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( EDITORIAL) ]

As some of our readers may already know, the
EFDSS is taking a fresh look at the annual
Folk Directory. Criticisms levelled at the
publication in the past have included a general
feeling that it is not accurate or comprehensive
enough, and so the new editor, Malcolm Storey,
is making great efforts this year to include
all relevant information. For those who aren't
familiar with the usual range of material, it
comprises a register of song and dance clubs
(which is free) and classified advertisements
for performers, agents, craftspeople,publishers,
record companies, college courses and so on.
Performers are charged a small fee for the

classified ads - display ads are also avail-
able.

It is of advantage +to everyone that the
Directory should be as comprehensive as possible
so if you have any information that is at all
relevant, write soon to :

Peter Dashwood,

National Training Officer,
1, Gallow Tree Rd.,
Rotherham, :

South Yorks. S65 3EE
(Phone 0709 77084)

The copy date for the 1984 issue is 30 Sept83
so do it soon!
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This 1issue of Morris Matters was
written and coupiled by Jill Griffiths
Jenny Joyce and Alan Whear for Windsor
Morris, 24, Alexandra Rd., Windsor,
Berks. SL4 1HN.
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The Cotswold Tradition (1)

Simplicity ?

Wheatley

Stanton Harcourt
Bidford

In the 19th century all the sides
had a common repertoire of tunes
and dance movements through sharing
musicians, dancers and meeting at
Ales and competitions, yet each
achieved 1individuality. Today we
chose to emphasise certain aspects
of a tradition. What features
should be brought out at workshops?
What makes each tradition
different?

Many dancers are initiated to the
morris through "simple” traditions
which get them moving without much
demand on them in terms of
stepping. Such are seldom relearnt
when the dancers become more
experienced so they are often
performed just as learnt. Of course
they need as much skill to present
as any other tradition especially
‘age much wmust be wmade of what
features the dances have. Comment
will be made on 3 which are either
recent reconstructions or based on
memories of revivals such that our
knowledge of the tradition wmay be
deficient. However they are
satisfying to dance and traditional
dances surviving into the 20th
century were mainly simple.

Roy Dommett

WHEATLEY
Used the singlestep and a backstep.

The hands went up and down, with
the arm well bent at the elbow,
from near the waist to above the
head, with emphasis on the first
strong beat of the bar. The 1ift
that this gives the body is
exaggerated in the half capers

which are alwdays off the same foot.

Because the first move is a "1lift"
there 1is nothing 1in O02YS. The
figures are only Foot-up,

Whole-rounds and Whole-hey. Each is
danced with 6 bars of hopstep and
then the backstep and a jump, that
ie, no break half way. The hey can
be repeated without pause and the
Whole-rounds continued by dancing
anti-clockwise back to place. The
hey and rounds, especially 1in the
repeats, can be danced with half
capers 1instead of hopsteps. The
order 1is not fixed other than
starting with Foot-up and ending
with Whole-rounds and all-in.

described

Wargrave
Headington
Cuckoo 1is

were
of

Some of the dances
to Fryer in criticism
doing Adderbury and
vergsions. Room for the



the simplest dance and used tor the

boys and beginners. Shepherd”™s Hey
ig 1interesting because of the
stepping inserted in the clapping
chorus and the clapping instead of
stepping at the ends of
figures. The stick dances have

gimple bold movements, without half

heys! The tunes are all a 1little
different from the norm, the
Processional 18 a nice Brighton

Camp derivative and Trunkles may be

a Hunt the Squirrel. For a team
just over the hill from Quarry who
used to go around in the same gang
the dances are surprisingly
different.

STANTON HARCOURT

The reconstruction is based on a

verbose description of Nutting Girl
and over -brief descrip tions in
another source of choruses only.
Repetitions, similar moves by the
opposite or mirror moves do not get

mentioned. For example the
handclapping in Princess Royal 1is
given as r+l1 r+l1 r+l

1+r 1l4r 1+4r THr b
it probably means
r+l 923 jr+r x3 3141 23 ;b 3 !
1+r

Following Williams mss, there is no
jump half way through Dance-Facing,

Cross Over is done right shoulders
but left coming back, the
Forward-&-Back is facing opposite
not to side as in half gip, the
middles go up towards the music
every time in heys and the rounds
at the end open out before the
caper in. The backstep 1in all
figures is done facing opposite,

including the half hey, so that the
hands are out at side and almost
touching in a line along the side
of the set. No stick clashing on
Jumps in figures.

