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Hot Air from an Editor

Con rents of AMN Volume 21, No I
Hor Air from an Ediror

Alisa Dodson
Who Follows Whom?, Parr I

Alisa Dodson

2

Jan Elliott
A Conversarion Wirh Morris Musicians

This issue of the AMN is the first in a long time to be dedicated to morris
music-a very important subject! We open with "Who Follows Whom,"
Parr I of a two-part article by musician Jan Elliott, based on her Master's
Thesis research. Next is "A Conversation With Morris Musicians," a com
pilation of twO interviews that took place twO years and two coasts aparr.
We hope you will enjoy the thoughts and the laughter contained therein.
Finally, there is a continuation of Jocelyn's Oral History project, this time
Part I of her interview with musician Jim Morrison. (Our next issue will
co ntain Part II of both the interview and Jan's article .)
In the practical matters arena, it's time to shift the AMN 's official
subscription/contact information . Due to the certainty that Allen is fin
ishing his doctorate in May, we have initiated the house-selling juggernaut,
and will be moving to a temporary address (no, we don't know where we
are going after that!). So, all queries/ info / letters/ kudos should be directed
to:
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Alisa Dodson, Compiler
The Oral History Projecr: Jim Morrison, Parr I
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Thr Amaican Morris Nrwslrurr is published three times a year, March/ April,
July/August, and November/December.
Individual subscription rates are $14.00 per year or $25.00 for a two year sub
scription . A team rate of $12.00 per subscription per year for a minimum of
four subscriptions mailed ro the same address is available. Overseas subscrib
ers add $4.00. All checks should be in U.S. currency, made payable ro the
American Morris Newslerrer.
The editors of the newslerrer are Alisa & Allen Dodson, Jocelyn Reynolds and
Peter ffoulkes . Correspondence and subscription inquiries should be addressed
ro American Morris Newsletter, clo Jocelyn Reynolds, 1399 30th Ave. #205,
San Francisco, CA 94122, phone (415) 731-7104; email <ffoulkes@slip.net>.
Regional edi tors are Joh n Dexrer (NY), John Mayberry (On tar i 0),
Adam Moskowitz (MA), and Ken Smith (WA). Covers redesigned in 1992 by
Lisa Friedlander of Minneapolis, building upon the original designs of
Barbara Prentice-O'Rourke of Bampron, England.
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Who Follows Whom?
Part I
Jan Elliott
When I was asked to contribute an article to AMN on the subject of
Cotswold morris music and its relationship ro the dance, I was both pleased
and a little apprehensive. Pleased, because this is one of my favorite sub
jects and one which provided a satisfying focus for my U.C.L.A. Masters'
thesis in dance ethnology a few years back. Apprehensive, because I sus
pected that AMN readers wouldn't want to wade through a lot of academic
jargon to get at a few cogent points, so I knew I had a lot of rewriting to
do.
I decided on a two-part article, addressing both general performance
issues and some of the practical elements involved in bringing movement
and music together. This first installment will explain how I came to be
involved with the subject of music and dance relations , and will examine
some ideas about what makes good music for Cotswold morris. Part II
will look further at participants' opinions on bringing music and move
ment together, and will offer some suggestions on how to improve com
munication between musicians and dancers-both verbal and nonverbal,
and both in practice sessions and "on the Spot" in performance.
Most of us know it and all of us seek it: that elusive "ideal" perfor
mance, the one which raises goosebumps in performer and spectator alike,
which allows for a deep and overwhelming immersion in the event, and
which creates, as Douglas Kennedy said, the feeling "not so much of do
ing as having something done to you."! Although there are many factors
which contribute to this kind of experience, I don't believe it can happen
unless the movement and music are in perfect sympathy. This brings up
the question for which this article is named: Who's following whom, any
way-musician or dancer? Who's leading? And if both feel as though they
are leading and following one another, how does the give-and-take actu
ally work? Opinions vary widely on these questions, but most dancers and
musicians I know find the subject intriguing and enjoy analyzing and dis
cussing their ideas and strategies.
Regarding my own experience, I grew up with music and dance of all
kinds, and "discovered" morris in the early '70s as an offshoot of my inter-
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est in international folk dancing. Since then I have danced and played for
many teams, first in the Boston area and around New England, then in
Los Angeles while researching my M.A. , and finally in Oxfordshire , En
gland, where I lived from 1992 to 1996. My longest association has been
with Ha'penny Morris of Boston , including several years as both foreman
and primary musician in the late 1980s. It was this combined role, more
than anything, which inspired me to write about music and dance rela
tions.
I had already begun to talk about the subject with other musician
dancers, both in- and outside of morris , eventually taping some of these
conversations. While in L.A . I chose five "primary respondents" from the
international morris community, whose interviews became the focus for
my thesis. 2 Later in England , as part of a postgraduate program in
ethnomusicology (though on a slightly different research topic) , I was able
to follow two village revival teams and their American "counterparts"
through a part of their practice and performance seasons, while actively
playing and dancing with several other teams in the eastern Cotswolds area. 3
I feel very fortunate to have had such a variety of experiences in morris
music and dance , and I am indebted to my teammates and to the many
people who have been kind enough to talk with me , sit through interviews,
lend me videotapes, dance for my playing and play for my dancing.
Acknowledgments complete, more or less, we can now return to the
subject at hand. I have always been fascinated with the relationship be
tween music and dance in any kind of conjugal performance, particularly
as dancers and dance musicians are so clearly interdependent yet often seem
to operate in different worlds, speak different artistic "languages," and
barely acknowledge one another. In some performance genres, the musi
cians and dancers come from different social or cultural backgrounds; in
others, such as ballet, the musicians and dancers can't see each other and a
conductor must bridge the gap. Many western art musicians view dance
music with distaste, believing that it ham'pers a purely musical expression.
In morris , however, the musical expression is the dance. And to many, the
dance is also music-"music made visible," as Maud Karpeles is widely
quoted. 4
Why are the two so close in this particular form? The ideas which
guided my inquiry had to do with five features of Cotswold morris:
The dances are composed mainly of leaps and jumps, small or large
aerial movements.
These movements are performed mainly in unison by a full set of
dancers (though some are of course done solo or in pairs, etc.).
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The performers are generally amateurs, encompassing many different
body types, ages, goals and abilities, and participating for their own en
Joyment.
There is a wide variety of performance environments , including dance
surface, weather, audience, etc.
The collected music is very stark in nature-for the most part a simple
melody which may be enhanced ad lib with percussion or harmony. (For
now, this item will be treated as a simple fact rather than as a starting point
for discussions on the 'traditional' nature of morris, the methods and bi
ases of collector$, etc.)
So fundamentally we have a dance form based on aerial movements
performed in unison to a sparse tune, by people of differing physical abili
ties,. outdoors in a variety of circumstances, for fun. What is the musician's
role in this?
First and foremost , of course, it's to have fun too: by enhancing the
dance, inspiring the dancers, and knowing that-although the audience is
naturally caught up in watching the movement-it is the musician who
defines good morris as much as (if not more than) any dancer. In fact, one
thought shared widely among participants is that to be a good musician
one must be a dancer. I do not necessarily agree, but I do think the excep
tion proves the rule. Rather than being a technical virtuoso, the musician
should understand what the dancers require to dance well , and the easiest
way to know this is to have felt it physically. Without the experience of
dancing, a musician runs the risk of approaching the music too cerebrally
or focusing only on sound, and missing the opportunity to provide the
dancers with exactly what they need.
The following may be considered a basic checkliSt of dancers' musical needs:
1. Confidence and trust between dancers and musician, s including the

2.
3.
4.
5.

