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Opening Comments

The are times in the effort to produce this newsletter that could make you
pull your hair out. An unexpected, last minute change in the professional
life of one of AMN's planned contributors for this summer issue prevented
the submission of her article (That’s financially good news for her, a hair
pulling situation for me.) So... with some fancy foot work and juggling on
the telephone wires I got Rhett Krause to grant permission to reprint a
wonderful article on Morris in America during the early part of this centu-
ry planned for the fall issue to move up to the summer issue and moved
P.A.M. Borys’ final of three articles on Elizabethan Morris into the fall issue.

In April of this year, I attended and presented a paper at the Morris
Dance in America conference in Boston, hosted by the University
Professors Program at Boston University. One of the papers presented was
so thought provoking I asked permission to have it reprinted here in the
newsletter. Cynthia Whear agreed, did a major revision of her paper and
presents her thoughts in this issue. (See the following announcements on
how to get your full copy of the Conference’s Proceedings.) ‘

The tradition of inviting a morris dancing artist or illustrator to design the
front cover of the summer continues. Minnesota based artist David Wells
did this year’s design. Kelly Loftus once again treats us to the escapades of
Paul in ‘Moon Over Mortensfield’.

There are changes coming up with the Newsletter, so take the time to read
that part of the newsletter as well. Enjoy the summer!
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About the Cover

This issue’s cover was drawn by David Wells, a St. Paul artist who dances
with the Ramsey’s Braggarts Morris Men. The work depicts petroglyphs
first discovered by noted dance archaeologist Maynard Q. Caper in 1983, in
a rock shelter north of Frostbite Falls, Minnesota.

The drawings, at first thought to have been graffiti left by bands of roving
hippie ritual dancers in the mid-seventies, have been carbon dated to the
late Mesolithic era. Heavy traces of ragweed pollen at the site have led re-
searchers to believe that the drawing depicts the annual springtime “dry-
ing of the used handkerchiefs dance” of some of North America’s first hay
fever suffers.

!:hanggs !:hanggs s:hanggsl'l

When in Boston in April for the Conference on Morris history, a monumen-
tal occurrence took place. Three of AMN’s regional editors and myself met
each other in person for the first time. A summit meeting was held on
Sunday, April 7 in glorious: spring sunshine. We discussed several items
that heretofore were presented in letter form or on the telephone. The fol-
lowing items are some -of the decisions made:

Restructuring the catalog: The catalog in its present form is ex-
pensive, and it’s not clear how useful it was as a separately published
piece. Therefore two things will happen, the catalog will be discontin-
ued as a separate piece and integrated into the Annual Directory and
into each regular issue of the newsletter. The Annual Directory will
include a more expanded listing of the periodicals and membership
information of morris organizations worldwide. The back cover (in-
side and outside) of the Directory and of the three regular issues of
the Newsletter, beginning with the winter issue, will become “adver-
tising space” for the same kind of hard to find items that the catalog
so wonderfully highlighted.

New Publication: Coming in January, instead of a catalog mailing,
will come the first of what will be known as AMN’s Reprint
Series. This annual issue will feature single, full length articles pub-
lished in other journals or magazines that are high interest to North
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American morris dancers but are not readily available to AMN read-
ers. These articles are of a length that make it impossible to reprint
as part of AMN’s regular issues (The issue would typically be twice
the size of this issue). Other possibilities of such an issue would be to
cooperatively publish proceedings from morris conferences either in
England or in North America.

Subscription rates: The addition of the new issue, expanding the
size of the Directory, increased printing and postage costs, and some
necessary software upgrades require for the first time in four years
(?) to raise the rates. Beginning with the renewals of this issue, sin-
gle rates = $10.00/year or $17.00/two year; team rates (multiple
subscriptions to a single address; minimum of six) = $8.50/copy.

Remember, the more people who regularly subscribe, the more the
newsletter can do. Please also note that all editors and production
staff who work to keep this going volunteer their time. Subscription
rates reflect the cost of production. Thank you for sticking with us.

