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Steve Hoisting On The Lock In America...In 19357

Corrsin
The hoisting of someone, on a lock or platform of swords, as the climax of a sword dance, seems to be much in

the air these days. In a nod to everything that's old is new again, Steve describes a 1935 sword hoist.

Tony Sword Dancing in the DVRA Part Il -- Short Sword (Rapper)

Barrand
What resources does the Digital Video Resource Archive at Boston University have? Dr. Barrand describes the

resources available online in the DVRA.

Ivor Allsop  The Morris Ring Archive

The Morris Ring Archive, its resources, and what it can do for you.

Lyndon St. Louis & Cecil Sharp

Blaylock
...of Cecil Sharp, a tense May celebration, and Morris in St. Louis in 1916. Not to be missed!
Gitry Send in your registration!
Heydebrand
An Invitation to the Midwest Morris Ale!
The Little Audrey Hits the Big Ale
Goddess

...in which Audrey Goodman Herself describes the glories and wonders of this year's CA Ale, April 13th through
the 15th.

Ethan Hay A new and absolutely wonderful cartoon from Ethan!

Ethan gives us another winner!

Keith Images of "Old Teams"

Chandler
Keith Chandler sends us photographs of traditional teams from the U.K.

The Editor From the Editor...

It's a safe bet that Dave Stryker has probably felt better in his life... Subscribe to Morris Matters... Send us money,
for pity's sake!
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Hoisting On the Lock in America... In 19357

Steve Corrsin
Slightly revised from original publication in Rattle Up, My Boys.

The hoisting of someone, on a lock or platform of swords, as the climax of a sword dance, seems to be much in the air these
days. Continental European teams have been doing it for some time, of course, often with reference to pictures or accounts
which go back to the 16th and 17th centuries. Thus, there's nothing extraordinary in the idea of Belgian, German, Austrian,
Spanish, or Italian sword dances ending this way.

It's much more remarkable to see a hoist done by British teams, since this is not at all reliably documented in the various
English or Scottish sword dance traditions. The account of the Perth, Scotland, sword dance of 1633 describes some sort of
elevation, stating that there were, "fyve [dancers] being under and fyve above uppone their shoulderis," which sounds
impressive, but it is not a hoist on a lock or platform. There is also weak evidence suggesting that there was a Manx
performance with both swords and a hoist - but the "evidence" seems more like English revivalist wishful thinking than anything
to bet the historical farm on. The actual well-documented northern English styles of modern times chiefly display locked swords
as a climax, rather than using them to lift anyone.

In any case, the spread of hoisting as a method among British teams is quite a recent development, becoming noteworthy in
the last few years. The fashion is presumably linked to greatly increased contacts with continental teams who use a hoist, such
as the great Lange Wapper of Antwerp, and the Italian, German, Austrian, and Spanish teams that have come to the Sword
Dance Spectaculars in Scarborough and Whitby in 1996-2000. Anyone who doubts that hoisting has become an accepted
English move should take a look at the cover of the summer 2003 issue of English Dance and Song, which shows a girls' team
displaying both a lock and a hoist, simultaneously! Trevor Stone, in his lively description of "Dramatic Endings!" in a recent
issue of Rattle Up, discusses hoists among other moves, and refers to the influence of continental teams on English dancing.

North American sword dance styles are unquestionably based closely on EFDSS' teachings, brought over and taught since the
earliest days of the "English Folk Revival." (Other sword dance styles which have been performed in the U.S., from
Czechoslovak or German sources, were based in their respective ethnic communities, which hardly ever mixed with the English
dance "revivalists" - except when | tracked them down in a New York City beer garden, or the like.) | have therefore always
assumed that hoists had never been done by North American revival dancers. Until that is, the group of which | was one of the
original members, New World Sword of New York, in 1990 incorporated a hoist as the climax of a dance based on translations
from German-language descriptions.

| therefore thought we had been the first on this side of the Atlantic, until recently, when | read a highly praised book by an
American academic writer and scholar: David E. Whisnant, All that is Native and Fine: The Politics of Culture in an American
Region (University of North Carolina Press, 1983). Whisnant discusses "the politics of culture" in the Southern Appalachians,
particularly in the portions of that huge territory which cover parts of the states of Tennessee, Kentucky, Virginia, and North
Carolina. He focuses on the "settlement schools" in the first decades of the 20th century, on folk festivals and folk music
collectors (including Cecil Sharp, who receives much kinder treatment in America than he has been receiving from many British
writers lately), and in general describes and analyzes the interactions between local people and educated elites. Sharp, for
example, saw the region as a repository of a pure English, even Elizabethan cultural heritage. This is nonsense, of course; the
Southern Appalachians have been as culturally and ethnically mixed as most of the U.S., including the profound and powerful
impact of African-American traditions, which Sharp found himself unable to confront in any useful way. The region moreover
had experienced intensive, if selective industrialization and urbanization for 30 years before Sharp crossed the Atlantic.

It's no news that American revivalists, drawing from English dance materials which had been collected and disseminated by
Sharp and his successors (and rivals), taught morris and sword dances at the southern settlement schools from the time of the
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First World War. As Whisnant shows, at least one major festival, the White Top (Virginia) festival, which ran through the 1930s,
featured teams of boys who had learned the dances in their schools. Whisnant also shows that this teaching of English
traditions was commonly linked to a kind of cultural ideology of Anglo-Saxonism - an ideology which, in the southern U.S. in the
1930s, readily featured appalling racism. (Which, incidentally, does not mean that Sharp or the EFDSS was racist; rather that
his terms and teachings could be taken and distorted in a foreign environment in ways that Sharp, a Fabian socialist as well as
an English cultural nationalist, could never have anticipated. Sharp seems never to have realized that the U.S. was quite a
foreign setting - on the contrary, he seems to have thought that Americans were just a peculiar sort of English.)

Eleanor Roosevelt, with White Top Folk Festival contestants, 1933
(Photo courtesy of the Library of Virginia)

To return to the specific topic of sword dancing. | was reading Whisnant's excellent book this past summer when | found, on
p.203, a photograph from the 1935 White Top festival. Here we see a boy lifted on a standard English six-pointed lock, in
1935... Not only 55 years before my team did something like this on the lower level of New York City's Pennsylvania Station, but
also decades before English teams started borrowing the hoist from continental teams! This was completely unanticipated.

After | picked myself up off the floor, | started investigating. | found the archivists and librarians at Ferrum College, to which
Whisnant's book (God bless the footnote!) had referred me, happy to help with the photograph. Whisnant's book identified
Richard Chase as a man who taught morris and sword dances in southern settlement schools. Chase (1904-88) is well known
as an American folklore collector and teacher, and the author of several books, such as Jack Tales, and Traditional Ballads,
Songs and Singing Games. (I actually met him once, but it was years before I'd ever heard of morris or sword dances, and |
failed to grill him on the topic.) Whisnant describes Chase as, "one of the most audacious of the folk-revival entrepreneurs of
the 1930s" (p.202), and adds, "Chase was quite skillful at self-promotion” (p.313). Chase had first learned morris, sword, etc.,
some hundreds of miles distant from the Appalachians, in the more genteel setting of a private school in suburban Connecticut.
His teacher was one Charles Rabold (d.1930), a student of Sharp's, who had taught at Yale University and then at the Johnson
School of Organic Education in Fairhope, Alabama, another well known school where morris dancing and the like were taught.

This is fine. We have a possible teacher, Chase, with connections to the American activities and branches of the EFDSS. But
this doesn't explain the 1935 hoist, which, again, would not have been in the repertoire of any Anglo-American-trained revivalist
in the 1920s-30s. Did these boys come up with the move on their own? It's not inconceivable, but is very unlikely. The American
"revivalists" of the time followed English teachers and descriptions slavishly, and continued to do so for another half-century.

| decided that the date of the photo provided the most likely clue: August, 1935. The White Top festival and conference was
held that year on August 14-17. The report in the musicians' trade journal, Musical America ("White Top Folk Festival," v.55,
no.14, Sept. 1935, p.12), states: "Among the high lights [sic] of the festival were the sword dancers of the Pine Mountain
Settlement School, directed by Glynn Morris, with country dances also given by the Kentuckians." (Chase is mentioned to as
attending, and appears in a photo of "notables." He's cited as "Associate Director of the Institute of Folk Music, University of
North Carolina.") What about Glyn (as his name is correctly spelled) Morris? He was a Protestant minister and teacher, brought
to the U.S. from Wales as a small child -- he was not an EFDSS "legacy" in America of any sort, though. He was Director of the
Pine Mountain School, Harlan county, Kentucky, in the 1930s, and left an autobiography, Less Travelled Roads, which was
published in 1977. In this book, he briefly talks about folk music, plays, and dances in the curriculum, but doesn't make a big
deal of them, nor does he mention White Top. He actually has more to say about the endemic violence of "Bloody Harlan" in
those years. (Just to add to the "morrises” which turn up in this case, the facing page in this same issue of Musical America has
a half-page ad proclaiming, "[PERCY] GRAINGER returns to America," showing the composer and cribber of morris tunes in a
very touseled and intense publicity photograph.)
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Back to the clue of the date of the sword dance photo. The most significant sword dance event of the summer of 1935 was, of
course, the London international folk dance festival, held on July 14-20, shortly before White Top. An Italian team, Fenestrelle,
whose dance featured a hoist and drop, attended, and its performance briefly appears in the surviving film strip of the event. An
Austrian team also attended, led by the famous sword dance scholar Richard Wolfram (and subsequently a notorious one, in
his role as an outstanding Nazi folklorist, who also had a long and successful post-war career in Austria). The Austrians
apparently "hanged" their fool rather than hoisting him on the lock, however. Could Chase, or even Glyn Morris or someone else
connected to the schools or the White Top festival, have attended the London festival, and there seen the hoist and taught it to
the boys back home?