ability to clearly see and hear one another, and knowledge by everyone
of the basic style.
A suitable-or better yet, perfect-underlying tempo.
Rhythmic flexibility, appropriate to the elements of the dance.
Inspired and inspiring music, melodically speaking, with regard to
articulation, dynamics, phrasing and embellishments.
Where applicable, percussion, harmony, andlor counter-melody which
enhances the performance.
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6. An awareness by the musician of elements unique to: a) the particu
lar dance; b) the specific set of dancers; and c) the immediate situation,
including tiredness, dance surface, weather, injuries, drink, etc.
Note that #6 leads directly back to #1. All these items are interrelated,
and the list is not meant to be complete. Nonetheless, each point is worth
considering on its own.
Confidence and trust
I consider this the most important item, because no maner who is sup
posed to be following whom, when there is mutual trust both dancers and
musician know that the performance will work, no matter what. Know
ing this, they can relax and enjoy what they're doing. Without this ele
ment , movement or music or both can be stilred, hesitant, or merdy
perfunctory. Trust is most easily achieved, of course, when the dancers
and musician have been working together for a long time, and especially
when there is a good working relationship between musician and foreman;
however, most experienced musicians are asked to play for unfamiliar danc
ers at some point. In such a case, confidence may be enhanced by a
musician's solid "once-to-yourself," along with attention to the other fac
tors on the checklist.
The dancers, for their part, should feel confident in the style, and trust
their set leader (usually in #1 position) to communicate appropriately with
the musician. If anything should go wrong, it is good to understand be
forehand-or at least for the set leader to intuit-who can best adjust,
dancers or musician. I personally think the musician should be accom
plished and knowledgeable enough to adjust quickly, but if that doesn't
happen it is up to the set leader to organize the troops with a well-timed
call.
Suitable tempo
One of my favorite quotes comes from that most musical of choreogra
phers, George Balanchine. When asked what he would choose if granted
a single wish, his answer, without hesitation , was: "Perfect tempos all the
time. " 6 This underscores my own belief that the most wonderful morris
can only happen when the music is at the optimum tempo for the danc
ers. Part II of this article will get into the nitty-gritty of finding that ideal
tempo , but I'll start here by saying that the moment of truth for any mu
sician is the dancers' first big movement-usually a jump or caper. Back
steps aren't as indicative, as they have twO rhythmic elements (a step and a
hop) and can be performed comfortably in a comparatively broad range
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of tempos. A jump or caper, on the other hand, has only one big aerial
element, and most people agree that it is most spectacular and effective
near the limits of a dancer's ability. Put six people in a set, jumping in
unison, and the musician clearly has a crucial (and potentially very satisfy
ing) task.
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Jump (Oddington): Ha'Penny Morris, NEFFA Festi val, Natick, MA , April 1989.
The dancers are different heights from the ground, yet the effect is one ofunity because
ofthe similarity ofposition- each appears to be at the peak of her jump . Kari Smith.
pipe & tabor, watches #1 (hidden from view in photo) . Visible dancers L-R:
Karen Skoff. Marcie Van Cleave. Cathy Henson. Karen Mueller -Harder. Jan Elliott.
© Ha'penny Morris

Rhythmic f1exibility
Given the above example, it's easy to see that the rhythmic elements of
morris music must be flexible to help the dancers achieve their best per
formance. Once an optimum tempo is determined (through years of prac
tice, spontaneous evaluation, preliminary cues from the set leader, or
whatever), the musician should NOT assume that the tempo remains im
movable right through the dance or up to the slow capers-nor that the
slows are exactly half-tempo just because they're written that way in the
Bacon handbook [A Handbook of Morris Dances by Lionel Bacon, pub
lished by the Morris Ring, England, 1974 - ed.J . The dancers will expect
the musician to be consistent and dependable as far as placing the beats to
match their footfalls, and some may think that their steps are in perfectly
even time. (These often turn out to be the dancers who say that they "just
follow the music.") However, because of the aerial nature of the move
AMN 21 No 1 (. 6 .:. Spring 1998

ments, there is more rhythmic flexibility involved in morris than in other
more ground-based dance styles.
One phenomenon which is noticeable even to non-dancers is that many
morris dancers double-step in 6/8 (or 'jig time'), even when the music is
plugging away in a steady 4/4.7 Musicians: try playing a 4/4 tune so that
it would match a 6/8 dancer's feet-even exaggerate the effect. Now: in
reality, you should be able to give a subtle hint toward this tendency, but
no one should notice except you, not even the dancers. It isn't easy! Ob
viously this tendency is more or less marked depending on the dancers and
the style, but it is something to consider in playing traditional tunes and
especially in choosing or adapting tunes fot new dances. (Once I sponta
neously changed a 4/4 tune into a 6/8 one, to the dancers' delight; it has
remained that way ever since. )
Another strategy is for the musician to watch the dancers' upper bod
ies, which are more fluid in their movements and often under greater rhyth
mic control than stressed-out lower limbs. However, if the two are not in
agreement, the feet will probably land early-and in some movements, such
as plain capers, the arms deliberately move "behind" the beat. Which part
of the body should you watch-and whose? With six dancers, who will be
the most together? Then there's the sound of the bells: if tied loosely, they
ring after the beat, which can be distracting, especially if the group's foot
falls are haphazard. And in stick dances, the stick-striking is often rushed.
Ideally, each team ought to consider these potential minefields and strategize
as a group. I would advise musicians to experiment and discuss such things
in practice, but in performance always move toward what you know best
or what the dancers do naturally.
Part II will provide more details on the crucial issue of rhythmic flex
ibility. Until then, consider this: a good musician can make the dancers
dance better-much better-than they ever thought possible, and I be
lieve rhythmic flexibility is the key element.
Inspiration and communication
The musician must love to play music and enjoy playing for dance. It's
difficult to be inspired by a musician who is in fact a dancer, who really
prefers to dance and would rather not play, except that there's no one else
to do it. As Tony Barrand said in his instructions to would-be team
founders: "Go, therefore, into the night and start looking for a musician
before you drag in those unwilling bodies .. . They will never get it right if
the music isn't right."8 Alan Whear, a longtime musician for Windsor,
suggested the following quote be hung around the neck of every morris
musician: "You can dance badly to good music, but you can't dance well
AMN 21 No I .:. 7 .:. Spring 1998

to poor music."9 Once a tempo has been chosen and solidified, that's when

the fun really begins.
I believe-though many may disagree-that the collected melody is
no more than a springboard for interpreting the movements a musician
sees right then and there. I learn the melody first, but I don't feel that I
have to play it exactly as it is in Bacon. For example: is a sidestep sequence
coming up? How can it be guided or reflected in sound (without destroy
ing the tune)? Should the hop be elaborated with a grace note, should the
downbeat be hit hard, should a passing note be removed, or what? Again,
musicians, experimen t in practice and pay attention the dancers' re
sponses-though in many cases they may be unable to articulate what they
feel. Edie Leicester of Sunset Morris described combining a smoother ar
ticulation with a slight decrease in tempo for the transition into the
Bampton "Twizzle" sidestep sequence, after which a dancer came up and
said, "Wow-that is the best you've ever played that!" But he couldn't tell
her why.
Find your own way of enhancing each movement or sequence, and
then try to settle in to it and be consistent. It really hel ps, especially in the
matter of trust (there's item #1 again).

Galley (Asco t-ttnder- Wychwood): Ha'penny Morris, Sidmottth Folk Festival, Devon,
England. Th~ free leg shows differences in gattq style and timing, but the upper body,
the angle to th e ground and the lise of the standing leg give an effect of togetherness.
Jan Elliott plays concertina, taking in th e gestalt of the whole set. Dancers L-R:
Sukey Krause, Deb Small, Meg Ryan , Barbara Finney, Marcy MorgO/besser,
Barbara Grandberg (partly visible).
© Ha'penny Morris
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Percussion and harmony
This is a follow-on to melodic concerns, and is largely up to the individual
musician's aesthetics and capabilities. Some suggestions will be offered in
Part II, but the musician should always keep in mind that the sound must
always serve the movement. Percussion speaks for itself-dynamics, drum
rolls, rim taps and silences, for example, can all be used to great advantage
in morris, which is why the pipe and tabor was and is such a favorite in
strument. Regarding harmony, if you find a terrific chord sequence or
counter-melodic enhancement, try it out in practice by all means. But be
ware of "extras" which may work fine musically yet confuse or detract from
a movement's accent, or the ebb and flow of a sequence. The audience is
there to enjoy the whole performance, of which the music is merely a
humble adjunct to visual elements (at least on the surface) . If you want
folks to know what a talented musician you are, you can always wow them
with pyrotechnics during breaks.
Awareness of Performance Specifics
This is prerty much self-explanatory. Have the dancers had a rest? Is this
a corner or stick dance, in which they will get breaks, or a sidestep half
hey where they dance in unison throughout? Are there big capers, for which
they must save their energy? If the dancers and musician are to trust each
other, all must stay focused on the immediate issues of performance, even
if these stray from the ideals worked out in practice. Regarding tempo,
for example: you (as a team) may decide you can dance quite slowly, but
if in performance the dancers ate flagging or looking heavy on the ground,
the musician would do well to nudge that tempo up and lighten the ar
ticulation to get the dancers back in the air!
This is a lot of information to consider, but you may have found a
couple of threads running through this article. Firstly, trust between mu
sician and dan cers is crucial to a good performance. And secondly, prac
tice is the place for experimentation~ideally, plenty of it with lots of
feedback both ways-whereas performance is generally NOT the place to
throw in something new. I'm not saying a clever musical joke can't ever
help enhance a performance-it most certainly can! -but just that un
certainty on anyone's part can be seen and felt by an audience . Keep it
simple, keep your team goals in mind and let the joy morris gives you shine
through.
Next time: Musicians, foremen , etc., talk about how to improve com
munication and technique. Specific examples of music/dance matching,
practical experiments, and success stories!
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A Conversation With Morris Musicians

