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Morris in America. [The Marlboro Morris Ale at 30. Part III of III Tony

Who knew? Barrand

Memorial Day weekend, 2005, marked the 30th
Marlboro Morris Ale held in Windham County,
Vermont, the oldest American gathering of teams
dancing some form of the Morris. Dr. Barrand asks
whether there is truly an American Morris in this, the
third and final part of his series.

|Cartoon! Ethan Hay
Ah! The American Morris Dancer!

tReview of video: Farmall Promenade "Square
Dancing Tractors" Richard S. Holmes

Nemaha, Iowa, population 120. Molly Dancing. Put
the two together and what do you get?

Tew for the Road, part|Duns Tew: The Beginnings. Part II of II Tim Radford

Tew In 1986, Tim Radford lead a workshop at Sidmouth
Festival which re-created what the Duns Tew
tradition might have looked like.

Cecil Sharp by way of Tony Forster (This article

originally appeared in Morris Matters, v. 9 n. 1)
How CJS would have written up the Duns Tew
recreated dance tradition.

|puns Tew: Notes from a Channelled Cecil Sharp(!)_

Ed Stern The Abram Circle Dance, Midwest Style

Ed relates the story of the Midwest interpretation of
the Abram Circle Dance, and provides notes on how
to perform the dance itself.

Andrew Bullen IROS Maps and Morris

In which the author attempts to dispel rumors of
madness by describing uses of Royal Ordnance
Survey maps in Morris research.

Varia Atque Brevia |New Edition of The Pipe and Tabor Tutor Dick

Bagwell
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We shamelessly shill for Mr. B., a friend of this
magazine. Hey, you should buy this book and learn
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how to play pipe and tabor! Every team should have
at least one copy!

Sidmouth FolkWeek, 2006 -- Call for Papers George
Frampton

"Following the success of the Talks, Lectures and
Discussions programme at the Arts Centre at this
year's Sidmouth FolkWeek, it is envisaged that the
same will be repeated during the week 4th-11th
August 2006. This is a Call for Papers..."

The Editors |Communications

~ Great photos and notable events.
~ Buy back issues of the AMN!

~ Letters, we've got letters...
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The Marlboro Morris Ale at 30

Part III1. Is There An American Morris?

Anthony G. Barrand, Ph.D.
Boston University

I ended Part II of this essay on the thirty-year history of the Marlboro Morris Ale with the suggestion that I would
end with an "...attempt to show why what we have at the Ale now is American Morris and not just Morris in
America."

This has been an issue for me for a long time. I think it became so when, after living in the U.S. for only a few years, I
went to do research on Morris in the library at Cecil Sharp House in London (headquarters of the English Folk Dance
and Song Society) and was taken for an American. "But I'm English!" I protested. "Oh surely not," the librarian said,
"The way you entered the room, the way you set about doing research, the way you dress and, of course, the way you
talk are completely American." And this was from a pale-faced, clearly English belle who, it transpired, was from
Connecticut. It was startling to confront the idea that I could have become "American" (and she, English) in so short a
time, though wasn't a surprise that movement as well as speech can have what we might call a "dialect."

I knew this from my academic training as a perception psychologist trying to understand artistic behavior. The most
interesting descriptions of complex expressive gesture, such as dance or song, were from scholars who at saw them as
complex communication systems that enmeshed psychology and culture. Most notable among these were
anthropologists Ray L. Birdwhistell (Kinesics and Context, 1973) and Edwin T. Hall (The Hidden Dimension, 1966), and
the unclassifiable Alan Lomax for his work on systems of "cantometrics" and "choreometrics," literally measures of
song and dance performance (1968). Lomax is best known for recording a wealth of American "folk" or, as I now call
them, vernacular songs and singers (such as Hudie Leadbetter or "Leadbelly"). His complex, but inevitably flawed,
systems were based on the obvious, but perhaps undervalued, observation that people sing and dance as they do
because of how and where they live.

Consistent with this, then, would be the way that the many forms of the English Morris were most likely to be
differentiated in terms of their region of origin, for example, "Cotswold" Morris. So it seemed to me, then, that a
complex expressive gestural form such as Cotswold Morris done by American bodies in American places and on
American occasions HAD to be different from the English variety. My field trip to England in the summer of 1979 was
mostly to record and bring back film of the best dancing I could find in many forms of the Morris. But part of the
looking at, practicing with, and filming Morris teams in England was to get a feel for how the English actually danced.
And I left convinced not only that the regional differences within England were indeed reflected in the local genres of
Morris but that there was a perceptible qualitative "something" about how all the forms of the Morris were done or
were doable on opposite sides of the Atlantic.

I was convinced enough about it that I began my 1991 book, Six Fools and a Dancer: The Timeless Way of the Morris,
with the deliberately provocative first line: "I am an American Morris dancer." But what did that mean? I'm less
sanguine now that I could put my finger on the key features.

My experience looking at and filming English teams dancing Morris in the summer of 1979 and at American teams
appearing in the 1970s at the Marlboro Ale nuanced my perception of differences in dance style and confirmed my
opinion. I thought by the end of the summer of 1979 that I could tell, for example, when a team dancing North-West
or "Processional" Morris in clogs was from Lancashire (in the industrial north, e.g. The Rumworth Morris) or had
originally learned Cotswold Morris and was from the south of England (e.g. Bedford Morris Men). I think the
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difference stems from the more flexible legs and less upright stance necessary for Cotswold dancing, but words fail me
beyond that.

It isn't easy to describe the differences between two things so similar even when it seems so obvious. I'm reminded of
the "identical" twins I knew in my teenage years. My mother recently sent me a school photo from 1956 that was
published in my old local nhewspaper. The story identified everyone but lamented that they couldn't tell which twin was
Anthony and which was Michael. They should have asked me; the difference was still obvious after all these years.
Again, it's easy to see but hard to describe the difference.

Boys of Bletchley Grammar School, ca. 1956
Anthony is second row up, second from the left, Michael is third from
the left; I'm sitting cross-legged on the front row, second from the

left in front of Anthony.

But the twin approaches of both a careful and close examination and a stepping back and trusting one's perception
may reveal the secret. George Bernard Shaw usually gets the credit for observing that "England and America are two
countries divided by a common language." There are famous vocabulary differences, even in the Morris. For example,
if an English women's Morris team danced with their "nickers" (in American "panties") showing, the Morris might get
very popular and attract more men than the dancing, whereas American women commonly choose "knickers" (knee-
britches) as a basic kit or costume. But, when they start talking, people on both sides of the "Pond" can instantly hear
a "Yank" or "Limey." They might get it wrong: as I said above, in England I'm seen and heard as a "Yank," but
Americans still tell me that I have a "cute British accent." Right or wrong, it's instantaneous.

But can one see an American dance dialect in a Morris dancer? I believe the answer is "yes," "no," and "it depends." I
was not always so equivocal. I have tried on three previous occasions to discuss the impact of place on dance style in
the Morris.

One was in a 1988 essay in Sing_Out! entitled "But America for a Morris Dance!" (33 (4), 1988, 14-21) when I
applauded the variety and vigor of Morris appearances in North America. The title was a parody borrowing from a
curious, and oft-quoted 17th century pamphlet, Old Meg_of Herefordshire (1609), which claimed:

The courts of kings for stately measures: the city for light heels, and nimble footing: the country for shuffling dances:
western men for gambols: Middlesex men for tricks above ground: Essex men for the hay: Lancashire for hornpipes:
Worcestershire for bagpipes: but Herefordshire for a Morris dance.

I liked this quote for my purposes because it demonstrates that there might be change over time in where the main
focus of Morris can be located. After the revival in the 20th century, many contemporary dancers might have expected
Oxfordshire in the Cotswolds rather than Herefordshire on the Welsh border to be named as the county associated the
Morris. So it seemed to me that the Morris in America was no longer a novelty but had become the location, at the end
of the 20th century, where the dance was finding the most creative place in the lives and bodies of dancers and their
communities. Partly because of the Marlboro Ale, it was even becoming a major place one would go to see and join in
the dancing.

But my first effort was in this very publication in its 10th anniversary year, when it could still be said to have "pages"
and "covers" ("American Morris or English Morris in America? Implications of an American May Day," American Morris
Newsletter, Vol. 10 (2) July 1986, pp. 14-28).
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I focused in that essay on what I called the "insecure anachronism" reflected in the front cover declaring the
newsletter to be about "American Morris" but the back cover claiming it was "A Publication of English Ceremonial
Dance." Both were true, of course, but I argued that the latter was relevant only in the, perhaps, trivial sense that the
publication wasn't about French or Balinese dance. I think it's at best anachronistic and quaint to call a dance "English"
when it has been done repeatedly all over North America for almost a century. Similarly, when John and Ruby Lomax
collected the ballad "Bobby Allen" from African-American Hule ("Queen") Hines in the Florida State prison, it's nothing
more than an historical footnote to call that version an "English" ballad.

