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MORRIS DANCING AND AMERICA PRIOR TO 1913 
(part one) 

These articles consist of American accounts of morris dancing. 
They are limited to the years before the arrival of Claude 
Wright, one of Cecil Sharp's morris instructors, in 1913. The 
stories of Wright, Sharp and the founding of the Country Dance 
and Song Society of America are left for the future. 

Cotswold Morris in England prior to 1913 

Morris was a common event in England at the time of the 
exploration of America. The "Cotswold" morris survived and 
flourished in parts of Oxfordshire, Gloucestershire, 
Warwickshire, Berkshire and Northamptonshire through the 18th and 
early 19th centuries but was in decline by the latter part of the 
19th century( 1). Early revivals of defunct teams included 
Bidford in 1886 and Headington in 1897 (2). Yet Cotswold morris 
was a rare event in the first years of this century, with dancing 
limited to Bampton, Chipping Camden, Abingdon, Headington and 
Bidford (3). 

The revival boomed in popularity in 1905, initially through the 
efforts of Mary Neal and her Esperance Club for working girls. 
Learning of the existence of the Headington men from Cecil Sharp, 
Neal began to collect and teach morris throughout England. She 
was almost immediately joined by Sharp and the two initially 
worked together in harmony. Sharp and Herbert Macilwaine, the 
musical director of the Esperance Club, co-authored The Morris 
Book in 1907, dedicating it to "our friends and pupils, the 
members of the Esperance Girls Club" (4). 

The collaboration of Neal and Sharp gradually deteriorated into 
bitter rivalry. Neal had a populist, romantic view of the 
revival, believing she was returning to the English people a 
therapeutic part of their national heritage, leading to "a 
reawakening of that part of our national conscience which makes 
for wholeness, saneness and healthy merriment" (5). She feared 
Sharp's more academic approach would stifle the movement. 

The difference between Sharp's views and her own were "the 
difference between ... the pedant and those in touch with life 
itself ( 6) 11 • Sharp was appalled at perceived inaccuracies and 
lack of standards of the Esperance dancers and feared these would 
trivialise and eventually kill the revival. He wrote to Neal 
that he was "better acquainted with the subject than yourself and 
animated by higher artistic ideals than your own". Esperance
taught dancers were "rank philistines and enemies of the movement 
and must be so regarded" (7) 

The two rivals continued their teaching and collecting, each with 
some success. Neal would soon publish The Esperance Morris Book 
(part 1) and in 1910 her Esperance Guild of Morris Dancers were 
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given the prestigious position of conducting the first annual 
summer school at Stratford-on-Avon. Sharp for his part would 
publish The Morris Book, part Two. He was also asked to head a 
school of Morris Dancing to train schoolteachers. These early 
efforts have been described elsewhere in detail (8). This was 
the state of the revival in England in 1910, when Mary Neal was 
invited to bring the morris to America. 

Morris dancing in Newfoundland in 1589? 

The first morris dancing in America may have occurred in 
Newfoundland during the ill-fated second voyage of Sir Humphrey 
Gilbert, the half-brother of Sir Walter Raleigh. Gilbert set 
sail in June 1583 in five ships (Delight, Raleigh, Golden Hinde, 
Swallow and Sparrow) in an attempt to establish the first 
permanent English colony in the New World. Edward Hai es, captain 
of the Golden Hinde, records :"Besides for solace of our people, 
and allurement of the Savages, we were provided with Musike in 
good variety not omitting the least toyes, as Morris dancers, 
Hobby horses and Maylike conceits to delight the Savage people, 
whom we intended to winne by all faire means possible" ( 9) . 
Unfortunately, there is no mention of the dances actually having 
been performed. Indeed, the would-be morris dancers may never 
have left sight of Great Britain, as the Raleigh, by far the 
largest ship, sailed back after only two days, the crew claiming 
illness. 

Gilbert arrived in St. Johns, Newfoundland, then an international 
colony of fishermen, in August. The historian Samuel Eliot 
Morison wrote, "Ashore the morris dancers, hobby horses and Jack 
o'the greens cavorted, to the delight of the fishermen, many of 
whom joined in" (10). This has been cited as an account of the 
first American morris . However, it seems to be merely Morison's 
conjecture of what might have taken place. Haies makes no 
mention of dancing at st. Johns, nor is dancing mentioned in two 
surviving letters written at st. Johns. The morris was certainly 
not performed for the "Savages", as no native Americans were at 
st. Johns. While there may have been morris dancing in 
Newfoundland that year, it remains speculation . In any event, 
this may have proved the last tour for many of the dancers, as 
the Delight and the Sparrow were soon lost with great loss of 
life, including Gilbert (11) . 

American Influence on the 19th century English Morris 

Long before the "traditional" English morris dances had been 
recorded, they had been influenced to some extent by popular 
American culture. At least three English morris tunes have 
American origins. The Bampton tune, "Bobbing Around" was written 
in 1856 by William Jermyn Florence (1831 to 1891), an American 
composer of popular song. The Catalogue of the British Library 
lists a copy of this, already printed in London by 1856, over 50 
years before it was collected by Sharp . 
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Next is the Headington tune "Getting Upstairs"; the original 
version ("Such a getting upstairs") was written and composed 
sometime in the early 1830 's by a Joseph Blackburn and was 
intended for Blackface performers. The song travelled to England 
with American minstrel shows and versions were soon published in 
London. Five decades later, Percy Manning would record a variant 
of the chorus as one of the songs of the Headington men: 

"Such a getting upstairs and playing on the fiddle, 
Such a getting upstairs I never did see". 

Years later the music and dance, "Getting Upstairs" were 
collected by Sharp. 

Finally there is "Buffalo Girls", another American minstrel show 
tune. Joe Trafford, the Headington squire, had heard it played 
by a military band and taught it to the team musician, with 
"Buffalo Gals" becoming one of the Headington men's tunes(l2). 

Minstrel shows were extrememly popular in England from 1843 until 
the first years of this century(l3), and their effects on British 
folk culture are not limited to the few morris tunes listed 
above. Tess Buckland has recently demonstrated the connection 
between minstrel shows and 19th century English coconut dance 
teams(l4), including the ongoing Bacup Britannia Coconut Dancers 
(founded 1857). 

