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Articles and Announcements

Longsword and Garland team
Seneca Creek Sword
Gaithersburg, MD

Tony Barrand Music Made Visible
Tony describes, and reprints, Maud Karpeles' article in E.F.D.S.
News #1 entitled "The Relationship of Music and Dance".

Tony Barrand images of Garland Dancing_in the DVRA
Tony describes garland dances in the DVRA archives.

Stephen Corrsin The Fifth Annual Sword Spectacular in York
Stephen describes the Sword Spectacular, held in York in the
UK, May 23-26, 2008.

Graham Thomas Kay Burkin Remembered
Graham Thomas, of the influential group Vulcan's Hammer,
writes about the passing of Kay Burkin, a friend to us all.

Mike Heaney An Introductory Bibliography on Morris Dancing
In 2006, Mike Heaney published his now classic bibliography of
Morris Dancing information. Published by the English Folk
Dance and Song Society, it is now available online at the link
above.
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Audrey Goodman Ale'lection 2008
The 2008 California Morris Ale, as describe in pictures.

Peter Millington Update on the Master Mummers' Website
Peter has been adding book reviews.

Lois Kohler The Wreckers Come to Town...
The Wreckers visit the Colonies, and happily arranged a tour...

Team Directory
Please add your team's information.

FAYMEMNT=

Help defray the costs of running the AMN with a generous
contribution.

I will publish one more issue for this year in December, 2008.
After that, I am taking a sabbatical from the tasks involved in publishing this magazine.
-- Andrew Bullen
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Music Made Visible: Reprints from E.F.D.S. News
#1 Maud Karpeles' "The Relationship of Music and Dance"
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Tony Barrand -- Music Made Visible

1926 when this lecture was first given. Balanchine was aged 22 and had spent his life to
that date in Finland or Russia. A graduate student of mine, a Sufi, hazards a guess that
the saying comes from the 13th Century Whirling Dervish poet known as Jelaluddin
Rumi. It's a good idea. Certainly his poetry speaks often of dance and of that which is
made visible but I'm withholding judgment. The chances of Rumi's poetry being known
among the middle-class dancers in early twentieth-century England seem remote.

The essay might "end" for Morris musicians with the reference to instruments of "...as
low a social grade as the tin whistle and the accordion.”" Ms. Karpeles (and Mr. Sharp,
too?) would be mightily surprised and even shocked to see the almost exclusive use of
accordions for contemporary Morris and Sword. When she recovered, I am sure Ms.
Karpeles would say that the principles she has given for the piano and the fiddle apply
equally well to the low-status accordion or melodeon.

Maud Karpeles, 1927 Maud Karpeles, ca. 1975

Maud Karpeles (1885 - 1976) was born in London but received her musical education in
Berlin. She and her younger sister, Helen, got excited about English folk dance and song
at a festival in Stratford-upon-Avon in 1909. They are both seen dancing Lumps of
Plum Pudding in the Kinora clip from 1912.

Maud began a dance club in the Canning Town Settlement for poor working girls. This
1s reminiscent of the dances and songs used by Mary Neal for her seamstresses in the
Esperance Guild. When Sharp lectured on dance for the Canning Town women, Maud's
dancers illustrated the talk. She later became Mr. Sharp's amanuensis, traveled with him
for his Appalachian collecting, took up residence with his family and became an
important editor (for example of Sharp' English Folk Songs from the Southern
Appalachians), collector of song (in Newfoundland) and dance (in the North-west, the
Royton and Abram dances, and in the "Border" region, the Upton-on-Severn dances, for
example) in her own right.

[Note that she rarely gets credit for one contemporary Morris staple: the tune called
"Twin Sisters" that she collected from Mr. Malon Hamilton of East Orange, Vermont. It
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Maud Karpeles' ""The Relationship of Music and Dance', E.F.D.S. News, No. 13 1927, pp.
6-11 [An adaptation of a lecture given at Taunton and Cambridge Vacation Schools, 1926]

" DANCING IS MUSIC MADE VISIBLE." In theory we should all accept the truth of this definition, but it is a
truth of which in practice we are apt to lose sight. We know, of course, that it is necessary to have music to
accompany the dances, but there is a certain inclination to look upon dancing as a sort of musical drill, or at best
a healthful and pleasureable (sic) form of physical exercise with the music thrown in to add to the general sense
of enjoyment and gaiety, as it is at the cinema. But the dance-at any rate the Morris and Country-has no meaning
apart from the musical accompaniment, which is an integral part of it.

