
D. Hands Across = 8 Bars
E. Down the Centre = 8 Bars
E Right and Left Chain = 8 Bars
G. First Figure = 32 Bars
H. Second Figure = 16 Bars
I. Finish = 16 Bars
(A) Lead Around

Gent holding lady’s left hand in his right hand, half-right
turn and lead around a complete circle anti-clockwise
dancing eight Promenade Sreps; they release hands, about
turn inwards, gent takes partner’s right hand in his left
and both dance back clockwise eight Promenade Steps to

place.

The Body

(B) The Square

Dancers dance four Sevens and four Threes in a square.
Gents side step to the right dancing Sevens and two
Short Threes on the corners passing behind their
partuers.

Ladies side step to the left dancing Sevens and two Short

Threes on the corners, passing in front of their partners.
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(C) Four Sevens

The dancers are now back in their original positions.

The gents side step to their right behind their partner
and into partner’s position.

At the same time the lady side steps to the left and in
front of her parmer.

They then side step back to place — this time the gent is
side stepping to the left and in front, and the lady side
steps to the right and behind.

There are no Short Threes danced in this movement, just

the Side Step.

(D) Hands Across

All give right hands across in the centre and dance
around clockwise with four Promenade Steps.

They then release hands, turn and give left hands into
centre and dance four Promenade Steps anti-clockwisc

back to place.

(E) Down the Centre

Leading couple turn to face each other, take right hands
and side step through the centre to the place occupied by
the opposite couple. At the same time the opposite
couple turn to face each other and side step to the top
couple’s position dancing separatcly on the outside.
Leading couple half-turn in place, release hands while
opposite couple take right hands and halt-turn. Oppaosite
couple side step back to place through the centre, while
leading couple side step separately up the outside.

Each couple take hands and half-turn o original posi-

ton.

3%
~
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(F) Right and Lefi Chain

Gent gives right hand to opposite lady.

Both move forward in a semi-circle, gents clockwise and
ladies anti-clockwise.

Continue to meet partner with left hand, then opposite
lady wich right hand, and on to own partner with left
hand.

Finish in position, having completed the circular chain.

The Body ends

(G) First Figure — Figure of Eight and Rings of
Three

(a) Leading couple take inside hands and advance to
opposite couple and release hands.

Leading gent retires to place and stands in position, while
his partner dances “The Figure of Eight' by passing
between opposite couple, going first round the lady to
the left and then back in between the couple and round

the opposite gent.

(b) The two ladies now advance to leading gent and take
hands in a ‘Ring of Three’. Leading couple and opposite
lady in the ‘Ring of Three’ side step to the right
(anti-clockwise) ending with two Short Threes, and then
side step to the left (clockwise).

At the same time the opposite gent side steps to the righg,
ending with two Short Threes and then side steps back to
place.

Leading couple now arch arms and allow the opposite
lady to pass under to the leading lady’s original position,
then advance and take in the opposite gent and form a

‘Ring of Three'.
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(¢) Leading couple and opposite gent now side step in a
ring to the left (clockwise) ending with two Threes and
then side step back.

Meanwhile opposite lady side steps to the left, ending
with two Shott Threes and then side steps back to the
right.

Leading couple arch arms and allow opposite gent to pass

under to his partner.

(d) Both couples then swing half-round, anti-clockwise to
original places.
The opposite couple now perform the Figure.

Repeat the Body.

(H) The Second Figure — Ladies Chain

Ladies advance, giving right hand to each other in the
centre and continue on to the opposite gent, giving
them their left hand while both turn anti-clockwise in
place.

The ladies return to their own partner giving them their
right hand.

They make a full turn in place.

Both couples now dance a complete circle around cach

other (dance around).

Repeat the Body.
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(1) Finish (Lead Around)
Repeat (A).

The Humours of Bandon
Four-Hand Dance from Bandon in County Cork, in the south of Ireland.

Music — Danced to the tune of the same name; the Body is always danced to the
second part of the tune and the Figures to the first.

U v Formation — A set of two couples facing each other.

Steps — Promenade Step, Side Step, Rising Step.

Dance Movements A. Lead Around = 16 Bars
B. Sides = 8 Bars
C. Half-Right and Left = 8 Bars
D. Sides = 8 Bars
E. Half-Right and Left = 8 Bars
E First Figure = 16 Bars
G. Second Figure = 16 Bars
H. Third Figure = 16 Bars
I. Finish = 16 Bars
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(A) Lead Around

Dancers half-right turn and Lead Around with eight
Promenade Steps anti-clockwise in a complete circle.
Release hands, about turn inwards.

Gent takes partner’s right hand in his left and both dance

clockwise back to place.

The Body

(B) Sides

Gents side step to right behind partners while ladies side
step In front.

All end with Rising Step.

Side step back to place, gents in front, ending with

Rising Step.

(C) Half-Right and Left

Partners take both hands, turn once in place.

Release hands, gents and ladies cross to opposite position,
gents crossing on the outside, ladies passing between

opposite gent and lady.
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(D) Sides

Gents side step to right behind partners while ladies side
step in front.

All end with Rising Step.

Side step back to place, gents in front ending with Rising

Step.

(E) Half-Right and Left

Partners take both hands, turn once in place.

Release hands, gents and ladies cross to opposite position,
gents crossing on the outside, ladies passing between
opposite gent and lady.

The Body ends

(F) First Figure — Advance Through Centre
Leading gent takes his partner’s left hand in his right,
both advance towards opposite couple; pass between and
beyond them.

Release hands, turn about and return to opposite couple,
lady’s right hand in gent’s left, release hands.

Lady takes opposite gent's left hand in her left hand.

Leading gent takes opposite lady’s right hand in his right.
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All turn once in place, leading gent takes his partner’s
right hand in his left and they lead back to place. Release
hands and turn about, advance again, lady’s lefc hand in
gent’s right, release hands.

Gent gives left hand to opposite lady; leading lady gives
right hand to opposite gent.

All turn once in place, release hands.

Leading couple dance back to place and turn once in

place.
Repeat the Body.
Opposite couple dance the first Figure.

Repeat the Body.

(G) Second Figure — Centre Meet

Leading gent and opposite lady advance to meet, take
right hands, side step to gent’s right, ending with the
Rising Step.

Lady now takes own partner’s right hand in her right.
Genr takes own partner’s hand, left hand in his left and
all turn in place.

Same gent and lady meet again in centre and take left
hands and side step to gent’s left, ending with the Rising
Step.

Release hands, lady gives lefe hand to own partner’s left,
gent gives right hand to his partner’s right.

They all turn in place.
Repeat the Body.
Opposite couple repeat the second Figure.

Repeat the Body.
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N (H) Third Figure — Ladies Chain

/ ! Ladies advance to opposite lady and give right hands in
k ‘\‘J \/ centre, continue to opposite gent giving left hand.
M Both turn in place, and ladies return to own partner and
2[ | give right hand.
/// Both make a full turn in place.
- Both couples take both hands crossed and dance a
1 complete circle (anti-clockwise) around each other and

‘\/‘ back to place.

Repeat the Body.

_ (1) Finish — Lead Around
-~ 4 Dancers half-right turn and lead around with eight
Promenade Steps anti-clockwise in a complete circle.
Release hands, about turn inwards, gent takes partner’s
right hand in his left and both dance clockwise back to

place.

The Harvest-Time Jig — Progressive Long Dance

Music — Jig time.

v Formation — Three dancers face three dancers in a
line. Each gent has two lady partners. Gent stands

in the middle of the two ladies. The gent holds the

2 ﬂ A ﬂ left hand of the lady on bis right and the right
A 2 hand of the lady on bhis lefi.
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Steps — Promenade Step, Side Step, Rising Step, Sink and Grind.