Possible influences of American minstrel shows are also seen in 
the border morris. In contrast to their Cotswold morris 
contemporaries, the majority of border morris dancers blacked up 
(15) . This often included blacking of the hands, which would 
seem unnecessary if disguise were the exclusive intent. The most 
convincing evidence is at Brimfield, where some dancers applied 
patches of white paint about the eyes, likely in imitation of 
G.H.Chirgwin, the "white-eyed kaffir", a popular British minstrel 
show performer. Musical instruments frequently included the 
tambourine and bones, the traditional instruments of the minstrel 
show "endmen". Buckland believes that in the border morris, "the 
melodies, words and musical instruments of (blackface) minstrels 
were combined with an already existing tradition of street 
dancing"(l4). 

It is commonly thought that the origin and function of blackface 
in morris dancing lies in primitive disguise rather than an 
imitation of black men. However, this is not definitely the 
case . Accounts of the morris of Shakespeare's time make no 
mention of blackface, while the border teams contemporary with 
minstrel shows typically blacked up. American minstrel shows, 
if not the actual origin of blackface among morris dancers, at 
least contributed to its popularity. 

Rhett Krause © March 1992 

Thanks to the Country Dance and Song Society of America (17 , New 
south Street, Northampton, Mass. 01060) , for permission to reprint 
Rhett's articles. The full text originally appeared in Vols 21-22 
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of Country Dance and Song . His findings will be continued in the 
next issue of Morris Matters. 

Rhett Krause danced with Kirtlington in 1981/2 while over in 
England. In America he has danced with Marlboro Morris and 
Sword, Greenwich Guard (rapper) and is currently the Betty for 
Longwood Rapper . 

Footnotes 

1) Contemporary articles treated morris as a curiosity of a past 
age rather than an ongoing tradition , e.g. "Morris Dancing and 
MayDay Game", Walford ' s Antiquarian, 9 (1886) , 195-204 

2) Frank Kidson and Mary Neal refer to Bidford in English Folk 
Dance and Song (Cambridge University Press, 1915), ppl58-159, and 
to Headington in Jackson's Oxford Journal (March 18 , 1899) . 

3) Michael Heaney, personal communication 

4) C . J . Sharp and H.C.Macilwaine , The Morris Book: A History of 
Morris Dancing with descriptions of eleven dances as performed 
by the Morris Men of England (London : Novello & Co ., Ltd , 1907)p3. 

5) M. Neal , "Set to Music", in The Esperance Morris Book (London, 
J. Curwen and sons , Ltd . , 1910), p2 . 

6) M. Neal , quoted in The (London) Morning Post (May 5, 1910) p3 

7) R . Judge, "Mary Neal and the Esperance Morris" , Folk Music 
Journal , 5 (November 5 , 1989) 559 , 572 in letters from Sharp to 
Neal (July 26 , 1909) and Archibald Flower respectively . 

8) M. Karpeles , Cecil Sharp, His Life and Work (University of 
Chicago Press, 1967) . 

E . Pethick-Lawrence, My part in a Changing World (Victor 
Gollanz Ltd, London, 1939), ppl34-139 

R . Dommett "How did you think it was?" Morris Matters , 3 
(1980), 4-9 

9) Edward Haies in David Beers Quinn, The Voyages and Colonising 
Enterprises of Sir Humphrey Gilbert , (The Hakluyt Society, 
London , 1940) , 1 , 385-423 

10) s . E . Morison , The European Discovery of America : The 
Northern Voyages , AD 500 - 1600 , (Oxford University Press , New 
York , 1971) , p574 

"The First known Morris tour of America ", American Morris 
Newsletter, 1 1 ( 1987) , number 3 

11 ) Quinn (see note 9) 

12) songs of the Florences : Comprising the Original melodies of 
those distinguished delineators of the Irish Boy and the Yankee 
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Girl (Dick and Fitzgerald, c. 1860) 
"The origin of Minstrelsy" T. A. Brown in Charles. H. Day, Fun 

in Black, or sketches of a Minstrel Life (Robert M. DeWitt, New 
York,1874), p6 

C. Wittke, Tambo and Bones. A History of the American 
Minstrel Show (Greenwood Press, New York, 1968) p33 

"Such a getting Upstairs, sung by Bob Farrel (The original 
Zip Coon)", sheet music (G. Willig, Sr. Baltimore, c.1830-1840) 

"Such a getting Upstairs", arr. w. H. West (London c.1845) 
in the British Library Collection of printed music. 

13) H. Reynolds, Minstrel memories:the Story of Burnt Cork 
Minstrelsy in Great Britain from 1836-1927 (Alston Rivers Ltd, 
London,1928). 

14) T. Buckland, "Black Faces, garlands and Coconuts: Exotic 
Dances of Street and Stage" in Dance Research Journal (1990). 
The only coconut dance in the Cotswolds was found at North Leigh, 
origin unknown. I (RK) saw the newly revived North Leigh men 
perform a version of this dance in 1982. 

15) D. Jones, The Roots of the Welsh Border Morris (David Jones, 
September 1988) 

-----------------------------------------------------------------

******* 

Errata 

Chas Marshall has asked me to point out a few errors which crept 
in during transcription of his "No such thing as Clog Morris" 
article (volume 11, number 1). 

1) Under "Some conclusions", lines 4 to 5 should read "North 
Western Morris". 

2) The author of reference 11, Pru Boswell, was omittted. 

3) Reference 12, Sixty years of folk, was published by EFDSS (not 
JEFDDS). 

4) In figure 1, look very closely in t~e top left han~ corner and 
there is a symbol for shoes, representing Ulverston (1n Furness). 

********* 
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THREE NEW DANCES IN THE BADBY TRADITION 

As devised and performed by Golden Star Morris of Norwich. 

Here, following on from his article in the last issue of Morris 
Matters about new dances, are three dances presented by Jonathan 
Hooton. They are based on tunes or dances known to have been in 
the Badby tradition . The tunes used are taken from other 
traditions . The following will work: Bean setting (Brackley), 
Cuckoo's Nest (Longborough), Flowers of Edinburgh (Bledington). 
The stepping, figures and movements are the same as those given 
in Bacon's Handbook and Roy Dommett' s typed notes . New movements 
are listed below . 

NEW STEPS 

Double Dib (DD) • Two dibbing movements as in Beaux ' Badby . 
Always danced at the end of the once to yourself before the Cast 
and at the end of each 4-bar phrase of the common figures (i.e. 
half way through back to back and at the end) . 

Dib and Strike (DS) . One dib (as in Beaux' Badby) landing feet 
together and jump, feet still together and strike tips in the air 
and land feet together with a bounce . 

NEW FIGURES 

Hands around Hey ; see Cuckoo's Nest . 

Sticking Rounds; see Flowers of Edinburgh. 

BEANSETTING (Corner stick dance) 

A (2A's 3B's) x 4, lA . 