Unfortunately, the EFDSS records of the event were, according to the librarians of the Vaughan Williams Memorial Library, lost
or destroyed, presumably when Sharp House was bombed in World War Il. The 1935 festival issue of the Journal of the EFDSS
does no more than tantalize. It states that invitations had been sent to the U.S., but no dancers came from there; still, the
Journal says, an "official" delegate was "appointed" by the U.S. government (pp.4, 6) - though this latter statement is
incomprehensible in American terms, where folk dancing has never been "officially" organized. It makes me wonder whether, in
fact, this strange comment isn't indirect evidence that the self-promoting Chase attended. As for Morris, he mentions travelling
in the U.S. with student performers from Pine Mountain School, but not a trip to England -- it's hard to imagine that he wouldn't,
if he had gone.

The official welcomes at the festival were pronounced by "Lord Rennell of Rodd," who noted, "It is gratifying that the United
States have nominated an official delegate to attend, and that he will not be alone. | wish we could have had a group from the
Appalachian Mountains, where | believe that many of the folk songs and dances of Elizabethan days have survived in remote
valleys" (p.9).

This, so far, is all | have. | believe, but can't yet prove, that the hoist shown in Whisnant's book came about under the influence
of the dancing at the July, 1935, London festival. Chase, or Morris, or whoever were the Americans who attended, could have
seen the Austrian or Italian dancers, taken the idea of hoisting on swords from them, and taught it a few weeks later to the boys
at the White Top festival. But this is all conjecture. To try to confirm or correct this notion, | would need, at least, the following.

1. Information that Chase (or Morris, or someone else involved in the settlement schools movement or the White Top
festival) was in London for that event. If the Vaughan Williams Memorial Library can't help, are there records preserved
anywhere else? For example, photographs with helpful captions. (Perhaps, "This is a photo of that audacious, skillfully
self-promoting Yank, Richard Chase, taking notes while the Italians hoist someone on their swords"). With regard to
Chase, who still seems the most likely suspect, his correspondence and papers are distributed among a number of
libraries throughout the southern states and elsewhere in the U.S. Considering the distances involved, and the scattering
of Chase's papers, it's not going to be a quick or simple trip.

2. If #1 were confirmed, I'd still need information that the American visitor saw, or reasonably could have seen, this hoist, in
London. Or at least, seen some sort of hoist, and been inspired by it to use the English lock as a means. The photo in
Whisnant's book shows what might be called a "perimeter lock and hoist," using the standard English six-pointed lock,
with the hoistee standing on the perimeter. The English-style lock of swords was not a traditional continental method for
hoisting, by any means; rather, they would lay the swords across one another, or weave them together, to create a
platform. But that is not much of a problem, because Sharp's detailed descriptions of English dances were well known at
least to German and Austrian sword dance teachers by this time, and in fact the English lock appears in German-
language manuals describing allegedly "Germanic" dances in the 1930s. If | could be sure of points #1 and 2, above, I'd
be reasonably certain that my conjecture is correct. There may well be more information out there, somewhere, to
confirm either or both points. But as things stand now, it is only a surprising photo in Whisnant's excellent book, and an
idea to speculate happily about.

Stephen D. Corrsin
531 Hill St.
Mamaroneck NY 10543
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Dancing with Swords in the DVRA Part 2: Rapper

Anthony G. Barrand

Last summer (2006), for my series of essays on the resources available in the Digital Video Research Archive , | decided to
examine the clips on sword dancing. To my surprise, | found they are sufficiently extensive and varied enough to require three
reports: one each on longsword, rapper and continental European dancing. The August 2006 issue of the American Morris
Newsletter carried Part I: a report on clips of teams dancing with longswords, i.e. relatively inflexible tools of wood or steel
roughly 30" in length ("Dancing with Swords in the DVRA Part 1: Longsword", American Morris Newsletter, Volume 26, Number
2, August, 2006).

Where and when did | first encounter rapper sword dancing?

My first experiences with rapper were in 1974 at English Dance Week of the Country Dance and Song Society at Pinewoods
Camp, of course, near Plymouth, MA. My first video recording of rapper was soon afterwards and unexpected: when | took my
B&W reel-to-reel equipment in 1976 to record the Headington Quarry Morris Men at the Smithsonian Bicentennial Folklife
Festival.

r=— G e
-

Figure 1: Headington Quarry Morris Men, ca. 1895 1
Eager to record the descendants of the springtime Cotswold Morris first seen in 1899 (see Figure 1) by Cecil Sharp, | wanted to
fill every bit of (then expensive) videotape with Headington repertoire. | confess, then, that | was "miffed" when they launched

into dances from the villages and towns of Adderbury, Bledington and Brackley. That was, however, nothing compared with my
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indignation at the legendary Morris team from Headington Quarry performing Christmas-time rapper (I believe from Winlaton--
described in Sharp, Cecil. The Sword Dances of Northern England, Part I, pp. 91-102, 2nd edition, 1951, revised by Maud
Karpeles, reprinted by EP Publishing Limited, 1977).

Rapper sword dancing was only found historically in the northeast mining communities of Northumberland and County Durham
(see map of Figure 2). This is the northernmost dance form found in England, adjacent to the Scottish border and just north of
the county of Yorkshire, the epicenter of longsword dancing. [In the figure 2 maps, Headington Quarry is under the "g" of
"England" at the eastern side of the black blob of Cotswold Morris locations. In American terms, this is a separation of about

200 miles between the two: a three hour drive on the interstate; in English terms, it's a vast cultural gulf between cottages with
thatched roofs and mining villages with slag heaps.

Vasiahl aumber (Welsh Burdes) Mormia & +
Misily Dincing & mgg; t .

Nortk-West Borrie O

Welsl Marms W

Eight-Masm (Lichiield) Merriz @
Wen-pragiasim w handkeretoeds {Derlyahice B
Wan-pregressive |Dechyshind o
Flexibile aworil (Rajipar) £

Linked Cireular Dance {Lang Swerd) W

vl Digruise Lkl Mrom leyd L]

60 Miles

Figure 2: Distribution of English Display Dance Types [Rapper locations highlighted in red; longsword locations in blue] 2

The rapper sword dances of the coal mining communities are very different even from the nearby longsword dances of
Yorkshire. The men from Earsdon rapper are pictured in 1910 in Figure 3.

% [}

Figure 3: Earsdon Rapper Sword in 1910
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Do the men in Figure 1 from Headington look like coal miners? No, they don't, and neither did their descendants eighty years
later in 1976. Fortunately, despite my inexperience as a fieldworker, | remembered the words of my friend, the great folklorist
Ken Goldstein, and kept filming. Goldstein's philosophy was that in fieldwork one should be like a garbage collector and take
everything.

The Headington men, | realized later, were trying to represent more of English dance to Americans than just their corner of
England and, as a team that cared about how they looked, did a creditable job. Their rapper, taken, | think, from the Winlaton

dance published by Sharp 3 was clean and precise with good stepping.

| saw these rapper dancers from the county of Oxfordshire near London in 1976, but in 1977 had my first rapper lessons from a

Geordie, Peter Brown of Monkseaton Morris Men near Newcastle-upon-Tyne. You'll see an immediate difference in the speed of

their dancing. | got an insight into their aesthetic about rapper when | went on a fund-raising pub crawl around Tyneside with
them doing this dance in the summer of 1979. They'd burst unannounced into some of the roughest public bars I'd ever seen,
unplug the juke-box, blast through the dance elbowing people holding precious pints of bitter out of the way, and collect as
much money as a Catholic church on a Sunday morning. These crowds knew their rapper and showed their appreciation.

At Pinewoods Camp in 1977, Peter taught the North Walbottle dance for seven (reported in Sharp's Sword Dances Part lll, pp.
103-115). It has a Mother figure, "Betty", and an ineffectual father, "Tommy" with five "sons". It's a dance that Peter (it has to be
said with a glottal stop) "Broon" insisted be done fast and well but it's also a soap opera. This was a revelation not just about
rapper but also about an approach to all display dancing: it can be and has to be good and entertaining. But what is known
about it?