I emphasized regional movement style as the key factor and said it "...will always win through in the end" and
suggested that "...the way a dance is performed will always be a balance between what [the dance] needs and what
the current group brings to it" (p.27). When that happens, a performance reflects local circumstances. It makes
something "American," just as, in a different place, it would make something "English."

I followed this up when I got more specific in my book, Six Fools and a Dancer (1991). In this current examination of
the ways in which the Morris is or can be "American," I'm going try to make use of my digital archive (see "The Digital
Video Research Archive Collection of Morris, Sword, & Clog Dancing," American Morris Newsletter, April, Vol. 25
No.1) to make the quality perceptible rather than just have it be a point argued. In the book, I identified seven
sources of movement style from which local "dialect" in movement stems.

1. Choreometric or Broad Cultural Factors

Alan Lomax hoped with the term "choreometric" to refer to elements of performance style that would correlate
statistically with other measures of culture. In short, it assumes we dance as we live. For my purposes, I look to
American dance occasions that simply don't exist in England. The Marlboro Ale itself is one of those. Founded as a way
of enabling teams from diverse settings to see the best of dancing available, it included men's and women's and mixed
sides from the beginning. This gave it an essentially democratic and, thereby, American tolerance, acceptance and
support of and enthusiasm for whatever teams brought their performance. Was this visible in the dancing? Teams
came to the first Ale from Maine (Strong_Morris) and from Boston (Muddy River Morris) and New York (Greenwich
Morris Men). More recent clips reveal the same qualities seen here on relatively inexperienced dancers. I can't
imagine seeing anything like it an English gathering, even in the early days of the 20th century when the Morris was
new to many.

2. The Physical Environment
This influence includes the shape, size and appearance of the dancing area, the weather or climate, and the clothing
worn by dancers.

a. Dancing Area

Most of my film of English teams was taken in relatively sheltered pub settings. Dancing surfaces (tarmac and grass)
may be similar in Vermont, but local villages and towns don't have anything like a pub. The processionals at Marlboro
College, especially, reflect the rural hills, fields and trees of Vermont (search http://www.bu.edu/uni/dvra/ on
"+winster +college") even after the massed show switched to tarmac from grass (1979).

b. Weather and climate

Without the heat of an American summer and the cold of a New England winter, English teams often dance all tear
round. Many American teams, however, limit their dancing to April and May, September and October. This climate
imposed limitation on the length of the dancing season and, therefore, on the number of public performances, seemed
to me keep a freshness and enthusiasm among team members. Unable to give in to the temptation to dance all the
time without going indoors, a lot of the problems caused for any performer by undue repetition can be avoided. That
may only show up in subtle ways in the dancing but I'm sure it's there.

Then there's rain. The English think they know about and expect rain and, on my 1979 field trip, teams came out in it
to dance for me, for example, John o' Gaunt Morris Men and Manchester Morris Men. They came out in the
perpetual English drizzle, anyway. If you want to see real rain, the Marlboro Ale has known some and things happen
that may not be seen in England, for example, the Marlboro Morris Men's topless version of "Nuts in May" on the
Brattleboro Common.

c. Clothing or costume

I think there are lots of distinctly American aspects here but I'll mention especially the observation that there were no
skirts to be seen until the 5th Marlboro Ale when the Court Square Dancers brought ribbon and garland dancing in
1980. And I, dancing as "Mother," (e.g. Shepherd's Hey) may be the only one to do Cotswold Morris in a skirt at the
Ale; no women's Cotswold-style team ever has. Standard American women's Cotswold Morris "kit" from the first Ale in
1976 has been knickers (that's knee breeches!). See, for example, Ring_o' Bells and Marlboro Morris and Sword.

3. The Musical Environment

Cecil Sharp's assistant, Maud Karpeles, probably deserves credit for my favorite observation on Morris aesthetics; "The
job of the musician is to make the dance audible; the job of the dancer is to make the music visible." A corollary is
that while you can dance badly to good music, you cannot dance well to bad music. So a lot depends on the music.
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Many American and English Morris musicians use the 2-row D/G button accordion (what English musicians call a
"melodeon"): a diatonic instrument, it's loud, portable, and works for most Morris tunes. Styles of playing seem similar
on both sides of Atlantic as recordings by English players such as Reg Hall, Rod Stradling and John Kirkpatrick have
been influential. Alan Whear has also been a major influence through his workshops at Pinewoods Camp for CDSS and
the many appearances by Windsor Morris at the Ale.

However, the pipe and tabor has not only attracted a large following in American teams but a distinctive manner of
playing has developed. It shows up especially in the drumming. The drum held on the wrist is still popular with English
players such as the late Alan Brown of Monkseaton Morris Men or, perhaps its best exponent, Bert Cleaver (here
playing for Roger Cartwright in Abingdon as he is announced as "one of the few American Morris dancers") and it is
played with many light almost textural drum beats, very similar to that used to accompany the Basque txistu (for
example, Basque women at the Scarborough Sword Spectacular) American players, notably the multiple players of
Marlboro Morris and Sword (here are two of them: Andy Horton and Maggie Schiele Sullivan) and Jessica
Murrow of Bouwerie Boys. They seem to drive the dance with more dynamic from the drum on the down beats and
less of the texture.

4. Psycho-biological Factors

By this I meant such elements as personal physical condition (what the English call being "fit" and Americans call
"shape," as in what "shape" are you in?"), somatotype (after Sheldon, 1940), and motivation. Although American men
and women tend to be taller than their English counterparts, It isn't clear to me at this stage that these factors are
responsible for much difference dance style except for average age issues. Perhaps because English teams have
existed for so much longer, it is more common there to see older (heavier?) dancers. This will affect tempos; older
dancers either need faster tempos or they have to work harder and be more convincing with upper body gestures.
That's beginning to show up on American teams. John Dexter, longtime leader of the Bouwerie Boys and one of the
finest dancers in North America (at #1 in both films), noticeably has to work harder now (at the2005 Ale) than he
did in his youth (at the 1988 Ale) to dance the Sherborne capers at the slow tempos the Bouwerie Boys prefer. As
they beautifully set the younger, springier dancers for the last crossing at third corners, the contrast is obvious.

5. Choreographic Factors

As many dances performed by American teams share the choreography with those chosen by English teams, I'm
relying on my examination of repertoire in Part II of this essay to reveal any American preferences, (American Morris
Newsletter, Volume 25, Number 2, July, 2005 "The Marlboro Morris Ale at 30: Part II. Skits, Spoofs, and
Invention: the Ale as a Cradle of Creativity"). The one issue not explored in that essay concerned individual movement
style. As my anecdote quoted above about my appearing to move like and "American" at Cecil Sharp House illustrates,
there may profitably be aspects of movement dialect to explore here that I, at least, don't have the language to
pursue.

6. Psycho-social factors

The latter comment is reinforced around this aspect of dance style. In Six Fools, I speculated about the "dance mirror"
which leads us to dance like the people we can see in the set. In other words, we move like the people we can see
around us. This multiplies the dialect factor beyond one individual into a team quality. I can't do better on this aspect
right now other than recommending a broad search in the DVRA looking at performances found by searching on
"England" and "USA" within any Morris genre. Looking across genres would confuse things beyond all bounds.

7. Community Function or Context

Why is the audience at a Morris show? It differs between England and North America. It's not common for an American
audience unexpectedly to come across dancing in the street; I've been told more than once by English non-Morris
dancers, complainingly, that one can't go to a nice pub in the summer without having to listen to Morris bells. So, for
an English audience the Morris may look like an English nuisance, maybe even an object of amusement because of the
long running cartoon (comic strip) by Bill Tidy, "The Cloggies, an Everyday Story of Clog-Dancing Folk." But for
American audience, there may typically not be any context for understanding a Morris show, With its colored costumes
it looks "ethnic" and inspires the question: "where is this from?" American teams typically reply "England" and may
have a flyer or brochure to hand out which says something about it being "ancient" and a "fertility rite."

Because of the Marlboro Ale, however, there's a very knowledgeable audience for Morris and sword dancing in
Windham County, Vermont. They see the Cotswold-style Morris in May or the sword dance and mummers plays in
October as local, community events, and the Ale as a special aesthetic display. And they don't just appreciate the
spectacular parts such as the leapfrogs or split-capers. At the ending massed Ale shows in Newfane, especially, they're
as likely to applaud a simple but well-done common figure, such as a "back-to-back" with clean and straight "lines"
and musical handkerchief gestures.