Endnores
I Douglas Kennedy, ''To rhe Dancers :
A Live and Buoyant Carriage," English
Dance and Song, II(3}, 1938, p. 38.
2 Those interviewed for my Masters' rhesis include Andra Herzbrun Horron of
Marlboro Morris and Sword (a ream foreman who plays pipe and rabor); Tom
Kruskal of rhe Pinewoods Morris Men (anglo concertina player and dancer); Edie
Leicester of Sunset Morris (a pipe and tabor player, now playing for Newrowne
and dancing wirh Muddy River); Tim Radford of Adderbury and Kirrlingron (squire
and foreman , respecrively-and also my husband); and Srephen Wass of Adderbury
and Bloxham (a melodeon player and ex-dancer). One regrer was rhar I was un
able to interview a morris fiddler in deprh . However m y U.C.L.A. advisor, Colin
Quigley, plays fiddle for morris and we had some fine discussions . Adderbury
fiddler Chris Leslie provided addirional information, and I was able ro rranscribe
his playing for my rhesis.
3 I followed The Tradirional lImingron Morris Men and Sherborne Morris in
England , and the U.S.A. reams Marlboro Morris and Sword and the Bouwerie
Boys, who base their key repertoires on lImingron and Sherborne respectively.
During that rime I performed with Kirtlingron, Rogue and Bloxham, and video
raped teams su eh as Adderbury, Bampron, Chipping Campden, Abingdon, erc.
'As Gene Murrow recently reminded mc, rhe original quote is atrributed ro Imogen
Holst.
5 For consistency, I will use dancers (plural) and musician (singular) unless orher
wise specified. This is meant ro cover all situations, including the classic (and
perhaps the best): six dancers and one musician.
6 Merrill Ashley, Dancing for Balanchine, New York, E.P. Dutton, 1984, p. 153 .
7 Audience response ro lecrure/demonsrrarions at Union College, Schenecrady,
N.Y. , 1986; Wesleyan University, Middlerown, CT, 1989; Goldsmiths' College,
London, England, 1992; dance conference in Skierniwice, Poland, 1994.
STony Barrand, Six Fools and a Dancer, Northern Harmony, Plainfield VT, 1992,

p.77.
9

Alan Whear, personal communication, 1989.
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Alisa Dodson, Compiler

...

This article is a compilation of twO conversations with morris musicians,
held nearly two years apart on opposite coasts. Allen Dodson, AMN co
editor and himself a morris musician , moderated the discussions. The first
was held at the Marlboro Morris Ale on Sunday, May 26, 1996. Partici
pants with Allen were Andra Horton , Tom Kruskal and Jessica Murrow.
The second was held in San Francisco on Saturday, January 24, 1998, with
Jon Berger, Stanley Kramer and Kimberly McKittrick participating.
The same general topics were covered in each session, but not all the
participants answered everything, and , even on the same date, not all of
them were present at the same time. I was not present for either interview,
but worked from transcripts provided by co-editor Jocelyn Reynolds.
There was a great deal said that is not in this compilation-we cannot
afford to mail an AMN the size of a phone book! What is here is in the
words of the participants, so it might be helpful to identify them in a little
more detail. The following list gives their name, team affiliation , type of
team (men's, women's, or mixed) and instruments played:
(J B) Jon Berger: Berkeley Morris, CA; mixed; fiddle and melodeon
(AD) Allen Dodson: Mayfield Morris & Sword, CA; women; formerly
Ann Arbor Morris & Sword, MI; mixed; melodeon
(AH) Andra Horton: Marlboro Morris & Sword, VT; women; pipe &
tabor
(SK) Stanley Kramer: not active with team at present; formerly Deer Creek
Morris Men, CA, men; and Berkeley Morris, CA, mixed; pipe &
tabor and fiddle
(TK) Tom Kruskal: Pinewoods Morris Men, MA; men; concertina
(KM) Kimberly McKittrick: Mayfield Morris & Sword, CA; women; for
merly Shambles, TX; mixed; fiddle
(JM) Jessica Murrow: Bouwerie Boys, NY; men; pipe & tabor and melo
deon
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H OW D ID YOU GET STARTED?

AH ... In the long run, that's really what influences your style ... the choices

TK 'Cause I can't dance anymore. (laughter) That's why most of the people

that your team makes , and what you need to do to support the team.
1M ... it was really John Dexter taught me everything about how to play
for morris. Absolute-you know, he really has his style. Which he taught
me .
1B Dave Ricker, who was the sort of full-time musician for Pipe & Bowl.
Dave was a really good, solid fiddle player ... I spent a lot of time at the
Renaissance Faire stage, just sort of watching his left hand, and learning
the tunes up there. I think he was really good, and he was a big influen ce
... and John Kirkpatrick. And-who else? Martin Carthy. He's been a big
influence. His morris playing is absolutely wonderful. He does things with
that guitar that cannot be replicated on any other instrumem.
AD ... I think what got me excited about morris- I had seen it a little bit,
in this country, but then I went to England, and I saw John Kirkpatrick
playing for morris .
SK From the recorded medium, I, to this day, think of some of those John
Kirkpatrick (tunes on Plain Capers) as almost the definitive interpretations.
... Concerning any art form-or, any traditional art form-I think that
you have to first be an appreciator, before you're an artist. And the times
that it gets exciting to play, are when you're excited about the quality of
the dancing ... When I hear it well done, and when I see it well done, then
I say, "Ooh, could I be a part of that? " And then it follows from that, to
take part in it. So .. . who was it who excited you? And that would be the
Bruce Hamiltons, and Edie (Leicester) .... There were other dancers that I
saw early on: a young man in Kentucky from 30 years ago. Who actually
only danced briefly himself, but was probably the best morris dan cer who's
ever lived .. . Douglas Duff. Who morris danced in his high school years.
Came down from the hills, but was very taken by the bright lights of the
city, and went on ro (be) an insurance sort of person .... Jim Morrison
plays a fine morris fiddle. I came back from Christmas School one year,
thinking that was the high point of my year, actually, was Jim's morris fid
dling. It's very exciting.
KM ... when Jim came out and did the Papa Stour workshop with Mayfield,
and I guess I'd had a tape of his playing the Papa Stour tunes, that I was
listening to before going to that workshop. And I wanted to play that tune
like Jim!

on my team want to play-half the team wants to play, these days .. . in
the beginning it was like, nobody played.
AH That's actually how I learned my instrument, was 'cause somebody
had to do it. We didn't have a musician any more.
KM The first time that I saw morris dancing ... I was in the middle of a
period of not playing violin at all ... so I was taken with it, but not enough
to get the fiddle ou t. ... then, moving to ... Houston, ran across it, with a
group that wanted another musician. And I had just started playing again,
for contra dancing, and wanted to playa lot, so they got me to rehearsals,
and they got me started playing, and two months later, their primary
musician quit (laughter) . And I was-l was it. ... It wasn't so much, at the
tim~, that I started doing it because I loved being a morris musician. It
was because these were my friends. And they needed a musician.
AD When I started playing for Ann Arbor, that was kind of what hap
pened too, was they had a musician , but he really didn't want to play for
them anymore. He wanted to do different things, so , as soon as they fig
ured out f wasn't going to leave (laughter) that was it.
SK I danced country dancing before I played. So I came up through that
tradition.
1B Up through the ranks ...
KM To the heights! The heights of musician-dom!
lB From themailroomofbeingadancer, to (laughter) the CEO posi
tion! . .. (I gO! involved) through the Renaissance Faire . I was actually the
very first musician for the group of morris dancers which later schismed
into the Pipe & Bowl, and Merry Pranksters ... several of them had learned
morris from Richard Chase, and taught me a number of tunes by hum
ming them at me.

WHO INFLUENCED YOU?
AH There were three people who were really influentia} for me. The first
one was Marshall Barron, who was the first person to teach me about dot
ting the notes. And then Fred Breunig, who really taught me how to do
that. And then listening to Tom (Kruska\).
TK I listened-well, that William Kimber-that tape, was how I got
interested. I heard that when I was 14. When it just came out, actually!
And that's why I bought a concertina. I just fell in love with that sound.
... beyond that, it's being interested in learning, and listening to people.
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WHY DO YOU KEEP DOING IT?
AH I think it's really an art, and it's a challenge