Dance Movements A. Advance and Retire = 8 Bars
B. Side Step = 8 Bars
C. Right Hands Across = 8 Bars
D. Side Step = 8 Bars
E. Left Hands Across = 8 Bars
E. Step and Turn = 16 Bars
G. Advance, Retire and Pass Through = 8 Bars

A) Advance and Retire

All dancers advance and retire twice.

— Y (B) Side Step

. Each set of three dancers side step to the right, ending

with the Rising Step on their right foot.
They then side step back to the left, ending with the
Rising Step on their left foort.

Frauk Whelan The Complete Guide to Irish Dance
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(C) Right Hands Across

All give right hands across in the centre and dance
around clockwise with four Promenade Steps.

They then release hands, turn and give left hands into

centre and dance four Promenade Steps anti-clockwise

back to place.

(D) Side Step

Each set of three dancers side step to the left and end
with the Rising Step on their left foot.

They then side step back to the right and end with

Rising Step on their right foot.

(E) Lefr Hands Across

All give left hands across in the centre and dance around
anti-clockwise with four Promenade Steps.

They then release hands, turn and give right hands into
centre and dance four Promenade Steps clockwise back to

place.

136 The Complere Guide ro Irish Dance Frank Whelan



)

'

v

> (
ﬂ>'

(

F) Step and Turn

Gent turns towards right-hand partner.

Both dance Sink and Grind twice on the right toot.
Gent then takes lady’s right hand and dances around her
to his place.

Gent then dances the Sink and Grind twice with his
left-hand parter, giving her his left hand and dancing

around her to return to his place.

(G) Advance, Retire and Pass Through

All advance and retire once, then release hands and pass
through, opposite dancers passing right arm to right arm
when passing each other.

The new line-up should be 1 facing 4, 3 facing 6, and so

o1.

Repeat the movements A—G with each successive set.
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The Fairy Reel — Progressive Long Dance

Miusic — Reels.

U
AN \
S
LA

Formation — A Six-Hand Dance for two gents and

four ladies, forming two trios, the gent having a

lady on each side of him. Originally a Square

Dance, it is now done as a Progressive Long Dance.

Steps — Promenade Step, Side Step, Threes.

Dance Movements

SARY Wi

AR A

U

Tﬁ TA ¢ﬂ

AR A
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A. Advance and Retire
B. Rings

(. Advance and Retire
D. Rings

E. Slip Sides

F. Link Arms

G. The Square

H. Arches

I. Pass Through

(A) Advance and Retive

= 8 Bars
= 8 Bars
= 8 Bars
= 8 Bars
=16 Bars
=16 Bars
=16 Bars
= 8 Bars
= 8 Bars

Gents take partners’ inside hands, and all three advance

in line ro meet the opposite trio with two Promenade

Steps.

The lines now retire to place with two Promenade Steps.

The lines advance and retire once more and on the last

two Threes.

All six dancers form into a large ring raking hands.
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(B) Rings

v A All side step to the right (anti-clockwise), finishing with
™~ ( ) two Short Threes, side step back to the left (clockwise),
\> e finishing with two Short Threes.

tJ M v M J (C) Advance and Retire
. ¢ _ Gents take partners’ inside hands, and all three advance

in line to meet the opposite trio with two Promenade

|
VAL

The lines now retire to place with rwo Promenade Steps.

The lines advance and retire once more, and on the [ast

v v
U | v U two Threes all six dancers form into a large ring taking
hands.
AL
A A

(D) Rings
v B All side step to the left (clockwise), finishing with two

Q / Short Threes, side step back to the right (anti-clockwise),
- finishing with two Short Threes.

On the last two Threes each gent turns to face lady on

his right, who also turns to face him.

/”) (\
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(E) Slip Sides

The gent and the lady on his right side, who are now
facing cach other, take right hands and dance a Side Step
and two Short Threes to gent’s left, and then side step
right back to places ending with two Short Threes.

On the Threes each gent turns left to face partner on left.
While this movement is being danced the free partner
side steps to the right, ending with two Short Threes and
then side steps to the left back to place, ending with two
Short Threes.

On the fast Three she turns to face gent.

The gent now side steps to the right with the lady on the
left, ending with two Short Threes.

They then side step lett back to their positions ending
with two Shorr Threes.

[n the meantime the other lady on the right side steps to
the left, ending with two Threes, and then ro the right
back to place, ending with two Threes.

(F) Link Arms

Gents dance in to centre with Promenade Step, and
linking right arms, continue round clockwise to complete
tour bars.

They then turn, link teft arms and dance round anti-
clockwise a further four bars back to places, finishing up
facing partner on the right.

Gent now gives right hand to partner on right and turns
once,

Then he passes on to partner on left whom he turns with
left arm.

He now turns to lady on right again whom he turns in

place with right hand and so back to place.

(G) The Square

The four ladies dance a square, the partner on gent’s feft
side steps to the right and behind to the place of the
other partner, the partner on the right side steps to the
left passing in front.

All end with two Short Threes, turning to face each other
on the second Three.

This movement is repeated in the same direction another
three times to complete the four sides of a square.

At the same time the gents do a similar Side Step and
Threes movement, but in the shape of a diamond. Each
gent side steps to right from his position to the centre of
the side of the square on his right, and so on until he

returns to his original position.
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(H) Arches

The gent now takes inside hands with partners, raises
right hand to form arch and, passing the partner on left
under the arch, he also passes under it.

He now raises his left hand and passes the right-hand
partner under the arch, again passing under it himself.
He repeats the first arch and all fall back into place, but

continue to hold hands.

(D) Pass Through
Trios advance and retire with the Promenade Step.
All release hands, advance again, pass through, right arm

to right arm, and face 4 new trio to recommence dance.

The Fairy Reel has several variations. The description
above is the one in the Dance Commission Book.
The version most commonly danced at dances has the

following changes:

A-E as above. Then:

(F) Gents Centre and Link Arms Gents Centie
and Link Arms

Whern the gent finishes the Side Step with the partner on his
left he is holding her right hand in his right.

He dances around the lady on his left with the Promenade
Step and then gives his left hand to his partner on his right.
He dances around her and back to his partner on his left,
taking her right hand in his right as he dances around her
and back to his starting position.

The above movement is the same as a Figurce of Eight.
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The Glencar Reel

Music — Reels.

(G) The Square

The gent takes the hand of the lady on his left and they
both dance a square side stepping to the right and behind
the partner on their right who is side stepping to the left.
All end with two Threes, and on the second Three all
turn.

They continue the square until they arrive back in their

starting position.

(H) is not danced in this variation.

(1) Pass Through
Trios advance and retire with the Promenade Step.
All release hands, advance again, pass through, right arm

to right arm, and face a new trio to recommence dance.

Formation — This is a dance for six people, three
gents and three ladies. Line up in two rows, the
gents on one side and the ladies on the other,
partners facing each other.
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Steps — Side Step, Threes, Promenade Step.

Dance Movements A. Advance and Retire = 8 Bars
B. Rings = 8 Bars
C. Side Step Through = 8 Bars
D. Figure of Eight = 8 Bars
E. Double Figure of Eight = 8 Bars
E. The Waves = 8 Bars
G. Full Chain = 8 Bars

(A) Advance and Retire
> < < Dancers form up in two lines, take hands, advance with

two Promenade Steps and retire with two Promenade

Steps.
> —» <4 Repcat this movement once.

(B) Rings
O All dancers take hands to form a ring and side step to the
L

left (clockwise), finishing with two Short Threes.

All side step back to place, falling back into line while
> dancing the two Threes.
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a7 (C) Side Step Through
A J All dancers turn left and side step right to parters’ places
N A (partners passing face to face) and finish with
P two Short Threes.
A J All side step back to place, finishing with two Short
~ " Threes and turning into original positions.
A |
S

their side, while gents dance the Figure of Eight at the

— (D) Figure of Eight
3 [v m With Promenade Step ladies dance the Figure of Eight on
T A

=\ same time on their side.
( ) ; The Ist and 2nd ladies turn right to face the 3rd lady,

2 (v
o who faces left.