And they don't see the dancing often enough to tire of it from over-exposure. The southern Vermont Cotswold teams
can only be seen in various towns on weekends in May (and never in the same town twice in a year) and the
sword/mumming teams only dance on Columbus (the women of Marlboro Morris and Sword) and Halloween (the Green
Mountain Mummers men) weekends in October.
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This means that visiting teams at the Marlboro Ale are both welcomed and appreciated. This helps teams produce what
I see as a fresh and energetic set of performances. The audience plays a major part of what happens in any
performance and, since the Morris is an interactive display, what an American audience brings to a show will inevitably
put an American stamp on the dancing

In conclusion:

All of these American influences may not result in a movement style that is as perceptibly different as a Yankee speech
dialect. Not yet, anyway. The strongest image I have after thirty years of the Marlboro Ale is of the children's and
teenager teams almost too numerous to mention: Great Meadow, Maple Leaf, Mountain Top, Green Mountain,
Velocirapper, Candy Rapper and Lansdowne Morris. They have grown up with the Morris as a fixture of their lives.
Many, such as my daughter, heard and felt the rhythms while still in utero, went to sleep as babies at Morris practice,
and watched all the teams at the Ale every May. If their parent generation dancers haven't yet developed an American
way of dancing, they will.
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Review of Farmall Promenade: "Square Dancing Tractors"

Richard S. Holmes

Nemaha, Iowa, population 120. A "Mighty" Small Town, it says on the sign; and it's the home of some of the best
molly dancing you'll ever hope to see.

That claim might bewilder a resident of Nemaha, where they've probably never heard of molly dancing, and it might
confuse someone familiar with the Seven Champions and the teams they've inspired. But remember what traditional
molly dancing was: men, some of them dressed as women, doing social dances as display dances. That's just what the
Nemaha Farmall Promenade is, with just two main differences: The dances are American square dances, and the
dancers do them on farm tractors.

It's the sort of thing you need to see to believe, and if you're in the midwest during the summer you have lots of
chances -- the 2005 schedule on their web site at http://www.farmallpromenade.com lists twenty shows in
venues from Nemaha to Butler, Illinois to Yankton, South Dakota. On the other hand, you could just watch the video.
It's available from the web site (VHS format, 57:20, $19.95 plus $4 shipping), and I assume it's the same video
I'm reviewing here, though the packaging seems to have been spiffed up a bit compared to the version I have.

We open with scenes of life in Nemaha -- the post office, the Town Hall that appears to be mainly a garage, the men
on tractors. Then comes the show. Before a crowd that looks to be ten times the population of Nemaha, eight men
walk on -- four in cowboy shirts and dungarees, four in matching skirts and petticoats -- and, after a bit of banter,
they climb aboard eight bright red, restored antique Farmall tractors. The caller starts the taped music and begins
calling the figures, and the dancing is under way.

Half a dozen dances are shown in their entirety. The tractors do basic square dancing figures -- stars, promenades,
allemandes, do-si-dos, right and left grands. It'd be pretty dull if they were dancing on their feet, but on the tractors it
takes on a whole new dimension. That they can do square dances on tractors at all is pretty remarkable, but, wait,
there's more: They do them well. Watch the promenade, for instance: the couples drive around the ring with the
tractors' big rear wheels only a few inches apart. A little mis-steering, or a little mismatch in speed, and it would get
ugly fast -- but they stay in synch. At least one couple doesn't find much challenge in that, though, so they steer one-
handed -- and hold hands.

Again, look at the right and left grand. Four tractors go clockwise, four counterclockwise, and they weave in and out,
passing left shoulders -- tires? -- then right. That needs a fair bit of skill right there, but from the high camera angle
you can see the tractors across the set from one another are directly across on a diameter of the circle. The last
dance ends with a "chorus line" of all eight tractors in a single line, pivoting around the center. Their spacing is tight,
and the line is ruler-straight.

What these guys have learned, in other words, is something some of us Morris dancers take decades to figure out:
that ninety percent of good dancing is having a set where everyone knows what everyone else is doing, keeps their
eyes and ears open, and makes what they're doing fit. Dancing as a team, that is, not as a bunch of individuals who
happen to be in the same vicinity. The tractor square dancers obviously practice a lot; it shows. So does the fun
they're having. The caller has some fun with the patter -- "Promenade around and round, keep those wheels right on
the ground" -- and, in another case of Morris deja vu, one of the dances is interrupted by the arrival of a fool. He's
dressed in black formal attire, causes havoc, and drives (well, of course) a green John Deere.

The tape concludes with brief interviews with the dancers and caller. There are some amusing stories about dressing
as women, and some historical background (they started doing this in 1998 and the show was taped in 2001 -- how
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many three year old Morris side dance this well?). What I found most interesting was that apparently none of them but
the caller knew much of anything about square dancing when they started. They were tractor guys, not dance guys.

I wish the audio were better -- pretty much it's what their microphones picked up off the PA, and some of it isn't very

intelligible. Other than that, it's well produced, and it makes a strong case that traditional-style molly dancing is alive
and well, living in America, and driving tractors.
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Duns Tew

Chapter 2--The Beginning of the End
Tim Radford

The 1986 Sidmouth festival workshop to develop a "new tradition," i.e., the origin of the Duns Tew Morris Tradition,
was more successful than I ever thought possible. In fact, it went much further than I ever intended. My main
motivation for the week had been to get dancers to think more about "their" morris; rather than using an existing
tradition to help with this, the workshop helped to create a new one for which they had feelings of ownership, which
they could then apply to their own circumstances.

When teaching any morris tradition, it is essential to know what choices you have to make in order to create a team
style. If you start with something that dancers already know it is more difficult to get past their preconceived ideas.
Starting with a clean palate makes this task easier and, in my view, more rewarding for the teacher as well as the
dancers. Following Sidmouth, I was totally taken aback by the enthusiasm of the workshop attendees and how deeply
they embraced the new tradition - both the style and the dances.

It was only a matter of days after I got home that I received in the mail a written description of all the dances we had
developed, with details of all the steps and movements. This note was later fleshed out by its author, Tony Forster,
into an article that appeared in Morris Matters Vol. 9 No. 1 later that year.

As I said in Part 1, all of us resolved at the end of the workshop to get together again and perform the dances, and I
agreed to look into the possibility of the team dancing in Duns Tew itself. After much telephoning, correspondence and
checking of calendars, we finally agreed to get together over the 1987 Midsummer weekend (June 19th-21st) to dance
in and around Duns Tew. We planned to meet on the Friday night to practice the dances, dance all day Saturday and
continue through Sunday lunchtime.

At that time I was living in the village of Barford St. Michael, which is over the hill from Adderbury and only a few miles
from Duns Tew. The George Inn in the village was a regular Rock Music pub; I knew the landlady, and she allowed the
team to camp in the field/back garden of the pub, overlooking the River Swere and its valley. The George also sold
food and good beer, and the Village Hall is next door. So it was a great arrangement all round. At the appointed hour,
everyone who had attended the Sidmouth workshop (and a few more!) turned up at the pub, with the exception of
musician Alan Whear, who could not be there. So we used various team members as musicians: Andy Anderson, Sue
Swift and Andy Slade come to mind. Tents were pitched, food was consumed, beer was drunk - and finally we got
down to practicing the dances in the village hall.

The extra dancers who turned up were friends who had learned the dances from original Duns Tew members -- mainly
Tony Forster, who was then teaching them to his team Yaxley Morris from near Peterborough and also to a team called
Scratch Morris, of whom I know nothing. It didn't take too long to get through all the dances - they were only 5 in
number - leaving time to examine several more I had "found" since the workshop.

These included:
e Bungalow Bill, a corner dance to the Banbury Bill tune

e Banks of the Swere, an "arm clashing" dance to the Banks of the Dee tune (arm clashing because Duns Tew had
no stick dances)

e Tew's the Dance, a leapfrog dance to Glorishears.
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One of the features I introduced to the team was the concept of the "idiot card." This was a small plastic laminated
card with a brief typed description of each dance that could be carried in one's pocket and judiciously referred to
before dancing. It really helped - even for me! I still have mine, updated over the years with more of the "found"
dances.

Saturday started with that quiet mood of preparation and reflection. Putting on kit, musing over the day and thinking
about the tasks ahead. When everything was prepared all that was left was the short drive to the village. Prior to the
weekend I had gone over to Duns Tew and made a small change to the signs entering the village. On most roads
entering villages in England there is a sign with the village name. In the case of Duns Tew, under the name was an
additional line that read "Please Drive Slowly." On all of the signs I changed this to say "Please Dance Slowly"; I am
not sure to this day how many dancers actually saw this!

We started dancing at the Dashwood Rise on the road into the village from North Aston. After a couple of dances I was
interviewed by Radio Oxford for their Folk Program, an audio copy of which I still have. We then moved towards the
village center, dancing at The Green and the crossroads by the church and finally at the pub - The White Horse.

We seemed to be very well received by the watching villagers, none of whom knew of the existence of Morris dancing
in the village in the past. They were interested in who we were and where everyone came from, and we were able to
tell them that dancers had traveled miles just to be there at the weekend. I calculated that dancers came from 7
different English counties, and from as far afield as Newcastle and south Wales. As well as the villagers for audience,
we were also joined by the redoubtable Roy and Marguerite Dommett with I am sure the ubiquitous video camera,
although I don't really remember.

After a good liquid lunch at the White Horse, which as always slows you down, it was off to Steeple Aston to dance for
Mr. Colin Meade outside his pub The Red Lion and drink more beer: and then process the several hundred yards down
the street using the newly revived (or found) processional dance to the tune La Morrisque - called "Tew by Tew", to
the White Horse. Yes, you have guessed right, for more dancing and more beer. After the pubs closed in the late
afternoon, then it was all back to Barford for a well earned rest, before girding our loins once more at 7 pm for a trip
to the neighboring village of Bloxham.