OY; Cast ; DF - first corners; SS; DF- second corners; BB; DF -
third corners ; HA; DF - fourth corners; WH. 

At the end of each common figure 2 and 5 end with DD. 1 and 3, 
4 and 6 turn to face each other and DS - i . e . middles bring in 
first corners for the corner movement . 

First corner movement DBT, i . e . Dib , Butt , Tips . 

Performed by 1 and 6, then 2 and 5 , the n 3 and 4. 
Bar 1 , double step on the spot. 
Bar 2 ; double step across set , strike sticks (on first beat) with 
corners (high) as they pass in the middle . 
Bar 3 ; double step to turn right in other corner ' s position and 
dance to the middle . 
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Bar 4; double dib facing corner in middle of the set, ready to 
stick . 
Bar 5; dib, strike butts (low). 
Bar 6; strike tips (right), strike tips (left) high . The first 
three movements are like Beaux' Badby with an extra clash of 
tips. 
Bar 7; double step backwards towards new corner. 
Bar 8; dib and strike with second corners (i.e first corners 
bring in second corners, 1 and 5, 6 and 2 strike simultaneously 
in Bar 8. 

2 and 5 repeat the above except that in Bar 8, 2 and 5 dib and 
strike with 3 and 4 respectively. 

3 and 4 repeat the above except that in Bar 8, all double dib in 
set to prepare for the next common figure. 

Second corner movement Wipers, i.e . like windscreen wipers 

Bars 1 to 4; as in first corner movement . 
Bar 5; stick is held at the bottom in front of you. With a wristy 
action, the tip is swung down to strike the ground to the right 
and swung across so that the tip hits the ground to the left. 
Bar 6; stick is swung back so that the tip hits the ground to the 
right, then sticks are lifted to strike tips in the air. 
(in the first three movements the stick moves like windscreen 
wipers, it has to be a swift wristy movement) 
Bars 7 to 8; as in first corner movement. 

Third corner movement Flynn's, i.e . swashbuckling sword actions 
like Errol Flynn 

Bars 1 to 4; as in first corner movement. 
Bar 5; strike tips, right then left (or forehand and backhand) 
above heads . 
Bar 6; strike tips, right then left low down, shin level; adopt 
a sword fighting pose. 
Bars 7 to 8 t as in first corner movement. 

Fourth corner movement Eight , i.e . figure of eight. 

Bars 1 to 4; as in first corner movement. 
Bars 5 and 6; figure of eight ending with striking tip up high -
as in Beaux Badby . 
Bars 7 to 8; as in first corner movement. 
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CUCKOO'S NEST (Stick dance) 

A(A 2B ' s) x 4, lA 

OY; Cast; DF(hands around hey); SS; DF; BB; DF; BB; DF; HA; DF; 
WH. 

At the end of OY and at the end of both 4-bar phrases of CF and 
DF, end with DD. 

DF; sticking, then hands around hey . 

Sticking. (bars 1 to 4) 

Bar 1; sticking with partner : hold stick at base with two hands , 
strike tip on ground to right, then strike tips with partner 
above heads. 
Bar 2; strike tip on ground to left then strike tips with partner 
(backhand) above heads. (The striking of tips on the ground is 
similar to the way that some sides do in Vandals or Black Joke 
(Bledington) when not striking with partner) . 
Bars 3 to 4 ; 1 and 3 turn to face, 2 and 4 turn to face, 5 and 
6 still face each other. Repeat sticking as in bars 1 and 2 but 
in new formation . 

Hands around hey. (bars 5 to 8) 

stepping is 3 bars of double stepping then double dib . Hands are 
in ordinary Hands around movement but do not change stick from 
hand to hand (it is possible to do this but only with very 
experienced dancers) . 

Bar 5; 1 and 3 , 2 and 4, 5 and 6 change places with a Hands 
around, joining hands holding sticks. 
Bar 6; 1 and 6 , 3 and 4 , 5 and 2 change places with a Hands 
around, joining hands without sticks. 
Bar 7; 1 and 2 , 6 and 4 , 5 and 3 change places with a Hands 
around. joining hands holding sticks . 
Bar 8; double dib in new positions . The set should now be 
reversed - see diagrams . 

For the second B music , bars 1 to 8 are repeated exactly , but as 
though the set had reversed - i.e. in bars 3 to 4 of the 
sticking, numbers 1 and 3, 2 and 4 turn to face in their new 
positions. 5 and 6 always stick with each other wherever they 
find themselves in the set . 
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FLOWERS OF EDINBURGH (Stick dance) 

A(lA lB) x4, lA 

OY; Cast; DF(sticking rounds); SS; DF; BB; HA; DF; WH. 

At the end of OY and end of each 4 bars of A music or at the end 
of 8 bars of B music, double dib. 

Sticking rounds; 

Bar l; 1 and 2 face, 3 and 5 turn to face, 4 and 6 turn to face, 
all dib and strike. 
Bar 2; first strike. 
Bar 3; second strike. 
Bar 4; third strike. 
Bar 5; fourth strike. 
Bar 6; fifth strike. 
Bar 7; sixth strike. 
Bar 8; double dib, back in place ready for next CF. 

The strike 

1,4 and 5 circle clockwise round the outside of the circle while 
2,3 and 6 circle anti-clockwise round the inside. On each bar 
they pass a partner and strike. The stick is held at the base 
in the right hand with the elbow bent. The movement is a 
backward circle of the stick with the movement largely from the 
forearm and wrist. The stick is swung from the ground forwards 
and upwards and then brought swiftly back down to strike the 
opponent's stick low down by the shins as they pass on the first 
beat of the bar. It is kept low for beats 2 and 3 as the dancer 
moves on towards the next opponent and raised upwards at the 
start of the next backward circle on the fourth beat, (i.e. when 
the dancer hops) to be brought swiftly down to strike on the 
first beat of the next bar. The movement is like jauntily 
swinging an umbrella round. The step is a double step. After 
clashing with six opponents the dancers should be back in their 
original position where they face each in and double dib, ready 
to go in to the next common figure. 

see diagrams overleaf for movements. 

Jonathan Hooton © May 1991 

10 



Morris Matters Volume 11 , Number 2 

® 
G 

0 
0 

11 

0 
Q 

\.\a AAS 0 .f"OI.AJ"\ d, 

(M~\..t ko."'6.s) 

~a."d.s aro ..... ,...d. 
L\eJr- l,...a.~s ) 

t\-OAd....S ~'-"'0. 

