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Sarah Jarrett

Anyone who knew Sarah Jarrett will have been
shocked and grieved to learn of her untimely
death. She died on Monday 28th March, after

several months of illness.

Her involvement with WMF went right back to
its start and, later on she was the first
Technical Officer, holding the post for a
year from October 1977.

Her morris-dancing history began in the Autumn
of 1971 at Bath University where she studied
Pharmacy. She was one of the original group of
girls gathered together by Betty Reynolds
following Roy Dommett's morris workshop for
women at the Sidmouth Festival. The group went
on to become the Bath City Morris Women and-
Sarah was their first Bagwoman ("Baggy Sarah"
to those who were there!). She was Squire the
following year and was both dancer and musician
during the rest of her time at the University.

After graduating, she started work in West
London, eventually settling at Kew, just into
her native Surrey. It was during this period
that Strand-on-the-Green Morris was formed,
Sarah being a founder member.

Only last year she made the break away from
the London area, moving to Derbyshire. Here
she made contact with Holywell Cross Morris
and looked set to continue her morris-dancing
career with them.

Sarah was a lovely lady and a fine dancer. She
will be sadly missed.
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Morris Dancing at Ascot under Wychwood

PS. Heath-Coleman

Idbury/Fledington
R

Shipton
u. y. #

v

Filkins

I have eldewhere described Ascot

under Wychwood, as the revival
knows it as a 'hybrid!
tradition(lf, and a glance at

Bacon's preamble to the section o

Ascot in his 'Handbook', where he
describes the collected information
as' "not wholly consistent” (2)

bears me out. Nevertheless, the
details of the dancing noted by
Cecil Sharp from one man on one
occasion constitute by far the
greatest input to Ascot as danced
today. Although Sharp was given no
more than three dances, (their
tunes and two other tunes), he
noted them in sufficient detail,
taken together, to give us a very
good idea of ‘'Ascot' as his source
would have danced it.
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Ducklington/Bampton

When Sharp visited Ascot on 15th
September 1911, he was told by an
old gancer, Benjamin Moss (born
1827(3) ), that there had been two
sides at Ascot in the 1latter half
of the 19th century - an 'old man's
side', with which Moss himself had
danced, and which had given up 30

years before (i.e. c1880(4)), and a
younger wmen's side, which had
lasted "a few years longer™ (5

It was from a member of that
younger side, William Pratley, then
aged 72, that Sharp collected the
jigs 'Jockey to the Fair' and
'Shepherds Hey', and the stick
dance 'Balancy Straw', as well as

the other tunes(®), His notation is

as follows:



JOCEEY 70 TS FAIR William Pratley
g Foot up .
i |9 ﬁ ﬁ 1 | 0 | I, ¢
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drlr he 1 SRR T G S o i fa o I%

88 lb— rb cross step

Rl R g | fa rb fa 1b
88 1b- rb : cross step-

£t/Ju

Two Dancers, A & B

Foot up A
Foot up B
Sidestep A
Sidestep B
Capers A
Capers B
Sidestep A

Sidestep A & B with capers facing one another and pause.
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William Pratley

S==¢

'! ¥ ) | 1 I i 21 | O T S )
Prof-ogc R T 1 hl rb fa v “fa rb ot ¥
cross step
et
1 E i | 1 S
0 rl10 gt e g rl 11 O beh O O beh O

0

clap both hands

rl= strike right ankle with right hand

11= strike left ankle with left hand.
In succeeding figures strike thighs,

Kimber's version.

breast and head as in

BALANCY STRAW William Pratley
; A
3 18t time 2nd x
, SES==s= S

: B
i < -0 XXX S oo %K % B 2 »
i 3 ; P ERAT L Yy 1 1 1 1 1

. »

1 i 3 1

‘: 11
@ = dib, X = tap.

Foot up: 6 bars 4/3 facing up; two bars cross step, jump and

ace

ront.

Stick: . Partners hold sticks in middle like pen. In first bar
) three times with butt ends; in 2nd bar strike butt
ends together three times(X); in 3rd bar dib as in 1st bar;

in 4th bar strike tips three times.

todds' is unclear in Sharp's mss.)

Half Hey: Turn out, two bars 4/3; 2 bars cross step, jump and
tap with partners.

Half Gip: 2 bars forward 4/3; 3rd bar cross step; 4th bar
EEIIE?'End turn c.el. (L(?) odds). 5th and 6th bars 4/3; 7th
and 8th cross steps, jump and tap across. (The letter before

Whole Gip: 2 bars cl. 4/3; 2 bars cl. to places, cross step,

ump an

tap across. Same repeated ccl.