\ s The 2nd lady commences by dancing around the 3rd
1 A i ﬂ N lady, passing right shoulder to right shoulder.
’/ “ ‘ / The 3rd lady, who has danced forward, passes around the

Ist lady, left shoulder to left shoulder.
The Ist lady, advancing, passes around the 2nd lady,
passing right shoulder to right shoulder.
The dancers continue until each by these interlacing
movements has completed the Figure of Eight.
The 2nd and 3rd gents turn right to face the Ist gent,
who rurns left.
The Tigure of Eight is commenced by the 2nd gent who
dances around the Ist gent, passing right shoulder to
right and so on until the Figure of Eight is completed.
On the last two bars partners should advance rowards
each other and join both hands (not crossed), to be ready

to start the next movement.
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(£) Double Figure of Eight

Couples with hands already joined dance the Figure of
Eight by interlacing the 2nd and 3rd couple and turn
right to face the Ist couple who turn left.

The Figure of Eight is commenced by the 2nd couple
who dance around the Ist couple, passing right shoulders
to right shoulders and so on until the Figure is

completed.

(F) The Waves

The 1st couple face the other two couples, holding inside
hands raised, and the 2nd couple also holding inside
hands pass underneath.

The Ist couple in turn bend and pass under the arms of
the 3rd couple, now at the top.

The movement is continued until all recurn to original

places.

(G) Full Chain

A Ring is again formed, gents turn to move with
Promenade Step anti-clockwise, while ladies turn to meet
them and move around clockwise.

The Ist gent gives right hand to parter and chains on to
meet the next lady, taking her left hand in his left.

The chain movement is continued unal all return to their

original positions.
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The Duke Reel — Round Dance

This dance is said to have been composed by Dick Duke from St Margaret’s, north County

Dublin, in the mid twentieth century.

Music — Reel.
” U “
) (
AN

Steps — Side Step, Threes, Promenade Step.

Formation — Three couples stand in a ring holding
hands.

Dance Movements A. Rings = 8 Bars
B. Sides = 16 Bars
C. Link Arms = & Bars
D. Interlace = 8 Bars
E. Advance and Retire = 8 Bars
E. First Figure = 16 Bars
G. Second Figure = 16 Bars
H. Finish = 8 Bars
AT e (A) Rings
B~ //J//tjb All couples take hands in a circle.
/A ‘ All side step in a ring anti-clockwise finishing with two
R + + Short Threes.

< | i
) N /,  Side step back to place clockwise ending with two Short
1Aﬁ \//» Threes.
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The Body

(B) Sides

Partners side step past each other, gents passing behind,
finishing with two Short Threes.

Side step back ro place, gents passing in frong, all ending
with two Short Threes.

Gents do the same movement with the ladies on their
left; this time the ladies pass behind when going right,

and in front when returning to place.

(C) Link Arms

Partners link right arms and dance a full turn clockwise.
Each gent now links left arm with lady on left of original
position and turns anti-clockwise.

This movement is now repeated, dancers ending in

original positions.

(D) Interlace
Partners face each other and pass with Promenade Step,

right shoulder to right shoulder.
They pass the next dancer left shoulder to left shoulder,

and the next right shoulder to right, passing alternately

on either side as in any chain movement, except that

hands are not taken.
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E) Advance and Retire

All join hands in a circle and advance two Promenade
Steps towards the centre.

All now retire to place.

All advance once again but on retiring release
non-partners hands and fall into position to be ready for
the Figure.

The Body ends

(F) First Figure — Figure of Eight

With Promenade Step couple 1 advance towards couple 2
(couple 3 stand idle).

The lady of couple 1 passes between couple 2 followed by
her partner, while the lady makes a Figure of Eight by
passing around the lady and then the gent.

The gent of couple 1 passes around the gent and then the
lady.

This leaves couple 1 on the inside of couple 2, and they
join hands i a ring (8 bars).

All four side step left (clockwise) finishing with two Short
Threes (4 bars), and the partners take both hands and
swing back into places (4 bars).

The Figure is repeated by couple 2 who pass through and
dance with couple 3, while couple 1 stand idle.
Couple 3 repeat the Figure by passing through and

dancing with couple 1, while couple 2 stand idle.

Repeat the Body.
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(G) Second Figure — Right and Left Chain

Gents of couples 1 and 2 give right hand to opposite
ladies.

Both move forward in a semi-circle, gents clockwise and
ladies anti-clockwise, and continue to meet partner with
lefc hand, then opposite lady with right hand, and on to
own partner with left hand.

Finish in position having completed the circular chain
(8 bars).

Both couples now dance a complete circle around cach

other (8 bars).

The Figure is now performed by couples 2 and 3 and

then by couples 3 and 1.

Repeat the Body.

(H) Finish
Partners hold hands crossed and swing around in couples

ant-clockwise back to place.
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The Cross Reel

Music — Reels.
1' Formation — Line up, four couples in a square.

Steps — Promenade Step, Side Step, Threes, Sevens.

Dance Movements A. Lead Around = 16 Bars
B. Extended Sides = 16 Bars
C. Full Chain = 16 Bars
D. Gentlemen Interlace = 16 Bars
E. Back ro Back = 8 Bars
E Exchange Places = 8 Bars
G. First Figure = 32 Bars
H. Second Figure = 32 Bars
[. Finish = 40 Bars

< (A) Lead Around
< Dancers take hands, gent holds lady’s left in his right,

half-right turn and dance anti-clockwise around with
cight Promenade Steps in a complete circle.
A 4 A They then release hands, about turn inwards.
Gent takes partner’s right hand in his left.
All then dance eight Promenade Steps clockwise back to
> their starting position.
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The Body

(B) Extended Sides

Gents side step to right, finish with two Threes, repeat to
right again.

Give right hand to lady in the right position, dance a tull
turn and chain back to their partner, left hand to next

lady and right hand to partner and turn into place.

(C) Full Chain

Partners face each other and take right hands (ladies turn
left, gents to the right) and start to chain, giving left
hand to the next lady and gent.

Continue on until they arrive back in home position.

(D) Gentlemen I[nterlace

Gents dance to right in front of partner, behind lady on
right, and into a position facing the lady on the right.
Gents give lady left hand, make a full turn, give right
hand across into centre, and left hand to the lady before
their partner.

Make a full turn and back to parter with right hand and

turn with partner into place.
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(E) Back to Back

Gent takes partner’s right hand and dances forward, to

the right for tops and left for sides.

The gent gives his left hand to the lady of side couple,

side gent gives left hand to lady of top couple.

All dance two Threes while holding hands.

Gent releases partner’s hand and dances a full turn with
the other lady, still holding her left hand.

Gent now releases his left hand and dances back to his

partner, giving her his right band and turning into place.

(F) Exchange Places

Tops couples side step to left.

Side couples side step to the right. Sevens and no Threes.
In the new position couples change Side Step with their
own partner. No Threes.

Holding this position (gents in ladies’ position) all side
step back to home position. No Threes.

All side step with partner in home position, gents to left,
ladies to right. No Threes.

The Body ends

(G) First Figure — Figures of Eight

| |~ v ’
S A and Ring

Top gents dance in between the side
couples on their left with Promenade

Step and make a Figure of Eight,

passing through the couple, and then
around the gent, and in between the
couple again, around the lady and back
to home position.

When the gent returns to place, all take
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hands and side step right and dance two Threes, side step
back to place and dance two Short Threes.
Sides now perform the Figure, the gents dancing to the

right.

Repeat the Body.

(H) Second Figure — Cirele Around and Hands
Across

Top couples advance and dance back to back.

Top couples now give right hand into centre and dance
full round.

The two couples now dance around each other in an
anti-clockwise direction, revolving clockwise back to

place.