Announcements

Morris Dance in America:
Proceedings of the 1991 Conference

edited by Anthony G. Barrand, Ph.D. and Jocelyn Reynolds

Proceedings, in a bound collection, are now available of the papers given
at the conference “Morris Dance in America,” held at Boston University on
April 6th. 1991. The focus of the twelve speakers was primarily on oral
histories of individual North American teams, detailing the at-times
smooth, at-times turbulent development of style, repertoire, motivation,
and organization. Many aspects of the team stories will be encouragingly
familiar to anyone involved with a team and much of the historical and an-
alytic discussion will be new and stimulating, especially to team leaders
and morris scholars.

The collection is the first in what it is hoped will be a series of volumes
dedicated to aspects of American Morris scholarship. Several more papers
have already been received since the selection for the April conference
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was finalized and the editors welcome new contributions and extended
commentaries on the essays from this year’s conference. A “call for papers”
to be delivered at next year's conference on April 4, 1992 will be issued in
the late summer.

Copies are $10.00 plus $1.00 for mailing. To order, make a check payable
and send to: Morris Dance in America Press, c/o Dr. Anthony G. Barrand,
University Professors Program, Boston University, 745 Commonwealth
Ave., Boston, MA 02215

Letter To the Editor
Dear AMN :

During Memorial Day weekend, my team (Winfrey Bells) attended the
Midwest Morris Ale in Kansas City. We had a terrific time and made many
new friends. The L-O-N-G drive back to Dallas was an opportunity for me
to reflect on Morris dancing and to rethink the role of the Morris musician.

First, a bit of background. For many years, I was a magician. That’s MAGI-
CIAN, not musician. I was practiced enough to win the Texas state champi-
onship, lecture at the Magic Castle, publish two books, etc. My specialty
was sleight-of-hand, and my venue was restaurants and night clubs. In
other words, I worked for tips. Anyone trying to make a living this way
soon learns one important lesson: Your most important concern is your au-
dience. If you don’t communicate with the audience, and if their entertain-
ment is not your most important concern, then it won’t matter how good
your tricks are. They won’t enjoy the show. Since I did this line of work for
quite a few years I feel reasonably qualified to discuss the audience-per-
former relationship.

So, what does this have to do with Morris musicians? My concern is with
the practice of having the musician standing at the top of the set with his
or her BACK TO THE AUDIENCE. Why is this done, other than because “it’s
tradition”? Tradition be damned! From a theatrical (performance) view-
point, it makes no sense at all.

Consider, for example, that most instruments used for Morris project their
sound forward. As musicians, we are competing with the sound of nearby
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buses, people talking, children crying and ringing of some 300-plus bells.
Facing away from the audience almost guarantees that they cannot hear
the music! From the audience’s viewpoint, half of the show just disap-
peared. Your team is essentially dancing a silent ballet, accompanied only
by their bells. And those great traditional Morris tunes you’ve worked so
hard to master? Lost to the ether.

My own solution is to stand off to the side of dancer #1, facing about 30
degrees off forward, This ensures that the dancers can hear me but most of
the sound goes to the audience. If we are dancing with an audience around
us, which occasionally happens at fairs, I make it a point to walk around
the dancers and face a variety of directions during the dance, in the same
manner that a good public speaker addresses and makes eye contact with
all parts of an audience. Again, my goal is to ensure that everyone watch-
ing enjoys all facets of the show.

I can’t stiress the audience-show connection enough. When a side steps out
into public, the goal should be to present Morris dancing to the audience in
the most pleasing way possible. Any team that busks or is paid a fee
should critically evaluate their performance in this light.

A few other points to ponder...

1. Most of the instruments we play are unusual and interesting to the lay-
man. This is especially true of the pie and tabor. The audience wants to see
what you are playing. So let them! It adds to the show and hence, to the
audience’s enjoyment.

2. The musician can be part of the show. He or she shouldn’t upstage the
dancers, of course, and I'm not suggesting jumping about like a mime on
amphetamines, but there is no reason to stand there like a wooden statue.
Move about! Be dramatic! Dance to your own music! Remember that some
of the dances are quite long and repetitious. Giving the audience a second,
occasional focal point helps hold their interest.