to figure out how to do it
well. And then once you do it well , you become as much a part of the
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dance as the dancers , and you're just dancing, but with an instrument. It's
the same thing, and then what kept me doing it was my inability to dance,
because of my breathing, so it was a way for me to still dance and breathe
at the same time .
1M The first thing I thought was that it's the thing that keeps music in me
alive, 'cause I'm not a performer any more. I'm not a professional musi
cian any more. So it was my link to still playing. And , that's why I kept
doing it for awhile. And when I started to get really bored for a while,
there, that's when 1 started playing melodeo n, so it kicked me back in. And
the other thing is that tradition works for anybody. I mean, why doesn't
anyone stick to anything .. . it's like "religion. " It's "tradition." We've been
doing the same thing well for 20 years-it's a great experience. There's
something about it-if we could say what that was-! (laughter)
AH Having a place, and being part of a group is really important too.
ThaI same group of friends get together every week, and that's what you
do in that group of friends.
1M And they miss you when you're gone! (laughter) And that feels good!
AD Right. And you Oessica) and I both have the same experience, that as
musicians, that's the only way-we're playing for a team of the opposite
sex. So it's the way you get to interact with that group.
AH ... at first, there's the thrill of learning it. And then you learn it. And
there's the comfort of having it, and knowing it. And that feels good too.
And then there's this little bit of discontent. "Well, you know, maybe I
want to learn something else," because you want that thrill of the chase
again. Bur then, wh en you work past that, then you come back to what
you have, and you see that what you've done is you've just tasted the first
level of it. And there's lots-it's like a relationship. And you keep falling
in love, over and over again, with the person you choose ... if you're lucky
enough to be able to do it, then you're always finding out something that
you didn't know was there, or maybe it wasn't there. Something changed
to bring it up ... That's a law of nature. Nothing stays the same. Every
molecule in this world moves , even in rocks. So how can we expect the
music to stay the same? Or the dance .
AD I think one of the things that keeps me going is, there's that intellec
tual part of it ... you never get to the po~nt where you are done-you're
always playing around with new things. And the other thing I find enjoy
able is, sometimes there's that sense, when a dance has gone really well,
and the set knows it went really well, and you know it went really well,
there's that kind of inner thrill of knowing that you did some really special
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stuff to make it happen. That's kind of fun. That happens often enough
that you get through the times when it doesn't!
KM One of the things that I find when it feels really good, is that a feed
back loop gets going. And if the dancers get started dancing in a way that's
really powerful, and maybe part of that's because of what I've done, start
ing them into the dance, and maybe it's just them dancing, then I respond
to that, and it goes back and forth .

•

HOW DO YOU DO IT?
What do you do that's special?
When I feel I've done a really good job, it's because I feel that I have
really pulled the dancers together, and ... imposed a consensus, if that's not
an oxymoron ... (I've) facilitated a consensus among the dancers ... I try to
take from the dancers what it is they want the rhythm to be, and kind of
give that back to them, so that they can all go along with it.
TK To me, that's the goal ... they think they're dancing really well, but
you're changing the tempo for them, but you're not losing the beat. Which
is one of the issues here, that I feel strongly about ... with my own playing,
anyway. When I listen to some musicians vary a tempo , to me it's too much,
and you lose the essential beat of the dance ... Bur you can do a lot with
out that.
AH When you've got a group of six people .. . there's that basic tempo for
the figures, that just doesn't change. But then , maybe you'll go into doing
forey capers, and maybe it'll be a day when it's really hot, or really cold,
and they can't, for some reason, get those capers at the same tempo as the
double step, so, you realize that, and do what you can to help them.
1M I think everyone tries to drive the beat in a way that makes the danc
ers lift their feet. I mean, that's the most important thing, is try to get
them off the ground, and the place that I really like to see how I'm doing
is in rounds ... they should look like they're flying ...
TK In certain dances, there's a certain figure that just feels good, a little
fast or a little slower, and the way you do it, go into it, is critical ... and
you've got to do that, but you don't want to do it so much that it's notice
able.
AD I think it would be very hard to see the music written , the way most
of us play! These little nuances in it! ... the challenge for me is to keep the
music-as you say, to keep a beat, and keep that bouncyness-a sort of
jauntiness, so that it's interesting, and not just sort of "born born born born."
... if you're playing for teams that favor fairly slow tempos, how do you

IE
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balance that-it's easy to get so caught up in the jauntiness, that you let
the tune run away .. . you've got this whole set of contrasting things, that
you're trying to do all at once.
TK I imagine myself dancing. When I'm playing. You probably do that.
Which kind of means that you need to be a dancer to play.
AH Or you need to really understand the dancing ... I think that's the key
to being a good musician , is dancing the music ... I know that what my
beater does on the drum is exactly what the feet are doing. I'll play the
tune on the pipe with my left hand. But no matter what the step is: if it's
a galley, I'll play the beat of the galley ... my drum plays what my feet would
do.
JM I think I drum a little differently than most morris drummers ... I try
to put variety in the beat .. . some people just do a steady rhythm. And
that's the mainstay, is that steady rhythm ... I try to vary it JUSt here and
there a little bit ... if it's capers, you play one beat ... but sometimes you try
to put a pick-up beat in, if it gets people off the ground. I know that I clip
notes ... if I leave out a beat sometimes, it's better. Sometimes I Stop the
drum to hear, and say "listen to the bells.» I'll do it at practice. I say, "do
you guys realize that all your bells are ringing together right now? Did
you hear that? " And then they'll go, "oh! " (laughter)
KM I think there 's something about that instrument with a bow, that's
really special ... about both the attack, about the abiliry to bounce a bow
on the strings, that .. . I guess one of the things that I try to do, in my play
ing, is to use the bow the way I'd use my feet, if I were dancing ... one of
the greatest compliments that any dancer I've played for has ever given me,
was to say, "I watched your bowing, and it looked like the bow was danc
ing right with us, and I could see the dance in your bowing."
SK The fiddl e is an analog instrument. Your squeeze box is digital. So we
have more choices .. . Things like: where you might double the 4th finger
on a G string together with an open B, and maybe slide into it a little bit.
A little ornament, if you will. Which you can only do on an analog in
strument.
JE I like the melodeon just because I tend to do really large movements,
and to be very physical about playing, and this inStrument is the right size
to take that.
AD And sometimes it fights back. Yes . ... But I have to say, if there's a
direction I can go in, it would be more like, really using the spring of the
Anglo concertina, really using that ability to sort of ... fill in more of the
spaces between the notes.
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Who do you watch in the set?
I know certain dancers ... I adjust the tempo. That's one of the things
about our team. With Sherborne, the crossings, and especially the split
ters , which , really, I don't want to play fast for Ru (Steven Rushefsky) . You
know, I just play it slow as I can get away with whoever is dancing with
Ru, and we try to pair up the set so Ru can do his thing. (laughter)
KM ... sometimes if you pick out the best dancer, and play to him or her,
then everyone else is going to be landing before that dancer does.
SK They can just get better at their dancing! I work to the best one. Too
bad for the others. (laughter)
KM I guess I tend to pick out someone who's toward the upper end of
skill in my estimation, and I try to land my bow with them.
TK I've got to look at the average ... I'm dealing with the average .
JB ... on a large team like Berkeley .. . often we'll have twO or three sets
dancing, and if we have ... one of these guys who can get six feet off the
floor, dancing in one set, we can't time it off them, because it's just going
to be wrong for everybody else ... Part of my job is to push the higher jumper
not to jump so high, and just say, "No , Dave, this is where the beat is. Live
with it. "
AD So you try and develop a tunnel vision, you know, and you think,
"Yeah, I'm going to watch her, because I know she'll do what I do, and
vice versa. "
JE I will sort of take my cue from particular dancers, whom I know are
good people to take cues from . Whose feet I can believe ... there are really
excellent dancers who I can't watch at all. Because their feet confuse me ...
And it works the other way, too. There are actually people who you
wouldn't say are technically good dancers, who I find very solid and reli
able.
AD I always find that there are some people that it's very easy for me to
watch, and play to .. . and some not!
JM Some you can't watch ... you watch , you get lost.
AH My worst nightmare is playing for six dancers, none of whom I can
watch ... and it does happen.
JM Selma (Kaplan) used to play looking the other way, and with a scowl
on her face. And I always thought she was angry, but it was just that she

JM

;

was NOT watching, so that she could get her bearings. (laughter)
What about jigs?
TK I don't do it too much. It gives you the opportunity to really tailor
your playing to one person's dancing.
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AH It really gives you a chance also-it becomes a jig with the musician
too. It's a chance for you to show off, as much as the dancer ... you can
work with the dancer completely, focus in on that one person, and it's like
waltzing. Or trying to fit your style to another person's body. And then,
take turns leading. Sometimes the dancer will lead, sometimes the musi
cian will lead. It's fun. I love playing for jigs, more than anything. And
especially jigs for people I've never played for, because I really have to think
... and I really have to watch. And maybe the first set of capers won't be
great, but by the time we get to the second set of capers, I'll have it down
pat, and it'll be pretty good. That's fun. I like that.
AD I was really impressed that the Sidmouth Festival Jig Competition
gives a mug to the winner of the Competition, and one to the musician ...
I thought that was very nice.
KM ... I think the thing I was really taken with (playing for morris) was
the first time that I played for a jig. And that was when I thought, "Oh!