Sides repeat the Figure.

(1) Finish

All dancers join hands in the circle, forearms bent sharply
upwards, clbows held in to the sides.

Advance to centre, retire, advance again and retire.

All side step right (anti-clockwise) and finish with two
Short Threes.

Side step back o left (clockwise) ending with two Short
Threes.

Advance and retire twice as before.

All side step left (clockwise) ending with two Short
Threes and side step back to the right (anti-clockwise),
ending with two Short Threes.

Fach couple take hands, swing around to the right and

finish off.
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The Sweets of May

This is an old Northern Ireland dance from Armagh.

Music — Tune of the same name in double jig time. o ' ‘
h v Formation = Four couples join hands in a circle.

na

Steps — Promenade Step, Side Step, Dance Around.

Dance Movements A. First Figure = 16 Bars
B. Cross Over and Back = 8 Bars
C. Advance and Retire = 8 Bars
D. Ringing the Bells = 16 Bars
E. Second Figure = 106 Bars
E Third Figure = 16 Bars
G. Fourth Figure = 10 Bars
H. Rings = 16 Bars

(A) First Figure — Rings

All dancers join hands in a Ring of Eight and side step to
the left clockwise, finishing with two Short Threes.

Side step to the right ant-clockwise, finishing with two
Short Threes.

The side step movement is then repeated, this time side
step to the right (anti-clockwise), ending with two Short
Threes, and then all side step to the left (clockwise)
ending with two Short Threes. While doing the last two

Threes all couples, breaking the ring, fall back to their

original places, partners retaining inside hands.
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The Body

(B) Cross Over and Back
Top couples, holding inside hands, exchange places with

Promenade Step, passing across, gents left shoulder to left

3

/ / B
shoulder.
4 While top couples are exchanging places, side couples

dance two Threes in place.
Side couples exchange place in like manner, while top

couples dance two Threes.
Tops dance back to their original positions with the

Promenade Step while sides dance two Short Threes.

Sides now dance back to their original positions while

tops dance two Short Threes.

(C) Advance and Retire
Top couples, still holding hands, advance to meet in
centre, while side couples mark time with two Threes.

N N
v v
— —( Sides advance to centre while tops retire.
Tops advance while sides retire.
Tops retire while sides mark time.
e — <
M
\
A
4 4
v v
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T (D) Ringing the Bells
2 4 All dancers bend and beat left hand on left knee and
s right hand on right knee four times; then clap hands in
front of forchead twice.
A T Repeat movement from the beginning.
< Partners side step past each other, the gents passing
. behind to the right and at the same time ladies passing to
A the left and in front,
2 All dance two Threes in new places.
- This movement is now repeated, but this time gents side
step to the left and in front, and ladies side step to the

right behind ending with two Short Threes.
g g

T The Body ends
/ e \\‘ (E) Sccond Figure — Lead Around
4 Partners hold inside hands, and dance around a complete

circle with eight Promenade Steps anti-clockwise; release
0oy ) hands, about turn inwards, take inside hands.
\/ ' A k Gent holds lady’s right hand in his left.

All dance eight Promenade Steps clockwise back to

> orlgmal p()SIUOHS.
>

=%

_

Repeat the Body.

T~ T (F) Third Figure — See-Saw
// ? : \\ All couples face their parters, take uncrossed hands, and
: T dance around (revolving clockwise) in an anti-clockwise
/v\ /v\\ direction until thcy: reach thc"ir st'arting p(?sition. (;OUpICS
() 1 now return clockwise, revolving in an anti-clockwise
\)/ N/ direction until they return to their original position.
e Repeat the Body.
T~
t b2
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S (G) Fourth Figure — Sides Under Arms
- A A Partners take inside hands.

’ ’//ﬂ Top couples hold up hands to form an arch, and dance

Y ) with Promenade Step to their right into side couples’

("L position.
‘/é‘ At the same time side couples dance to their lefc and

' — under the arch of the top couples.
4 All release hands and face about.
All take inside hands again and dance back to places, this
time sides making arches and tops passing underneath.
This whole movement is now repeated.
Top couples now make an arch and dance to the left to
b the position of the side couple.
A '\\\‘ v At the same time side couples dance to their right to the

position of the top couple and under the arch of the top

4 I
AN couples.

\\\é ,_\ ) All release hands and tace about.
h \\“ l:\\ B All take inside hands again and dance back to places.
" \2 This time side couples make the arches and top couples
v dance under back to original positions.

Repeat the Body.
(H) Rings ‘
All dancers join hands in a Ring of Eight and side step to
the left clockwise, finishing with two Short Threes, side
step to the right anti-clockwise, finishing with two Short
Threes. The Side Step movement is then repeated, this
time side stepping to the L‘ight moving anti-clockwise,

£ 4
ending with two Short Threes and then all side step o
the left clockwise ending with two Short Threes.
While doing the last two Threes, all couples, breaking the
ring, fall back to their original places, partners retaining

inside hands.
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Eight-Hand Reel

Music — Reels.

1 Formation — Four c‘oup/cs in a square.

Steps — Promenade Step, Side Step, Threes.

Dance Movements A. Lead Around = 16 Bars
B. Exrended Sides = 16 Bars
C. Skip Across = 32 Bars
D. Return Chain = 16 Bars
E. Back ro Back = 16 Bars
E. First Figure = 16 Bars
G. Second Figure = 16 Bars
H. Finish = 40 Bars
- (A) Lead Around
¢ Gent holds lady’s left hand in his right hand, half-right
< turn and dance anti-clockwise around with cight

Promenade Steps in a complete circle.
“ ‘,‘vv AA M They then release hands, abourt turn inwards, gent rakes
- ‘ partner’s right hand in his left.
They all then dance eight Promenade Steps clockwise

/ back to their starting position.
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The Body

(B) Extended Sides

Gents side step to the right behind partners, ladies side
step to the left in frong, finishing with two Short Threes.
All again side step on in the same direction as before, and
end with two Short Threes.

Each gent takes right hand of lady next to him on his
right, both make full turn.

All now chain back as they have come to mect partners
with right hand in starting position; turn once in posi-

tion.

(C) Skip Across

Top gents now exchange places by side stepping, ending
with two Short Threes.

Side gents exchange places with the Side Step ending
with two Short Threes.

When crossing, gents face each other right arm to right
arm, turn lady with right hand, and pass on to lady on
left of original position, give left hand and turn in place.
Top gents again exchange places by side stepping as
before ending with two Short Threes.

Side gents now exchange places with the Side Step ending

with two Short Threes.

Gents turn the ladies with their left hand and dance on
to their parmer with right hand in original position and
turn in place.

(D) Return Chain

Gents are now in original position, holding partner’s
right hand in own right.

Couples face each other and start to chain; gents give left
hand to lady on right, ladies give left hand to gents on
left.

All chain around giving right and left hand alternately
until meeting own partner again with right hand at
opposite side of the circle (half-way round).

Turn right around partner and chain back to original
position, meeting partner with right hand and turning in
place.
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E) Back to Back

3 g A - - £y . .
4 -~ Gent, holding partner’s right hand, side steps towards the
> - . .
f/—\ > left of contrary lady, while partner dances towards the left
P of contrary (couple on right of top couple) gent.

Gent then takes left hand of contrary lady while partner
takes lefr hand of contrary gent. The four dancers now
’/—* o B . . -
N form a circle, gents being back ro back, ladies facing cach
/ . . > y other.
‘ ) All dance two Short Threes.
Gent releases partner’s right hand, turns around contrary
lady and returns to own partner, passing other gent right
1 — arm to right.
— —~
& \\ N3 Partners rake both hands and dance around couple
( / - . ~ .
> ) \\&‘ opposite to contrary couple (couple on the left side of top
couple) and back to place.