There we were scheduled to meet up with The Adderbury Morris Men and Kirtlington Morris. We danced there together
at the War Memorial for an hour or more before back again to The George Inn at Barford for the final dancing of the
day. I can just about remember dancing well into the night. I have little recollection of the evening other than that, but
I was luckier than most because my own bed was only just up the street from the pub, and I got at least a few hours
sleep before the Sunday lunchtime dancing at The George.

I can remember arriving at The George to find the team going through a new dance called Car Park & Gardens,
named thus only because of the sign on the wall at the entrance to the pub. Most of that lunchtime is only haze to me,
but I seem to remember that there were some very tired dancers by 2 o'clock on Sunday afternoon, when the dancing
finally ceased and all the villagers had gone home; when tents had to be struck and goodbyes had to be said.

All agreed it was a momentous time and we vowed to do it all again next year, but first to meet up again at Sidmouth
in August to celebrate our first birthday. Sidmouth 1987 was memorable for several reasons. I was teaching the
advanced morris workshop again, this time focusing on unusual Stick Dances (from which the first glimmer of The
Long Itchington Bedlam tradition was to emerge -- more on that another time, if pressed). And of course there was the
Duns Tew Birthday Dance Out, which happened on Thursday evening (I think!) outside the Marine Bars on the sea
front.

A couple of other dances had been found in the interim, including: the previously mentioned Car Park & Gardens - a
name I never liked as I wanted to call it The Longest Day or The George to the tune Gallant Hussar - and Mrs.
Casey to the obvious tune. The other thing that happened was the making of a Duns Tew Morris badge. In June for
the tour around the village I had designed a poster with a very simple White Shield with a diagonal Red Stripe as a
team emblem. The members generally admired this distinctive emblem, and at the Sidmouth Craft Fair I asked a
young lady who was making wooden badges to make one, with a Scroll under the shield saying DUNS TEW. This
became a very important part of the team kit and was proudly worn by all the dancers on the left breast. I still have
my badge today. I wonder how many others do?

The team carried on this yearly round of dancing over the next few years: Mid-summer dancing around Duns Tew with
camping at Barford, etc. In fact we danced in most of the small villages within a five mile radius of the village over
those years. And of course there was also the regular dancing at Sidmouth. That was essential.

One year we were invited to attend the Bucknell Morris Ale, and it was great to close the circle and finally dance with
the other team the style was based on.

Another year - I think 1988 - the team entered the Sidmouth Ritual Dance competition and came 3rd, but I seem to
remember there were very few entries!
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On another occasion, I think our last performance at Sidmouth in 1990, we danced outside the Marine Bars with
members of Thames Valley Morris (from Canada - before they added "International" to their name). They included as
ringers for that week several English dancers from teams like Mr. Jorrocks, Windsor and Great Western, and went by
the name of "The Otter Valley Irregulars".

As the years went by so the number of dancers in the team also increased. This was mainly from within the team, i.e.,
Andy Anderson's wife Sue Dover joined, as did my daughter Cat and Sue Swift's daughter Laurel. As an aside - Cat &
Laurel are still dancing together in Morris Offspring - something readers should look out for. In addition several more
members of Scratch Morris and Yaxley Morris joined in, and that is when the problems started at arise that finally put
an end to the team meeting regularly. As other dancers and teams started to learn the tradition, so some prominent
members thought that the tradition's style was losing some of its distinctive characteristics.

Changes to the way the backstep was being danced caused problems, as did the height of the hands in half capers and
the speed of some turns and hand movements, just to mention a few examples, all added to some dissatisfaction and
concern among longer standing members. When these newer dancers danced with Duns Tew, some of the old
members did not like what was happening. Up to then the team had always allowed me to be boss and say what I
thought was right and wrong, and they thought this was getting diluted. Consequently tension was creeping in that
was pulling the team into different directions.

That Mid-summer 1991 was for me the least enjoyable event the team had ever done; and it proved to be our last
performance. Coincidentally, it was also a very rainy weekend and we had to abandon the Sunday dancing before it
even began. For me it was time to put the cap on the team. The experiment that turned into a phenomenon had run
its course, at least as a dancing and touring team. It was now time to let the Duns Tew Morris Tradition take its place
with the other dance traditions out in the big wide world. It would be interesting to see how it would survive and what
the real legacy of the dancers was to be.

It seems very odd to recall that it was not a lack of dancers that killed off the team, but the opposite, too many
dancers! I don't imagine this happened often. A split in the team would have been unthinkable and risked ruining
many good memories and friendships. One thing I am sure of: by the end those who had been involved were better
dancers who had a greater respect for and knowledge of Cotswold Morris dancing than they started the process with.
For me it was a privilege to be involved with them all. It is humbling to think that nearly 20 years on we are still
talking and writing about the team and its dances.

I have a warm feeling knowing that there are a number of teams still performing the dances. I personally have had the
opportunity in recent years to teach the Tradition at Pinewoods Camp and introduce the dances to people who had no
knowledge of them before then. What happens from now on we can only guess. Duns Tew was the longest running
Morris Workshop that ever emerged from the Sidmouth festival, and even that has had to change in recent years.
Since there are dancers still performing these dances, then I suppose the workshop is still happening. Life and Duns
Tew continue...

But who will write the next chapter?
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Some Hitherto Lost Pages of Duns Tew
from the Journal of Cecil Sharp

Cecil Sharp, recently re-discovered by Tony Forster

Introduction, being the first part.

The first week of August 1986 being inclement, I was forced to seek shelter in the pleasant coastal town of Sidmouth
and to abandon, temporarily, my exploration of the by-ways of Devon.

During my enforced sojourn, I had the great good fortune to meet a team of dancers from the North Oxfordshire
village of Duns Tew whose traditional dances had hitherto been unknown to me. They too were enjoying their annual
break from labour by the coast, but could not refrain from dancing. The Squire, or leader of the team, a Mr. Timothy
Radford, was taking practices when I met them in the club room of the Balfour Arms, a hostelry in North Sidmouth;
the room was more normally used as the meeting place of the Royal Andedeluviun Order of the Buffaloes Lodge
No. 6349, Ye Goodwin Lodge. (The matter of the connection between the R.A.0.B. and the Morris has occurred
before: I believe the Abingdon dancers had such a link. Perhaps another researcher would like to examine this
further?)

The dancers numbered about 20-25; I was astonished to discover that the dances of the village were traditionally
performed by men and women dancing in the same set. It is clear that this discovery must cause a re-evaluation of
comments I have made in earlier publications: as I have now discovered a traditional Oxfordshire dance side in which
both men and women perform, I must retract my previous statements that the Morris is @ man's dance. I hope that
those who follow me in their preservation of the Morris will note this important new discovery.

The dancers were kind enough to show me five of their dances, plus a jig and a processional; they assured me that
they would remember others later. They danced to the melodeon of their musician, a Mr. Alan Whear.

The Duns Tew Tradition.

COSTUME - The Duns Tew dancers wore white shirts and ordinary white trousers, danced bare-headed, and wore a
three inch red sash from the right shoulder to the left hip. Bell pads were worn on the legs - these seemed to me to be
of a very motley design.

Their handkerchiefs, of full (17 inch) size, were carried with the two diagonal corners knotted together, and slung
across the middle finger.

CHARACTERISTICS OF THE TRADITION

THE DANCES so far remembered, number five: all are handkerchief dances; in addition, a processional and jig were
noted.

STYLE - active and vigorous. Most movements involved a 'surge' on the first step of the movement, and a turn on the
second; it is necessary to move briskly to achieve this. The music must not be too fast, or the finer points will be lost.

The tradition is invariably danced with a right foot lead, and dancers always pass right shoulders and turn right when a
choice presents itself.
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The set must not become small or constricted: space in the dance is an important identifying feature of the tradition.
As one of the dancers kindly explained, "We have to keep space in the set, because there is space between 'Duns' and

"Tew'.

THE STEPS comprise 4 step, 2 step, side step, plain capers, double capers and upright capers.

The 'double step' (d.s.) is danced with emphasis on the first beat. Arm movements are as follows: starting from about
shoulder level (one older dancer told me that in the early days of the tradition, the handkerchiefs went back over the
shoulder at the end of each step, ready for the next; this feature had completely disappeared when I saw the team
dance), the hand travel down on the first beat of the bar, remaining the width of the body apart, and at the end of
their descent, there is a small outward flick, away from the centre of the body, involving primarily the wrist. Arms
remain bent as they travel down, elbows moving backwards, and do not straighten until the end of the movement. The
hands then travel up for the next step. The emphasis is very much on the downward movement of the hands, as the
body surges forward.