Back to Back: 2 bars fwd. 4/3; 2 bars back cross step, jump

and tap across. Repeat in reverse direction.
Half rounds: 4/3 step throughout, with jump and tap across

at end of 4th and 8th bars. 4
Half Hey and Caper Out: End with 4 capers. On last caper

partners

while odds strike them in the middle.
6
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In view of the ‘inconsistency' of Benjamin Moss had not thought much

the Ascot information it 1is worth of the younger men's side, for he

pointing out the following features told Sharp: "Nothing of a Morris

of Pratley's dancing: that wasn't". He evidently danced
for Sharp, who noted: "Benjamin
danced a few steps to me 1in quite
the normal manner, straight leg

: etc.”". Moss further told Sharp:

1. His half-capers (spring-capers, "Never dance flat-footed, always on

forries) were Rlr/Lrl like your toe".

Bledington etc., not R11/R11 1like

Morris Book Bampton.

2, His sidesteps were closed (there

is nothing to indicate they mary Neal also met Benjamin “Moss,
were crossed), not open. The 53 yas told that 'Brighton Camp'
long sidestep sequence %3S had been a 'side-step and half-hey’
ss(rt)/4/ss(1t)/4/. dance. He also told her that the

- figures whole~gip and back-to-back
3. kHe did some kind of cross p.g  followed the pattern of
back-step. (William Pratley's) half-gip, to

wit the dancers had turned full
4. The notation of 'Shepherd’'s Hey' cyrcle with a galley in the fourth

shows that a 'short' foot-up was p,, (see Sharp's notablon of
known at Ascot. This may, however, 'Balancy Straw' above)

have been peculiar to 'Shepherd's 3
Hey', for the dance was never, to
my knowledge, noted with a ‘long'
foot-up.

5. Note also the singular notation : .
of the slows (see Appendix). Although we have no real reason to
believe that the dancing of the old
team was similar to that of the
younger team, Moss's descriptions
of the figures does suggest a
: : measure of commonality in the face
No hand movements are given. Thidof nearby Field Town (as danced by
may be because they were what SharpSharp's source Henry Franklin), for
might have regarded as 'regular', -/instance.
down and up with the double
stepping, for instance. It is
particularly unfortunate that there
is no indication of the hand
movements which accompanied the
'‘cross-step'. This could mean that _ —
there was no overhead movement, for Bénjamin Moss also gave Sharp a
otherwise Sharp would surely have list of dances, together with some
thought it worth noting. It could information about the dance-type
also be argued, but to my mind less (though here again it should be
plausibly, that Sharp thought an noted that the repertoire of the
overhead movement the natural Younger team was not necessarily
adjunct to any kind of cross the same):
back-step.




ASCOT DANCES

CONSTANT BILLY - stick dance

LADS A BUNCHUM - Handkerchief dance

MARLBOROUGH (heel and toe)
GLORISHEARS (leap frog)

OLD TRUNKO - corner dance
BLUEEYED STRANGER

MOLL IN THE WAD - stick dance

BANKS OF THE DEE - stick dance (sticks over head as Fieldtown)

POLLY PUT THE KETTLE ON (stick dance)
DEAR IS MY DICKY (double dance, i.e.cross over etc.)

VALENTINE - cross corner dance

OLD WOMAN TOSSED UP -~ cross corner dance
BRIGHTON CAMP Chidestep and half hey see above)
MAID OF THE MILL - handkerchief dance

GALLANT HUSSAR - single dance
BALANCY STRAW

PRINCESS ROYAL

FLOWERS OF EDINBURGH
HIGHLAND MARY

BLACK JOKE

JOCKEY TO THE FAIR

OLD OXFORD
SHEPHERDS HEY was a stick dance,

Benjamin Moss also told Sharp that
they had used to 'make their
obedience’ in initial and
concluding dances, but not in

special dances. This suggests there
was also some kind of Morris On and
Morris Off.

The repertoire is largely what one
might expect in the area. The
presence in the list of
'Marlborough' and ‘'Dear is my

Dicky', names which were otherwise
only recorded at Field Town, may
indicate that the (old) Ascot
team's closest connections were
with Wychwood area dancers or
musicians (although the latter tune
was also known at Sherborne, of
course, but as Lads a Bunchun).’

but if danced as a jig was clapped.