Where does the rapper sword come from?

The dance implements consist of strips of very flexible steel about an inch (2.5 cm) wide and 18-24 inches (45-60 cm) long with
a handle at both ends, one of which is fixed while the other can rotate (see Figure 4):

Figure 4: Rapper Sword 4

English longswords were made of wood or steel. Wooden ones, such as from the fishing village of Flamborough, were
demonstrably tools for mending nets not weapons. Even the steel ones were likely only called "swords" because that was the
name used to refer to the yard-long strips of iron supplied to blacksmiths, from which they made hinges, locks, iron fences and,
yes, swords. As anyone knows who has taught longsword dancing to children (or even college students), the implements look
enough like a sword that stopping duels from breaking out is an inevitable chore.

The rapper, however, doesn't look much like a sword of any kind. Was it a tool? A very interesting account of what is known
about rapper sword dancing can be found at "Rapper Online". Anyone interested in both the origin of sword dance implements
from tools and the name, "rapper” could also usefully read Melusine Wood's (admittedly dated --1945) essay reprinted in my

edition of Ivor Allsop's collection of longsword notations. 5 The evidence is scarce and controversial but it seems indisputable
that the rapper sword was a 19th-century innovation, probably an adaptation from a mining tool. The primary limiting factor was
that British iron ore was not suited for making flexible steel, because:

...until the invention of the Bessemer converter in 1878, steel had to be made from imported iron ore [from Sweden--AGB], so

purpose-made rappers would have been prohibitively expensive, and it is therefore likely that early rappers were fashioned from

old pit tools. There is certainly evidence that some teams in the late nineteenth century did indeed make their rappers from old
saw blades and bed laths. ©

We have no idea why (probably at some point in the 1830s or 1840s) the rapper sword dancing, based primarily on an odd
number of dancers (5), evolved from the mostly even numbers (6 or 8) of the longsword. 7 Perhaps it was just someone's good
idea? At any rate, it is curious that the percussive stepping became a distinctive part of the dancing. It explains nothing to say
that rhythmic dancing in clogs was a local art form in Northumberland and Durham because it also was common in parts of
Yorkshire, as can be seen by the Grenoside longsword dance.

Are Rapper dances constructed like Longsword dances?

Are rapper dances constructed like their longsword cousins? It always seemed to me that Mr. Sharp published notations of what

he called "Short-sword" dances as if they were similarly made up of a fixed, even invariable set of figures. When | was first
taught rapper at Pinewoods Camp, this view was reinforced. Peter Brown regarded the North Walbottle dance as a finished,
recognizable and proven sequence that needed no tinkering.
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| suspect that the Headington Quarry Morris Men thought of their rapper in the same way. On seeing either a rapper or a
longsword team, in other words, you could appropriately ask upon which "tradition" the performance was based.

As | pointed out in my previous essay, however, that is increasingly problematic for longsword teams as more and more new
dance are created. However, while the dance may not relater to anything that Sharp or anyone else published as collected from
a specific location, it | still true that there is an "Ur" form of the dance against which any performance can be compared. If you
claim, for example, that, you're doing the Bampton Weavers dance you can check it against the way the dance is done by its
creators, Carlisle Sword.

How is it with American Rapper?

In the last ten years on the U.S. east coast at least, largely thanks to the tireless efforts of Tom Kruskal, rapper has become the
central catalyst for an explosion of teams of teenage and, now, college-age young dancers. The many teams that began in
1999 as "Team X" have danced since 2002 under the umbrella name of Great Meadows Morris and Sword. Their first rapper
side at the 1999 Marlboro Morris Ale, Velocirapper, was a practiced but predictably cautious group dancing a set of figures
straight out of Sharp or the Pinewoods/CDSS playbook.

The next incarnation, Candyrapper (formed in 2001), similarly drew from the same playbook but added what has become a
distinctive Great Meadows, and very American, "snap". Two fiddles and a start with unaccompanied stepping alerted the crowd
at the 2003 Marlboro Ale that something new was unfolding. After that, several other Great Meadows rapper sides appeared
such as Beside the Point, Slightly Green and Scrapper Rapper along with Candyrapper, often dancing together.

(N.B.-- You can also learn more about these young rapper teams from Kem Stewart in our very first online issue. -- Ed.)

At the Marlboro Ale, the mass rapper act really unleashed the Great Meadows creative juices in Brattleboro at the Marlboro Ale
and even more at Newfane on the proceeding Sunday.

So it was a progression from Sharp to "Anything Goes"?

| had the perfect summary, then, in the archive from Headington Quarry and Monkseaton to the Great Meadows free invention.
Clearly. | thought, rapper in the collection moved from fixed routines as published by Sharp to an aesthetic based on teams
inventing their own routines. A look at Greenwich Guard, the first rapper team invited to the Marlboro Ale in 1984, quickly
showed the error and even folly of that assumption.

They do a seven-sword dance that begins with an original calling-on song tailored to the individual dancers. For all their
wonderful invention, the Great Meadows crowd have not taken advantage of the possibilities of songs, characters, or of seven
swords. Most interestingly, Rhett Krause from the Greenwich Guard group told me that Tony Poile, their teacher, never taught a
pre-existing, published routine. Their first sequence, in fact, was invented.

| confess that this was a wonderful surprise to me and it left me wondering if, before Sharp, invention was always the rule for
rapper teams. The answer to that must rest with someone more knowledgeable about the history of rapper in England. For now,
it's enough to know that rapper in America, perhaps especially outside Pinewoods/CDSS, carried the idea that one was
expected to take possession of it and invent routines to suit the current needs.

Certainly Rhett Krause's next team, Longwood Sword in 1988, carried on where Greenwich Guard left off. When Rhett donned
the Betty skirt and shawl, the calling-on song was back in with the grand addition of a chorus.

Women's teams have been an important presence, and more numerous in U.S. than teams of men, notably Toronto Women's
Sword seen here performing a version of the Winlaton dance, and Half Moon Sword, whose various performances of their
Butcher and the Pig adventures are among the best fooling shows seen anywhere--characters are brought in and out of the set
with ease and humor. By the way, in case anyone chooses or is able to watch, the five-sword rapper is good, too.

Clips of English Teams Several clips of men's teams in England can be seen on the DVRA (search on +England +rapper ).
Some, such as the Dorset Buttons dancing in clogs probably won't inspire American imitators. Others, such as the (sadly silent)
film of High Spen (taken in the early 1930s) shown on the occasion of Morris Ring Rapper Instructional on November 21-23,
1988 merit study. 8 1t appears that the Tommy performed a "calling-on" song with two dancers, on film, walking around the rest
of the set who are standing in line. An oddity | noticed after re-reading Sharp's Sword Dances (Part Ill, p. 115) was that the High
Spen men set up a double back-somersault but jumped backwards over the swords. Sharp wrote:

N.B.--Dancers, other than skilled gymnasts, are advised to substitute a backward jump for the back somersault which... is a
dangerous movement.

Were they new dancers? Out of practice? Or did they never tumble?
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They may not have tumbled, then, but even for a silent film the High Spen Tommy thought it an essential part of the
performance to introduce the dancers with a song. Despite the use of singing by Longwood Rapper, this is another feature more
commonly found among English teams than American, both for longsword and rapper. A favorite example is that of Barnsley
Sword who sing a rarely heard calling-on set of verses with their Newbiggen rapper.

Beginning with Peter Brown singing with Monkseaton and ending with Jack Ledger at Barnsley gives us a good pair of
bookends for this look at rapper via the DVRA. There's plenty more to be discovered on the current topic with a search on
"rapper". There are more than 70 clips for that keyword. They can all be seen quickly as the search engine lists the first 150
clips in chronological order.

Next, however, | will examine the sword forms from what we English parochially call "Continental" Europe, beginning with the
appearance of the Flemish Boerke Naas ("Farmer Naas") team dancing the Trawantel with staves and hoops at the Abingdon
Mayor Making in June 1979. That was a big but thrilling surprise, but only the beginning of a whole series of unexpected dance
ideas found in these very non-British dances.

1. Taken from the Morris Ring web site at http://www.themorrisring.org/tb/gb/1899.html

2. from Cawte, E. C., Alex Helm, R. J. Marriott and Norman Peacock. "A Geographical Index of the English
Ceremonial Dance in Great Britain, Part One", Journal of the English Folk Dance and Song Society, IX (1), 1960,
pp. 1-41.

3. Sharp, Cecil J. The Sword Dances of Northern England, Part lll London: Novello, 1913 (reprinted EP Publishing
1977), 91-102.

4. Image from "Rapper Swords" by Frank Lee http://www.rapper-swords.co.uk/maintenance.html

5. Wood, Melusine. "Some Notes on Trade Tools and Ritual Dance", in Barrand, Anthony G. (Ed), Longsword
Dances from Traditional and Manuscript Sources as Collated and Notated by Ivor Allsop, Brattleboro, VT:
Northern Harmony Publishing Company, 1996. It first appeared in Journal of the English Folk Dance and Song
Society, IV (6), 247-253, 1945.