The folk themselves are very conscious of this intimate connection between the music and the dance. Mr. Sharp
often had the experience that a dancer would sing him the tune and then be quite surprised if having learned the
tune he could not tell how the dance went. One old dancer said to him: "We used to learn the song and then there
was no trouble, for the steps are just as the words be." From that one would imagine that the words were some
kind of description of the dance, but usually they were just nonsense rhymes. For instance, the words of
"Greensleeves," the tune used for the Bacca Pipes Jig are :

Some say the devil's dead,

The devil's dead, the devil's dead,

Some say the devil's dead

And buried in Cold Harbour [sic].

Some say he's rose again, some say he's rose again,
Some say he's rose again and married to a barber.

It is certainly a little difficult to see the connection between these words and the steps of the jig, but the
explanation is that the dancer felt that the words enforced the rhythm of the music and helped him to get hold of
the tune and sing it to himself. Then once having got the tune inside him, so to speak, all was plain sailing.
People will never dance well unless the music is inside them.

It is not however, sufficient for the dancer to have a feeling for the music. The accompanist must also take his
share in the dance, because, as it is the business of the dancer to make the music visible, it is likewise required
that the musician shall make the dance audible. The dancer is dependent upon the musician, because his dance
can never be more than a translation of the music into bodily action. It is therefore important that we should
know what it is that the dancer requires of the musician.

It will, perhaps, be most useful if attention is concentrated on the Country Dance, although with certain
modifications the same general principles also apply to the Morris and Sword dances.

The first thing that strikes us when seeing a good performance of the Country Dance is the lightness and the
buoyancy of it. With the best dancers we feel almost that they are floating through space rather than moving
about on solid ground. The technical explanation of this is, that the motion of the dancers does actually take
place off the ground and not on it; that is, the motion is made by springing from foot to foot. This action of
springing is a basic principle in the Country Dance and there is a corresponding principle to be observed in the
action of playing-what on the piano we call 'touch.’
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Many pianists make a fetish of the production of tone and there seems to be an idea abroad that the harder you
dig into a piano the more you get out of it. A heavy legato touch is not suited to the English folk dance and if
translated into the dance it produces a plodding step in which the dancer's main object seems to be to plant a foot
firmly on to the ground on each beat of the bar-a not unfamiliar sight!

A Morris dancer once said to Mr. Sharp: When my old uncle brought out his fiddle and struck up a tune I felt as
though I could fly into the air." A mere technical device will not in itself produce this desirable effect, but it can
help towards it; and it will be found that in order to suggest the springy step of the dance a half-staccato touch is
required, so that the notes are detached just as the steps are. This principle also applies to other instruments. On
the fiddle the notes are separated by means of the bowing, and on wind-instruments by lipping or tonguing. (It
should be explained that the slur-marks in the pianoforte copies of the tunes, refer to the musical phrasing and
should not be interpreted as slurs in the technical sense.) This staccato touch should not, of course, be
exaggerated any more than the spring in the step should be overemphasized [sic]. It must vary with the character
of the tune and also be subject to modification throughout the course of the tune.

This matter of touch, important as it is, will not of itself achieve much. A collection of detached notes translated
into the dance would be no more than an aimless springing up and down. We must have something that will bind
the separate notes together and make of them a coherent whole. That "something" is rhythm. It is as difficult to
define rhythm as it is to define life, but there is no mistaking it when we come across it. Outwardly it manifests
itself in the coalescing or grouping of things together in such a way that they have continuity and form an
organic whole. A sense of rhythm is much the same thing as a sense of proportion, a realisation [sic] of the
relationship of one part to another and of each part to the whole.

If a tune is played with an equal accent on each beat of the bar there is no relationship between the notes and
therefore no continuity, and the physical movement which corresponds to such playing is a collection of separate
steps without flow or meaning.