The 'back step' (b.s.) is a single-step danced backwards, but with a loose leg swing - a roll in the step. The swinging
leg moves forward and out in a small circle from the knee, to land behind the other foot. Arms in this movement are
held in a high balance position, with elbows bent at right angles: the upper-arm is at 45 degrees to the body, the
hands at shoulder level and in a straight line with the shoulders.

The 'side-step' (s.s.) is a closed side-step, performed facing forward, with no twist in the body. The arm movement is
notable: the leading arm (i.e. right arm if the right foot is being used) is raised with the upper arm out from the body,
at an angle of about 30 degrees above the horizontal, elbow bent so that the hand is on the shoulder. On the first beat
of the side step, the arm is straightened, so that the handkerchief flies out, in a brisk, punching movement. The free
arm and hand are held loosely down the side of the body.

The 'plain caper' (P.C.) is as in other traditions (e.g. Adderbury) with the arms executing low circles at the side of the
body.

The 'double caper' (D.C.) is similar to the Bucknell step of this name: R,R, with the free leg kicking back and forth
from the knee. The hands are held in the same high balance position used for the back-step.

The 'upright caper (U.C.) is as follows: a step walking forward (right lead, of course) with no hop, a step on the other
foot: the hands the while are moving in small circles at waist level by the side of the body. A third step leads into the

jump: high, with legs together, to land feet together. Hands in this movement go up together and trace a wide show:

up to the high point above the head, over and down to arms-wide, horizontal position: the arms must be kept straight
during this movement.

THE FIGURES witnessed were foot up (FU), face-to-face (FtF), front-to-back (FtB), back-to-front (BtF), rounds
(Rds) and Hey (used only in the chorus-whole hey as a figure is unknown in this tradition) (HH).

Once to yourself (0OY) is a feet together jump (f.t.j.), hands raised high and together above the head. Dancers face
up.

Foot Up (FU) is two d.s., three b.s. and f.t.j. repeated the second half in the same direction. Dancers continue to face
up until the end of the figure.

Face-to-Face (FtF) follows the same sequence of steps as FU. One the first d.s.s, there is a surge forward passing
fright shoulders; on the second, a right turn so partners face, keeping a fair space between them. They back out to
place on three b.s. and f.t.j. The second half is a repetition, again passing and turning right.

Front-to-Back (FtB) is started by 1 & 2 facing down, all others facing across. Using the same stepping sequence as in
FU, they head down the set, passing right shoulders with Nos. 3 & 4, moving round behind them, continuing to face
down, and returning with their left shoulder closest to the other dancer. This is repeated with Nos. 3 & 4 joining them,
dancing round Nos. 5 & 6; 1 & 2 follow exactly the same track as the first time. Nos. 5 & 6 stand and face across.

Back-to-Front (BtF) is the same movement as FtB, but this time initiated by Nos. 5 & 6; 3 & 4 join on the 2nd half; 1
& 2 stand and face across.

Rounds Dancers turn the easy way in and dance round clock-wise two places in the set, using the FU stepping
sequence. On the second d.s., they turn right, and back into place. This is repeated in the second half, dancers turning
right again.

Hey 1 & 2 face down, 3,4,5,& 6 face up. 1 & 2 dance straight down the set (a stepping sequence as FU - surge on 1st
step), 5 & 6 dance up. 1 & 5, 2 & 6 pass right shoulders, turn right to face on the second d.s., and back into place.
This is repeated in the 2nd half. 3 & 4 head outside the set, up first time, down second, at an angle of about 30
degrees to the track of the others. One d.s.s takes them level with the starting position of 1 & 2; they then turn out on
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the second d.s., surge in towards the centre of the set, facing in, to form a circle with the other dancers, and back out
to place.

The Dances Themselves.

1. THE SWAN (Tune: Lumps of Plum Pudding )

Sequence: OY, FU, DF, FtF, DF, FtB, DF, BtF, DF, Rds., DF.

DF: All dancers face across, and dance four s.s. (right first) on the spot: do not travel far; followed by H.H. Repeat.
Finish on b.s., turning on the third, and f.t.j.

2. OLD GORDON (Tune: Old Woman Tossed Up)

Sequence: As ' The Swan'

DF: All dancers face across, and dance to partner's place across the set with 4 s.s. Dancers turn right to face in on the
fourthe s.s. 1] is on the wrong side of the set. Dancers return to place on the second half.

3. SEASIDE SHUFFLE (Tune: Constant Billy) (Corner Dance)
This dance is believed to commemorate a visit made by the team to the coast in 1832.
Sequence: QY, FU, Df (i), Ftf, DF (ii), FtB, DF (iii), BtF, DF (iv), Rds.

DF(i): 1 & 6 face and do 4 s.s. (r. first) approaching one another slightly. They pass right shoulders on 1 d.s., turn (r)

to face on 2nd d.s., back in to place. 2 & 5 come in on f.t.j. and repeat sequence; 3 & 4 come in on f.t.j. and repeat,
but do not approach on s.s.

DF (ii): 1 & 6 repeat s.s. sequence as above, followed by 4 P.C., passing right shoulders and turning to face on fourth,
b.s. and f.t.j. to place. Others repeat as in DF (i).

DF (iii): 1 & 6 repeat s.s. sequence as above, followed by 4 D.C., passing right shoulders and turning on 4th to face;
b.s. and f.t.j. to place. Others repeat as DF (i). (NB: music must by augmented to fit.)

DF (iv): 1 & 6 repeat s.s. sequence as above, followed by 2 U.C., passing right shoulders on first and turning to face
on f.t.j. of 2nd; b.s. and f.t.j. to place. Others repeat as DF (i). (NB: augmented music)

The dance finishes on rounds, with a jump into the centre of the set on f.t.j. NB. Due to the set's inversion at this point
in the dance, the BtF figure appears to be identical with FtB. It is, however, being initiated by numbers 5 & 6.

4. MRS. CASEY (Tune: Mrs. Casey)
Sequence: QY, FU, Df(i), Ftf, DF(ii), FtB, DF(iii), BtF, DF(iv), Rds.

DF(i): All face up. 1 & 2 only, s.s.r. and s.s.l. on the spot, 3 &4 s.s.r. and s.s.I. 5 & 6 s.s.r. and s.s.l.
All. s.s.r. and s.s.l., followed by HH. 2nd Half. - all face down and repeat the sequence as in 1st Half.

DF(ii): All face up. 1 & 2 only dance, 4 P.C. Others, repeat as in DF(i) and HH. They repeat, facing down.

DF(iii): All face up. 1 & 2 only dance, 4 D.C. (augmented music). Others repeat as in DF (i) and HH.
Dancers repeat facing down.

DF(iv): All face up. 1 & 2 only 2 UC; others repeat as in DF(i) and HH. This is repeated facing down (Augmented
music). The dance finishes on Rds., f.t.j., all in.

5. OLD NUMBER FIVE (Tune: Rose Tree) (Hand Clap Dance)
Sequence: OY, FU, DF(i), FtF, DF (ii), FtB, DF(iii), BtF, DF(iv), Rds.

DF(i) face across. All dance s.s.r. and s.s.l. (on spot). Clap own hands in front twice; clap right hand to partner's right
hand. Clap in front twice; own left to partner's left. Dance s.s.r. and s.s.l. Clap in front, under right leg (kicked up), in
front, under left leg (kicked up), in front, behind, in front, and a two-handed clap to your partner.

No handkerchiefs are used in this dance.

DF(ii) Same movements as in DF(i), but 1 & 2 face down and execute the movement with 3 & 4; 5 & 6 perform the
sequence across, as in DF(i).

DF(iii) As in DF(i), but 5 & 6 face up and execute the movement with 3 & 4; 1 & 2 perform the sequence across as in
DF(i).

DF(iv) As DF(i).
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Finish on rounds; jump in, all f.t.j.

6. LADIES PLEASURE [solo jig]: (Tune: Ladies Pleasure)
Sequence: OY, FU(i), DF(i), FU(ii), DF(ii), FY(iii), DF(iii)

FU(i) is done facing up; FU(ii) at right angles (the jig was witnessed twice; on the first occasion FU(ii) was danced by
turning 90 degrees left of FU(i); on the second, 90 degrees right. L suggest 90 degrees right is more in accordance
with the right shoulder rule.) FU(iii) is done at other right angle.

DF(i): 4 s.s., starting right, and 4 P.C., and 3 b.s., f.t.j.

DF(ii): 4 s.s., 4 D.C., 3 b.s., f.t.j.

DF(iii): 4 s.s., 2 U.C., 3 b.s., f.t.j.

Music Sequence: "A, B, A, B+, A, B+. (B+ is augmented B: bars 5 & 6 are slowed)"
7. PROCESSIONAL: (Tune: La Morrisque, Playford)

The form in which this was witnessed is believed to be a degenerate form. The processional withessed consisted simply
of walking in two columns, in time to the music, right foot lead. On the A music, hands executed the hand movements
of 4 s.s.; on the B music, hands were held in the 'high balance' position used in b.s. and DC.