6. Taken from http://www.rapper.org.uk/intro/sword.php and further interesting discussion can be seen at the web
site of the Newcastle Kingsmen: http://www.kingsmen.co.uk/rapper/rappersword.php

7. The one British exception being the 7-sword dance from Papa Stour in the Shetlands--which has cultural
connections to England, though an argument can be made that the dance has Norwegian or Danish roots
because Sir Walter Scott's description in Waverley Novels: Vol.XXIV: The Pirate (Edinburgh, Robert Cadell, 1831)
has the play begin with: {"WORDS USED AS A PRELUDE TO THE SWORD-DANCE, A DANISH OR NORWEGIAN
BALLET, COMPOSED SOME CENTURIES AGO, AND PRESERVED IN PAPA STOUR, ZETLAND." See full text at
http://www.folkplay.info/Texts/78hu16sw.htm

8. Tape prepared for Morris Ring Instructional (with Monkseaton Morris Men teaching) copied and donated by Ivor
Allsop, Morris Ring Archivist. Ivor notes that none of these BBC films from the period are dated nor the people
identified who made the films.
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The Morris Ring Archive (and what it can do for you)

Ivor Allsop

Before the black book was printed | remember Geoff Metcalf (a past Squire of the Morris Ring) saying to Lionel Bacon (another
past Squire) that this would set the performance of the Morris in "stone". Lionel's reply was that the book was only an aide
memoir and was't intended as a teaching book at all. Lionel was only partly correct! Some teams have used the 'black book' as
a teaching book and it shows. But it set Alan Brown (past Squire) and John Wells, who was then, the Ring Bagman thinking
about how do we best record what teams are performing now. The answer was to film teams! The Ring was fortunate at the
time to have money on call with the English Folk dance and Song Society at three months notice, enough money to buy two
Super 8 cameras, a Tandberg reel-to-reel tape recorder, most importantly of all, a Super 8 Sound Projector and all the
necessary equipment to set up an Archival Film Unit.

Filming was the easy part of this. All they had to do was get the team being filmed to a suitable location point the cameras and
on Alan Brown's instructions press the start button on camera one and wait for his instruction to press the stop button as
camera two pressed the start button. This worked very well when fairly lengthy shots were taken on each camera but less well
when the call was to change cameras every ten seconds or so as this made the task of editing the film that much more difficult.
The sound was recorded as a continuous tape on the Tandberg, there pulses on the tape which coincided with similar pulses on
the film, this was supposed to help whoever was editing the film. The editor had to splice varying lengths of film together and
then try and synchronise the tape to the edited film. This was a bit hit and miss. It took considerably more time than the actually
shooting of the original. But it was the beginning of what was ultimately to become the Morris Ring Archive. Various films were
made which are still in the Ring Film Archive.

In 1980 Barry Care, the then Treasurer of the Ring, was researching some Morris at Cecil Sharp House when he came across a
box of photographs showing unknown Morris teams performing dances, along with some negatives and a box of glass plates.
These turned out to be Sharp's original plates for the photographs in the various Morris and Sword Books which he had
published. A suggestion was made by Theresa Thom, the librarian, that it might be a good idea to have copies made of all this
material and to catalogue it, which could be kept in a separate place away from the Vaughan Williams Memorial Library. |
contacted Mrs Ursula Vaughan Williams, who was the chairman of the Library Committee, with this suggestion. She and the
Library Committee readily agreed so we made a start on the copying which was to occupy the next few years

Morris Sunderland and David Welti (both past Squires) felt that there was a need for more in depth instruction in the Morris
Traditions and had organised several instructional meetings. It then fell to me as the next Squire to continue organising such
instructional meetings as the members wanted. (I was once asked how | thought up all these and | must be an original thinker.
As | pointed out | never had an original thought during the whole of my Squireship but what | did was to listen to what people
said as | watched the dancing and they me what they wanted, so | got them to organise a venue whilst | found the instructors. |
am told this was acting as a facilitator!) The Film Archive was getting 'bogged' down with all the editing that was piling up and |
looked around for a different system which would largely do away with all the editing but would still allow us to film whole
dances. The Ring was fortunate to have an anonymous donor who provided us with a Super 8 cine-camera which recorded the
sound directly on to the film as it was shot; not only that but it would take 200 ft. reels which allowed for 13-14 minutes of filming
which more than covered most dances even the sword-dances! The first film made was of Border Morris danced by the Silurian
Morris Men, in their own home town of Ledbury. This was after a Border Morris Instructional taken by Dave Jones who was
instrumental in popularising Border Morris. Because the sound was recorded directly on to the film this made editing difficult so
it was decided that films would be 'warts and all', if mistakes were made then they would be on the film. (These films are now
being transferred on to DVD which will in due course be available to purchase.)

The paper archive was started at the same time as the Border Morris Instructional. Dave Jones had gone to the trouble of
making available to all the participants in the workshop a paper record of all that he was teaching together with many of the
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sources from which he had obtained material and it was decided that the Ring should make these available to anyone who
wanted a copy. When | mentioned to Paul Davenport, he later became the Editor of English Dance & Song, that there was more
information to be found he wanted to be involved. This proved a godsend as he ferreted out more and more information from
libraries and institutions around the country about the Border Morris which was given to Dave Jones but was also issued as a
folder of information to anyone who requested and paid the cost of producing it. It was at this point that we made the decision to
make the Ring Archive a 'copy archive'. Other than our own material which by definition was original, all the other information
we collected would be a copy with the original being kept in another institution but because we were going to offer copies made
from our 'master copies' to the Morris world in general these had to be first class photocopies to start with. Once Paul had the
'bug' he went through The Morris Books Parts 1-6 and started making enquiries about other traditions which were then offered
at cost to anyone who requested them. Over the years all the major traditions were researched and the various papers were
found and copied, one has to bear in mind that the Archive was still regarded as a 'copy-archive’, and the results were made
available to anyone who wanted to research a particular tradition and who was prepared to pay the cost of production and post
and packing as the Ring could not afford to give them away. (My one claim to fame, as Squire of the Morris Ring, was 'that | had
nearly bankrupted them by using available funds to have a reprint of the Brochure and to part fund the Instructionals which the
Ring organised.)

Whilst all this was going on the filming programme also continued. Being a sword-man my main interest was in the sword
dances of Yorkshire and | filmed in 1979, all the South Yorkshire sword teams, Barnsley, Handsworth, both of whom had been
filmed by Alan Brown in 1976, and Grenoside. These were followed by a film of Monkseaton New Year's Day 1980 performing
the Ampleforth Play and Sword-dance. At the same time we were receiving films in different formats to our Super 8 format from
other people who wanted us to have them copied on to Super 8. Lionel Bacon's 9.5mm films from before the war were the first
that we copied; these were followed by Empire Day Celebrations at Whalley (Lancs) 24.5.1913 and Peace Pageant at Whalley
13.9.1919. This arrived as 35mm. nitrate, silent film stock which had to be treated very gently to avoid it exploding. Both
showed a snatch of North-west Clog Morris.

The paper and film archives continued to grow whilst Barry Care was pressing on getting copies of photographs from the
Vaughan Williams Memorial Library and adding them to the Photograph Archive, where they were being kept for safe keeping
as a second copy away from the Library.

With the advent of relatively cheap video cameras the Ring was fortunate enough to have a generous benefactor who bought a
Sony video camera and allowed the Ring the sole use of the machine which enabled us to film much more of the Morris and
Sword traditions than we could possibly have afforded on Super 8. Over the years the Ring has moved from ordinary 8mm
cassettes, to Hi 8 cassettes to Digital 8 cassettes; this enabled us to be able to copy them on to VHS using the European PAL
system. (Unfortunately we were and still are unable to copy them on the North American NTSC system.) The latest technology
over here allows me to be able to copy the video cassettes on to DVD which | know will work on computers and on European
DVD players, but whether they will work on North American DVD players is unknown to me. This of course means that copying
our video and film for you is some fraught.

Since the Morris Ring Archive started it has move forward and is now no longer a 'copy archive'. Chris Metherell, the Archivist,
has made great efforts to 'up' the status of the archive and is trying to get as much as he can on to the World Wide Web. All, at
the archive, are anxious that as much use as possible is made of all that we have to offer and it is always worthwhile asking if
we have anything which you think might be of use to you. The corollary of this is of course that if you are looking for somewhere
to deposit the results of your research(es) and want others to benefit from being able to use it, then please consider using the
Morris Ring Archive.