Greensleeves and Nutting Girl
"goey” dances, the former is not a
usual tune for a set dance.
Attention should be given to
standing upright in hitting y

ones
opposite. The stepping in Nutting

are

Girl 18 done facing up every time,
it is very vigorous with larger arm
movements than normal, and the step
is 1ike Eynsham with possibly a
pronounced slap down of the forward
foot in the “sidestep”. 1In the
Nightingale there is a choice of to
turn or not to turn when receiving.
The song tune “Nightingale Sings”
fits the dance, with the odds
hitting the evens 3 times, the odds
holding stick horizental, the
odds capering and hitting on the
middle beat of the bar, then half
hey and in the repeat the evens
hitting the odds. A suitable tune
for the Clock is "Grandfather”s
Clock”™, but as said before the
clapping intended 1is uncertain.
Beanplanting tune is something like
Badby. Brighton Camp 1s a pil3ce de
résistance, but it must be learnt
from different positions. It {is
recommended that the dancers keep
turning to their right between
clashes. Invented dances are Jockey
- 4 bar sidestep 1like Nutting, a
whole hey and 4 plain capers - and
Constant Billy with sticks like
bars 3-4 of Brighton Camp done
twice.

BIDFORD

Sources are Ferris  mss,
book, Sharp mss, Stone’s
local memories, boys' side
19507 8. Apart from
describing everything
spectator”s point of view, no
source 1s complete in 1tself. The
locals have insisted on a vigorous
single step. It starte with the
classical kick forward but the foot
is pulled back by 1ifting up to
produce "backpedalling” perhaps
an influence of the boots once
used. There is no backstep, but the
Jumps are high, and the sidestep
has the feet in line with no body
turn. Unlike other traditions,
there was flexibility in the figure
order, the choice of figures and

Graham
photos,
of 1late
Graham
from - a
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the performance of the cnoruses.
Informants said that the
"Handkerchief”™ dance using the

sidestep was done to many tunes and
the "Stick” dance movements could
be chosen by the foreman at the
time. The opening figure could be
Foot-up, both long and short,
Dance-facing or Rounds and the
final figure "Spiral”, Foot-up,
perhaps fast, Whole or Half-rounds.
The intermediate figures could be
done ad 1ib, even the same one over:
and over again. Besides the Spiral,
which is a morris off that doesn’t,
the dinteresting figure is the
"In-&-Out-Hey" in which the middles
move forward and back to avoid the
ends doing a normal hey. There |{s
of course also a normal hey. Locals
have 1insisted that the chorus
movements (4 bars) follow the
halves of every figure and not just
half heys as elsewhere.

STANTOK HARCOURT - "Sweet Rightigald®™ - col .Sharp ffom

Devil Among the Tailors and Heel
and Toe (Monks , March) tunes have
been obtained, but not the dances.
Some of the dances are wunusual,
Princess Royal {s a jig adapted for
a corner dance and includes the
only "slows". We Won“t Go Home Ti11
Morning is a simple dance like How
Do You Do (Headington), but 1t
switches to the chorus of the
Cuckoo”s Nest at the end for
handshaking instead of having =
teconciliation corner movement.
Bluff King Hal - a major version of
the Staines Morris tune - {8 very
unusual for a Cotswold dance,
having a 1logical structure going
from column to line of 6, to ring
of 6, rings of 3, back to line of 6
and then column. It would not have
been out of place at Campden but
for the holding hands in the rings
and bows. Fitting the dance to the
tune and trying aesthetically ¢to
improve the nods ete have exercised
many.

Shérbona of ABEdt
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PAIN OR

PLEASURE ?
A head count at the average folk
club or festival will soon reveal

that the paying audience outnumber
the organisers by at least 20 to 1.

So what, I wondered, persuades the
5% to take on an unpaid job which
makes them the butt of .criticism,
commits them to so much work that
they never really enjoy the event

they are involved in, and, if they
are like me, leaves them feeling

three years older and wondering 1f
it was all worth {it.

0f course, there are as many
different motives as there are
organisers. Some get lumbered and

seem unable to summon up the effort
to pass the burden on to someone
else; some like the power and enjoy
being one of the "in crowd"; but I
suspect that the majority have a
deep commitment to folk and like to
see a job well done. It 1s this
latter category who often feel most
grieved following critism of their
efforts and therefore miss the most
important weapon for change and
improvement - customer feedback.