(_ n-3'-t no."°-'i ) 

])o .... bl~ t ,b 
(~~I.A) 



B0-4" 1 

Morr is Matters 

© • ,. 
0 

@-+ 

Volume 11, Number 2 

12 

~) 
® 

© .. .,. 
© 

1
1 

4-I 5 d_ 41'\C£. 

~t.12- (\o...:>) O J'\ 

Jr~\--beA_I:-

~ u,.. d,... bo-.r 



Morris Matters Volume 11, Number 2 

MIDWINTER SPRING; 
EAST ANGLIAN MOLLY DANCING STOMPS INTO THE 1990 1 S 

"Midwinter Spring is its own season 
a glow more intense than blaze of branch or brazier 
stirs the dumb spirit: no wind, but pentecostal fire 
in the dark time of the year" (T.S. Eliot) 

What is going on? Which one 1 s Morris? Why are these pratts 
wearing funny clothes? What has it got to do with 1992? In 
short, what is it for? The answers to these questions are vital 
to the activity itself. The greatest single influence on the 
Morris - what it is, who does it, how it develops - is what it 
says to the world as its purpose - what it is FOR. 

We all know that one of the greatest obstacles to overcome for 
any potential new dancer is the general view of Morris as 
humourless and ridiculous because it doesn't see how funny it is. 
The accounts its participants give of what it is for are the 
greatest single reason why folk dancing is seen as a sure sign 
of a weak sense of the ridiculous and an inf lated sense of 
pomposity. 

Here I intend to examine one of the most common answers to my 
question, "What is Morris for?" in the light of one comparatively 
unspoilt corner of the Morris. 

One of the leading lights of the Morris revival, Russell Wortley, 
put his answer to these questions like this ( in "The XYZ of 
Morris", 1978): "Morris is the traditional name, not just for a 
kind of dance, but for a seasonal observance taking the form of 
a ritual perambulation of a locality by a small group of 
disguised male performers who give their display not for fun, not 
primarily for entertainment, but with the unspoken purpose of 
promoting the cycle of the season". He goes on to see these male 
performers as, "the descendants through some 50 or 60 generations 
... from a pre-Christian priesthood whose duty it was to carry 
out seasonal rituals on belalf of the whole community". This 
view permeates many of the common answers to my questions. I 
shall return to evaluate it after examining Molly dancing. 

Molly is the East Anglian Morris. It was attached to Plough 
Monday, the first Monday after Twelth night; traditionally the 
end of Christmas and New Year festivities and the start of the 
new season's ploughing. Collectors 1 notation is sketchy; eight 
complete dances. Common themes include black faces, sashes, 
ribbons or fantastic costume and transvestism - or at least, a 
man dressed as a woman, the Molly. 

The revival started in 1976 when Russell Wortley taught Molly to 
Cambridge Morris men, who danced on Plough Monday, as they have 
done each year since. The same night Mepal Molly Men danced for 
the first time. Now seven Cambridgeshire teams dance around 
Plough Monday and most also dance at Straw Bear Day at 
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Whittlesey . 

Fenstanton features Old Hunts Molly and their guests touring the 
village behind a horse-drawn plough which is blessed by the vicar 
at t~e start of the tour. They are accompanied by panda cars, 
flaming torches, parents and children of the local school and 
often TV cameras. "Cambridgeshire Life" acquires a cover for its 
February issue; children are over-excited. 

At Yaxley, Pig Dyke Molly, which includes people who do not dance 
at any other time of the year, as other seasonal Molly teams do 

• • • I 

visits its area. Pubs, clubs and Bingo sessions are visited. 
Various aspects of disguise are worn, taking the reference to 
grotesque" dress in late 19th century records of Molly to modern 
extremes on the form of punk wigs, Hitler lookalikes and dry ice. 
The evening is given over to the pursuit of beer, heavy boots, 
fresh air and fun . 

Whittlesey Straw Bear is for a fair number of those involved, 
a major peak in the year . The small fenland town plays host to 
about 150 dancers. The focus of the day, the Bear itself, dances 
a route of pubs, old people's homes, chip-shops and pubs, making 
a final and intense appearance at the ceilidh which finishes the 
day. On the following day, on top of a large bonfire, the Bear 
is burnt, not to rise until the following year, having taken 
weeks of hard work to build. 

So far Wortley seems justified, "rituals .. designed to promote the 
cycle of the seasons"; but if we really were to echo in a modern 
context the journey of the 19th century farmworker's tool - the 
plough - we should perhaps ritually take round a car, a word 
processor or a microwave. What is the point of commemorating 
this date? What does it mean in the modern world? What is 
Morris FOR? 

Let us look at what it WAS for . Records exist of Plough Monday 
at Brandon Creek in the mid-19th century. There, the young men 
of the village dressed in fancy clothes and toured the village 
with a plough, dancing to the "music" of sticks beating on pails 
or old tin baths, and demanded money. If any woman refused to 
give money, the men dressed as women took off their long-legged 
drawers and tied them round the offending woman's neck . 

The period of Plough Monday has more ancient roots still . In 
Elizabethan England , this was the time of the Lord of Misrule, 
"Twelth Night or What you Will" . Stubbes, writing in 1583 in 
"The Anatomie of Abuses" gives this account: "All the wild heads 
of the Parish . . bedeck themselves with scarfs, ribbons and laces, 
hanged all over with gold rings, precious stones and other 
jewelry; this done they tie about either leg 20 or 40 bells , with 
rich handkerchiefs in their handes, sometimes laid across over 
thier shoulders and necks, borowed for the most part of their 
pretty mopsies and loving bessies , for bussying them in the dark. 
Thus all things set in order, then have their hobby horses , 
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dragons and other antiques, together with their bawdy pipes and 
thundering drums, to strike up the Devil'd dance with all, then 
march these heathen company towards the Church and Churchyard, 
their players piping, their drummers thundering, their stumps 
dancing, their bells tingling, their handkerchiefs swinging about 
their heads like madmen, their hobby horses and other monsters 
skirmishing amongst the throng". 

What common features can we see in Whittlesey, Fenstanton, 
Yaxley, Brandon Creek a century ago and the misrule of four 
centuries ago? I want to spotlight two features which lead me 
to an answer to the question, "What is Morris for?" The first 
is that the occasion was one where normal rules were overturned -
whether in punk dress, black-faced procession or assaults on 
innocent bystanders. This stepping aside from normal life is 
invigorating and therapeutic - an assertion of life and vigour 
at in T. S. Eliot's words, "the dark time of the year". For 
audience and dancers alike, leaving behind ordinary rules is a 
way of putting them into a true perspective. 