I

Oh, this is wonderfuU" Because then it became a conversation.
What about the audience?
TK That's always one thing ... that's missing in this ale (Marlboro), that I
really like almost the most about morris dancing. Is when it's just my team ,
and we're out, and the relationship with the crowd, which the musician's
a large part of. The music is a large connection. I've always thought that's
one thing that my team's really good at. We really develop a relationship
with the crowd ... for the musician, when you're out in the crowd, there's
all kinds of things happening.
JM Do you talk to the crowd?
TK I will. I'm not the chief person who does, but I will, 'cause I'm out in
the front. You're out there, close to the audience, you're back's to them ...
I will talk to them. Or you'll see people that are responding to the music,
and you can tell. The people at the nursing home we were at yesterday, it
was great .. . it was really cool. At one point I sat on the bench ... there was
one spot left .. . right in front, and I sat down with them. You know, the
audience out there-it is a performance, of a certain type that's different
from many. You're real close to your audience.
AH We went to a nursing home a couple weeks ago ... And danced for
Mr. Bartlett, who-the Marlboro Men actually have a dance named after
him Uohn Bartlett's Fanc,y, Lichfield), and he's been our champion in
Marlboro . He's from England, and he's always welcomed us, and, even
when his wife died and his life was in total disarray, it was like the bright
spot in his life. Anyway, he's in a nursing home now, and he can barely
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talk, and he can barely hear. And it's so sad. We went and danced at the
nursing home for him, and I went over to him afterwards, and had to yell
in his ear, "I'm glad to see you here another year!" And he said-he couldn't
say it, but he said, you know, with motions, "I can't hear anymore, but I
could hear the drum." (laughter) He had this big smile on his face.
TK I like all the aspects of the audience. I like processing in, with noise,
and music. And there's the people that think you're totally weird and off
the wall: I like it all! ... 'Cause I think a lot of it is going out and being a
little outlandish. And even in the traditional sense, that's kind of what
morris is-if you think of the quiet country village, and dressing up in all
this colorful stuff, and making a lot of noise, and waking the earth kind of
part of it.
AD I was just thinking of the California Ale (when) we had a stand in
Berkeley, and it was Earth Day-we were dancing for a farmer's market,
but right next to it was this World Eanh Day Festival thing. We were the
least interestingly-dressed people there! It was so disconcerting, because
you're used to people looking at you like , "Oh-what's this?" ... but it was
so bizarre, that we were looking normal compared to these people with 8
foot high headdresses and stuff]
TK That's like dancing in Harvard Square .. ,
JM Or anywhere in Manhattan. With the crowd, I start out feeling very
energized by it, and I'm always thinking, "Should I say something?" 'Cause
I'm never a spokesperson. I'm quiet. John always makes silly speeches that
are a riot. He's so good at it. I just crack up. So I let him do it. But one
thing that gets me upset is, I feel there's all this energy from the crowd when
we start, but then when they see what it is, they all kind of go "aaah." (laugh
ter) And they go away! (laughter) ... There's some of the most talented
people out on the street in New York. At Easter, we always dance in front
of a museum, and there are these guys doing incredible mime, and you
know, there are so many street performers. So we get out, and everybody
expects to see Barishnikov.
TK We always get some people that are really interested ... I always won
der why they want to watch more than one dance .. , they think it's neat.
AD You sometimes see things going on in the crowd that the set doesn't
.. . if you're in some locations, it's really easy to let your mind start wander

Ing.
TK Yeah, that's true. But you're part of that connection

to

the crowd,

and different from the dancers. Like the fools. And you want to be heard.

AMN 21 No I .:. 19 .:. Spring 1998

-

.J

How many musicians should play at one time?
AH One of the things that we found really fun to play with on our team,
is having two musicians ... it's not often that you have a team playing with
two musicians. It's a really hard thing to do. Because it's hard to have two
people playing exactly the same. But one of the things that's really neat
about playing with another person, is ... on those slower tunes-there's
another dimension to the melody, and you can have somebody really, re
ally playing around with the rhythms and all sorts of things, while the other
person's keeping it steady. The second person can make it lively. I tend to
be the one to keep it steady, and play to the dancers, and Maggie (Sullivan)
puts in all the decoration ... her drum is doing the same thing that mine is
doing, but her whistle playing really, I think, fills out something ... I feel
like it's hollow when she's not playing with me.
TK I think the issue of one or more musicians is obviously an important
issue. A lot of things we've been talking about: variations of tempos, and
stuff, are really tough .... Although, there are certain things that, when
people play with me, I've tried to get them to do .. . Things I'm really sure
about. Like I'll remind them before we start-"slow down for the hey."
... The idea of the one musician is sort of this hypothetical thing-you
know, it's really fun to be the only musician. And you can try things, but
the realities are often (different). On my team, there are a lot of people
that want to play ... And, we're in a lot of noisy situations. Where you
need the volume. Where it really helps. We call it the big band.
AH It's really hard to control, when you've got a lot of people.
TK It's annoying. You have to give up a lot ... But if you can't hear, it
doesn't matter.
SK I think there's basically two kinds of morris dance. There are set dances
that don't have capers, and there's the ones that do! (laughter) If you're
talking about any dance that has a caper in it, any more than one musician
is too many. Because you're phrasing your music to jump with the dancer.
And that's a question of interpretation, and it's better to have one rather
than many. Now, I'm fine to play in an ensemble of players, right up until
it gets to the point where there's interpretations that have to be made, and
that's pretty much the jumping. At that point, I think it just really should
be a single musician ... There's a sense (on some teams) of kind ofJefferson
Democracy, you know, we're all in this thing together (laughter), and we're
all yeomen, and it's hostile to corporate oversight ...
AD Where, as the musician, sometimes you want to be the corporate
oversight!
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KM I think that, also, has to do with how well the musicians work with
each other .. . Playing for Shambles, there was a period when there were
two of us, two fiddlers who played, but the style in which we played for
the team was different ... we didn't synch up very well ... So when we played
out, one or the other of us played.
AD Balrimorris had actually two-Elaine Bradke and Barbara Drummond,
both very good fiddlers. I saw them do Maiden's Choice, which Elaine wrote
the music for, with two fiddles, and it was wonderful. It sounded-it was
completely unlike what you expect a morris tune to sound like-you didn't
realize what your preconceived notions were until you were standing there,
watching two fiddles play. And they weren't just doubling each other.
] B I have very seldom played solo. At the Renaissance Faire, it is imprac
tical to be a soloist, and in fact, we used to have 15, 20 people up on stage,
just for the volume. There is no amplification, the stages are huge, it's
outdoors, and it's dead noisy ... Berkeley Morris generally seems to attract
a large cadre of musicians. I don't know why we are so blessed. So we do
usuaHy play in ensembles. It varies. I actually en}oy playing solo. And I
enjoy playing in groups, some, it just depends on the other people. I've
developed, over the years, an aversion to playing with percussion '" The
thing about drums is that I feel completely out of control for tempos when
there is a drummer.
AD When you play in an ensemble, how do the dynamics of that work
over time? Do you usually lead it? ... Or is it sort of an amorphous mass
that more or less coalesces?
] B It can be both. I try to lead. And actually one of the reasons I switched
from playing violin to playing accordion for morris is that I can take a lead
ership role without destroying the instrument quite as much. (laughter) I
used to do it with violins ... I used to have to re-hair the bows all the time
... the accordion-it's louder, harder to break (laughter). It stands abuse
better. So, under some circumstances I try to lead, and sometimes it be
comes an amorphous mass. It depend~ on whether the other musicians
are into paying attention, or into sort of being off in their own world. For
awhile there, Berkeley had kind of a regular group. It was ... three or four
of us who played together all the time. I thought we got to sounding pretty
good ... we were all watching for the same kind of cues that I watch for,
and so I didn't feel like I had to communicate them to everyone else. We
were all on the same page. It's really nice when that happens.
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WHAT CAN DANCERS DO TO HELP WITH
COMMUNICATION?
TK Dance well! (laughter) It drives me nuts when they're not on the beat
.. . they tend to be going too fast. They're getting way ahead. I can speed
up a certain amount for someone if that's what they're doing, but there's a
limit! You can't juSt let them take over the rhythm! They'd communicate
a lot better if they were more in rune to (the) music. I could be more in
tune to them .
JB If they would tell you what dance we're doing, is always nice. (laugh
ter). (Because) it's sometimes very difficult for me to remember a tune
based on a name, I want to hear the name of the next dance just as early as
I can. Dancers start forming up and I haven't been told what it is yet, I get
a very panic-y feeling, because I am anticipating this horrible moment when
they say, The Gallant Hussar, and I go, "Oh shit." We don't do that one
very often. So I want to have as much rime as possible.
AH I've tried to get my team, for years, to communicate exactly what they
want. Sometimes I'll do these exercises where I know that I'm playing some
thing wrong, or off, or whatever. And I'll have them dance a figure ... and
I'll know darn well what I'm doing, but I'll sit there, and I'll just talk it out
with them until they can tell me "you're putting the beat in the wrong
place." "You're putting a beat there, and my arms don't want to go up
there." That's kind of a useful thing to do , but you have to have a musi
cian who's really aware of what they're playing.
TK One thing I do with my kids' team which always works .. . doing stick
dances, when-they're off, of course, a bunch, in various ways . I yell at
them, "pretend you're playing a drum .. . think of your sticks as playing an
instrument." And they get much better, instantly.
AH How do you get people to recognize what they need? ... some of the
times when they say it's too slow, it's not that it's too slow. What's hap
pening is that I'm not doing something-I'm keeping them on the ground
... maybe I don't have that jauntiness, or the umph .. . maybe I'm not breath
ing well, or I'm in a bad mood, or whatever. But they can't tell me that.
What they feel is that they can't make it through the dance, so it must be
too slow.
TK Or the six dancers won't agree. I figure I've got it right if half the
people say it's too slow, and the other too fast. (laughter) And it's not con
sistent, either. It's different, from time to time-I mean, it's very subjec
tive.
JM I am JUSt a dictator. I'm the dictator. (laughter) They don't argue with
me! It's true! This year ... I wasn't able to go to practice until January.
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And when I came back, I started right out ... playing a rune, and I just
stopped in the middle of this rune, I was playing Orange in Bloom or some
thing, which is our classic. I JUSt stopped in the middle, I went "you guys
look like chipmunks. " ... they kept making me go faster-you know, they
were used to a much faster tempo, and-it's certainly proof that the danc
ers can dictate to you a bit! Like they were pulling me along. I finally
went, "Wait a minute, this is crazy! " (Laughter)
AD Sometimes I find it difficult to get the feedback, because we've tended
to have a couple people who are often #1 , and we're kind of making a
conscious effort to get more people involved in doing that, but part of it
... changes the dance, and people are having a hard enough time remem
bering to call the figures , and so their sense of what the music is- they're
real unsure. And even when they think maybe it's too fast, or maybe it's
too slow, it's like, "well, maybe it's just me. I don't know. "
AD I think one thing I ask for from dancers ... that emerges over time .. .
is (that) people give me the freedom and trust to try ... different things.
JM I'm always amazed that I don't have a line of dancers behind me, to
see it from my perspective. 'Cause what better place to see lines , and things
like that? I'm always amazed that everybody stands around and shoots the
shit while you're practicing. Anyone who's not in the set, just has a good
time hanging out. Which is great, and it creates a friendly atmosphere ,
but I'm always amazed. "Why don't you guys stand here and watch? You
know, right here?" (laughter) "Think of what you'll learn!"
AH My team was discussing what to do , what show dances to do. They
had an idea of a dance that they wanted to do because it felt good, because
they liked to do it. Maggie and I really had to push hard to say, no, that's
not the dance you do best. And we know. We see it. Every time . Because
neither of us ever dance either one of those dances, and you know, "We
see it, we can tell, listen to us." And finally they gave in.
AD My experience has been that frequently, in practices, the team will
practice a dance, and they'll immediately all start talking to themselves
about what they did wrong, and everything else. And, here's the musician
at the head of the set. Who has the best view in the house. Who can see
better than anybody what's going on. And , people forget to ask you .
KM Shambles did something a little different than Mayfield, in that they
asked me. Now, part of it is that it was-there often were maybe nine of
us in the room, at a given practice .. . So, it's a much smaller group.
JM The guys, with me, it's a nice thing, I think this is one of the good
things about being-always being the musician. I am never a dancer. In
a man's team. And I mean John says that's why he does that. So that you
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are the musician. And that is my title on our mailing list, that I'm THE
musician. That's my name. And because of that, my word has a lot of
weight.
SK There have been moments when I felt pressure that I thought was not
helpful, in the sense that I'd be presented something new, and it was inti
mated that it would not be helpful to be experimenting, and learning, and
playing this thing while they're teaching the dancing. Now, for my sense,
the purpose that we have a rehearsal is precisely to come, and go through
it, and learn about it. And ... I'd be grateful to have equal time (with) the
dancers ... the idea that you just shut up and be quiet now, until we need
you, and now deliver it, (laughter) while we learned about it , doesn't seem
entirely fair or fitting. So, I'll be grateful for at least that milch space.
KM I've found that at times when I've played for dancers who were also
fiddlers, that they've been able to give me very concrete suggestions ... As
concrete as: "you might try and get that on a down bow."
AD One of the things that I always find that helps is just if peopl e really
dance hard. Part of it is just, it doesn't get you into it, (and) it's also hard
to really learn a lot about the music, if you're playing for a side where a
couple people are injured , and they're sort of walking through the dance,
or else people just aren't really putting out much energy.
KM One of the things the guy who's the stage director of (Christmas)
Revels always says to people is: "Don't rehearse what you don't intend to
do on stage." ... Because you get in the habi t of doing the things that yo u
do in rehearsal. So that sort of idea of dancing full out, is an aspect of
that, because you'll play for people who are dancing at 7 5% a different
way than you will people who are dancing at 100%.