Four years ago the organisers of
Whitby Folk Week set up a
questionnaire esystem to gather
imformation, views and general
comments from people who attended
the festival. At the 1982 event
‘over three-quarters of all
‘attending the festival completed
one of thege forms and used the

opportunity to complain about the
particular performers they had
taken a dislike to, the cow pats on
‘the camping field, the fact that
there was no bar in some of the
.halls or that there was a bar (in
.some of the halls, and the 1{idea
that they had to pay for half a
dozen festival events even though

they held a season ticket.

the
the

until one

positive
programme
could carry a

All very depressing
starts to look on
side. For example,
for the festival
short article on the problems of
finding a handy, clean campsite.
Also the decision was quickly taken
for future years for the season
ticket to cover all the festival
events during the week.

the
of
the

Other information gathered
forms indicates that over 302
customers had not been to
festival before and a further 30X
had not been 1in the 1last three
years - so it was obviously
successful in attracting
newcomers and past regulars
spite of the comments about
etc.

in
bars

In a similar way it is possible for
organisers to monitor the average
age of their customers, membership
of the EFDSS, and a number of other

factors which help in the
formulation of the guest 1list and
the placing of advertising. All
this has combined to ensure that
the 1983 event is likely to be the
best ever - in fact early demand
for tickets suggests that “house
full® signs may have to go up.

It seems that a week offering

excitement, variety and a very high
standard of entertainment is worth
putting up with a few cow pats forl

the

PS Many of the complaints about
the

campsite were from one of
booked Morris eides who
performed at the Festival. Six
months later they sent a letter
re-emphasizing how much they had
enjoyed the festival together
with a donation of E30
next year s event.

Thank you Chelmsford Morris you
have made all the heartaches
involved in organising the event
very worthwhile!

from Trevor Stone

botir-

towards .




(REVIEW

"Mr Hemmings Morris Dancers" 1982. A5, 12pp, 3 photographs. 40 pence.
Available from Brian Clark, 246 Saxton Rd., Abingdon.

ngEynsham Morris" 1983. A5, Bpg. 7 photographs. 40 pence.
Available from D.J.Russell, Willow View, Station Rd., Eynshanm.

"Traditional Bampton Morris Dancers" 1981. A6, 16pp, 4 photographs, 50p.
Available from Arnold Woodley, Honeymoon Cottage, Queen St., Bampton.

(An appropriate stamped addressed envelope should accompany orders.)

Over the past decade or so there and concluded with the expressed
has beena proliferation of publicity wish that both sides in Abingdon
material issued by morris sides in should coexist in harmony. The text
order to describe either the origins was reprinted in 1980 in an A5 format
and development of +the morris in which was visually more appealing.
general or that of an individual , '

club., Sometimes this has taken the In 1982 Jonathan Leach considerably
formof a single sheet given gratis, revised his first draft and produced
such as that issued by the Morris @& succinct account of the fortunes
Ring or by Abingdon Traditional of the morris in the town which drew
Morris Dancers on the Mayor-making extensively on newspaper accounts
in Abingdon, but more recently there anil mgteria __gathered by the early
have been a number of more elaborate C0llectors. Naturally, the Hemmings
booklets, including a handsome one family still feature largely in this
on the Winster Morris, which are history but with the general (though
generally offered for sale at a ot universal) acceptance of the
nominal price by the sides them- Hémmings side over the previous four
selves when performing. I intend Yéars the rather defensive tone of
here to draw attention to three such the first draft 1is absent. The
efforts from teams 1in the Oxford Pooklet contains three photographs:
area which, owing to their contents, 81 lmportant, previously unseeh shot

are historically important and ©f Thomas Hemmings taken during the
deserve to be more widely known. 188083 Thomas' sons Williamand James

at the Esperance Guild in 1910; and

a seldom-seen photo taken during.an

attempt to revive the dormant side
Mr Hemmings Morris Dancers first in 1930. Unfortunately, the quality
issued an A4 booklet shortly after of reproduction is not good, with
the side was formed in 1978, in which the photographs suffering the most,
there was great emphasis placed on but given the dearth of publighed
the crucial role of the Hemmings material on the Abingdon Morris the
familg in maintaining the tradition booklet, and in particular the text,
at Abingdon. This was produced is of great historical value.
g;rtly tci> establish credentials for '

e new side and partly to counteract The printing quality of the booklet
the diminishing mention of the'on the Eygagan Mgrris is, on the
HemninEs family as dancers and Mayors other hand, excellent: offset litho
of Ock Street in the publicity oflon a fine buff stock. Here the
Abingdon Traditional Morris Dancers, emphasis is visual, with a photograph



REVIEW )

reproduced on seven of the eight
pages. Of these, three are from
the collection in Vaughan Williams
Memorial Library, one is from
William Palmer of the Travelling
Morrice and was taken during a
Joint show in Eynsham in 1937, and
three have never before been seen
outside the village. The text, by
Michael Heaney, is pithy and utilises

a wide range of sources, including
references from local newspapers,
the early collections and oral

material gathered over the past four
years.Unlike “Bhe Hemmings booklet ,
with one whole page of text and two
photos, this one emphasises the per-
formance of the present revival in
the village. Of the three under
reviéw it is easily the most impres-
sive in overall quality.