Sharing of vitality is the second feature I want to highlight. 
Celebration is the purpose of the dancing. For those in the past 
- and for those who celebrate it now - early January represents 
the Midwinter Spring, a festival of light and cheer in the 
darkest days of winter to celebrate the turning of a year, new 
beginnings and the birth of new hope. By Plough Monday, mornings 
are lighter, dark comes later in the afternoon, the winter 
cherries are in flower and the snowdrop and celandine leaves are 
through the soil. All have survived the darkest days of winter 
and the first signs of spring are there. 

So - what are we to make of Wortley's account? In the light of 
East Anglian Molly in the Past and 1992, what is Morris FOR? I 
do not believe that the corn in 1992 will not grow, or the sun 
not rise, if the morris does not happen . In this sense Russell's 
belief in Morris promoting the cycle of the seasons is so much 
romantic and perverted claptrap . If there is no quasi-religious 
fertility rite, neither is there a priesthood. Wortley's urgent 
need for the dancers to be MALE is as bogus as his pagan 
religious derivation. 

Morris is what Wortley says it is NOT: fun, for the entertainment 
of the dancers and their audience. If it isn't, it ceases to 
deserve a place in our lives. We are all alive at some point 
though we shall all die at some point. Dancing doesn't promote 
or create that cycle of seasons of life, of death, of rebirth, 
of which midwinter spring represents a milestone; but it does 
celebrate it, lift our hearts and bodies beyond "Neighbours", our 
grey hairs and sagging figures. 

If Morris is merely stamp collecting or train spotting with bells 
on, it doesn't deserve to have any life outside its group of 
eccentric and narrowminded devotees. If it doesn't involve other 
people, express their potential for music and dance, it is merely 
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heritage industry fodder. At its deepest, it makes joyous the 
marker-stones of each of our indi victual ticking clocks: the start 
of a new year, of growing light and warmth, of that great 
movement of birth, growth, decline, death and renewed birth of 
which we are all part . To pretend it causes or influences this 
cycle is to invite ridicule, and to infuence the world's view of 
Morris in the worst possible way; to see Morris as celebrating 
our mortal lives is to emphasise its potential for the 
fundamental expression of being human. The greatest influence 
on the future of Morris is what it thinks it is FOR. Molly as 
Midwinter spring, to "stir the dumb spirit" is a good enough 
answer. 

This is a summary by Tony Forster of his paper given at 
Influences on the Morris, a conference held in April 1992. The 
full conference proceedings are being published jointly by the 
Morris Federation, Open Morris and the Morris Ring and should be 
available this summer. 

Tony at present dances with Yaxley and is bookings officer for 
Open Morris. He also enjoyed brief notoriety as a member of the 
now-defunct Dun's Tew. 

-----------------------------------------------------------------

******* 

Sticks! 

I thought it might be worth passing on to newer teams something 
we've learnt over the years . Sticks are much better for a bit 
of aging, like a lot of things! Especially if you want to paint 
them, get someone who is organised to get them at least a year 
before you will need them and leave them to dry out slowly . 
Result, a crisper sound and no tacky smu~ges on kit where the 
paint didn't dry properly on a "green" stick! 

Beth Neill 

******** 
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A weekend of dance needs to be well organised without hassles so 
that everyone can enjoy themselves and want to come back the next 
year. The 7 Champions Ale (which I organise each year) has a 
very good reputation and teams vie for invitations to the Ale . 
Here is an insight into what I feel is needed for a good weekend. 

HALL 

When deciding to hold a weekend of dance you need to make sure 
that you have a suitable venue as a base . Many good village 
halls are booked more than twelve months in advance so book 
early . 

The venue should have good kitchen facilities , sufficient toilets 
and washing facilities and plenty of room. It also helps if 
there is a bar and a stage but these are not essential. The 
kitchen needs to have at least one cooker and fridge and plenty 
of plates , cups, cutlery etc. The venue we use has two halls , 
toilets , a very good kitchen and plenty of tables and chairs. 

It is also helpful if the venue is not too near to residential 
properties to stop complaints about the noise. Try and negotiate 
a rate for the whole weekend which should reduce the costs a 
little . 

ACCOMMODATION 

It is not necessary to put everyone up at people's houses. I 
think there is a better atmosphere if everyone stays in the same 
place. If there is outdoor camping available it should be within 
walking distance of the venue so that people can drink without 
having to worry about driving . 

Try to avoid having indoor camping (unless you have a separate 
hall within the venue for this) because it is difficult to get 
everyone up and their bedding cleared away in time for breakfast . 

INVITATIONS 

When deciding on which teams to invite, be democratic and let 
everyone put forward their choice and then let the whole team 
vote. The Champions vote as many times as they like and then the 
teams with the most votes are invited depending on how many teams 
are required . Before making the final decision make sure that 
you have a good balance of teams (men/ women/ cotswold/ molly/ 
border/ north-west/ Appalachian) . We have a rule that we do not 
invite l ocal teams because they tend to go home each night and 
do not join in for the whole weekend - only after they have mown 
the grass or watered the dog! We do , however , have a day of 
dance for local teams instead . 

Over the years you will find that you become more selective about 
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the teams you invite. You want teams that will Join in and 
contribute to the weekend. 

THE TOURS 

You can either have a walking tour of a local town or village 
nearby which all the teams can drive to in their own cars or you 
can go on tour in a coach. It is better if you can have a coach 
tour because everyone is together and there is no problem with 
drinking and driving. 

The coach tours should not involve long periods on the coach and 
should go to places where hopefully there will be an audience. 
If you have more than one coach on tour have one venue which all 
the coaches visit at the same time (so that they can see each 
other dance) and then go off on separate tours so that teams get 
more dancing. If it is possible to incorporate a stately home 
or a place of interest on the tours it is a good idea because 
many dancers are accompanied by their partners who may get bored 
watching dancing all day and it is nice for them to wander around 
a place of interest. 

Make sure that you ask in advance for permission to dance at each 
place and advertise it well to get an audience. It may be 
necessary to get busking permits and it is advisable to inform 
the police if you are dancing in towns or villages not on private 
property because of crowd control. 

Our tours leave the hall at 10.00 am sharp(!) and return to the 
hall at about 6 pm. This gives people time to change and rest 
before the evening starts . 

THE EVENINGS 

On the Friday evening people arrive and put their tents up and 
generally like an informal evening to relax after a hard day's 
work. We have a bar and buffet running from 7.30 pm until the 
last team arrives. Sometimes this can be 2 am for long distance 
teams so make sure that the food and booze lasts. 