— The Body ends

v; /[
NN
e v (F) First Figure — Advance and Retire
et Leading and opposite tops advance with two Promenade
5 A R ‘x’j\‘ Steps and re[irc;: with two Promenade.Steps‘
They repeat this movement once again.

Both couples then dance complete circle around each
other anti-clockwise back to starting position.
Leading and opposite sides now dance the Figure as

above.

When both tops and sides have performed the Figure,

repeat the Body.
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P " (G) Second Figure — Ladies Chain

/, /v\ ‘ Ladies advance towards opposite lady and give right
( . / hands in centre; continue to opposite gent giving left
\[1/ / :
2| Vi hand.
o _ '
A P Both turn in place, and ladies return to own partner,
e . .
N both making full turn in place.
, N .
FoN N Both couples dance complete circle around each other.
‘\ j
A
2 Repeat the Body.

(H) Finish

All dancers join hands in the circle, forearms bent sharply
upwards, elbows held in to the sides; advance to centre,
retire, advance again and retire.

All side step right (anti-clockwise) and finish with two
Short Threes, side step back to left (clockwise) ending
with two Short Threes.

Advance and retire twice as before.

All side step left (clockwise) ending with two Short
Threes, and side step back to the right (anti-clockwise)
ending with two Short Threes.

Each couple take hands and swing around to the right

and finish off.
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High Caul Cap

This very popular dance, said to have originated in County Kerry in the south of Ireland, was
first written down between 1897-1902 from a description given by Professor Patrick D.
Reidy, a dancing master from Castleisland, who was Professor of Irish Dancing to the

London branch of the Gaelic League.

Music — Reels.
1 Formation — Four couples in a circle.

R 4

Steps — Promenade Step, Side Step, Threes, Swing.

Dance Movements A. Lead Around = 16 Bars.
B. Sides = 16 Bars
C. Double Quarter Chain = 16 Bars
D. Ladies Interlace = 16 Bars
E. Gents Interlace = 16 Bars
F Stamp and Clap = 16 Bars
G. First Figure = 16 Bars
H. Second Figure = 24 Bars
[. Third Figure = 16 Bars
J. Finish = 40 Bars

(A) Lead Around

Dancers take hands.

Gent holds lady’s left in his right, half-right turn and

‘ dance anti-clockwise around with eight Promenade Steps
{\\va AA‘“‘ in a complete circle.

They then release hands, about turn inwards.

A

Gent takes partner’s right hand in his left.
* ' They all then dance eight Promenade Steps clockwise

) back to their starting position.
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The Body

(B) Sides

Leading and opposite tops side step to the right, while
leading and opposite sides side step to the left, all
partners holding hands.

All finish with two Short Threes. The position now is
that leading and opposite tops have exchanged positions
with couple on right.

Now all continue to side step on to next position,
finishing with two Short Threes, the dancers now being
in the position exactly opposite their starting position.
All side step on to the next position, with two Short
Threes, and side step on to place, ending with two Short

Threes.

(C) Double Quarter Chain

Gent takes partner’s right hand in right hand and both
turn once in place.

Gent chains with left hand to lady on left, both turn in
place, chains back to own partner with right hand,
turning in place.

Continue the chain with left hand to lady on right, both
turn once in place, chain back to own partner with right

hand, both turn once in place.

(D) Ladies Interlace
Each lady dances in front of her own partner
towards gent on left, passes behind and around

L 4 in front of him, dances back towards own

partner, and behind him to original position.
Gents meanwhile remain in position.

Ladies now give right hand across in the centre,

dance around to the left (clockwise), drop hands,

give left hand to gent on right of lady’s original

position, both turn once in place, chain on to

own partner with right hand and turn into place.
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(E) Gents [nterlace

Each gent now dances in front of own partner towards
lady on right, passes behind and around in front of her,
dances back towards own partner and behind her to
original position.

Gents give right hand across in centre, dance around to
left (clockwise), drop hands, give left hand to lady on
right of gent’s original position.

Both turn once in place, chain on to own partner with

right hand and turn in place.

(F) Stamp and Clap

All stamp right foot twice to one bar, and clap hands
three times to second bar.

Repeat this movement once more.

Partners change places by side stepping, gent to the right
and behind lady to the left and in front, ending with two
Short Threes.

All stamp right foot twice to one bar, and clap hands
three times to second bar.

Repeat this movement once more.

Side step back to place, gent to the left and in frong, lady
to the right and behind, ending with two Short Threes.

The Body ends

(G) First Figure

Leading tops turn to face each other, take right hands
and side step to the gents left and lady’s right up the
middle of the set towards opposite couple, ending with
two Short Threes.

They now side step back to their place ending with two
Short Threes.

Both still holding hands turn once in place and release

hands.
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The gent now dances between the couple on his left
around the lady and back to place.

At the same time his partner dances between the couple
on her right around the gent and back to place.

Gent dances around lady on left and back, while lady
dances around gent on tight and back.

Both take hands and turn into place.

Opposite tops, leading sides and opposite sides then

perform the Figure in that order.

Repeat the Body.

(H) Second Figure — Circle and Cross

Leading tops take hands and wirh the Promenade Step
advance to opposite couple who have their hands by their
sides; pass through, lady passing around opposite gent,
gent passing around opposite lady.

All four give right hands across and dance around
clockwise; release hands, leading tops dancing back to
place, opposite tops turing once into position.

Gents advance, passing right arm to right, to opposite
lady; take left hand and dance around her.

Release hands, dance back to place, take own partner’s
right hand and turn in place.

Both couples dance a circle to the right (anti-clockwise)
around each other and back to place.

Opposite tops, leading sides and opposite sides now
perform the Figure in that order.

Repeat the Body.
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(1) Third Figure — Ladies Chain
A Ladies advance to opposite lady and give right hands in
centre, continue to opposite gent giving left hand, both
turn in place, and ladies return to own partner and give
S right hand.

& . Both make a full turn in place.

Both couples take both hands crossed and dance a

complete circle (anti-clockwise) around cach other and

back to place.

N The movement is now danced by side couples.

On completion of the Figure repeat the Body.

— B (]) Finish
/ 'kj . All dancers join hands in the circle, forearms bent sharply
AJ ’ upwards, elbows held in to the sides.
L Advance to centre, retire, advance again and retire.

’ (/' All side step to the right (anti-clockwise) and finish with
) two Short Threes, side step back ending with two Short
3 Threes.

‘ v Advance and retire twice as before.

A m " All side step to the left (clockwise) and back.
Each couple take hands and swing around to the right

and finish off.

Eight-Hand Jig
One of the more difficult Eight-Hand Dances. Very popular as a competition dance and also
as a social dance. Said to have been originally collected in the region of Kerry in the south of

Ireland.
R 4 Formation — There are four couples in the set.

Couple 1 are leading tops. Couple 2 are opposite
tops. Couple 3 are leading sides. Couple 4 are
opposite sides.

> -
= 43

ro
>
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Steps — Side Step, Promenade Step, Rising Step, Rise and Grind.

Dance Movements

A. Lead Around = 16 Bars
B. Side Step = 8 Bars

C. Skip Across = 16 Bars
D. Swing into Line = 16 Bars
E. Set All-Round = 16 Bars
E. First Figure = 16 Bars
G. Second Figure = 32 Bars
H. Finish = 40 Bars

(A) Lead Around

Gent holds lady’s left hand in his right, half-right turn
and Lead Around a complete circle ant-clockwise
dancing eight Promenade Steps.

They release hands and about turn inwards.

Gent takes partner’s right hand in his left and both dance
back clockwise eight Promenade Steps to place.

The Body

(B) Side Srep

Gent side steps to right behind partner, ending with Rise
and Grind, while lady side steps to the left in front of
partner.

All side step back to place, gents in front, ladies behind,
ending with Rise and Grind.
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(C) Skip Across

The four gents cross to opposite ladies, tops a fraction
before sides, all passing right arm to right.