ADVICE FOR NEW MUSICIANS
KM It's like there are rwo different levels of doing morris dancing. The
first level is, you get where you have to go without getting hurt. And then
the next is that you add style points to it.
AD (There are) two stages for musicians, too. And number one, which
we've all been thtough, is do I know the damn tune?
KM Do I know what order it comes in?
AH ... they're struggling with just, how to play it.
TK The technical part. Yeah.
AH There are also people who are really-they're wonderful on their in
struments . They're really good musicians, but maybe not really good dance
musicians. It's because they're not thinking of the dance, they're thinking
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of the tune, and what they can do to decorate the tune, or put those extra
chords in, or make it fuller. And really, it's nice to have those extra chords,
and those extra strains, and it's nice to have the decorations, but sometimes
those decorations take away from what the dancer's trying to do. And really,
you don't need anything, except for something to accentuate the dance,
and tell them what to do.
AD You have to be assertive, and you have to be assertive about what it is
that you're bringing to the team. In terms of developing musicians, those
are the kind of people that you want.
TK The things that people do wrong, always ... they speed up, from the
beginning to the end of the piece. It's very hard not to do. Once thing I
tell new people, that I do myself, is every A, when you go back to the A, I
always think about slowing down. A little bit. I like that feeling , that just
a tiny back off on the tempo ... And then also, on button instruments,
like holding the buttons. Not being punchy enough. There's a whole off
beat thing.
JM When I starred playing melodeon 2 years, 3 years ago, I really had to
relearn everything; not just an instrument, but how to create the same stac
cato feeling, which we do in the drum.
T K You have to get all that stuff down before you can start thinking about
the subtleties that we've been talking about.
AH ... that's a really hard thing for a beginning musician to get, because
the tendency is to want to play the tune. Even[ly]. And nicely, and sweetly.
But morris music isn't nice and sweet, it's raunchy.
KM ... actually the real turning point for me, one of the major ones in my
playing for morris dance was (at) Pinewoods ... taking Andy Horton's jig
class. I ended up playing a jig for Justin (Morrison) and Stephen Nash.
Double jig that Justin had written '" the tune is King of Poland. It's an
English country dance tune. He said-and I hadn't ever seen the movie,
but he said, "There's this scene in Ran by Kirosawa where the army is com
ing up over the hill. You see the hill , and you can't see the army yet, but
you hear the drumbeats! Then they come up over the hill , and they're
beating these drums." And he said, "that's what I want." So I went back
to my little cabin, you know, in the woods. And I sat out on my porch .
And first I learned the tune. And the next day .. . Justin said, "Well, I heard
you practicing." (laughter) ... "Just remember: drums." (laughter) And so,
over the course of ... a couple of days, it happened quickly, I think. I turned
it into drums .. , it was amazing to me, the difference in how I felt, playing
that way, playing the fiddle as a percussive instrument, rather than a melody
instrument. And how it felt, with Justin and Stephen dancing, in front of
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me while I was doing that . I went back to Houston , and went to my first
morris practice after Pinewoods, and .. . we got set up, and there were six
of them there, and I played the once to yourself, and Jeff Oohnson), our
foreman ... said, 'Tve been trying to get you to do that for five years!"
TK It's all playing around with the basics. A lot of people don't have it.
Or lose it. Anything you do-you just can't get away totally from that
off-beat pulse. If you overdo it, it can be pretty horrible, too. But you've
got to have that as a basic; sort of lay it down there. Lay it down. Like a
track. It's got to be in there.

.:.