The Saturday evening is a little different . I suggest that you 
have a theme for dress - maybe black tie or 1920's etc. It is 
fun to start the evening with maybe a sherry reception or 
something similar. Have the host team dressed as waiters/ 
waitresses and serve your guests. Try and seat everyone at 
tables and give each table a raffle ticket: hold a draw so that 
only one table at a time goes to get food, this stops endless 
queueing. If possible start the evening by 7 pm so that the meal 
can be over by 8.30, leaving time for dancing and entertainment. 

Ask the invited teams to provide a "spot" for the evening. This 
makes sure that everyone contributes to the evening . If you have 
good musicians don't book a band; have a scratch band . Make sure 
that someone brings a PA so the band and caller can be heard. 
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Put someone in charge of the evening's entertainment so that it 
is co-ordinated. 

FOOD AND DRINK 

It is very important at a weekend of dance to make sure that 
everyone has enough to eat and drink. Find out beforehand how 
many people are vegetarian so that you can cater for them . We 
have an interesting buffet on the Friday night, cooked breakfasts 
on both mornings, pub lunch and three course meal on Saturday. 
If you must have a ploughman's for the pub lunch try and get the 
landlord to make it a good ploughmans . We have a free bar on 
Friday and Saturday night . 

Get all members in the team to cook things for the weekend to 
help spread the workload. Try and make the meals interesting. 

COST 

People like to think they have got value for money so be fair 
about the cost. A weekend of dance should aim to break even and 
not make a profit, Our weekend costs £17.50 which is very good 
value - once they have arrived they only have to pay for drinks 
at lunchtime in the Saturday and Sunday . Everything else is 
included . 

GENERAL 

A successful weekend of dance takes teamwork with one person 
overseeing the whole event to pull it together . If it is 
possible to have people who are connected with, but are not 
dancing with, the host team available for behind the scenes work 
it is a great improvement and everyone enjoys themselves which 
is the aim . 

Tracey Manning May 1992 

Tracey has been running this event for years very efficiently, 
so well that she was even able to fit her own wedding (to Chris 
Rose) into the schedule a few years ago! 
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ELECTRONIC MORRIS MAIL! 

Those Morris people with access to a computer with a modem 
attached (a device that allows two computers to "talk" over the 
telephone) might be interested to know that a new electronic 
conference devoted to Morris Dancing has been set up on the CIX -

"Compulink Information Exchange''· This is essentially a way of 
letting people exchange views and information without the 
restriction of time and location i . e . you don't all have to be 
in the same place at the same time. Essentially this allows you 
to leave a message on the CIX computer, and then lets other 
people read the message then add their comments, or leave a new 
message. At the moment, the Morris conference has sections on 
the following areas : 

Dances 

To discuss various dance styles and areas such as the validity 
of new dances, etc. 

Venues 

Where sides like dancing; if sides should consult local sides 
before dancing in their area/ at their favourite pubs; if venues 
can be over-danced ; proposed and actual programmes for all to 
see. 

Files 

An area where users can store electronic pictures of logos, 
photos, and any other graphical items that may be of interest to 
any other sides or individuals. Larger documents can also be 
loaded into this area , for example: the text of an article for 
this magazine if the editor had access to such a computer system. 

Jokes 

Those old gems(?). 

General 

Any item or discussion that does not fall into the above topics. 
This can be anything that the user can think of . 

Recently, items from the "International Morris Email Discussion 
List" , based in USA, but with members over here, have been 
placed in the general conference. CIX users can also access 
"usenet" , another conferencing system, again based in the states, 
but with world-wide users . It has two conferences that may be 
of interest to dancers - rec.folk-dancing and rec.music . folk . 
Access to these costs no more than the usual CIX online charges . 

Other topics can be easily added by the "Moderator" who is the 
overseer of the conference . Any user of CIX can look and leave 
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messages in the Morris conference, but anyone can start a private 
conference to which access is limited . 

The main advantages of using a service such as CIX are: 

- Speed of communication - late items for magazines do not have 
to wait 2 or 3 days in the post . 

- Many people can look at one message and comment on it - with 
a magazine, if you disagree with an item, one tends not to write 
and comment. With CIX, it's simple to add a one line comment, 
or a fifty line comment . 

- Anyone with access to a PC and a Modem can use the service. 
You don't have to be in any one Morris organisation to use the 
service . This is a place where a member of a Ring side could 
argue with a female dancer without even having to set eyes on 
each other. 

- There are many other conferences online such as Religion of all 
kinds, Open University, Education, local areas, Ornithology , 
Cycling , and plenty of support on computing subjects. There are 
at least 800 conferences on CIX at the moment . 

If you wish to use CIX, set your modem to 1200, 2400, 4800, 9600 
or 19200 line speed, 8 bits, 1 stop bit and no parity, then dial 
081 390 1255. Type CIX when asked, and follow the instructions 
online . I have negotiated a special offer with the owners of 
CIX, who will waive the joining fee for morris dancers - just 
reply "yes" when asked if you have a special code, and then enter 
"adderbury" as the code. If you want more info regarding CIX 
itself, including the charges, phone (speech) 081 390 8446 . 

If you want more details on the Morris Conference, phone Mark 
Rogers of Buckland Shag Morris Men on 0737 771579. 

************* 

Oak Apple Day 

This is a sales plug from George Frampton for his booklet 
"Grovely, Grovely , Grovely and all Grovely - the history of Oak 
Apple Day in Great Wishford", obtainable for £2. 55 from the 
author at 10 Barrel Arch Close, Marden, Tonbridge, Kent, TN12 
9QQ. A summary of his findings has been submitted to Morris 
Matters but will have to wait for the next issue owing to lack 
of space. So if you want to know it all now , write to George! 

************ 
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HUMOUR IN THE MORRIS (PART 3) 

How ridiculous can you get? 

The Cotswold Morris does not lend itself to parody in which 
something outrageous is foisted on the public as serious and 
accepted by them because it is good entertainment. The pseudo 
Molly had examples from the Seven Champ i ons to Paddington 
Pandemonium Express and the Wally Molly . There are ridiculous 
Cotswold dances such as Hammersmith's, "Jockey to the Zoo" in 
which during each corner crossing the dancers imitate an animal 
nominated by the foreman, such as crocodile, gorilla, snake, 
stork etc and has elephant rounds, in which the dancers link 
hands between their legs . 