It is clear this was originally danced, using 4 s.s. on the A music, and 4 DC on the B music. On long processions,
dancing and walking could alternate, with hands moving as above throughout.

http://www.americanmorrisnews.org/pastissues/october2005v25n3/current_issue/tonyforsterv25n3dunstewnotes.html 4/4



12/18/2018 American Morris Newsletter -- Vol. 25 No. 3 --Abram Circle Dance -- Midwest Style

i i

AMericanmorrisnews.org

This Issue | Past Issues | Useful Links | Search This Site | Contact Us

American Morris Newsletter

Volume 25, Number 3
October, 2005

The Abram Morris Dance -- Midwest Style

Edward L. Stern
Origin and Diffusion.

The town of Abram is situated in the northwest part of England, in the county of Lancashire, close to and south-
southeast of Wigan (which is small, but much easier than Abram to find on a map).

A detailed description of the Abram Morris dance was first published by Maud Karpeles1 in 1932. It is a bona fide
Maypole dance, and its performance (at least once every 21 years) ensured that the plot of land upon which the
Maypole stood remained the possession of the Morris dancers of Abram. For more information on the dance as
performed traditionally in Abram prior to 1901, or as revived in that town since 1984, refer to the publications listed

below 16,

Since the 1960's a number of variants of the Abram Circle dance have emerged /8 including one or two done wearing

clogs 9 and using slings. The history of one American variant, the "Midwest" version of the Abram Circle Dance is as
follows:

The Chicago Morris Dancers existed on the campus of the University of Chicago from 1969-71. This group was basically
"on its own," mostly relying on library resources, some films available from the Country Dance and Song Society of
America, and the odd itinerant Morris dancer who visited for a day or two. I was one of the leaders of the group, and
was looking for dances within our capabilities to introduce into the repertoire.

Stimulated in part by finding a 78 r.p.m. phonograph recording of the Abram Circle Dance 10 and in part by an
upcoming May Day celebration, I first taught the dance described below to the Chicago Morris Dancers in 1969.

In 1971 I moved to Minnesota and, in 1974, formed the Minnesota Traditional Morris (MTM). The Abram Circle
was taught early on, and became a mainstay of this group. It is the first dance performed on almost all major "days of
dance": it is danced as the sun rises on May Day morning; prior to the first stand each day at the Minnesota
Renaissance Festival; and it is often used as a dance of honor, of luck, of "blessing" around nuptial couples, etc.

The dance began its gradual diffusion to other Morris groups in 1979 and 1980 when MTM attended the Marlboro (VT)
Morris Ale and performed the MTM version of the Abram Circle as a "show dance". At that time American Morris
dancers were, for the most part, unaware of the existence of this dance. (ed. note: Click here to see a video of
MTM -- part of Tony Barrand's Digital Video Research Archives -- performing the dance on
05/24/1980 at Soccer Field, Marlboro College, Mariboro, VT).

After the Midwest Morris Ales began in 1981, MTM had interactions with other mid-west Morris teams. Through this
and a similar event begun a few years later at the Minnesota Renaissance Festival, aptly called the "Morris Madness
Weekend," MTM introduced the Abram Circle to numerous other teams, primarily but not exclusively from the central

third of the U.S. To my knowledge this is the first detailed description to be published 11

The Dance Itself.

Music for this dance has been published several places. 1'7:12:13 (ed. note: ABC notation for the music can be
found here, or click here to hear the tune as an MP3 file. The MP3 file is computer generated from
the ABC file.)
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Any even number of dancers can take part. Dancers carry a white handkerchief in each hand; they stand in a circle,
facing the center, numbering round counter clockwise, so that odd numbers are on the left of their partners and even
numbers on the right. The group is usually centered around a Maypole or a tree, a nuptial couple, someone being
honored, etc.

Figures use either a walking step with the two arms swung in opposition forward and back alternately (i.e. the left
hand is swung forward as a step is taken with the right foot and vice versa), or a relaxed single Morris step with both
hands thrown up at the same time on the up-beat (count "&") prior to count 1 of bar 1 of the melody (i.e. at the end
of the previous melody). Generally the figures alternate between those using walking and those using single Morris
steps. Always begin by stepping onto right foot on count 1 of the melody.

A relaxed dance. Arm swings are made with a very loose arm, about waist height; steps are gentle.

1 - 8 Walking step; begin with right foot. Dancers, making a quarter turn to the left, move round
in a circle, clockwise, in couples with even humbers on the right of their partners (i.e. inside).
Evens try to catch up and be next to partner within about 4 steps. 16 walks, total.

On the last beat of the last bar, face partner (even numbers with backs to the center); on count
"&", throw both hands up overhead.

1 - 4 Using 8 single steps, partners dance back-to-back passing right shoulders, throwing both
hands up overhead on the last "&" count.

5 - 8 Using 8 single steps, partners dance back-to-back passing left shoulders. (Do not throw
hands up at end.)

1 - 4 Walking step. Couples move round clockwise as in A 1 - 4 for 6 walks; on the 7th walk
swing left arm higher than usual (straight overhead) as you execute a 180 degree pivot turn on
right foot (both dancers clockwise, toward the Maypole); the 8th walk is forward around the circle
in the counter-clockwise direction while the left arm swings down in front of you and the right arm
swings forward as usual. [As seen from the outside, the left arm makes a complete circle in
space; the dancer may see their left arm swinging forward and up to the top, then forward and
down to the bottom, ending behind them. Perspective is everything!]

5 - 8 Couples move round counter-clockwise (even numbers still on the inside, i.e. on the left of
their partners) using 8 walking steps. On the last beat of the last bar, face partner (even numbers
with backs to the center).

1 - 2 Partners face and stand still. The right hand is swung round in a big circle in the plane in
front of the body, counter-clockwise, starting from the outward and upward direction ("one-
o'clock™). In the second bar, as the hand is lowered, partners make a slight obeisance to each
other.

(Imagine writing a huge script " d’ "in front of you.)

3 - 4 Repeat as above, swinging the left hand round in a clockwise direction (starting from
"eleven o'clock"). Throw both hands up overhead on the last "&" count.

1 - 4 Using 8 single steps, dancers move once round in a small circle, clockwise (almost a turn
single) to end facing their partners. They throw up both hands overhead on the last "&" count.
There are no other hand movements.

5 - 8 As above, but making a one-and-a-quarter turn, counter-clockwise, so that odd numbers
finish facing clockwise and even numbers counter-clockwise (each has right shoulder toward
partner).

1 - 16 32 walking steps. In concentric circles, odd numbers move clockwise around the outside of
the circle, while even numbers move counter-clockwise immediately inside the others. As the end
of the musical phrase approaches (after about 20-26 steps), even numbers begin to move
outward and arrange to enter the outer circle alternating between two odd numbers. Dancers
finish in ring formation, facing the center. All throw up both hands on the last "&" count.

1 - 8 Using 16 single steps, all move slowly forward toward the center (arms in low "balance"
position); all throw up both hands on the last "&" count.

9 - 16 Using 16 single steps, dancers fall back from the center (arms in low "balance" position).

The above movements are then all repeated. In the final bar, as the dancers have retired from the center, they pause
as the hands are swung up on the first beat, and on the second beat they are swung with a gentle but decisive
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movement, down and out, to shoulder level. This forms a ring of not quite touching dancers, which is held still for a
few counts to end the dance.

Notes.

1. Karpeles, Maud, "The Abram Morris Dance." Journal of the English Folk Dance and Song
Society, 1, 55-59 (1932).

2. Corrigenda Journal of the English Folk Dance and Song_Society, 2, (1933) [cited in
Marshall7].

3. Dann, Tony, "The Ancient Festival of Abram Called the Morris Dance", English Dance and
Song, 45(2), 6 (1983).

4, Leyland, J., Memorials of Abram, 113-115 (Manchester, 1882) [cited in Marshall7].

5. Hughes, Geoff, "The Abram Morris Dance, a personal account of its revival." Morris
Matters, 10(2), 2-7 (1991).

6. Hughes, Geoff, "The Abram Morris Dance, a personal account of its revival." The Morris
Dancer, 2(13), 221-230 (1991). [This is a longer article than the above, and contains a
photograph of the Abram dancers taken in 1901 and another of the revival group taken in
1986.]

7. Marshall, Chas, et al., Abram Circle Dance (Workshop Series), The Morris Federation,
Leicester. (1985).

8. Personal observations of the author, and film in archives of The Morris Ring.

9. The Abram dancers, like many Morris dancers in the Northwest of England, wore boots; it
is a common misconception that all Morris from that area was danced in clogs. [See, for
example, Boswell, Pruw, Morris Dancing_on the Lancashire Plain, The Horwich Inquiry, The
Morris Ring (1984), p. 4: "...Almost without exception the teams from the Lancashire Plain
which danced prior to 1900 wore shoes..."]

10. "The Abram Circle Dance", Columbia DB1795, The Folk Dance Octet (Arnold Foster arr.
& cond.). This is a very symphonic sounding arrangement!