Turn ladies with left hand and dance on to lady who was
on right of gent’s original position.

Turn this lady with right hand.

Gents now cross to opposite ladies with their left hand,
tops a fraction before sides as before.

Turn the lady with their left hand and pass on to own
partner.

Turn partner with right hand once in place.

(D) Swing into Line
(a) Leading tops half-turn in place to face outward from
the circle; at the same time the other couples swing into

line behind leading tops. Line-up should be 1-3-4-2.

(b) Partners of leading couple 1 turn outward from each
other, gent to left, lady to right, and Lead Around to
place vacated by opposite tops couple 2. Gents follow
leading gent, and ladies follow leading lady.

¢) Partners of the leading couple turn in towards each
other and taking hands lead up to place, being followed

in like manner by the other three couples.
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— (d) Release hands, all half-turn inwards to face partners,

dance Rising Step on both feet.

I (e) Partners now take hands and dance clockwise inro

N
( orlgmal positon.
» a—— g
'
/ e 3
¥ - F g

> S 2
1 ! B . (E) Set All-Round
V’ ~ ’ (a) Partners take right hands and turn half-round. Gents,
VA retaining partners’ hands, take left hand of lady on left so
3 (A that gents are now all facing outwards, ladies facing,
\a v . ea/ inwards. All dance Rising Step. Release right hands, gents
. ‘ N A ) turn around lady on left, return to own partner with
‘2‘ right hand and turn once in place.
L C
- (b) Leading tops and leading sides dance around cach
. other while opposite tops and opposite sides do likewise.
§ V G The Body ends
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(F) First Figure —

Advance and Retire

Leading and opposite tops advance and retire twice.
Both couples then dance a complete circle around each
other.

When both tops and sides have performed the Figure,
repeat the Body.

(G) Second Figure —

Gent gives right hand to opposite lady.

Both move forward in a semi-circle, gents clockwise,
ladies anti-clockwise,

Continue to meet partner with left hand then opposite
lady with right hand, and on to own partner with left
hand to finish in position.

Gents of leading and opposite tops advance to opposite
lady and give her right hand.

Turn once in place and then return to partner with his
left hand and turn in place.

Both gents advance to centre, take right hands, turn once
and advance to opposite lady.

Give her left hand and tum once in place, return to own
partner and take partner’s hands.

Top couples now dance a complete circle around each
other anti-clockwise back to place.

Leading and opposite sides now dance the Figure.

On completion of the Figure, repeat the Body.
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- v . (H) Finish

All dancers join hands in a circle.

X » < Advance to centre and retire, again advance to centre and
\ \\ S . retire.
z\ 7o - . . . . . . W
\\) N All side step anti-clockwise and finish with two Rising
SN ‘ ~N -
\\\ - Steps.
N

All side step back clockwise ending with two Rising
Steps.
All advance and retire twice to centre.

All side step clockwise ending with two Rising Steps.

4 All now side step back to place ending with two Rising
N E \;1\\ S[CP S,
v P Each couple now takes hands and swings around
anti-clockwise 1o finish dance.
N L A‘
\ . .
N (Note: At social dances, couples swing in place to end
N . p
’ —— dance.)

The Three Tunes
This is an Eight-Hand Figure Dance from County Armagh.

Music — Danced to three tunes: ‘Haste to the Wedding, “Leslies Hornpipe, and
The German Beau’. The reel is taken at a rather slower pace than a jig, and the
hornpipe slightly slower still. There is no stop between the various tunes.
Movements A=B and in the repeat G—H are danced to the jig tune.

Movements C-D and -] are danced to the hornpipe.

Movements E=F and K—L are danced in reel time.

| Formation — Eight dancers (four couples) in a

U 4 ring holding hands.
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Steps — Promenade Step, Sevens, 1hrees, Side Step.

Dance Movements

L. Roly-Poly

A. Sides = 16 Bars
B. Rings = 8 Bars
C. Lead Around = 16 Bars
D. Stamp and Clap = 16 Bars
E. See-Saw = 16 Bars
F Roly-Poly = 24 Bars
G. Hook and Chain = 16 Bars
H. Rings = 16 Bars
[. Sides under Arms = 16 Bars
J. Stamp and Clap = 16 Bars
K. Thread the Needle = 16 Bars

24 Bars

(A) Sides

All dance side step to left (clockwise), finishing with two
Short Threes, all side step to the right (anti-clockwise)
finishing with two Short Threes, all side step to the right
(ant-clockwise) ending with two

Threes, all side step to the left (clockwise) ending with
two Threes.

While doing the last two Threes, all couples release hands

and fall back to places.

(B) Rings

The four ladies advance to centre, rake hands, and with
four Promenade Steps, dance round clockwise to places;
all clap hands twice.

Partners dance half side step (1-2-3) past each other,
gents passing behind to the right.

They now side step back to places, ladies passing behind.
The four gents now advance to centre, take hands, and
with four Promenade Steps, dance round clockwise to
places.

All clap hands twice; partners dance (right 1-2-3, back to
left 1-2-3-4-5-7) half side step (1-2-3) past each other,
gents passing behind to the right.

They now side step back to places, ladies passing behind.
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(C) Lead Around

Dancers take hands.

Gent holds lady’s left in his right, half-right turn and
dance ant-clockwise around with eight Promenade Steps
in a complete circle.

They then release hands, about turn imwards, gent takes
partner's right hand in his left.

They all then dance eight Promenade Steps clockwise

back to their starting position.

(D) Stamp and Clap

All dancers stamp first the right foot, then the left, and
then the right again, to one bar of music.

Clap hands rogether three times on second bar.

Side step past cach other, the gent passing behind, and
side step back to places, the gent now passing in front.
Clap alternate hands five times quickly on legs above
knees, commencing with right hand on right knee. Clap
hands together three times.

All dancers again stamp first the right foot, then the left,
and then the right again, to onc bar of music.

Clap hands together three times on second bar.

Side step past each other, the gent passing behind, and
side step back to places, the gent now passing in front.
Clap alternate hands five times quickly on legs above
knecs, commencing with right hand on right knee. Clap
hands together three times.

(E) See-Saw

All couples face their partners, take uncrossed hands, and
dance around (revolving clockwise) in an anti-clockwise
direction until they reach their starting position.

Couples now return clockwise, revolving in an
anti-clockwise direction until they return to thetr original

position.
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(F) Roly-Poly

All dancers hold closed hands at chest level and roll them
round each other in a forward direction (1 bar), and then
roll them back in the opposite direction (1 bar); pivot
once to right on right heel (1 bar); clap hands together
once (1 bar}.

Gents shake right fist forward in air once (in threatening
manner), hand about shoulder level, at the same time
placing right foot forward on ground, bringing it back as
hand is rerurned ro side (1 bar).

Shake left fist in similar manner, placing left foot forward
(1 bar); stamp feet three times (1 bar); clap hands
together three times towards partner (1 bar).Partners side
step past each other and back to places (4 bars).

Repeat (F).

(G) Hook and Chain

Each gent hooks left arm of lady on left in his left,
turning her once in place, chains back to partner, taking
her right hand in his right, and continues the chain
movement, giving alternate hands to each lady in turn

until all recurn to places.

(H) Rings

The four ladies advance to centre, take hands, and with
four Promenade Steps, dance round clockwise to places.
All clap hands twice.

Partners dance half side step (1-2-3) past each other,
gents passing behind to the right.

They now side step back to places, ladies passing behind.
The four gents now advance to centre, take hands, and
with four Promenade Steps, dance round clockwise to
places. All clap hands twice.

Partners dance (right 1-2-3, back to left 1-2-3-4-5-7) half
side step (1-2-3) past cach other, gents passing behind to
the right.

They now side step back to places, ladies passing behind.
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(1) Sides under Arms (Arches)

Partners take inside hands, top couples holding up hands
to form an arch.