More on the Morris Ring >>
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Cecil Sharp in St. Louis

Lyndon Blaylock

In the spring of 1916, Cecil Sharp was in America looking for work. During his previous year's travel in the Appalachian
mountains, he had discovered a rich trove of folk song, and was anxious to return to them, but lacking the means to finance
another expedition, he spent several months teaching at various colleges and finishing the compilation of 100 English Folk
Songs, published that year by the Oliver Ditson Company. Then, at the request of the prominent theatrical producer and author,
Percy MacKaye, he devised a series of English music interludes for a spectacular new outdoor festival play, The Masque of
Caliban, which was produced in New York.

At the same time, civic leaders in St. Louis were looking for a play that could be presented on a grand scale in a new 10,000
seat amphitheatre that was being proposed in Forest Park. They had some experience with large outdoor spectacles. Two
years earlier, these same civic leaders had brought Percy MacKaye to St. Louis to direct the Masque of St. Louis, presented in
an immense natural amphitheatre on Art Hill. But now, they planned what was hoped would become an annual season of
classic plays. And by a happy coincidence, 1916 was widely celebrated as the Tercentenary of the death of William
Shakespeare. "As You Like It", with its Arden Forest setting, seemed the perfect choice.

A company of famous Shakespearean actors was assembled, including Margaret Anglin (who would also direct the play) and
Robert Mantell. The necessary crowds of extras were to be supplied by local amateurs, and incidental music would be by an
orchestra of fifty musicians led by Frederick Fischer, the associate conductor of the St. Louis Symphony. Since wide community
support was an integral part of the scheme, some sort of additional musical entertainment was imagined. So, probably through
contacts with Percy MacKaye, Cecil Sharp was asked to choreograph a folk-ballet that would serve as a prologue to the play.

Sometime in early April, Sharp sent to the St. Louis Pageant Drama Association, a detailed scenario, printed here in its entirety.

PROPOSALS FOR THE PROLOGUE TO "AS YOU LIKE IT"
MAY - DAY REVELS OF SHAKESPEARE'S TIME
ON THE OUTSKIRTS OF AN ENGLISH TOWN

(To occupy 30 minutes)
Episode I. PROCESSIONAL DANCE THROUGH VILLAGE.

Enter from right, a procession of villagers, dancing, comprising 50 couples (i.e. partners), headed by 4 pipers and 4 taborers -
may dance the Tideswell Processional Morris, The dancers include men and women of all classes, all dressed in their holiday
clothes, plentifully bedecked with flowers and ribbons. Each carries two handkerchiefs, one in each hand, or, if preferred,
boughs of May blossom. They dance around the arena in a spiral until the musicians reach the center, whereupon all raise
their arms and shout on the last chord of the tune. They then disperse, running off merrily to the right and left, the lads chasing
the girls in catch-who-can fashion, and group themselves in background, watching the procession.

Episode Il. MAY-POLE PROCESSION.
Enter immediately from left, rather slowly, in regular order in groups, the following procession:

1) Two Jack O' Greens.
2) Plough boys with plough.
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3) Sowers.

4) Reapers.

) Wagon, drawn by several yoke of oxen (or failing these, by men) carrying the tree.
) Milkmaids, (singing)

) Blacksmiths, (singing)

) Wheelwrights, (singing)

9) Carpenters, (singing)

10) Butchers

11) Shoemakers

12) Master-sweeps, each with his boy.

5
6
7
8

There should be about 10 in each group, except those that sing songs, which should be larger. The singing groups will be
arranged at intervals so as to allow time for the singing of their songs.

As they come in four of the groups of guildsmen sing their guild songs- the Blacksmiths, the Shoemakers, Milkmaids, and
Shepherds. When the wagon reaches the May- pit, the procession halts. The tree is ceremoniously removed; ivy, laurels and
other greenery wound around it spirally, a large garland is placed at the top; and then, in dead silence, it is solemnly raised to
position. Directly this is accomplished the spectators raise a great shout and repeat three times- "The Pole is Up."

In this business, keep the front center of the stage free enough for the audience to see what is going on. Then the men
congregate, and after a brief consultation, run forward to the May- Queen (whom they have already selected; a buxom
woman); present her with a wreath of May blossoms, with ribbon streamers and rosettes for her dress; and escort her to a
raised mound of grass where everyone may see her. She is kissed "under the green" by the men, amid much laughter and
merriment, and defends herself by boxing their ears. The woman chosen is a regular "man's girl", jolly, and of a romping kind,
quite different from Ruskin's conventional May Queen. A large group is quickly formed round the May pole in a ring,
alternating men and women, and all take hands. The May-pole dance is performed- "Sellenger's Round" and "Gathering
Peascods". Two other groups perform these dances around the Jack O' Greens, -making one large center circle and two
smaller ones, right and left.

Episode lll. PADSTOW MAY DANCE AND SONG

Strains of the May Song are heard, the crowd listens and falls back, the hobby horse enters from the left (or right) escorted by
six or eight couples of men, gaily dressed and decorated with flowers, singing the May song, in which the assembled
spectators join. As they make their appearance, the crowd runs out, meets them and gathers round them in a ring, in the
middle of which the horse and its attendant dance, the former every now and again dashing out and trying to catch one of the
maidens, who with much laughter and occasional shrieks usually succeeds in avoiding his clumsy embraces. (Again, keep the
front open so that the audience may see) When the tune has been sung a few times, a slight pause is made; the horse sinks
down with his head on the ground, the club-man drops on one knee and places his club on the horse's nose, while the crowd
sings very solemnly the dirge- like strain, "O Where is George?". At the conclusion of this, a slight pause is made, and then
the riotous May -song is suddenly taken up again and the dance resumed. This may be repeated once or twice, when the
proceedings are interrupted by the entrance of the:

Episode IV. MORRIS DANCERS

The dancers, all of them men, are 16 in number and are accompanied by a King and Queen, Witch and Fool, and Hobby
Horses. The Witch and Fool head the procession, the former with his broom, and the latter with his stick, fox's tail and bladder,
clearing the way. The King and Queen march at the head of the Morris dancers, the King beating time with his sword. The
Hobby horses prance round and aid the Witch and Fool in clearing a passage. The dancers move from side to center then
forward, dancing the "Winster Processional Dance". When the procession has reached a good position in the center of the
ground, the tune changes and without pause the dancers perform the "Winster Morris Reel".

Episode V. COUNTRY DANCE AND RECESSIONAL

When the Morris dance is finished the company disperses and amuses itself for awhile until the pipe and taborers and fiddlers
strike up a dance tune. This is the signal for everyone to find a partner for a country dance. Groups are formed all over the
ground and "Black Nag" is danced, followed by a longways dance, eg., "Row well, ye Mariners". On the conclusion of the
latter, the dancers, who are already in processional formation, dance off the ground to the "Helston Furry dance",
disappearing in different groups through the several exits.

NOTE ON EPISODE Il . (MAY POLE PROCESSION)

1) Dressed in green, with leaves and twigs in their hands and fastened on their heads and clothes.

2) White smocks, patched with pictures in red and black cloth, representing farm animals. Hats covered with flowers, the
plough smothered with ribbons and flowers

3) Carrying baskets of grain, pretending to sow

4) With reaping hooks or sickles
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5) Wagon and oxen decorated with greenery and ribbons; the horns of the oxen with flowers. The carters, who walk on either
side of the wagon, wear broad brimmed hats, short smocks, breeches, all covered with ribbons and flowers, and carry whips

or goads, similarly decorated with which they urge on the oxen. The tree to be a freshly cut one of light weight.

6) Carrying pails and dishes; wearing short dresses and sun hats or bonnets all covered with flowers and ribbons

7) With bare heads, leathern aprons, carrying implements of their trade- hammers, anvils, tongs. 8) Carrying or rolling wheels
9) With saws, planes, tools, etc.

10) Wearing blue blouses, carrying marrow bones and cleavers, and clashing them as they march.

11) In leathern jerkins, carrying leather, hammers, and lasts

12) In black, boys with blackened faces carrying chimney brooms.

NOTE ON THE PADSTOW HOBBY HORSE

The Hobby Horse is made in the following way;- a wooden hoop about 3 ft. in diameter is covered with black canvas with a
hole in the center about the size of a man's head. The canvas is edged with red ribbon round the circumference, and depends
from the edges about 4 ft. like a curtain. The hoop is then placed on a man's shoulders, his head hidden by a tall conical mask
of many colors, passing through the hole in the canvas, the curtain hiding his body and legs. In the front of the hoop is a long,
slender horse's head, made of wood, and at the back of the hoop is attached a curly horse's tail about 18 inches long. The
horse is accompanied by the "Club-man" who is dressed in black, covered with rosettes and bows of colored ribbon and
wears a conical mask similar to that of the hobby horse. Throughout the proceedings, he faces the Horse and dances
backward, holding in his right hand a nobbed stick about 18 to 24 inches in length, colored like the mask.