11. At least two brief descriptions of the "Midwest style" Abram Circle have been previously
distributed; I believe both were intended for use in workshops at Midwest Morris Ales, and
both compare it to the dance as originally published, but neither is a detailed description.
One was prepared by Julia Schult for a workshop at the 1994 Midwest Morris Ale, and the
other was prepared by me. The description in the present article was distributed
electronically to teams participating in the 2005 Midwest Morris Ale.

12. Fleming-Williams, Nan and Shaw, Pat (eds.) A Popular Selection of English Dance Airs,
Book 1V, Sword and Ceremony, English Folk Dance and Song Society, London. (1971).

13. Foster, Arnold, in A Collection of Six Morris Dances and Jigs, English Folk Dance and
Song Society, London. (1938?). This publication also contains another description of the
dance as collected by Maud Karpeles.
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The Chicago Morris Dancers performing the Abram Circle Dance on May
1, 1970.

Dancers (from left to right): Howard Johnson, Jim Dowling, Demi
Miller, Marketa Klas, Bob Trobbiani, Martha Willi (playing
accordion), and three unidentified dancers; at extreme right side
Ed Stern (hat brim and nose, etc.)

(Photo taken by Lloyd Eldon Saunders)
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%abc

X:1

:The Circle Dance from Abram
:2/2

:Ruth Temple
:Collected by Maud Karpeles

:Abram

:English

:N/A

%P : (ABCDEFG)$"2$
: (ABCDEFG)2

:G

:speed 300

D2 | G2 Bc d2 ef | g2 a2 b4 | g2 d2 dedc | B4 G2 :|\

: Bd | e2 c2 e2 ge | d2 B2 d4 | A2 d2 dedc |1 B4 d2 :|2 B4 G4 ||\
:speed 225

: d2 ¢ BYAG | d2 c B>AG | e2 d cBc | e3 g3 :|\

e2 d cBc | e3 g3 :|\

— X OH—X=XUR—TUV—X=XTUTH—XXU—TUOUHAXTURXITO>rXXXRR=2ZnN=4H

E
:6/8
d2 e f2 g | a2 g fred | e>fg f>ga | g6 :|\
:speed 300
:F
:2/2
: G2 GG B2 B2 | d2 d2 g4 | d2 B2 dcAB | <¢2 A2 GFED |\
G2 GG B2 B2 | d2 d2 g4 | d2 Bc dcBA |1 G4 G4 :|2 G4 G2 ||\
I:speed 300
P:G
M:4/4
|: dc | B2 G2 B2 d2 | A3 B A2 dc | B2 G2 B2 d2 | A4 A2
dc | B2 G2 B2 d2 | A2 A2 d2 Bc | d2 Bc dcBA |1 G6 1|2 G2G2 B2d2 | g8 ||
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ROS Maps and Morris

Andrew Bullen
Why Maps?

Maps are particularly useful to Morris researchers, as they allow us to grasp the all-important relationship between
geography and ritual celebrations. When I first began researching the Abbots Bromley Horn Dance in 1987, 1
discovered John Speed's maps of the British Isles, first published in 1611. The map of Staffordshire became an
important research tool, showing me old place names and parish boundaries. Compared to a modern map, of course,
the Speed map of Staffordshire is cartoon-like in its simplicity; however, it enabled me to see what Dr. Robert Plot
would have had as a reference when he wrote A Natural History of Staffordshire in 1686 and where the opposing
garrisons of Roundheads and Royalists were and how the devastation of civil war might have affected the Horn Dance.

Imagine, then, my delight upon first encountering the densely detailed and elaborate Royal Ordnance Survey (ROS)
maps (scaled 1 inch to the mile). The maps are perfect for Morris research purposes. They fit the proper time scale;
they were first commissioned in 1746 by King George II (who was, incidentally, the last English monarch to actually
lead troops in battle). The maps arose out of necessity-- England was at war on two fronts, fighting a bloody rebellion
in Scotland and embroiled in a major world war with France. The edition I use was first published in 1833 and revised
again in 1895. The sheer density of information available on one of these maps is incredible, showing rail lines, canals,
and roadways. These are the maps of Holmes and Watson, traipsing the Dartmoor fens and hollows, and Jeeves and
Wooster tearing around narrow country lanes late for a party. They are also perfect for really understanding Morris
traditions in their original context.

Illuminating Articles

As I mentioned above, the Ordnance Surveys become useful in illustrating geographic relations in articles. As an
example of this, in Some Oxfordshire Seasonal Festivals, by Percy Manning, Folklore Journal, v. 8. 1897 pp. 307-308:
"Bampton-in-the Bush is a small town about three miles north of the Thames, and fourteen miles west of Oxford. It is
even now two miles from the nearest railway station, and its isolated position-- for till recently no made road passed
near it -- has been very favourable to the survival of ancient custom."

Just how remote was Bampton? We can see what Mr. Manning meant when we look at the map of Bampton-in-the-
Bush:

Bampton-in-the-Bush.
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Also, please consider the following message sent out on MDDL by Peter Millington on June 28, 2005:
"Correspondence about the Cropwell costume in the Folklore Society's Ordish Collection suggests that it may have
come from 'The Butler'. However, as I discuss towards the end of my article, there are some discrepancies between
the correspondence and the appearance of the costume, so we can't be absolutely certain.

Plough Monday plays were performed at both The Bishop and The Butler, although Cropwell Bishop seems to have
been the main focus..."

Aside from learning more about the whole matter in question from the incomparable and breathtaking site at
http://www.folkplay.info/ and subsequent conversations with the ever-helpful Dr. Millington, to really understand
the import of his message, I found it useful to examine the relationship of the "Bishop and the Butler" to each other,
just a bit southeast of Nottingham:

Cropwell Bishop and Cropwell Butler.

LAY X 962 e
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Connecting Data and Maps Together

Morris, of course, lends itself well to geographic systemization. In fact, there are at least two influential articles that
have been written about the subject:

Needham, Joseph, The Geographic Distribution of English Ceremonial Dance Traditions, Journal of the English Folk
Dance and Song Society, v. 3, n. 1, December 1936 (henceforth referred to as the Needham article).

Cawte, E. C., Alex Helm, R. J. Marriott, and N. Peacock, A Geographical Index of the Ceremonial Dance in Great
Britain, English Dance and Song, v. 9, n. 1, December 1960 (henceforth referred to as the Cawte article).

Needham's article also includes a map laying out Morris traditions on a map depicting the England of Aethelred the
Unready himself. While somewhat predating at least the most recognizable Morris traditions by a few hundred years in
order to support a thesis of linking ancient rituals to Morris, I am delighted by his novel approach to mapping Morris
traditions.

Cawte's article builds upon Needham's, re-examining his sources, and, after a five year development and research
span, building an index of Morris references. The Cawte, et al, index looks like:

OXFORDSHIRE || I I I I

Adderbury|| SP4635 c. 1880 Whit C/H St/S BluC,
HamE,
ShaMii2

Alvescott| SP2704 || 1914 I | c/?H/ || welC

Ascott under|| SP2918 c. 1880 Whit Monday C/H Man],
Wychwood St/S/] ManM,
ShaMii2

and so on.

Field explanations:

“ ||Name and county of the village tradition in question.
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The ROS grid coordinate. Incidentally, the survey still uses the same grid system,
so one can easily bring up a modern ROS map online with that grid reference at
http://www.getamap.co.uk/getamap/.

As Cawte states, "The date given is in each instance the last known date of the
performance."

|The time of year or date when the traditional performance could be expected.

A systemization and classification method which categorizes the tradition.
Adderbury, for instance, is C (six man Cotswold) H (using hankerchiefs) and St
(sticks), and is an S (Set dance).

Sources used. Adderbury, for instance, has BIuC (Janet Blunt: Collection), HamE
(an article by F. B. Hamer in EDS), and ShaMii2 (C. Sharp).

The data as laid out by Cawte (and, of course, subsequent discoveries resulting from 45 years of scholarship since the

article) fit neatly into a Morris database system. And, of course, given the subject of this article, I believe that the ROS
maps make a useful interface to that system.

Consider a working example at my Pullman House History project. Here, using Sanborn fire insurance maps of my
Chicago neighborhood of Pullman, I have tied each house to a database SQL query. The query results give a
researcher all of the information and sources that we have gathered about who lived in each house from its origins in
1881 to the 1930 census.

An example of how a map-database interface might work for browsing, using ISMAP (clickable) maps to connect to a
database of information:

2. Select a region within the county.
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3. Select a town to view within the region.

Clicking on Adderbury would give you a record that looks like:

Village of Adderbury. Oxfordshire.

HSP4635

Hc.1ssz

Sharp, Cecil, and H. C. Macilwaine. The Morris Book, vol. 2. London: 1909.
etc.

Whitsunday

And, of course, since we live in a brave new world, we might add:

Term: Adderbury ' Search

| http: / /www.ucolick.org/~sla/morris/trads/Adderbury.html

MDDL search

And so on.

Name your source, and it can be added to a database table or linked to existing database tables to form a complex
bibliography. Of course, any number of these fields might be made searchable, so a query could be run to find all of
the records that have traditional times of appearance of Whitsunday, or all of the database records from Oxfordshire.