This is, in fact the case, for
Benjamin Moss told Sharp that ‘the
musicians at Ascot had been two
whittle-and-dub men from Finstock,

Thomas Langford and Stephen Dore (b
1804). Both had also played for
Finstock, and Dore may also have
been the Finstock foreman. He had
also played at Field Town(7), There
were close family connections
between the Finstock and Field
Town morrises, and Sharp's notes of
his meeting with Henry Franklin,
his source for the Field Town
dancing, suggest that the dancing
of both was similar, if not as good

as identical (see note on
Glorishears below) . Franklin
furthermore told Sharp that the
Finstock Morris was "like a nature

with Flield Town Morris" (8),



Sharp's limited descriptions in the

list are not wholly consistent,
Corner - dances are distinguished
from handkerchief dances, and a

-

single dance from a double dance
but both distinctions are needed in

respect of an individual dance for
us to know quite how it was
pecformed.

It is interesting that Balancy
Straw, which wWilliam Pratley gave
to Sharp as a stick dance, appears
in the Moss list as a 3jig only.

Pratley also told Sharp that 'Polly
Put The Kettle On', a stick dance
in the Moss list, was used for the
'Bacca Pipes' dance, although when
he danced it for Sharp he sang a
version of the more usual
'Greensleeves'.

Although Sharp only noted three
dances from William Pratley, the
combination of a side-step jig and
a stick dance is the best possible
for helping us to imagine how he
would have danced the rest of his
repertoire. A straightforward
side-step jig gives us most of the
'foot-work' stepping, slow
capers, plain capers, (and in the
case of 'Jockey to the Fair' also
spring capers), as well as the
side-step sequence (important in
respect of the side-step-and-half-
hey dances, and of corner dances).
The stick dance gives the common
figures and the manner of ending a
dance, as well as the way to hold
and clash sticks.

Comparison with practice in nearby
villages, especially for the
reasons given, Field Town,

suggests the following dance-types
for the titles in Benjamin Moss's
list:

CONSTANT BILLY: a stick dance
Constant Billy, Field Town?

MARLBOROUGH: heel-and-toe to the
tune White Joke as 01d Marlborough
at Field Tawn.

GLORISHEARS: leap-frog to the tune
used at Field Town. Henry Franklin
told Sharp that his Glorishears was
really a Finstock dance(9), and the
fact that both known Ascot

musicians came
for, Finstock suggests that the
same tume may have been used
(rather than the 'true' Glorishears
tune found at Bledington and
Headington(lo’). :

from, and played

as wusual (Trunkles).
The dance was not collected at
Field Town, but George Steptoe,
born cl1823 and once foreman, told
Sharg that they had done it in his
day (11} | salutes presumably twc
double steps then fall back to
place, either with cross step or
turning with a galley (cf
Ducklington, Minster Lovell,
Bampton and Bledinggon of
relatively nearby teams(12) : pote
that the kick in the 'Trunkles'
salute was restricted to teams to
the east of Oxford Headington,
Kirtlington, Hinton). Corners cross
presumably with side-step, spring
capers and slow capers
successively.

OLD TRUNKO:

BLUE EYED STRANGER: a side-step
and half-hey dance to the tune
'Morning Star' as at Field Town?

?

BANKS OF THE DEE: a stick dance,
"sticks over head"™ as ‘Bobby and
Joan' at Field Town? Or perhaps, as
there is no mention of turning, as
Constant Billy?

DEAR IS MY DICKY: as Field Town
('Dearest Dicky', cf also Sherborne
'Lads a Bunchun') - corners cross
'strutting', with plain capers, and
with slow capers, repeating each
immediately to place if my
1nterprf%atlon of the term ‘'double
dance' (13) is correct.

OLD WOMAN TOSSED UP: a corner dance

to the tune 'William and Nancy' as
at Field Town?

BRIGHTON CAMP: side-step and
half-hey, according to Mary Neal.
Benjamin Moss told Sharp that the
Ascot dancers often sang the
following words when they did this

dance:
Let the night be ever so dark
Be ever so wet and windy
I'11 return to my own true love
The girl I left behind me.

9




GALLANT HUSSAR: by analogy with
Bledington, partners cross with
side-steps, spring capers and slow
capers and then half-hey

successively. Not repeated to place
if my interpretation of the term
'single dance' is correctf

when a stick dance
p.152)7?

SHEPHERD'S HEY:
as Field Town (Bacon

to have
half-hey
annotation
in the Moss
‘Maid of the
Bunchun' were
{"Polly Put
Wad')
with no
likewise
dance
William

Camp
and

As we know Brighton
been a side-step
dance, the simple
'handkerchief dance'
list may mean that
Mill' and ‘'Lads a
similar. Those titles
The Kettle On', 'Moll In The
described as 'stick dances’
further qualification may
have been of the basic stick
type exemplified by
Pratley's 'Balancy Straw'.

The jigs may be compared with those
done to the same tunes 1in nearby
villages.