NOTE ON THE MORRIS DANCERS

For the dresses of the dancers see photographs in the Morris Book (parts Il and Il ). The Witch is a man dressed in
bedraggled woman's clothes, with face blackened, and carries a short besom, The Fool has a pork-pie hat covered with
flowers and feathers, tunic to the hips, of bright colored stuff edged with silver fringes, buckskin breeches, stockings of odd
colors, and bells around the ankles. He carries a stick with a fox's tail at one end and a bladder at the other. Sometimes he
has a dinner bell attached to the middle of his back. The King and Queen are serious characters, the latter being represented
by a man. The King carries a sword and should be dressed in the military dress of the period. The hobby horses - say half a
dozen in number - are of the "tournament” variety, and carry sticks and bladders.

NOTES ON THE MUSIC

May pole Processional:

¢ Blacksmiths sing ........ Twankydillo

¢ Milkmaids ........... Dabbling in the Dew

¢ Reapers ........... One Man shall mow my Meadow
e Sewers ........... Oats and Beans and Barley grow
¢ Plough boys .......... The Plainful Plough

Processional dance:

« Tideswell Processional Morris ( tune in unison by 4 pipe & taborers)

By April 13, when copies of the music specified were ordered from New York, preparations began in earnest. Several of the
largest dancing schools in St. Louis began training their students in the country dances, with the understanding that Sharp
would conduct the final rehearsals when he arrived in town. The songs were prepared by members of the St. Louis Choral
Society, under Frederick Fischer. And the Morris dancers were recruited from Yeatman High School. They were drilled on three
Thursday evenings in late May by Florence Grant, a director of Physical Education at Washington University.

The first salvos of publicity featured Sharp prominently. The following interview, done while Sharp was still in New York, was
syndicated in newspapers all over the Midwest:

EXPERT EXPLAINS THE FOLK DANCES
Londoner who taught them to St. Louisans calls them evolutionary - Survival of the fittest

Some of them will be staged in Forest Park, St. Louis, June 5 to 11, as part of Municipal
Shakespearean Celebration.

The folk dances that will be produced each night June 5 to 11, inclusive, and the afternoon on
Saturday June10, on the dancing green of the new Municipal outdoor auditorium in Forest Park, St.
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Louis, as a feature of the community production of "As You Like It", in honor of the Shakespeare
tercentenary, are the products of evolution, according to Cecil J. Sharp of London, authority on folk
dances and songs, who personally instructed groups of dancers for the St. Louis celebration.

Mr. Sharp was called to St. Louis by the St. Louis Pageant Drama Association, host of the
Shakespearean celebration, in order that the folk dancing at that celebration might be of the genuine
sort prevelant throughout England and in fact, throughout Europe in Shakespeare's time.

"Folk dances and songs are distinguishable from other dances and songs by the absence of marks
of period", explained Mr. Sharp. "They are undated because they were not created in any one
generation or, in fact, in any one century, and hence no one of them is the work of any one person.
They are the results of the combined effort of many persons of many generations. They are a
survival of the fittest and their real value is as racial expression. They are beautiful because the
people who made them did not know that they were making art. Beauty is never made by intention.”

The European war has canceled professional engagements which would have required Mr. Sharp's
presence in Europe at this time, and he cannot serve in the trenches because outside the age limit.
"Virtually all my folk dancers are at the front," said Mr. Sharp. "My chief set of six Morris dancers,
Oxford and Cambridge men, all have commissions, Most of them entered the army as privates. One
of the six has been wounded in battle."

Mr. Sharp showed his interviewer a copy of the English Folk Dance Society's Journal which lists 124
folk dancers at the front, together with the home or university of each, the regiment to which he is
attached and his rank. They include many commissioned officers, two of them majors. Although he
had arrived from England but a month previously, after his fifth trip through the submarine zone, Mr.
Sharp referred to the war merely incidentally. The major portion of the interview related to folk
dancing and particularly those aspects in which it differs from other forms of dancing.

"In folk dancing the legs are not ornaments but supports,” said Mr. Sharp. "if | want to go forward
and throw a leg forward, | defeat my object. The throwing forward of a leg throws me backward. The
main movement in folk dancing is very much like that of the runner. Sprinting and folk dancing have
much in common.

"The movement in all real dancing is a question of body balance, and this is why dances such as
these must of necessity be performed on a non-slippery floor. Otherwise the body would always
have to be erect. You might just as well ask a skater to do elaborate figures with a blunt pair of
skates as ask a folk dancer to dance on a polished floor."

As an additional precaution against slipping, Mr. Sharp dances in shoes having all- rubber soles. He
went to his trunk at this point of the interview and produced his dancing slippers. He calls them
"sneakers". They are similar to the shoes worn by tennis players.

Mr. Sharp said that of the three principal types of folk dancing - morris, sword. and country - the
morris is by far the hardest to master, owing to the difficulty of using hands independently of feet.

"Technically the morris presents as difficult problems as any dance known to civilization," continued
Mr. Sharp. "It is an offshoot of the sword dance, which is the most ancient dance in the world. The
sword dance, which is believed to have originated with the Aryans, was a rite by which a sacred
animal was killed once a year. It is known throughout Europe, but especially in England. The morris
dance, in which handkerchiefs or sticks are used, has almost disappeared. The sword dance is still
danced, mostly by miners, in three northern counties of England. Sword and morris dances are
usually danced by men, although sometimes by women. Country dances are usually danced by men
and women jointly. Morris dances are usually danced by six persons. Sword dances require some of
five, some six, and some eight. Country dances may be danced by two couples or any greater
number of couples."

arp arrived in St. Louis, trouble started. The St. Louis Republic reported:

Forty girls ranging from 16 to 24 years of age learned the meaning of real dancing yesterday
afternoon at the Central Public Library in preparation for the production of "As You Like It", at Forest
Park in June, under the auspices of the St. Louis Pageant Drama Assoc.
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The girls were told to get out of the "ho-hum club" and learn the meaning of the word "pep". Of
course, that isn't the language Cecil Sharp of London, authority on English Folk Dancing, used. He's
very English, but figuratively speaking, he told the girls to "get a move on themselves", "put some
punch into their work","a little more speed”, and to "get some action". And he got his meaning over
all right. Before the afternoon was over, the energetic, nimble footed Englishman had the girls as
light on their feet as bits of thistledown before a stiff breeze. They bounded, flew, they floated until

their cheeks grew red and their hair almost tumbled about their shoulders.

"Dancing has been corrupted by the social dances of today", said Mr. Sharp. "It has taught people to
slouch through dancing instead of putting rhythm, grace and life into it."

And from the St. Louis Times:

Cecil Sharp, English Dancing Master, who has charge of the "As You Like It" dancing, arrived in St.
Louis Monday night and read the "riot act" to dozens of dancing groups when he toured the studios
of well-known St. Louis dancing teacher, Mrs. C.C. Hardcastle.

Sharp entered, hurried through an introduction to Mrs. Hardcastle, strode up to the pianist, clutched
his arm, shook his shoulder, and in a loud voice shouted, "Play those notes right". Then, Sharp
mounted the stage. The dancers went through their numbers. Sharp pointed a forefinger at first one
dancer and then others. He exclaimed "he has to get out", or "what's the matter with that booby?".

A few days later the St. Louis Star reported:

Sharp is a man of middle age, of slight stature, exceedingly active, and a rapid talker. Several talks
given in St. Louis, he illustrated with folk songs at the piano. His method of handling dancers
amounts almost to genius.

Clearly, Sharp had made a mixed first impression, quite different from that of Margaret Anglin and the other actors from New
York. They endeared themselves to the locals as they effusively praised the city and declared that the new Forest Park
amphitheatre was the most perfect they had ever seen. While the press coverage of the actors became more and more
positive, and the prologue itself was always described enthusiastically, the references to Sharp himself became fewer, and
usually in connection to the growing problems.

During the weeks leading up to the opening night, Sharp continued his process of weeding out dancers who he felt were not up
to standard. But on May 28, just over a week before the opening, the dancers at the largest of the dancing schools, that of Mrs.
Hardcastle, decided that they would protest what they saw as Sharp's ill treatment. They declared that they would go on as a
complete group, or not at all. It's not hard to understand which side the general public would take in a dispute between local
high school girls and a slightly caustic visiting Englishman.

But worse was to come. On May 31 (five days before opening), the stage was finally ready, and Sharp was able to take a look
at the dancing green where the prologue was to take place. It was the area in front of the stage, on the same ground level as
the seats; no part of the audience behind the first row would see anything below the shoulders of the dancers. The space was
barely 30 feet deep, and far from being able to accommodate the planned 150 dancers and 100 singers. Sharp estimated that it
might hold 50 people at the most. Worse still, it had no drainage at all, and the grass was soggy. Sharp immediately went to the
chairman of the prologue dance committee, Mrs. Lawence T. Post, informing her of the problem. His best suggestion was to
move the dance up onto the stage, which although still too small a space for the program planned, would at least be visible to
the audience. Mrs. Post passed this suggestion on to Margaret Anglin, who declared it impossible.