Other examples are the "Hartley Lying-down Dance" , the Victory 
Morris "Four Old Men's" stick dance and versions of the 
Scandinavian two man "Ox Dance". A mixture of silliness and a 
physical feat is the double deck, ie , piggyback, "Bluebells of 
Scotland" , with both having sticks and doing the tapping. There 
is a US dance with i ts choruses drawn from actions that appear 
in well known American TV adverts . 

The Morr i s occasionally appears on TV or in the cinema , although 
seldom in a serious role. I once helped a performance of Abbots 
Bromley in a children's play called "Shadows" and a realistic 
ribbon dance appeared in the Mikado . Better remembered are the 
real sides in "Dr Who" and "The Great St Trinian' s Train 
Robbery" . But from the time of early Tony Hancock TV with the 
"East Acton Stick Dance" inventive pseudo dances have been used 
for fun on the Russ Abbott , Bruce Forsyth and Two Ronnies shows , 
following in the path of a tradition of skit dances in the EFDSS 
Albert Hall shows . 

The serious dancers ' sense of fun comes out in dances with 
leapfrog movements , the throwing of sticks from dancer to dancer . 
using funny or silly words and calls in the dances and even in 
dancing "Bonny Green " off into a telephone box . Even dancing 
with friable lathes , sticks of lettered confectionery rock or 
sticks of rhubarb can be amusing . Bath city used to morris off 
out of pubs to "Heigh ho", the Disney tune from Snow White, by 
putting on long coats and dancing on their knees . I have seen 
teams use kolas as a way of processing out of a pub. 

A frequently used stunt is of a dancer who pretends to be hit and 
falls and an appeal is made for a woman to give a restoring kiss . 
When this happens all the rest of t he team fall down . Willian 
Webb Ellis Morris Men have elevated this sort of behavio u r into 
an art form. They also dance Brackley, "Jockey to the Fair" with 
the men going off in the corner crossings to kiss women in the 
audience . At first the women are annoyed at being chosen but 
then they become annoyed at being missed. The audience attention 
to this aspect completely clouds the standard of performamce of 
the rest of the dance . 
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The Coronation Morris (tune, Here's a Health unto his Majesty) 
is believed to come from Ravensbourne in 1953, although claimed 
by others since . The figures are anything called by the foreman, 
not necessarily consistently from one tradition and the choruses 
require each dancer in turn to perform a short 4-bar solo 
sequence, then quickly drink a pint, the two bars of music being 
often drawn out, then all dance two double steps and a break on 
the spot. 

Thanking someone who has bought a round can be done publically 
with a suitable dance. Using the tune, "For he's a jolly good 
fellow" allows the dancing of ordinary figures, with a chorus 
where all face up towards the Good Fellow and first one side and 
then the other sings "And so say all of us" while taking off and 
waving hats, and then all go into the next figure. 

Sometimes ideas are suggested by the availabil ty of suitable 
props. What is the minimum number of logs needed to be able to 
do a dance without the dancers having to touch the ground? Many 
dancers have tried non-moving stick or clapping dances in 
confined spaces such as in cafes or railway carriages. Bath City 
created "Ring O'Bells" using eight chairs in two rows, in which 
everone had to touch "bottom" in reaching or passing the position 
in which a chair is sited. Heading-Up of course ends with 
everyone on someone's lap! 

Setting up the humour. 

Some ideas have to be introduced to be effective or meaningful. 
One gag starts by explaining that one met an old dancer in a 
Bampton pub who was keen to dance a double jig, but when he stood 
up was discovered to have only one leg. He then went on to dance 
"Old Tom of Oxford" on one leg, and you proceed to show the 
audience how it was done. Sometimes people actually believe the 
story . Even the shortest jig seems long when you are dancing it 
off only one foot! You have to wrap the other one around the 
supporting leg , so it helps to have a baggy costume. 

Bath City once had a Squire who turned out in judo kit and yellow 
face makeup so that he could perform stick dances with his bare 
hands. However it needed some explanation to the crowd to avoid 
it just appearing stupid. There are "Dances" which are no longer 
part of our islands' cultures, for example recreated or recovered 
Highland , Manx and Welsh dances, which are representational in 
the manner of dances from more primitive cultures elsewhere in 
the world, that need setting up if the audience is not to be 
puzzled or turned off. 

Competitive dances can be easier to work in although they must 
still be justified if not to appear alien . The "Monkey" dance 
exists in several forms. The common feature is that the dancers 
squat and kick alternate legs forward, somewhat like Russian 
dancers, with their arms out at the sides balancing, with arms 
folded over the chest, or with arms bent so that the hands are 
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under the armpits and the arms waggled like chicken wings. The 
competitors squat in a line and continue till only one is left 
upright and dancing, or they work in pairs and have a knockout, 
or they hold one hand with the opposite and in addition attempt 
to pull, push or twist the other over while continuing to dance 
themselves . 

Athletic feats more like gymnastics to music are a part of most 
cultures from the Caucasus to the American West. They are often 
included in the climax of Russian Folk Dance performances . One 
such feat was recorded at Adderbury. Although one would not 
ignore any talent in this direction, it is difficult to have only 
one person who can "tumble" and it should be supported by several 
dancers, each of whom has his own trick. 

Singing can be an integral part of a dance. It was common as an 
introduction to dances at Adderbury, as well as having some 
things that are best described as songs that have a stick tapping 
chorus. The North Leigh side used to stop just before the end 
of a dance and sing a chorus (probably breathlessly!) . Dances 
can be choreographed to sea shanties. "South Australia II is a 
common dance the other side of the world(! this is written from 
a British viewpoint .. Ed.) and it can be made to go with a swing 
if the dancers sing without a musical accompaniment. An 
extension of the idea is to make the figures representational as 
well, for example, illustrating movements typical of a steam 
driven engine . 

© Roy Dommett, 1990 . 

This concludes Roy's observations on "Humour in the Morris". So, 
what about your team? Do you avoid or revel in thinking up silly 
dances? When don't they work? Are there any ideas worth 
passing on? 
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NEWS AND REVIEWS OF BOOKS 

Morris Dance in America: Proceedings of the 1991 conference 

This is the first of a series of publications containing essays, 
oral histories and other studies of morris dancing in North 
America. I looked forward to reading the papers for several 
reasons: I'm a Morris-holic and have spent many a happy hour 
discussing morris detail over the last 20 years; having visited 
the US a few times I was looking forward to spotting some 
familiar names and lastly I went to a similar event at Crewe last 
year and thoroughly enjoyed the experience. 