It is hard to tell when either the
'old man's morris' or the 'young
men's morris' would have been

active., It would be unwise to take
‘too literally Ben Moss's statements
to Sharp in 1911 that the old men's
morris stopped "thirty years
before®™, or to Carter in 1894 that
he himself stopped dancing
thiry-five years before. However,
as William Pratley was 72 in 1911
he is unlikely to have danced
before about 1860, 50 it is
possible that the two teams
co-existed at least during the
1860s. It seems that at one time
there was no team at all at Ascot,
since the Longborough men and the
Field Town men once fell out over
the right to dance there(15) -
which could hardly have happened
had there been an independent local
team. It may be that the earliest
Ascot team was actually raised by

outsiders, but there is no eviderce

of this.

Something remains to be said about
the early revival dancing at Ascot.
According to Roy Dommett, a team
was first raised by Re?inald Tiddy
at Ascot in 1912(16) A  Miss
Sinclair came (from the EFDS?) and
taught them Headington, and then

Bledington. They also knew William
Pratley's jig 'Jockey to the Fair',
which, however, they had from
Sharp. They did nothing derived at
first hand from tradition, and most

of the traditional dancers in the
village and around ignored them.
Their existence was, in fact,
frowned upon or even opposed by
elements in Ascot itself. They
stopped about 1916 because of the
war, although there was a team

again between about 1920 and 1925.

Tiddy himself tells how once, when
he was demonstrating some stepping
to a friend in the presence of some
old dancers, one of them jumped to
his feet, telling Tiddy in no
uncertain terms that he had "got it
all wron?' and proceeded to dance
himself (17] . as Sharp had seen
Benjamin Moss step "in gquite the
normal manner, straight leg etc.",
as I have already described, and as
Tiddy would presumably have stepped

in the EFDS fashion, that is 1in
Sharp's 'normal manner', one
wonders whether the old dancer was
objecting to Tiddy's use of
Headington-style cross back-steps
instead of the somewhat more
relaxed (if cross) back-stepping we

would expect in the Wychwood
(it is almost received wisdom
the cross back-steps in revivalist
Ascot are due to the influence of
Headington: it should, however, be
noted that Sharp's notation of
William Pratley's 'cross-step' |is
exactely the same as his notation
of William Kimber's 'cross
back-step'). Another possiblity is
that it was the (slow) capers which
Tiddy had "got all wrong".

area
that
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Having thus been earnest at some
length about the small details of
morris dancing practice in one west
Oxfordshire village in the
mid-nineteenth century, 1 feel I
should perhaps end by putting
things into perspective by quoting
an Ascot dancer. On one occasion
Reginald Tiddy had an old dancer,
then in his nineties, to tea, over
which Tiddy asked what the old man

had 1liked best about the old
dancing days. His answer? "The
fighting"!

APPENDIX - The Ascot 'Slow' Capers

‘Sharp noted William Pratley's
capers as:
c L /Jerdu /1R /1 3a /,
db db

where db must stand for 'draw back'
as described in vol.IV of  his
Morris book (1911): "DRAWBACK.
Sometimes, especially in caper
movements, a step is made backward
instead of forward, as the context
would otherwise suggest. 1In such
cases the letters d.b. (drawback)
will in the diagrams be placed

under the steps which are to made

backward..."(pl7). In MB IV, the
abbreviation is used: in the
‘description of the Field Town
half-capers (Bacon's forecapers,

the so-called 'beetle-crushers'):
Itf 1 Rl S ek B L J.

db db

accordance with Sharp's

in the Morris,

L, like Ju,

of the landing
In the Field

Here, in
practice elsewhere
Books, capital R,
signify the beat
after a caper/jump.
Note Books, Sharp in fact noted
Henry Franklin's capers, in
December 1910/Janvary 1911, as:

£t 1 Mr 1 /EE X1 /.

1 r '

Thus the notation in MB IV, as well
4% bringing the notation of caper
stepping into 1line with that in
earlier volumes (cf MB III, lst edn
1910, where the Bledington dancer
John Hitchman's forecapers are
given as: rtb Ju/ r L / 1ltb Ju 1 R
/ etc), shows that Sharp had
further analysed Franklin's
stepping, and introduced the
concept of the 'draw-back' between
January 1911 and 1its publication
later that same year. His use of
the term 'db' makes it seem likely
that Sharp was following his own
practice in the Morris Books when
he had noted William Pratley's
dancing in September 1911. If so
-Pratley first capered off the right

foot (r) to land on the left (L),
and then brought back his now free
right foot alongside the left to
jump and land feet-together
(r Ju), :
db

~i.e. the right foot is not drawn

back to a position of rest, but to
push up in the jump. In Bacon-style
notation the whole movement would
be something like R1%ey/ L =
ftj etc.