As she explained it the next day in the St. Louis Globe-Democrat:

Yesterday morning when | was unexpectantly met with - to put it mildly - the fairly imperative
demands to give up the entire stage arrangements and settings, devised at great expense by
Livingston Pratt, for As you Like It, | tried my utmost to explain that if a change to the original plans
submitted to me was contemplated now, it would involve us in amazing difficulties and the public
would be compelled to wait something more than half an hour while awkward and disillusioning
reconstruction took place. | consented, however, to make the effort to meet them until it was beyond
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my power. | cannot speak too warmly of the splendid help that has been given me on every side by
the ladies and gentlemen who are participating, and it is a great grief to me that | should be put in so
false a light or that the slightest friction should have arisen. But happily it cannot be laid at the doors
of St. Louis!

Thus, Miss Anglin happily absolved the architects of their incompetence, and implied that Sharp was to blame for the dilemma.

So, Mrs. Post announced that the entire prologue was cancelled. But late in the day, a compromise was reached. The prologue
was moved to the end of the play, as an epilogue. The expensive settings could be struck from the stage at the end of the play
to clear enough room for the program, and then reassembled the next morning. Then, still later that same day, the dancers at
the Hardcastle school were persuaded to accept Sharp's judgments and end their strike. But the acrimony was strong enough
that Mrs. Post felt compelled to issue a formal statement in the Globe-Democrat:

While | realize that the inclusion of Folk dancing in the Shakespearean celebration has been made
possible by the kindness of the dancing teachers who have given so freely of their time, | feel that |
should make this statement in justice to Mr. Sharp and the Pageant Association.

When the classes were formed, announcement was made that all dancers whose folk dancing was
of the particular type required by Mr. Sharp would have priority over all other applicants for parts in

the cast. This, we believe, was thoroughly understood by both teachers and pupils, and we trusted

that all people interested would be sufficiently large minded to eliminate personalities when the final
weeding out came.

On Monday evening, Mr. Sharp, Miss Karpeles, and | visited two classes. At Miss Lambkin's class,
everyone was satisfied witht he decision of Mr. Sharp, rejecting certain members of it. We are
carrying out our original plan with absolute fairness. There is no room for criticism. A report in
another newspaper might tend to convey the entirely erroneous impression that Mr. Sharp had been
discourteous. The truth of the matter is that Mr. Sharp, within my hearing, obtained permission to
smoke before doing so. Mr. Sharp did not address individually any member of that class from the
platform or otherwise, in any of the words attributed to him, or in any other words which could be
construed to have any such meaning.

Mrs. Post's careful words vividly convey the tense atmosphere of that week. She was stung by the criticism and harried by the
frantic reorganization. Her remarks of Sharp's manners can be read either as tepid endorsement or ironic reproach.

At last, on June 1, Sharp managed a bit of diplomacy in another interview for the Globe-Democrat:

"| have accepted for the Forest Park performances next week 300 folk dancers", he said.
[casts of 150 dancers performed on alternating nights]

"l am very proud of those 300 dancers. | wish that | could take them to New York and have them
appear in the great amphitheatre there." Sharp says he is amazed at the accuracy and spirit of the
folk dancing in St. Louis. "The work of one or two of the classes is simply marvelous. The advantage
of the St. Louis dancers over those in New York is that they have been taught in comparatively small
groups, and their individual work is far ahead of that of the New Yorkers."

Then, on June 3, the Globe-Democrat described final preparations for the Morris dance:

At this morning's rehearsal, Sharp will select one of the boys to be King, another to be Queen,
another to be Witch, another to be Fool, and four to be Hobby Horses. Sixteen dancers will be
chosen to do the actual morris dancing. The selection of a boy to be Queen does not mean that the
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girl chosen queen a few days ago will be dethroned. She will be Queen of the May. The boy will
merely be Queen of the Morris dancers, and will not be kissed. In Shakespeare's time virtually all
morris dancing was done by men. Sharp is striving to have the epilogue true to the life of the
Shakespearean period.

The Morris dancers wear short, white trousers reaching to the knees, white jackets, high- peaked
hats, red sashes, sprinkled with tiny bells, and rough grey woolen stockings.

Opening night, though delayed twice because of rain, still won front page coverage in most of the city's papers. Reviews were
uniformly excellent, both of the play and the epilogue, and an article on June 11, in the Globe-Democrat, provided a few glimpse
of the Morris dance:

Not all of the group of sixteen Yeatman High School "boy dancers" Friday night were boys,
appearances to the contrary. Two of the boys failed to appear, and Mrs. Lawrence Post, chairman of
the Dance Committee, and Miss Florence Grant, Vice Chairman of the same committee, and
Physical Education directress at Washington University, took their places. Of all those that witnessed
the dance, among whom were many of their intimate friends, not one recognized Mrs. Post and Miss
Grant. Only a few of the boys in whose company they danced, it is said, knew they were other than
masculine substitutes.

"l liked it so well," Mrs. Post is said to have remarked to friends, "that | would gladly do it again if
given the chance."

The Yeatman High School boys probably never danced the Morris again. At least some of them presumably went off to the
Great War, but happily, none of their names appear on casualty lists. 90 Years later, Forest Park's 10,000 seat amphitheatre is
still flourishing, though not quite as its founders intended. The seasons of Shakespeare and Verdi have gradually been
displaced by musical comedies. And if any such program as Sharp's May day revels were contemplated, modern union rules
would make it nearly impossible.

Though Maud Karpeles was with Sharp all during this trip, she barely mentions St. Louis in her 1967 biography of Sharp.
Judging from the surviving news accounts, there is little reason to think he enjoyed his time here. Despite the claims for
Elizabethan authenticity, the 1916 Revels offer no insight into real English tradition. A pastiche of this sort, combining music and
dances from different regions and eras, would likely be viewed today as unscholarly and perhaps misleading. And the
instructions written by Sharp read almost like a parody of folk traditions, rather than a historian's description of actual customs.
Nevertheless, they give a snapshot of the attitudes and practices of the people who took part in the first wave of the Folk Dance
Revival just as it crested before the Great War. And the event still towers in the annals of Folk Music in St. Louis - not just as a
single episode of something old and exotic, or even as the beginnings of local interest in English customs, - but as our only
personal encounter with the celebrated Mr. Sharp.

Morris dance continued to be revived sporadically in St. Louis, and became firmly established finally with the creation of the
Capering Roisters, in the early 1980s. It identifies itself as a "cotswold" team. But a group of folk dancers working far from the
English countryside, though they may strive to remain faithful to tradition, inevitably forge their own way - precisely in the
process that Sharp described in his preface to 100 English Folk Songs, the book he finished in that Shakespearean spring of
1916:

"The most typical qualities of the folk song have been laboriously acquired during its journey down the ages, in the course of
which its individual angles and irregularities have been smoothed away, just as the pebble on the seashore has been rounded
by the action of the waves; that the suggestions unconsciously made by individual singers, have at every stage of the
evolution of folksong been weighed and tested by the community, and accepted or rejected by their verdict; and that the life
history of the folksong has been one of continuous growth and development, always tending to approximate to a form which
should be at once congenial to the taste of the community and expressive of its feelings, aspirations, and ideals."

Lyndon Blaylock
St. Louis, Missouri
Lyndonb64@cs.com

The Yeatman High School Boys Morris Dancers :
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Fred Albrecht
Henry Macinliniss
Charles Barret
Oliver Martin
Boyle

Richard Miller
Brinkmeeyer
Clarence Heinkunhla
William Burch
Edgar Nichols
Carstairs

Almar Oakly
Cranghlin
Edward Rudolph
A.F. Depke
Francis Rudoph
Herbert Dunkman
Carl Setzler
Elmer Engel
Richard Sing
Charles Fecker
Sinzroods

Harry Hart

Melvin Staehle
Howdeshe
Weston Taylor
Robert Khalten
Edward Weginer
Charles Knollman
A. Wetfer

Alex Krug

James Wolbe
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Invitation to the Midwest Morris Ale

Gitry Heydebrand

St. Louis will host the 2007 Midwest Morris Ale on May 25 - 28, 2007. The host teams, The Capering Roisters (Cotswold) and
Riverrats (Border) hope to welcome sides from all over the U.S. for this annual celebration, the 26th gathering since the first Ale
in 1981. The Ale will be held at Camp Wyman, a Kiwannis camp about 35 minutes from downtown St. Louis. The camp has air-

conditioned cabins with 12-14 beds each, a large dance hall with a wooden floor, and many smaller buildings for other activities.

There are 200 beds available, as well as campgrounds for tents.

Tour stops will include several famous city landmarks. The mass dances selected this year will include several Border Morris
dances such as the original version of the Upton on Severn Stick Dance, along with the usual Cotswold favorites. The Ale will
also commemorate Cecil Sharp's visit to St. Louis in May of 1916. Sharp arranged a series of dances and songs for an
elaborate historical pageant produced that year, including the first Morris dancing in the Midwest, and the host teams plan to
highlight some of the key features from that occasion with events throughout the weekend, such as a presentation of
Sellenger's Round, a May dance.