We at the AMN technical team have all of the necessary resources (server space, a database engine, and a search
engine, plus of course je ne sais quoi, zeal, and elan). Who knows? Our next stop in our bright future might be the
long-awaited MorrisWiki, supplemented and perhaps even fronted by ROS maps from 1895. Stay tuned, and watch

the skies...
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The Pipe & Tabor Tutor
Dick Bagwell

2005 Revision
A Self-Teaching Method with Play-along CD and Tune Book

The text of the original 1988 edition has been thoroughly revised and the music
notation redone. Resources have been updated; now with relevant web sites. Even
more pix! The Tutor will soon be available through:

¢ The Early Music Shop of the U.K. http://www.e-m-s.com

¢ Sweetheart Flute Company. Enfield CT.
http://www.sweetheartflute.com

¢ Lark in the Morning, Mendocino CA. http://www.larkinam.com

¢ Kelischek Workshop for Historical Instruments. Brasstown NC.
http:/ /www.susato.com

More Information?

Dick Bagwell

PiperHQ Studio
510-548-1206
piperhq_at comcast.net
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Sidmouth FolkWeek 2006 -- Call for Papers

George Frampton

Following the success of the Talks, Lectures and Discussions programme at the Arts Centre at this year's Sidmouth
FolkWeek, it is envisaged that the same will be repeated during the week 4th-11th August 2006. This is a Call for
Papers. Topics covered in 2005 included Gipsy folksong, a West Country hobby horse community-based custom, new
horizons in West Gallery music, and a discussion on the 'new cool' in Morris dancing! Speakers will be expected to
supply their own equipment, although the Arts Centre does offer the use of a projector screen. Please submit ideas to
George Frampton at george.frampton at thomson.com, for a response early next year.
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AMN Vol. 25, No. 3

Your Beloved Editors I_Letters, We've Got Letters!

Comments on Marieke Thayer's excellent article on

Bell pad making.
Comments on Border Morris: Roots and Revival.

|Great Photos of Notable Events
W'abbits T'Ale photos. But first, what to make of

this:

g

= ~f

|Back Issues for Sale

Hey, for just $4.00 a piece, you can fill in those
holes in your back issues of AMN collection! Just in
time for Christmas!

AMN, Vol. 25, No. 3, October 2005

ISSN: 1074-2689
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Letters, We've Got Letters!

Send all correspondence to us through the Contact Us link above...

From: Dick Bagwell, dated August 8, 2005

Suggested additon to Marieke Thayer's very good article on making_bell pads: I thread the leather through
small split rings, available at your local bait & tackle shop, and then attach the bells to the split rings. This
accomplishes (1) making the bells hang even freer, enhancing the jingle power, and (2) makes it easy to
replace single bells when they lose their pellet, without dismounting and rethreading the rest of the bells. (A
trick I learned from the late Terry O'Neal of Berkeley Morris.) This spring as season approached I discoverd to
my horror I had 20 duds in an array of 50 bells! Danced hard last season, I guess...

Reply from: Marieke Thayer, dated August 30, 2005

I talked to Jim. He says that he knows of no reason not to use split rings and that some members of our team
have. However, he says that he does not replace bells that have lost their pellet. He makes a new pellet out of a
#8 or #10 nut.

Also from Marieke, on MDDL, 10/10/2005:

Thanks again for all your ideas for the bell pad materials. For anybody who is interested or anybody who might
need to make non-leather-leatherlike bell pads, this is what happened.

The ultrasuede arrived at our house. It was a bit stretchy and a bit thin. Having seen everybody's ideas, I was
pretty quick to get out the scraps from making our stick bag. Originally, I thought Jon Berger's idea of making a
casing and inserting some canvas was a bit daft because the topology would never work. However, that is
exactly what I did. It took me a minute or two to work out the topology. The bell pads will have a strip of canvas
on the inside across the top, but the vertical strips of canvas will be connected at the bottom only after the
legging strap is sewn on. If I had it to do over, I would do it slightly differently (see below), but after putting in
50 buttonholes, I am not turning back.

Jim thinks they might be a bit stiffer, so the wisdom of hindsight would prevail next time. I would cut out my
canvas, so it would have 1/4" wide slots for the slits in a normal bell pad. I would realize that ultrasuede doesn't
ravel. I would cut out 2 pieces of ultrasuede 5/8" bigger than the bell pad on each side (ie add 1.25" to the top
and the side. I would thoroughly sew the canvas to the wrong side of one of these pieces. Hopefully this would
stiffen up the two pieces. Then I would sew on the front piece of ultrasuede on such that the canvas would be
sandwiched in the middle. I would stitch around all the places where I would have to make a cut; the outside
edges, the vertical slits, and 50 buttonholes. Then I would trim the outside edge close to the seam, make any
attachments to the bell pads, cut my slits and attach the bells.

You had a lot of good ideas. I think I used ideas from a lot of different posts. Thanks all.
From: Dave Hunt, dated October 21, 2005

RE: Border Morris: Roots & Revival (Transcript of Talk)
Gordon Ashman
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I was (and still am )a member of the Ironmen whom Gordon mentioned frequently in this article
There are a couple of corrections that need to be made .
Paragraph 3 three days should read three years! - no-one is Squire for three days!

Last but one paragraph of the article, last but one sentence should read
Said Constable duly went to find out..... I (Where did Julie Wendt come from????)

I would also argue with his description at the beginning of the article calling the Ironmen the 2nd worst Morris
team - a cheap joke that was unfair and not true at all - I was Foreman at that time and although they were
never a brilliant Cotswold side, they were pretty passable! And it was me who got them started doing Border
Morris long before Gordon even joined the team.

Dave Hunt Ironmen Border Morris
(At various times in the last 28 years - several times Squire, Foreman, Bandleader, Publicity Officer)

Ed. Note: I printed the article as I had it, exactly, making only the changes needed to fix
obvious typos. I felt that as Mr. Ashman had passed away since he wrote the article, I did
not want to edit anything, and simply presented it as I reconstituted it off of a very damaged
3.5 inch floppy disk.
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List of Back Issues

Ah! Paper! Remember the days...?

We have back issues like you wouldn't believe! Hey, do you need to fill in the holes in your collection? For the cost of a
mere $4.00 each (which includes shipping and handling, an invaluable contribution to the continued operations of the
AMN, and a big warm special hug from your editors should you ever want it) payable via PayPal, you too can own
authentic back issues of the AMN!

PayPal
Use PayPal to order now! Be sure and tell us what issue(s) you want to order. ' PE¥mems

Or send a check, indicating which issues you want to:
Andrew Bullen

619 E. 111th Street

Chicago, IL 60628

Vol. 7 No. 1 Vol. 8 No. 2 Vol. 9 No. 1 Vol. 10 No. 1 July
Vol. 7 No. 2 Vol. 8 No. 3 Vol. 9 No. 2 Vol. 10 No. 2 March
Vol. 7 No. 3 Vol. 8 No. 4

Vol. 7 No. 4

Vol. 12 No. 1 March-April |[Vol. 13 No. 1 March-April |[Vol. 14 No. 3 Nov.-Dec. Vol. 15 No. 1 March-April
Vol. 13 No. 2 July-August Vol. 15 No. 2 July-August
Vol. 13 No. 3 Nov.-Dec. Vol. 15 No. 3 Nov.-Dec.

I

Vol. 16 No. 1 March-April ||Vol. 17 No. 1 March-April |[Vol. 18 No. 1 March-April [|Vol. 19 No. 1 March-April
Vol. 16 No. 2 Summer Vol. 17 No. 2 July-August |[Vol. 18 No. 2 Summer Vol. 19 No. 2 July-August
Vol. 16 No. 3 Nov.-Dec. Vol. 17 No. 3 Nov.-Dec. Vol. 18 No. 3 Nov.-Dec. Vol. 19 No. 3 Nov.-Dec.

Vol. 20 No. 1 March-April |[Vol. 21 No. 1 March-April |[Vol. 22 No. 1 May-June Vol. 23 No. 1 March-April

Vol. 20 No. 2 Aug.-Sept. |[Vol. 21 No. 2 July-August [|Vol. 22 No. 2 Autumn Vol. 23 No. 2 Summer
Vol. 20 No. 3 Nov.-Dec. Vol. 21 No. 3 Nov.-Dec. Vol. 22 No. 3 Winter Vol. 23 No. 3 Winter
I [ |

Vol. 24 No. 1 Spring Vol. 24 No. 2 Summer 1990 1992 No. 1
1991 "A. Claud Wright: Cecil
1992 Sharp's Forgotten Dancer"
1994 -- James C. Brickwedde

1993 No. 2

"Mary Neal and the
Esperance" -- Roy Judge
1994 No. 3
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"D'Arcy Ferris and the
Bidford Morris" -- Roy
Judge

2000 Summer
"Reminiscences: Lionel
Bacon" -- Lionel Bacon

Questions? editor at americanmorrisnews.org
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