With Promenade Step, tops and sides change places, first
sides passing under arch of first tops, while second sides
pass under that of second tops.

Release hands and face about.

All take inside hands again and dance back to places, this
time sides making arch and tops passing underncath.
The above movement is now repeated, this time tops
make an arch and dance to side couple on their right,
release hands and dance back to place, and side couples

make the arch and tops dance under.

(J) Stamp and Clap

All dancers stamp first the right foot, then the left, and
then the right again, to one bar of music.

Clap hands together three times on second bar.

Side step past each other, the gent passing behind, and
side step back to places, the gent now passing in front.
Clap alternate hands five times quickly on legs above
knees, commencing with right hand on right knee. Clap
hands together three times.

All dancers again stamp first the right foot, then the left,
and then the right again, to one bar of music.

Clap hands together three times on second bar.

Side step past cach other, the gent passing behind, and
side step back to places, the genr now passing in front.
Clap alternate hands five times quickly on legs above
knees, commencing with right hand on right knee. Clap
hands together three times.

(K) Thread the Needle

All take hands in ring, except gent of first tops and lady
of first sides.

Lady of first sides leads the other dancers with the
Promenade Step, under the raised hands of couple on her
right and takes all the other dancers of the line after her,
and so back to places.

Repeat this movement. This time gent of first tops now
leads the other dancers, passing under the arch made by
the couple on his left first sides.

All dance back to places.

Frank Whelan  The Complete Guide to Irish Dance 175



-V (L) Roly-Poly
)

D 4 All dancers hold closed hands at chest level and roll them
> { < round each other in a forward direction (1 bar), and then
) roll them back in the opposite direction (1 bar), pivot

VRN \ \ once to right on right heel (1 bar), clap hands together
A ) once (1 bar).

Gents shake right fist forward in air once (in threatening

manner), hand about shoulder level, at the same time

placing right foot forward on ground, bringing it back as

hand is returned to side (1 bar); shake left fist in similar

manner, placing left foot forward (1 bar); stamp feet

three times (1 bar); clap hands together three times

towards partner (1 bar).
T e » Partners side step past cach other and back to places (4
bars).

Repeat movement.

Morris Reel

Music — Reels.

Formation — Four couples in a square.

o)

Steps — Side Step, Promenacde Step, Threes.

Dance Movements A. Lead Around = 16 Bars
B. Sides = 16 Bars
C. Right Hands Across = 32 Bars
D. Return Chain = 16 Bars
E. Back to Back = 16 Bars
L. Firse Figure = 16 Bars
G. Second Figure = 16 Bars
H. Finish = 40 Bars

176 The Complete Guide to Irish Dance Firawk Whelan



(A) Lead Around

Dancers take hands.

Gent holds lady’s left in his right, half-right turn and
dance anti-clockwise around with eight Promenade Steps
in a complete circle.

They then release hands, about turn inwards.

Gent takes parters right hand in his left.

They all then dance eight Promenade Steps clockwise

back to their starting position.

The Body

(B) Sides

Partners take hands, right hand in right, left hand in left.
Leading and opposite tops side step to the right to the
positions occupied by their contrary couples, while
leading and opposite sides side step to the left to position
of their contrary couples, all ending with two Short

Threes.

All side step back to place, ending with two Short Threes.

Tops now side step to the left in front while sides side

step to the right behind, ending with two Short Threes.

All side step back to place, ending with two Short Threes.

(C) Right Hands Across

Ladies give right hands across in the centre, dance round
clockwise; reverse, giving left hands across, and dance
back 1o place.

Retain hands, give right hand to partner’s right, lead
around, and turn once into place.

Gents now do likewise.
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(D) Return Chain

Gents are now in original position, holding partner’s
right hand in own right.

Couples face each other and start to chain, gents give left
hand to lady on right, ladies give left hand to gents on
left; all chain around giving right and left hand
alternately until meeting own partner again with right
hand at opposite side of the circle.

Halfway round: turn right around partner and chain back
to original position, meeting parter with right hand and

turning in place.

E) Back to Back

Gent, holding partner’s right hand, side steps towards the
left of contrary lady, while partner dances towards the left
of contrary (couple on right of top couple) gent.

Gent then takes left hand of contrary lady while partner
takes left hand of contrary gent, the four dancers now
forming a circle, gents being back to back, ladies facing
each other.

All dance two Short Threes.

Gent releases partners right hand, turns around contrary
lady and returns to own partner, passing other gent right
arm to right.

Partners take both hands and dance around couple
opposite to contrary couple (couple on the left side of top
couple) and back to place.

The Body ends
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The Haymakers Jig — Long Dance
This is one of the most popular Irish social dances. It is similar in formation and movement

to the American dance The Virginia Reel, and the Scottish dance Strip The Willow.

Music — Double jig time.

] > - Formation — Five gents face five ladies in a line.
> <
2 > -
> <
3 > C
> <
ap
> <

Steps — Rising Step, Promenade Step.

Dance Movements A. Advance and Retire = 16 Bars
B. Turn in Centre = 16 Bars
C. Swing in Centre = 16 Bars
D. Link Arms = 24 Bars
E. Arch = 8 Bars

o (A) Advance and Retire
¢ The lines of dancers advance towards each other with
Promenade Step, and retire to places.

¢ They advance and retire once again.

< left foort.

C All advance and retire once more.

>
>
3 > _ All now dance Rising Step on right foot, and then on the
>
>
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(B) Turn in Centre

Gent of first couple and lady of last couple advance with
Promenade Step to meet in centre, and taking right
hands, turn once and dance back to places.

Gent of last couple and lady of first couple now advance
to cenctre and taking right hand turn once and dance back
to place.

Gent of first couple and lady of last couple advance with
Promenade Step to meet in centre, and taking left hands,
turn once and dance back to places.

Gent of last couple and lady of first couple now advance
to centre and taking left hands turn once and dance back

to place.

(C) Swing in Centre

Gent of first couple and lady of last couple now advance
again to centre, but this time they take both hands,
crossed, and swing around clockwise, before retiring to
place.

Gent of last couple and lady of first couple now advance
to centre, they take both hands, crossed, and swing

around clockwise, before retiring to place.

(D) Link Arms (Chain)

The lady and gent of the first couple advance to meet,
link right arms and turn once.

Then they smoothly dance on to second couple, the gent
linking left arms with the second lady, and the lady
linking left arm with the second gent, and again pass
back to partner.

The leading couple link right arms again and turn once
and pass on to the third couple whom they turn, and so
on until they have danced with the last couple.

The first couple now take hands and swing down the

centre to original places.
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(E) Arch

The gent and lady of the first couple now turn outwards
and march along outside their respective lines, followed
by each line of dancers — gents follow gents and ladies
follow ladies until they come o the end of the set (last
couple’s position).

Then they face each other and hold both hands above,
uncrossed, to form an arch.

The other couples meet in turn, and taking inside hands
pass under arch and back along the line of the dance, till
couple 2 — having released hands — occupy the place of
couple 1, couple 3 being in the place of couple 2, and so
on.

The original leading couple now fall into line in the place
of the last couple, and all are now in line to recommence

dance in the new position.

The dance is repeated until each couple has had the
opportunity to become the leading couple in the line.

Lannigan’s Ball - Round Dance

Music — Danced to the tune of the same name in single jig time.

v

A A

o QO
V AY

Formation — Six Coup/es in a ring.

Steps — Promenade Step, Rise and Grind.

Dance Movements

A. Ring 16 Bars
B. Quarters Hook 8 Bars

C. Rise and Grind = 16 Bars
D. Lead Around in Centre 16 Bars
E. Flirtation = 16 Bars
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E Stack-up = 16 Bars
G. Lead Around

8 Bars

(A) Ring

All dancers take hands in a circle.

All dance eight Promenade Steps clockwise, still holding
hands.