"Traditional Bampton Morris Dancers"
is in all respects different to the
other two. A6 in format, six of its,
sixteen pages are given over to
advertising and this reflects the
motivation for its production, that
is to raise funds for the trip to
America by the Woodley side from
Bampton in 1982. The text is written
by Arnold Woodley himself and 1is
historically both the most inaccurate
and the most important of the three,
since it reflects the beliefs and
perceptions of a traditional dancer.
Arnold has been involved with the
morris for forty-five years and has

been more concerned with the history
of the morris in the town than any
other dancer. Like Don Ellis at
Chipping Campden, he possesses an
awesome ¢ollection of photographs
of his own morris side(s) dating back
to the latter part of the nineteenth
céntury. Unfortunately not much of
that collection is in evidence here.
We have one of the often-seen 1897
photos (wrongly captioned 1887)
taken for Percy Manning and published
first in the 1897 issue of Folklore;
two others (1932 and 1938) reproduced
in so small a form as to be largely
indistinguishable; and one of the
current side in 1980. The text is

sub-divided into short paragraphs on

The Bampton Tradition, Bampton Morris
Music, The Dancers, The Fool, Clown
or Jester, The Cake-Carrier &
Collector and the Ragman, each giv-
ing a brief description and contain-
ing nemes of the participants
and stories (Mainly from the oral
tradition)associated with them.

Given that these booklets are issued
as publicity material rather than
academic works, and withing the
limitations of the format, each of
the three succeeds admirably.Fot:the
reasons expounded in the review
there should be a copy of each in
the collection of everyone even
vaguely interested in the history of
the traditional Morris. '

Keith Chandler. 28 June 1983.

FOLKLORE RESEARCH 1983

A Register of Research in Folklore
and Related Disciplines

Provides details of current research

interests of over

90 individuals.

£1.00 +20p p&p :to CECTAL) from:
Derek Schofield, 10 Addison Close,

Wigtaston, Crewe.

Cw2 8BY
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( REVIEW

REPORT ON THE MOLLY WORKSHOP
at the George Hotel, Cranbrook
12th February 1983.

The Seven Champions held their

collected dance:- “Top cJuple Swing
to Bottom, Set to Partner”. This
provided the basis for several
interesting dances, the idea being
Eo give people practice at
innovation”, a basic must for any

first full day workshop on Saturddy Molly side. The evening was totally

February 12th. The workshop was

informal (probably the nearest we

planned for the last summer when ye 80t to the true spirit of Molly).

gave out questionnaires to anyode
interested in Molly, from which je
got detaills of that interest and
addresses to contact those peopld.
The thorough groundwork paid off 4ds
we had a turnout of over 90 for tﬂ!

whole day despite a heaqy
snowstorm. The morning sesglo
consisted of a talk by Dave Dye OE
Molly - 1its position as a ritua
calendar custom, its history
relevance and prevalance. The tal
served to enlighten all 4into the
lesser known “mysteries” of Moll

and used much recently-researched
information. The talk led into
discussion/questions on aspects o
Molly which took us up to lunch.

At lunchtime the weather relented
to allow a dance display from thd
Seven Champions, Dagger Lane Molly
(a new side from Maldon, Essex) and
Hammersmith Morris Men.

The afternoon session wa8 a dance
workshop led by Chris White
(original Seven Champions foreman),
the emphasis being on keeping to
the collected material rather than
the Champions' own interpretations.
The afternoon was rounded off with
a competition to “invent” a Molly
Dance around the notation of a

The workshop came about due to an
increased interest im Molly and the
knowledge that several groups were
intent on forming Molly teams. The
aims were to pass on the benefits
of our research and also foster
relations with potential
“competition”. The philosophy was,
and still is, that Molly shouldn’t
go the way of other traditions tth
became popular where jealoua}.
fierce rivalry and low danciﬂg
standards appear to be the norm. Hy
taking the initiative we hoped to
enhance the enthusiasm and purpose
of other sides whilet
simultaneously protecting our own
innovations and style from direck
plagiarism.

for
feel
repea

much room
was, we

The workshop had
improvement - but
successful and we hope to
the event with a different forma
in the Autumn. Latest news is that
a team of ladies from Paddington
(no name as yet) are practising
Molly and intend dancing out thiéd
year. Good luck to them and any
others.