The Oral History Project: Jim Morrison

Part I
Jocelyn ReynoLds
Because ofour musical theme, I have chosen my interview with Jim Morrison
for this installment ofthe oral history feature. Jim has had a tremendous im
pact on the state ofour North American dance community. He was in on the
morris revival from its inception, and, asyou will see, he has always had a deep
interest in English and American historical music and dance; he has performed,
taught, lectured, and recorded. I have personally been exposed to Jim's teach
ing, playing, and calling at more camps and workshops than I can count, and
I suspect the same is true ofquite a large percentage ofthe morris and sword
aficionados in ollr dance world.
I chose the interview with Jim for this issue because I felt he had a number
ofinteresting things to say about music, and I personally was interested in what
his background had been. Jim's ability to drive dancers with his music has
always fascinated me.
Given our space limitations and theme, I have excerpted only those parts
specifically about music from what was a 50 page transcript. Hence, there is
little offlow, but much ofinterest.
.. . I went to Dartmouth College, in 1966, in Hanover, New Hampshire.
And I was already interested [in music], and already playing guitar at that
point. I'd gone to a lot of Berkeley Folk Festivals, earlier on, and even after
that point, a little bit, when I came home in the summer. And I'd-there
was no Freight and Salvage [coffee house/performance venue] then, but
there was a club called the Jabberwocky, I think [... ] Doc Watson would
come through, and he'd always get Hank Bradley to play fiddle with him,
when he did. [... ] Fred McDowell was a blues singer. Actually the first
time he ever left Mississippi was to come to the Berkeley Folk Festival [... ]
And I was totally bowled over by the intensity of that music. I mean, it
was like-to me it was like rock 'n' roll and a half. There was JUSt so much
emotion, and focussed power, in his playing of blues. So I tried to play
blues a lot, and then-discovered I was white, and [it] probably wasn't going
work all that good. (laughter)

AMN 21 No 1 .:- 26 .:. Spring 1998

AMN 21 No 1 .:. 27 .:. Spring 1998

[...]1 got into it because I liked the Kingston Trio, and [... ] I'm ashamed
to admit it, now, butThe Limelighters, and you know, some of those kind

of bands [... J and Peter, Paul & Mary.
[•.. J And then Bob Dylan came around. I became conscious of him
probably in '63. '62 maybe even, but not before that . That seemed to me
like the same, only better. [... ] by 1964 or '5, I could probably sit down
and play six albums worth of Bob Dylan material. (laughs)

Still all on the guitar?
Yeah. I wa~ just playing guitar, throughout that time. I got a 12-srring
at-when I was into Leadbelly, and blues stuff, and I actually played the
12-string with a bottle neck, when I heard Fred McDowell do it on 6-string.
Do you sing? I don't think I've ever heard you sing.
I did. [... ] I sing some. I actually sang one song on the UFO album.
[... ] because I started going to folk festivals, I started taking guitar les
sons from Merritt Herring, who had classes at the Live Oak Center, in
Berkeley. And he liked singing bener than playing the guitar, really, so
that was folk song class. And I picked up a lot of stuff there, and also got
exposed to the Carter Family, and New Lost City Ramblers were playing,
and a lot of that stuff made an impression on me, although, what I remem
ber really latching ontO was Fred McDowell, Doc Watson, and Hank Bra
dley. I mean, I really think Hank was the first one that played the fiddle
so that I wanted to do it. And he was younger! You know, he was a kid
then. I was just a littler kid.
Yeah. Is this the Hank Bradley who lives in Seattle, andYeah! [... ] he would hang out at John Lundberg's shop in Berkeley, which
was a great repair shop, and people-l remember seeing Mike Seeger come
through there, and try our a Martin 00028 from the 30's [... ] I'd go down
there and hang out to see who'd come in. There was always somebody
who could play.
So I was exposed to a lot of stuff, at that point. Cajun music, too. [... ]
And I was also listening to rock 'n' roll throughout this, but, traditional
music was more my-you know, that was my thing, and then [... ] the so
cial thing was rock 'n' roll. I heard Janis Joplin, with Big Brother and the
Holding Company. We'd go to the Avalon Ballroom, or the Fillmore West.
You know, it [was] just the Fillmore, it wasn't the Fillmore West yet. [... ]
I heard Jim Morrison twice. (laughs) Once in Berkeley, and maybe in
San Francisco once. And [... ] I liked him better then than I do now.

[ ... J And, those people were coming to the Berkeley Folk Festivals. I
mean, local bands were coming straight out of the folk scene. The Berke
ley Folk Festival was a kind of central point, I think for lots of people. [...]
I went to everyone of Fred McDowell's things, that first year, which was
probably '65, I guess. Summer of '65. And Bonnie Raitt was at all the
sessions, too, and Charles Seeger. Pete and Mike's dad.

Right. Who was a 
Famous folklorist, who was at every one of them, and-and of course Chris
Strachwitz, who had brought him there; the owner of Arhoolie Records.
Wow. Sounds sort of seminal.
Yeah. Seemed that way. Seems that way yet.
So anyway. I went off ro college [... ] I should mention that Dudley
Laufman came through [... ]
Came through here, or came throllgh there?
Came through Hanover, NH. [... ] he [... ] called the first contra dance that
I'd ever seen, that night. And I mostly played. I danced a little bit, and
then I invited myself into the band, and started playing. So I soon recog
nized that I wanted to be in a band, with a fiddle, and there were no fid
dlers around that I knew of, so I got one, and tried to make some noise on
it. And it was awfu~ but I-the day I got that fiddle, I went down in the
basement ... of Cutter Hall at Dartmouth College. [... J I went in there,
and I came out 8 hours later. (laughter) Having played solid, the whole
time.
So did you come out having a-having an idea of howWell, I thought it sounded great, but [... ] I'm sure that it was not very ter
rific. (laughter) Actually. By current standards, butSo did you go on to find a teacher, or did YOIl completely self-teach your
self?
Not really. [... ] the last few years, I've taken some lessons, and done a lot
of things to try and upgrade myself. The best teacher I've had has been
Steve Hickman. But ... at that time, I was pretty self taught on the guitar,
and I didn't understand what a teacher was for, and I certainly had no idea
why you would playa scale, or do an exercise. [... ] I just-you know, I JUSt
started playing tunes.

.:.
Margaret Ann Martin played for [the Greenwich Morris Men] very early
on, as did Marshall Barron. [... J Margaret Ann kept on playing for us for
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years. Several years. And I played. And in the beginning, I played as much
pipe and tabor as I did fiddle . [... J
But, what I discovered was that I just wasn't really cut out for the pipe
and tabor. [... ) But the other thing that happened was that I got interested
in playing fiddle for morris, and ... that came out of both hearing the
probably Reg Hall, and also there was another guy who played for Bampton,
a young guy.

Oh, in England.
In England. You know, that impressed me, and made me realize that there
was a potential of it sounding good. (laughter)
[ ... J SO anyway, I heard [a recording of) Jinky Wel!s playing, and
wanted to ... play the fiddle for morris, and so I imitated the Bampton
approach, somewhat. And I-in England, I've been accused of sounding
American when I play morris dance music, which I took as a compliment.
And I would say the American quality came both-mostly from being an
American, and playing Appalachian-style fiddle as my first thing. But also
from trying ro compete with the sound of the subways, in New York, and
the street traffic, and the horns honking, and the sirens going off in the
middle of morris dances. So I'd [... J think that whatever .. . distinct style I
developed was probably a combination of the Bampron over the ages,
played by a SOrt of rough-fairly rough mountain fiddler, in competition
with loud New York City noise. And, also, it came somewhat from just
watching the dancers, and trying to see what worked .
But that was the starting point, I'd say.

.:.