The title is Morris Dance in America and unashamedly depicts life 
in the American morris world today from the mid-West to the East 
coast and onto Canada. At first glance some of the articles 
appear extremely detailed and presuppose knowledge of the teams -
the conference itself was supported with slides and videos - and 
it might mean that comments are lost on a British reading public . 
However on closer reading, it becomes clear that the gap between 
North American and UK morris is narrowing and that many of the 
problems, views and ideals are common to both continents. 

The morris revival in the US came about in the mid-60's; which 
coincided with the UK revival. Jocelyn Reynolds' article 
discusses interviews with some of the recent US morris Greats 
(plus video footage of notable teams). I was fascinated by 
Pauline Greenhill's article. She's a folklorist who posed as 
a dancer and reports on her findings . She lists reasons why 
various people dance the morris and quotes remarks from 
individuals within her team - watch what you say to a fellow 
dancer next time you have a drink too many, your comments may be 
published ..... 

Several oral histories were presented from teams and again I was 
intrigued by their tales and found my lack of background 
knowledge did not hinder me from enjoying the articles . 

Jim Brickwedde talks about the morris in Minnesota in the 20's 
and 30's; Chicago's morris dancers were North America's second 
independent side and the first mixed team - and I thought Chicago 
was only famous for cars and gangsters. The Minnesota team 
developed in isolation; they have had links with the Minnesota 
Rennaissance festival for 16 years and earn as much as $6000 a 
year for their performances. Can't be badl 

Rachel Popwich tells the story of her Winter of Discontent with 
Oak Apple Morris after she and her husband were elected co
foremen of the team. She describes the troubled history of the 
team in the last few years . I felt she was brave to talk about 
the crisis and sympathize with her self-doubts, anger, depression 
- all part of a foreman's lot. The article is inconclusive as 
the team is still trying to resolve its problems. 
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There are other equally fascinating oral histories . Fred Fuller, 
Hole-in-the-Bog's fool, apparently dressed in his kit to present 
his tale of life as a member of the team from the idyllic
sounding Port Santiac (Michigan); the morris and mumming have 
evolved in relative isolation . With a sister side, Ann Arbor 
Morris and sword, they visited a local prison where they taught 
various individuals including someone called Iron Moccasin (a 
clog dancer perhaps?) 

I found I gave the articles more than a cursory read (because of 
this review) and was rewarded by fresh insight into the American 
Morris dancer . I would recommend this volume and future issues 
to all those who wish to find out more about our overseas friends 
but also to re-evaluate some thoughts about your own team. 

PS Perhaps we should borrow the idea of presenting oral 
histories? 

Jill Griffiths (Windsor Morris) 

This publication can be obtained through Anthony Barrand at 
Boston University, University Professors Program, 745 
Commonwealth Avenue, Boston, MA 02215 , USA. 

************* 

Note: For anyone interested in regular news of American Morris 
(could be useful if you plan to visit with your team) , try the 
American Morris Newsletter, which costs $14 ($10 in USA) for 
three issues a year . Send subscriptions to James C Brickwedde, 
3101 11th Ave South, Minneapolis , Minnesota 55407, USA. 

************** 

Also there is the Country Dance and Song Society which for $35 
( $25 in USA) sends you a bimonthly newsletter, dance group 
directory, annual review and some discounts on events. Send 
subscriptions to COSS News, 17 New South Street , Northampton, MA 
01060, USA. 

************** 
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SIX FOOLS AND A DANCER, by Anthony G. Barrand 

This labour of love has been compiled over a period of several 
years and is, to quote, "a personal odyssey''· The author is an 
Englishman turned American so he writes with good knowledge of 
the behavioural quirks of both nations. The target audience of 
his book is anyone who becomes involved with the morris, whether 
it be as a spectator, a partner of a new "addict", a musician, 
dancer or any other role within the morris framework. 

The book clearly falls into two parts, the theoretical and 
historical aspects are followed by practical considerations. 
There are inevitable biases; he is a trained social scientist, 
he knows more about Cotswold Morris danced in Vermont than North 
West being danced in Lancashire, but even so the breadth of 
coverage is fine. Just to show the diversity of topics, he 
discusses how to establish morris as a tradition where it doesn't 
exist, reviews kits worn by the 19th century teams and examines 
the different roles of morris characters. 

There is a good introduction to the occasion and sense of 
tradtion of morris dancing, and a history of contemporary morris 
in America and England . This is followed by a short discussion 
about whether morris is street entertainment or something more 
(that fertility rite business again!). Tony then moves on to the 
practicalities of "making the music visible" being the relative 
importance of individual skills, set dances, fooling, jigs and 
when or where to dance. "Making the dance visible" covers the 
musicians' contribution. 

"Thursday is Morris Night", ( all about Morris Group Maintenance), 
was the final sectio n and I found this the most enjoyable. All 
those setbacks that we've had in the team have occurred 
elsewhere! Any team struggl i ng or starting afresh is bound to 
find something here, from ideas for new kit to how to deal with 
the "maturing" dancer or officer. Needless to say, as a 
moderately entrenched dancer of several years in one team, I 
disagree with some of his comments, but they are all worth 
thinking about. 

The Appendix is primarily dance notations and could be very 
useful to teams or teachers just starting out. The notes are 
meant to be complemented by a video which was due for release 
this year ( on All Fools Day!) al though I found the notes 
straightforward enough on their own. 

Beth Neill 

Tony Barrand is a founder member of Marlboro Morris and Sword and 
an inveterate observer of morris dancing and tradition. His book 
can be obtained through the Morris Federation and the Folk Shop . 
Otherwise for book and video try Northern Harmony Publishing 
Company, RD#l, PO Box 668, Plainfield, VT 05667, USA. 
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Jottings and reminders 

This is being written in a hailstorm in June! It's not been easy 
getting reliable weather for dancing so far: my first dance this 
year was done in waterproofs. I hope others have fared better! 

A plea to authors - I am delighted to receive contributions but 
please could you only send them to one journal rather than 
several, or else the morris die-hards who read everything in 
circulation end up with that feeling of deja-vu (or is it deja
lu?). Two to three sides of A4 is ideal, anything longer may 
have to be pruned a little or split across issues to avoid any 
one issue seeming a bit "top-heavy". Finally, could you clear 
any copyright issue if you have presented your ideas elsewhere? 
Thanks. 

In this issue I've put some brief biographical details of 
authors. Too much or too little? 

Keep writing and more importantly, keep subscribing and remind 
your friends to do the same! Copy date for the next issue is the 
end of October 1992 . 

Morris Matters is compiled by Beth Neill at 36 Foxbury Road, 
Bromley, Kent, BRl 4DQ. Thanks to Steve Poole and Jill Griffiths 
for all their help. 
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