The Seven Champions.

10
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Dance Notation

Wishford Garland Dance

Filmed at Folk Camp, 29th May '81.

Set : 8
Garland: Oak bough long enough to form arch.
Step : Cross over polka and skip change.

Once to yourself - all face in in circle, curtsey and dip garland
to centre, turn to right and repeat facing out, turn
to right again to face in.

1 ( 8 bar) Form set (circle or column, face in or up) and polka
on apot‘(away garlands)- :

2 (16 bar)Progressive Grand Chain from the top. Top pair cross
first, touching right hands, then bring in the other
dancers progressively, passing alternate hands, 1 bar
per pass, Others may sway garland while waiting to join
in. End in column stepping on spot, facing in, till end
of phrase. Last pair should be in place in bar 13.

3 (16 bar)Top and bottom 4s right and left hand star, knuckles
touch in centre, 8 bars each way, going round 13-1%
turns, turning in at half way.

4 (16 bar)Centre 4 right and left star while top and bottom pairs
turn partners, knuckles touch in centre, 8 bars each
way, going round nearly 2 times each way. End facing up.

5.(16 bar)"Outsides" - a single cast from top, top pair form
arch with garlands at bottom at start of bar 5 while
the rest come through and form set in reverse order.

As each pair reaches place they form arches as well.

Go under garland to garland. The 4th pair come up
under, but do mot form arch, and flow straight into a
regeat from the top to get the pairs back into original
order.

End with all forming arches and then turn and move

into a circle. (see diagram).

12
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(Figure 5)

6 (16 bar)The left hand one of each new pair, nos 2, 6, 7 and 3,

go forward to the centre (1 bar) swooping the garland
down and up into the middle, turn a } to the right and
retire to the next place on the left, clockwise,
holding the garland vertical (1 bar).

Then the right hand ones , nos. 1, 5, 8 and 4, move
similarly one place to right, anticlockwise. Each set
of 4 repeats this move 3 more times, 4 in all, to end
approximately in starting place. However the right
hand ones on their last move stop in the centre and:
turn round clockwise and the left hand ones also

face clockwise as diagram below.

4L 6 - &

2 A 8 2 D4
1?7 ?rsﬁ,,
5 v

r3

7 (16 bar)Double Star - clockwise with partner, touching knuckles,

8 bars, turn in as a pair, and come back to place.
End facing in in a circle then turn to face down and
move into a column. :

8 ('8 bar)The Rose - all face down and step on spot until it is

time to move. :

1st pair - bars 1-2 - dance down centre and kneel at
bottom, shoulder to shoulder, with garland in front

low near ground.

2nd pair - bars 3-4 - dance down and stop just behind

and to side of top pair, stoop down a 1little and hold

and hold garland out horizontally to side at chest level.
3rd pair - bars 7-8 - move down and stand Rehind 2nd
pair, holding garlands at head level at 60  to horizontal.
4th pair - bars 7-8 - move down and stand immediately
behind everyone, shoulder to shoulder, and raise garlands
up at arms length.

Wi
&~ 0N

Roy Dommett
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NORTH WEST MORRIS
WORKSHOP

WIGAN

There is much emphasis in print on than 16 or 24. Club style in hand
how dances were done rather than on implements, costume, footwear and
dancing them now. Problems exist stepping impose restrictions. Also

because the
procession any more, nor standing, interpretation, shuffling

done in
with the
available,

are often

Source:

Step
Hands

Music
Dance

dance 1is not usually written notations often need under-

full width of a road and development of figures to be

and numbers of dancers 1interesting or to contrast with

restricted to 8 rather other dances ina club's repertoire.

A member of a boys' side in the last decade of the 19th cent.

Polka, free leg crossed over, danced 'on your toes', knees
well up.

Short sticks held at bottom, shaken with twist of wrist on
first 3 beats of bar.

Jigs like Cock 0' North.

On the move : All figures except Grand Chain (6) done on the
move. Between figures walk forward with hands at sides.

Stationary : Instead of Walk Forward one can use "Qutsides”
to walk step, or drop it all together. The sequence to be
described takes 5 - 7 minutes so a repeat of all the figures
is not obligatory.

All figures have to be adjusted to some extent to be done on a fixed
dancing spot. There are six figures. It is aesthetically satisfying
to alternate simple and complex movements.

Simple moves adjusted to non-processional format:
Fig.1 Cross Over : Dance into line, right shoulder to right shoulder,

taking 4 bars. Continue to opposite's place and turn right to
face back, taking 4 more bars. Repeat to place, ending facing in.
The movement should be timed to flow with no pauses.

14

