I could also go on about vague, mumbled call-ons... but that is a topic for
another letter!

Sincerely, Carl Dreher, (alias Mr. Megaphone), Winfrey Bells Morris
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“Every Dance A Show, Every Meal A Feast'”:
Observation on the Role of the Conflict Between Identity
as a Performing Ensemble or A Social Club in the
Development of a Team

by Cynthia Whear

(This article is a revision of a paper originally presented at the Morris in America
Conference held at Boston University, April 6, 1991, It appears here with permis-
sion of the author and in cooperation with the Conference organizers. A complete

copy of the conference proceedings is available for $11.00 per copy from Morris

Dance in America Press, c/o Dr. Anthony G. Barrand, University Professors Program,

Boston University, 745 Commonwealth Ave., Boston, MA 02215)

Roy Dommett® once observed that there are predictable crises in the lifecy-
cle of a Morris team which can make or break the side. These crises includ-
ed issues around leadership, incorporation of new members/beginners,
and the ‘what next/boredom-with-repertoire’ syndromes. While the imme-
diate problems might be shared among teams, in my 15 years of teaching,
observing and performing with numerous Morris sides, I have noticed that
the timing and resolution of these crises is unique to each team. One team’s
solution to a problem may inform, but cannot provide the resolution to an-
other team’s crisis because the internal environment generating the crisis
varies with the team. For example, teams will have a leadership crisis at
some point, but: some have recurrent leadership vacuums, some only once;
some have it in their second year, another not until its tenth. Each of these
sides will find a different solution to their leadership issue because the
leadership crises occurred as a result of different variables. What a team
requires from leadership varies with the age of the side as do its resources
and skills. Crisis reflects a need for re-evaluation, and choices made at a
crisis point will represent factors in play at that particular moment.
Consequently, any apparent rule concerning the conditions which might
generate a specific resolution, or a prediction about results always had ex-
ceptions, were proving to be the rule.

' Motto of the Newtowne Morris Men.
*see “Crisis Points in Morris Sides™, Morris Matters, Vol. 8 No 1, 1985.
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In other words, as North American sides have developed over the past two
decades, it has become clear that they are separate organisms, not duplica-
tions of a prototype. It has also become possible to have a picture of what
does influence Morris sides’ “passages” (which I think of as “parallel heys.”)
Although no normative pattern of change has emerged which can be uni-
versally applied, what I have seen to be a consistent determinant of how a
team met the challenge of crisis was the team’s understanding of itself as a
performing ensemble vs. a social club at that particular moment in the
team’s history. This article will examine the role this conflict has had on
team dynamics.

Initially, in my early ‘years as a Foreman (and in the early years of North
American team formation), I be;lived a team decided to focus primarily on
either social concerns or performance goals. Various sides also saw them-
selves as deliberately making this choice. However, over time it was clear
the “choice” was not a simple either/or proposition. Gossip at the first Ales,
tours, and other Morris dominated events was characterized not by “who’s
doing what to whom”, but by discussions of problems of team dynamics.
Many of the problems were similar, and appeared to hinge consistently on
a conflict between artistic goals and social needs. Sides who specifically
designated performance as their primary purpose were finding conflict
with social desires, and members of more socially-focused sides were
wanting higher performance standards. Sometimes this conflict was am-
biguously expressed as wanting something “more” or “different”.
Paradoxically, the expression of these concerns took a similar form,e.g.,
leadership problem, though they were generated by different, even oppo-
site issues.

Through the years, it was apparent that an undercurrent of tension be-
tween the social and artistic aspects was always present to some extent on
every side. The degree of intensity varied with the individual teams and
within teams at different points of time -- sometimes barely discernible, at
other moments occurring as the source of much dissension and struggle.
But a new twist in this dilemma also presented itself. Some teams with a
high standard of performance and skills also showed a strong social focus,
e.g., the Bouwerie Boys. Universally acclaimed and admired as having one
of the higher standards of performance, they start their practice by meet-
ing in a pub and sponsor annual team social events such as a canoe trip.
The better they danced, the more parties they seemed to have. More and