-----

Cottey light Orchestra. Well . Guess the topic that I'm thinking about is
that throughout my involvement with morris dancing, I've been as much
interested in playing as dancing [... J infoct, I almost think of the two things
as kind of going together. Being two sides of the same coin (inaudible).
And, also, hearing theMorris On record, hearing Steel eye Span. [... J in 1971,
I got to hear Steeleye Span live. In person. And play with some of them,
some; that was very ... that was an influence on me, and then when I be
came aware of the Old Swan Band, which probably wasn't 'til ,[... J '74, '75,
that was ... raj somewhat more, I don't know, more traditional, more acous
tic, approach to the music, that JUSt appealed to me.
And '" I think that Tom Kruskal had a set of parallel and similar ex
periences, starting with hearing John Kirkpatrick play in the 'GOs, in En
gland. And I met Tom at Pinewoods in 1970, I guess. And he was just
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about-or maybe already had moved out to California at that point. But,
we became friends , and also tried to play music. In fact, I remember that
we visited Tom and his first wife, Pam, where they lived in Tomales Bay
[... J And we played a few tunes. And then we came down here to Oak
land, and had our instruments, and went down to Lake Merritt. And looked
at this band shell. And we decided, well, you know, whoa!, this is great!
Let's go give a concert! So that was the very first concert we ever played,
was for about eight ducks and three kids. (laughter) [... J
Right then in the beginning, we didn't quite find out what it was that
we knew how to do together, but by a year from then, '72 or someth ing,
we'd really locked into having certain kinds of tunes, that just seemed to
both of us to sound great. And I think that maybe it's us, that's unusual in
that respect, 'cause I haven't noticed that anybody has ever thought it
sounded as great as we thought it sounded then, and still do now. (laugh
ter) So.
Actually, there are a couple people who appreciate it. [... J there is some
thing magical, I thi,nk, for us at least, about that Jeffries concertina, which
is in the wrong key, and the fiddle accommodating it by playing an octave
below the melody, on the C/G box. But you can't play the tunes in the
right key, so it has to pitch them up a 4th, which is easy to play down a
5th on the fiddle, and have it come out right.
I like playing with Tom on [his otherJ concertina and everything, but
it doesn't have the magical effect, which that blend of, both feeling the beat
of tunes, especially morris tunes, but other tunes too, in a very compatible
way. But also just having the instruments fit together like that. [... J I also
think that playing down low on the fiddle masks a lot of my tech nical
deficiencies on the fiddle. And that's something I've been, you know,
working hard to overcome over the years, and especially in recent years .
I've made a lot of progress. I think that in the beginning, however, it made
my playing sound, to me, very much better, because it was putting me down
in a range where some of the bad things that I did didn't .. . stick out as
much. And plus the-any reed instrument strips the high frequencies off
the fiddle sound to a very great extent, so that you end up with mostly the
fundamental sound, and I think that my fiddling benefitted more from
that, than lots of peoples'. So, as a result, we-you know, we kind of felt
like we had an act, without ever having to try, just because we had similar
backgrounds, similar interests, and feeling for the music.
So, we were playing together whenever we could, and there were some
years there where we also were living together at Cottey House [at Pin
ewoods), with Marney [Morrison, Jim's wife), and Deborah [Kruskal, Tom's
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wife]' and sometimes, especially the year we named the Cottey Light Or
chestra, with John Dexter and John Roberts. And Tony Barrand really
should be counted as a member of that orchestra, even though he wasn't
living in the house with us, 'cause he was out there, after all the parties had
ended; about, you know, midnight or 1:00, we'd gather at Cottey House
and play tunes. And this is really just one summer that all four of us were
there together. [... J And I'm sure that it was the summer that I'd first heard
Old Swan Band, because we were definitely going out with Tony playing
percussion, and Roberts and Kruskal playing concertinas of different sizes.
And Dexter fit right into it, 'cause, in a way, although he's a phenomenal
... violinist and viola player, and a musician who I admire ... more than
almost anybody that I've ever met, up close, he ended up copying my morris
playing, to a fair extent. And I think he would agree with this, and I cer
tainly hear it-that it was happening, because he recognized that his
Julliard-trained, highly classical approach, wasn't perfect for morris danc
ing. [... J and he, of course, like me, was very much influenced by hearing
Bampton, and seeing Bampton. So we were listening to the same stuff.
But I also think that I had been able to incorporate that into morris
playing, in a way that he heard, and listened to, and ... and to a small de
gree, at least, emulated. So, for him to fit in to playing with Tom and I
was just virtually automatic, when we were playing morris tunes. Although
he dots stuff hard, like a classical player. You know, gives the dot the full
value [... ) Which was something that we had to deal with, when we did
the Over the Water album, and anybody who listens carefully for these things
could get a good laugh out of it.
So, anyway, we played a lot [ ... ] And while we were doing it, we
thought, "Man , we should make a record, and we should make it right here
on the Cottey House porch." Where, of course, it just blasts right out across
the lake. [... ) it sounds so great on that porch, 'cause you get that initial
first echo off the roof, and the back of the wall. And then it goes straight
out over the lake, and never comes back. So it's just-you know, it's loud
and clear, but not muddy. [... ) So it was always fun playing there, so we
named ourse;ves the Cottey Light Orchestra.
And did you make a record there?
And we did make a record, in 1980. [Which) was Round Pond Relics. And
Tony played percussion on that. We recorded it in Virginia [... ) And sev
eral of the cuts are just myself and Tom. And Tom and I created a [record)
company. [... ) Which now has three records on the label. Only two of them
morris music. [... )
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So, anyway, that was clear back in 1980, and we then did some dances,
where Tom and I played, and I called. Just the two of us, which was fun.
We did two promotional tours that way.
Well, was-did Over the Water come out of that?
Yeah. And Over the Water came out of the fact that ... Tom and I had talked
about doing another album for .. . several years. And we ... talked about
who we might include on it, and ... I had-you know, I'd always enjoyed
playing with John, and actually-one time at the Psudx [morris ale], we
got a chance to play for about [... ) two hours straight. And, that was in
my mind when I asked Tom how he'd feel about having John play on it,
and so we decided to ask him to be part of it. And then we asked John,
"well, how would you feel ifTony was on it?"[ ... ) And he said, "Oh, that'd
be OK, you know, you guys decide."
But it actually turned out to be ... more practical to record it in
Charlottesville, and I thought, well, why don't we get an actual dtummer?
Not that Tony-I thought Tony's contribution to Round Pond Relics was
great. And, in some ways, far more tasteful that what Jos [Robert Jospe)
ended up doing on Over the Water. But I thought, you know, this is going
to end up pretty straight, and pretty acoustic. Why not throw in a wild
card, a little bit, and so [ ... ) I talked to him about playing on it. And he
also was SOrt of the studio drummer at the studio that we recorded at. And
Bobby Read is a fabulous engineer. (inaudible) much better situation than
we had for Round Pond Relics. So we were able to do some stuff that ...
probably wouldn't have happened ifJos hadn't been really comfortable with
the drums, there, and they're his drums set up in the studio [... )
[A)nd so I went up to New York that winter of ... '93, and spent three
or four days at Marney's mother's house, when she was away. And John
lived JUSt down, maybe 30 miles south of there. So, he commuted, and
Tom and I stayed there. [ ... ) And we made a tape of what we were going
to do, and it was just great, working with John. Just incredible. 'Cause he
could-he would think up a part, and then he'd write it down . And he
can write-he can write music as fast as most people can write words. And
they were good parts, too!, and they were-in fact, in the beginning, I didn't
know what we were hearing, and I didn't understand, actually, that John's
quartet, Manhattan String Quartet, is [...J a 20th century music quartet.
And when John started going into the harmonies that he was tickled by,
and used to hearing, they weren't 3rds and 5ths, and-and Mozart kind of
harmonies. They were Shostakovich kind of harmonies. And it was inter
esting, and I'm not sure the extent to which that comes across. There are
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really just a few pieces on the album, where you hear that stuff coming
out. But it's-l felt, in those areas, that we were kind of breaking some
new ground. That we actually were making a kind of music that hadn't
been made before. Even by us. Or, especially by us!

Yeah!
So, that-that made it considerably more exciting. Andplus, John plays 8
to 10 hours every day, and has been doing it for 35 or probably 45 years.
And his music-playing muscle is just as tough as it can be. So it was a real
shot in the arm to be working with him. And I felt like we all kind of rose
to the occasion ....
Someday I'm going to make a copy of those tapes that we made at the
rehearsal. [ ... J Bootleg Over the Water. (laughter) 'Cause there actually is
some interesting stuff in there, that never made it onto the album.

.:.
The Oral History project was begun in about 1989, when J was studying
morris under the direction of Dr. Tony Barrand at Boston University. J
have collected interviews from a wide variety ofpeople who have been in
tegral to the burgeoning of traditional English and American dance and
music in the States. The beginnings of this project were partially funded
by grants from the Country Dance and Song Society, the Country Dance
Society-Boston Centre, and the Bay Area Country Dance Society. Ulti
mately, complete transcripts will be on file with CDSS, CDS-Boston Cen
tre, and the Library of Congress.

Team News

GRAND RAPIDS REFORMED MORRIS
Mistaken identity-or, that's a tradition we want NO parr o£1
"Our team was down to four people and we were ready to throw in the
towel, but now we're a healthy 10. We visited Hole-in-the-Bog, Port
Sanilac, MI this fall. We were gathering to dance in front of the county
courthouse, in Sandusky, when some friendly cops asked us if we were here
for 'the meetin.' We were puzzled-it was obvious we weren't dressed in
business clothes. A half-hour later some more friendly cops illuminated
us: "You should go down to the park-the Klan Rally is there, not here."
Did our whites (kit) look like their whites? Sandusky is just a few miles
from Terry Nichols' hometown, Deckerville."

-Starr Eby, Grand Rapids Reformed Morris, Grand Rapids, MI

.:.

.:.
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To ALL Morris, Clog, Seep, Garland and Sword
Dancers Worldwide

·:·SCARBOROUGH FAYRE·:·
1999 WORLDWIDE MORRIS DANCE
+ PESTIVAL+

Thanks!
The
American Morris Newsletter
gratefully acknowledges the
following donor:
Sherry Neyhus

A FESTIVAL FOR MEN'S, WOMEN'S, CHILDREN'S OR MIXED
GENDER TEAMS

•

29th May to 6th June 1999
Over 1,000 teams (Q be invited WORLDWIDE
Come for the 1st weekend, 7 days, 2nd weekend or
the Full Monty 9 days!!
COSts, etc., to follow when you have replied.
Children under 14 free.
5 Star Camping and Caravan site
with adjacent Pub, Restaurant and Children's Play area.
Bed & Breakfast or hotel Accommodation will be at Extra Cost .

.:.

Saturday Dance-outs. Saturday night Ceilidh & other gigs,
Sunday Dance-out on Sea Front with procession from
Lifeboat Station to Spa. Massed dance display:
Dorset Four Hand Reel
on South Bay Beach.
Grand Finale Sunday 6th ;
Morris procession with Open Air Concert.
Sometime - A conference on Morris Roots and Future .

.:.

Contacts;
The Co-ordinators of Yorkshire Coast Morris.
Jim Clarke, Redworms. Helperthorpe, Malton,
North Yorkshire. Y017 BTL. ENGLAND
Tel 019 44 73B 422
E-mail contactvia;<john.maher@bristol.ac.uk>
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