Other Ale activities will include workshops, an English country dance, and a Saturday night Contra dance featuring one of
Missouri's best known old-time bands.

The cost for the weekend, including meals Friday night through Monday morning, is $179.00 Adult, cabin, before May 1, 2007,
$179.00; Adult, tent, before May 1, 2007: $170.00. Children under 12: $155.00. Late Fee (after 5/1/07) $20.00.

The Midwest Morris Ale >>
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The California Ale, 2007
Little Audrey Hits the Big Time!

Audrey Goodman

After being offered a healthy up front 'commission' of insincere but adorable flattery by our beloved editor Andy, | agreed to do
up a little article about a terrific Ale held in Berkeley California last weekend. It was dubbed, "Beyond the Pale Ale". | have no

idea what that means, but the tee shirts were real cute! In attendance were about 12 terrific Cotswald and Border teams from

up and down the West Coast and Western Canada (for a specific list-go to Berkeley Pale Ale's beautiful website).

My original plan was to arrive at 7 PM, having left Santa Monica at Noon, ready to learn the mass dances; Vandalls of
Hammerwich, Balance the Straw, Simon's Fancy and Lollipop Man. But alas, my beloved partner, Morris dancer extraordinaire
and driving companion Brian, had to finish his taxes' that morning. Which really meant starting them at 9:45 AM, finding a
mistake in them at 10:15, starting them from scratch at 11 and...yea, you know the rest. So pulling out of Santa Monica at 4:30
PM, YET ANOTHER YEAR, At 11:30 PM we arrived at the Headlands Institute, a great place for Marine research, not to
mention an Ale. Ah well...there were still enough people awake and dancing to have a lovely visit with a number of good friends.

Saturday's rain only slightly dampened spirits (not anything CLOSE to what Sunday's lack of coffee at 9 AM did to 'em - Oy!- but
that's another story), which couldn't even be squelched by the lack of the inimitable "One Grecian Urn" (n.b.-- see my editorial
comment below-- AB) morning stretch as we joyfully bounded onto our buses and headed out to San Francisco's Exploratorium
in the nonstop downpour. The MANY patrons on this rainy day surely got more than they anticipated with their admission fee.
We were to have been dancing outside, but the rain was heavy enough to get us relocated inside, at several spots throughout
this wonderful 'hands on' science museum. The children and adults were all agog! Especially when Vancouver Morris Men did
their black faced, feather encrusted hatted bit-Yeow! Those guys were superb.

Vancouver Morris Men
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Midday, the rain, the crowds, and the legs/ankles/wrists of the dancers all cooperated for a dry and colourful Union Square
show dance set. As well, the Bay Area Discovery Museum, our last stop of the day, was a grand one with dry weather, happy
family type crowds, and only five minutes from camp (and Beer! - or Cider in my case). That evening, in spite of some sore
muscles and flagging energy, we banqueted, danced and drank into the wee hours. All in all, a full day and evening of festive
English style merriment.

Rising Phoenix Morris

Sunday, we FINALLY got that coffee at 9:30 AM, by which time many of us were improvising some Morris tune lyrics
threatening less than happy circumstances for the fellow hording the kitchen key. During breakfast, we learned that the "Best
Hangover" award was this year given to three upstanding members of our community; Erik of Wildwood Morris, Jocelyn of Goat
Hill Morris, and Michael of Faultline Morris for CAUSING the most hangovers in honour of their respective birthdays of the
weekend. After the applause died down (because too m any people grabbed their heads complaining about the noise), we
cleared out and got our little tushies over to the Pyramid Brewery Pub, which turned out to be a perfect location for further
dancing , drinking and that English revelry stuff we never seem to tire of. Cider in hand, (which is why | kept dropping the pen), |
circulated through the crowd to pick up some memorable quotes to share with you, the readership, as follows, plus I've added a
couple that | overheard at other moments in the weekend (last names withheld to keep the guilty from getting jeers from their
friends if applicable):

BEST ONE LINER | HEARD ON THE BUS | WAS ON:

"Hey, mine has vodka in it!" - Jamal from Appletree Morris on getting a flask of something he thought wasn't vodka.

"Are you complaining or bragging?" - Nora from Rising Phoenix Morris
(Note: OK, | was drunk at the time and it sounded funny then).

BEST ONE LINER | HEARD AT THE EXPLORATORIUM:

"OK teams, grab your musicians and get them moving!" - Jay from Faultline Morris in an attempt to get us out of the
Exploratorium and back to the bus.

"Where should we grab them to get that done?" - Nora from Rising Phoenix Morris
(who was in good form that day in my opinion)

AS RELAYED TO ME AT THE PYRAMID BREWERY WHEN | ASKED FOR QUOTES FOR THE
AMN:

"Gawd, my head hurts!" - either Michael from Faultline Morris, or Erik from Wildwood Morris. They can't remember which one
said it.

"No" - anonymous from Morton Bay Figs Morris

"Holy crap, it was supposed to be warm down here!" - a lovely gent from Vancouver Morris Men

"No." - another lovely gent from Vancouver Morris Men
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"Awesome weather, (well today anyways), fabulous dancing and 3 great birthdays! Hi to Andy. - Jocelyn from Goat Hill Morris
"What a waste of P's!" - anonymous after picking up a bunch of broken off letters left in the wake of Seabright Morris's keyboard
clashing dance.

And speaking of which:

"Oh Daddy, look at all the clowns!" - unidentified little boy taking a pee next to a few of the Vancouver Morris Men in the
Pyramid Brewery's Men's Room.

Well, that's all folks. I'll report back when our side has returned from our visit to the Mothership, or as it's more colloquially
known to you and those attending, the "Chippenham Folk Festival" (yes, that's in England) where my beloved Rising Phoenix
Morris will be dancing with sides from all over her Majesty's kingdom during Memorial Day/Bank Holiday weekend in May. And
hey - we are NOT crashing either, check out the website -Rising Phoenix Morris is on its list of invited guests!!!

Audrey Goodman
Rising Phoenix Morris
Santa Monica, California

N.B., from your Editor: | have helped raise two successful children with my lovely wife, | am a success in my chosen career, |
live in a lovely old house in a beautiful city, and | am editor of this fine periodical; however, all that pales beside the
accomplishment of introducing the Grecian Urn to my California Brethren (and, er, Sisteren). You may take me at any time now,
O Lord.
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The Return of the Green Man

Ethan Hay
Ethan writes

A little history: the attached cartoon as inspired by a TRUE LIFE incident on May Day morning last year. After sun up, Berkeley
Morris stops dancing and sings a few traditional songs to revel in the sunshine in Tilden Park's Inspiration Point. on the first
verse of "Jack in the Green," a fellow unbeknownst to any of us leapt out from the audience in full green man regalia, leaved
mask and all, and began squatting and dancing about the grounds throughout the song. When the song ended, he disappeared
back into the crowd. But then, in Berkeley, this is not such an unusual event. Just notable.
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Modern Photographs of Old Teams

Keith Chandler

Keith wrote us to say: "l don't know if AMN carries photographs, but | attach a selection of recent images of the old teams. Feel
free to use any or all of these." Enjoy!

Abingdon

Election of the Mayor of Ock Street, 17 Jun-e 2006
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Mr. Hemmings' Traditional Abingdon Morris Dancers, at Kirtlington Lamb Ale, 11 June 2006
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Bampton

Francis Shergold, 29 May 2006
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The Daniels Side, 29 May 2006
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The Wixey Side, 29 May 2006

Chipping Campden, 15 January 2007
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From The Editor...
Andrew Bullen

Dave Stryker

Our friend and colleague-- and | don't mean the "Our" in a Royal We kinda way, but in the sense of being a friend to us all--
Dave Stryker has been quite ill with cancer of late. He has undergone a course of Chemo and has been through a rough time.

As you may recall, Dave Stryker is a person of some veneration at this magazine, and a personal friend and colleague.

Dave's friends (1000s of them that there are) and family have put up a CarePages page for him. Please visit him and leave him

a message. | assure you, he gets and enjoys his messages!

1) Go to http://www.carepages.com/
2) Create a login ID and password
3) Visit page DaveStryker2006

Dave, May Day morning...
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Morris Matters
Beth Neill, editor and publisher of Morris Matters, has been a great friend to this magazine. Please join us in supporting a fine

Morris publication. Morris Matters is published twice a year (January and July). Subscriptions are £6 for two issues (£8 outside
EU countries); cheques/money orders payable to Morris Matters (sterling only please).

Morris Matters attn: Beth Neill
27 Nortoft Road

Chalfont St. Peter

Bucks

SL9 OLA

Phone: 01494 871465

Beth mentioned, and | quote, "articles are always welcome!"

VOLUME: 25 NUMBER: 2

The Beg-a-Thon

PayPal
Faymems | >> Use PayPal to donate to the AMN! <<
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