All dancers turn right and dance eight Promenade Steps

anti-clockwise,

(B) Quarters Hook

Gents link right arms with the lady on their left, and
dancing the Promenade Step dance around the lady and
back to partner with left arm.

Continue the chain movement back to the lady on the
left with right hand and back to partner, each lady and
gent finishing facing the lady or gent in the next

position; for example, gents face left ladies’ right.

(C) Rise and Grind

In their present position all dance the Rise and Grind on
the right foot (2 bars); repeat on the left foot (2 bars);
continue with one throw right (1 bar) and one throw left
(1 bar); and finish with the Rise and Grind

on the right foot (2 bars).

On the last Grind (1-2-3-4 movement), all turn to face
partners and repeat Rise and Grind on the left foot (2
bars). Repeat on the right foot (2 bars); continue with
one throw left (1 bar) and one throw right (1 bar) ending
with the Rise and Grind on the right foot (2 bars).

Finish facing centre.
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\ 4 (D) Lead Around in Centre
A o A Gents stand in position while ladies dance three
\ Promenade Steps clockwise in the centre.,
On the fourth step they all turn right about, and dance
back to place anti-clockwise to partner who they tirn
with the right hand into centre, the ladies getting into
stationary positions.
The gents now dance around in the centre as the ladies
did, bur the gents dance anti-clockwise and return

‘ ' clockwise turning partner with right hand into place.

- 7 (E) Flirtation
3 All dancers face partners and take two hands uncrossed

and swing once in place (2 bars).

Gents now dance on to the next lady on their right, turn-
ing each one in place with hands uncrossed until they

reach their own partners.

5 ’* When the gents reach their own partners, they end up
4 Sy with their backs to the centre facing their partners.

(F) Stack-up

While gents clap in rhythm (2 claps to a bar), ladies
dance around them clockwise with six Promenade Steps.
On the seventh and eighth step, the ladies, having
completed a circle, give both hands to their parmer and
turn their partners out, leaving the ladies with their backs
to the centre (8 bars).

This movement is now repeated by the gents, while the

ladies clap hands; the gents also dance clockwise on the
> O last two steps,

|l A The gents give both hands to their partners and turn into
4 Lead Around position.
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(G) Lead Around
Q\ All dancers now dance eight Promenade Steps

anti-clockwise finishing in opening position.

(H) Ring

All dancers take hands in a circle.

All dance eight Promenade Steps clockwise, still holding
hands.

All dancers turn right and dance eight Promenade Steps

anti-clockwise.

The Sixteen-Hand Reel

Music — Reels.

Formation — Eight Couples in a Circle.

\\A ‘ I and 2 = first tops
' 3 and 4 = first sides
D . Sand 6 = second tops

L 7 and 8 = second sides
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Steps — Side Step, Promenade Step, Short Threes.

Dance Movements

A. Lead Around
B. Sides

C. Hands Round
D. Sides

E. Hands Round
I Half Chain
G. Link Arms
H. First Figure

I. Second Figure
J. Third Figure
K. Finish

(A) Lead Around

Dancers take hands.

Gent holds lady’s left hand in his right, half-right turn

and dance anti-clockwise around with cight Promenade

Steps in a complete circle.

= 16 Bars
= 8 Bars
= 8 Bars
= 8 Bars
= 8 Bars
= 16 Bars
= 16 Bars
= 16 Bars
= 24 Bars
16 Bars
= 40 Bars

1

1}

They then release hands, about turn inwards.

Gent takes partner’s right hand in his left.

They all then dance eight Promenade Steps clockwise

back to their starting position.

The Body
(B) Sides

Gents side step behind partner while ladies side step in

front of partner ending with two Short Threes.

The couples now side step back to place.

This time the ladies dance behind and the gents in front,

ending with two Short Threes.
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(C) Hands Round

Leading and opposite tops and leading and opposite sides
cach form a ring with the couple on their right

by joining hands, shoulder high.

All side step to the left (clockwise), ending with two
Short Threes.

The rings now side step back to the right anti-clockwise,

ending with two Short Threes.

(D) Sides

Gents side step behind partner while ladies side step in
front of partner ending with two Short Threes.

The couples now side step back to place.

This time the ladies dance behind and the gents in tront,

ending with two Short Threes.

(E) Hands Round

Leading and opposite tops and leading and opposite sides
cach form a ring with the couple on their left by joining
hands, shoulder high.

All side step to the left (clockwise), ending with two
Short Threes.

The rings now side step back to the right, anti-clockwise,

ending with two Short Threes.
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(F) Half Chain

All take partner’s right hand, half-right turn.

Gents move anti-clockwise, ladies move clockwise.

Gents give left hand to the lady who was on his right,
and ladies give left hand to gent who was on her left.
They all advance to meet the oncoming dancers, giving
right and left hand alternately undl meeting own partner.
With right hand in position opposite starting position,
each couple now take both hands, crossed, right in right
and left in left and lead round to place in the direction

the gent was dancing, anti-clockwise.

() Link Arms
.1 - . .
4 ~ A Genes of leading and opposite tops and lead-
\, N 1 1 .1 Q- ~ o =S N
O ing and opposite sides advance to the gents

on their right and take right arm, inner sides
of forearms touching (Hook).
Dance around each other clockwise, release
arms and advance to meet the partner of the
gent.
Give her left hand, dance around her and
return to place.
Gents, passing right shoulder to nght
shoulder, give righe hand to parter and
B turn once in place.
Partners take hands and dance a complete
circle back to place around che couple with
N whom they danced the second Ring — sce
(E) above for example — couples 1 and 7
around each other as do couples 2 and 8, 3
e and 6, 4 and 5.
6 The Body ends
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(H) First Figure — Advance and Retire

Leading and opposite tops advance with two Promenade
Steps (2 bars) to the centre and retire with two
Promenade Steps (2 bars). They repeat this movement
once again. Both couples then dance complete circle
around each other anti-clockwise back to starting post-
tion. Leading and opposite sides now dance the Figure

followed by second tops and finally by second sides.

Repeat the Body.

(1) Second Figure — Right Hand to Opposite Lady
Gents of leading and opposite tops advance with
Promenade Step to the lady opposite and give her their
right hand; turn once in place.

Gents now return to own parter and give her their left
hand; turn once in place.

Both gents advance to centre and take right hands and
turn once.

They then advance to the opposite ladies and give her
their left hand and turn once in place.

They then return to their own partner, take both hands,
and both couples dance around each other anti-clock-
wise.

Leading and opposite sides next dance the Figure fol-
lowed by second tops and finally by second sides.

Repear the Body.
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(/) Third Figure — Arch Armns
\
\ C\

Leading and opposite tops take both partners’ hands,

crossed, right in right, left in left, and dance a complete
turn into the centre (2 bars).

Leading tops release left hands, raise right hands to form
an arch, allowing opposite lady to pass through (2 bars);
half-turn and allow opposite gent to pass through the

arch (2 bars).

'LJ

Partners now take both hands and dance a complete turn

to opposite couples original place (2 bars).
Again dance into centre (2 bars).

This time opposite tops release left hands, raise right
U 2

hands, make an arch and allow the leading lady to pass

through (2 bars); half-turn and atlow leading gent to pass
through (2 bars).

Partners take hands and dance back to place (2 bars).

Remaining couples then perform the Figure in the same
order as previous figures

Repeat the Body.
A
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K) Finish

All dancers join hands in the circle, forearms bent sharply
upwards, elbows held in to the sides.

Advance to the centre and retire.

Advance again and retire.

All side step right (anti-clockwise) and finish with two
Short Threes.

All side step back to left (clockwise) ending with two
Short Threes.

Advance and retire twice as before.

All side step left (clockwise) ending with two Short
Threes and side step back to the right (anti-clockwise),
ending with two Short Threes.

Each couple take both hands and swing around to the

right and finish off.
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