'1 have thus argued that there was
no 'toe-back' movement 1in William
Pratley's capers. The Travelling
Morrice noted the following slow
capers from Arthur Longshaw, a
member of Tiddy's revival side:
R L / rtb Ju. This is the basis of
revivalist Ascot practice, and may
derive ultimately from an
explanation by Sharp of his
notation, or by William Pratley of
how he danced. Both, however, seem
unlikely. Sharp's system of
notation was ‘adequate to describe
an 'rb' or an 'rtb' (his terms
after all) if he saw one, and Ralph
Honeybone, as I have mentioned,
told Roy Dommett that the revivedé
side danced nothing derived at
first hand from tradition.

1"
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(3)
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(5)

(6)

(7)
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(16)
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Morris Dancing at Filkins In English Dance and.Song Vol.44
No.1, Spring 1982

Bacon, Lionel. Handbook of Morris Dances.

Chandler, Keith. Biographical Index to Traditional Morris
Dancers....Morris Matters (MM) Vol.3 Nos 1-4. See especially
entries under Moss and Prateley (sic.)

Moss told Thomas Carter in Aug. 1894 that he had danced 35
years before, that is ¢.1860 (Manning mss) :

All Sharp's mss information about Ascot is in his Folk
Dance Notes II, 41-45. The relevant Field Notebooks contain-
ing both interviews and tunes are now missing.

Sharp mss. Folk Dance Tunes nos. 2675-6, 2682-4. The other
tunes are 'Highland Mary' and 'Polly Put the Kettle On' and
are as in Bacon pp25-26.

Sharp mss. Folk Dance Notes I, 258.

Dommett, Roy. The Background to Longborough (unpublished)
Sharp mss. Folk Dance Tunes no.2749.

See Heaney, Mike in The Morris Dancer, no.8, Nov 1980

Sharp mss. Folk Dance Notes I 258. Steptoe is described as
foreman in the Manning mss.

See Bacon's 'Handbook'; also my Notes on Ducklington In
MM Vol 5 No.1

Notes on Ducklington op.cit. and additions in MM Vol.5
nos.2 and 3.

See note 13.

Information given to the Travelling Morris in 1924, cited
in Schofield, R.K. Morris Dances from Field Town In
Journal EFDSS 2nd series 1928, no.Z2.

Information from Ralph Honeybone, a member of Tiddy's team.
Tiddy, R.J.E. The Mummers Play. Oxford, 1923.

Carey mss. VW Library, Cecil Sharp House.

Sharp mss. Folk Dance Notes II 84.

Sharp Field Note Books: Words 1912, I (Helm transcription,
University College Library, London. The wording is slightly
different from Sharp's own transcription in Folk Dance
Notes II, 84).

P.S. Heath-Coleman,
March 1983
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REVIEW )

The Bidford Morris

A lecture given by Roy Judge in the RVW Library, London,

on Friday 21st January, 1983.

This 1lecture was one of- a series
arranged by the librarian, Malcolm
Taylor. The roomwas packed and many
prominent researchers were present.
Roy, with an excellent style of
delivery, spoke of his findings in
the Ferris manuscripts. He had met-
iculously pieced together an assort-
ment of wmaterial to form a clear
picture of the revival of the Bidford
Morris in 1885/6 by D'Arcy Ferris.

A group of 'Rustics' were employed
by Ferris with 2 older dancers -
from Bidford and Idbury. Other sides
were contacted for advice and equip-
ment. The team, under contract with
rules on disciplineand behaviour
danced as part of a lecture/display
indoors. They practised for only a
few months before appearing in
public and at one point the repert-
oire seemed to have expanded from 8
to 20 dances in 5 weeks. Roy was

able to make a calculated guess as
to which were the older Bidford
dances, those apparently coming from
the Ilmington tradition and one
probably 'not genuine'.

The morris revival project ended
within one year due to lack of public
demand. However, the team continued
and were definitely recorded as
dancing 10 and 18 years later.
Contact with Sharp was limited but
Bidford was noted in "The Merris
Books" (Sharp and MacIlwaine) as
well as "Shakespearean Bidford Morris"
(John Graham). Sharp made an
embarrassing mistake over the tune
"Staines Morris"....but the details
can wait for the' present as Roy
hopes to publish his findings in the
Folk Music Journal. If the lecture
is any 1indication, the published
article will be well worth reading
-~ to the academics for the accuracy
of his information, and to non-
academics for sheer entertainment.

Sue Swift
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