Many pianists feel the need for continuity and they get it by means of a lavish use of the pedal. Such playing, if
made visible, would give us but a poor representation of the Country dance. The clean, crisp step would
disappear and instead we should have a crawling step with bent knees. We may succeed in getting continuity by
this means, but not rhythm, because an essential part of rhythm is contrast and where everything is blurred and
undefined it is hard to get contrast.

Rhythm has been defined as the alternation of two opposites.

No doubt a sequence of alternating opposites is rhythm in its most elemental form, for instance, night and day,
summer and winter, sleeping and waking, life and death, and so on. But between these opposites there are many
degrees of contrast, because the most elemental rhythmic sequence is always part of a larger rhythm, and that of
a still larger, and so on into infinity. Moreover, the lesser sequence is always being modified by the larger; for
example, the relative length of night and day is modified by the sequence of the seasons.

In music and dance, rhythm is got by a contrast of emphasis. In music, the most rudimentary form of rhythm is
the contrast of a strong beat with a light beat, or a strong with two light beats. This is called metrical rhythm and
is the rthythmic sequence contained within a single bar.

Some musicians think that for dance-music [sic] the metrical accent is all that is required, but, although it never
entirely disappears, it is always being modified and over-ruled by a larger rhythmic sequence, which is the
rhythm of the phrase. For instance, the tune of "Old Mole" consists of a phrase of two bars, followed by another
two-bar phrase finishing with a phrase of four bars. In each case, the new phrase is indicated by the initial
emphasis, just as in the dance the momentum is got up at the beginning of the figure.

It must be remembered that the metrical accent, though overruled by the phrase accent, is never entirely absent.
Its strength and importance must always be determined by the character of the tune. For instance, the metrical
accent should be more defined in Black Nag than in Rufty Tufty, and similarly in the dance the step-accent
should be more clearly marked in the former than in the latter. It will be noticed that in the Morris dance the
metrical accent is much more marked than it is in the Country dance.
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The problem of the player is in all cases to maintain the pulsating metrical beat and at the same time to make it
subservient to the phrase. The same difficulty presents itself to the singer and to the dancer. The former has to
enunciate his consonants clearly and yet prevent them from checking the flow of the melody; and the problem of
the Country dancer is to ensure that the impact of his foot with the ground does not impede the continuity of his
motion.

It is obvious that in the playing of dance-music a sense of time is all-important, for that, after all, is the
groundwork of rhythm and phrasing. As a Morris man put it, speaking of a fiddler: "He gets across the time and
makes it very okkard [awkward]." There is nothing that destroys rhythm more easily than a tendency to hurry.
There is one place where accompanists are very apt to 'get across the time' and that is at the end of a phrase.
They hurry on to the end of the phrase and begin the next just a little too soon. That seems to take all the
character and dignity out of the tune and gives a feeling of restlessness and lack of poise in the dance-
movements [sic].

There must always be a certain amount of give and take between music and the dance. Generally speaking the
music has the upper hand, but the musical phrases must be made to accord with the dance-figures. For instance;
in Gathering Peascods, the 'A' music is divided into two phrases consisting of four bars and two bars
respectively, whereas in the 'B' music, the final two bars (which are identically the same as in 'A' music) are
linked to the preceding four bars and together they form a single phrase of six bars. Often, too, the phrasing of
the tune has to be varied for the different parts of the dance, e.g. the' B' music of Black Nag. In the Sword dance,
where the rhythm is of a more elemental character than in either the Country or Morris dance, the music is
almost entirely subservient to the dance.

The most satisfactory state of affairs is found when the musician is also a dancer and knows just what is
required, but when this is not the case the dancers must endeavour [sic] to instruct the musician. The dancers
must, however, have patience and realise [sic] that to play these tunes, say, on the piano requires far more
technical ability than is needed to dance the dances. We might also remember that the piano and the fiddle are
not the only possible instruments; there are others which require less technical facility and are therefore to be
recommended, e.g. the concertina (and even instruments of as low a social grade as the tin whistle and the
accordion).

But generally speaking our musicians suffer not so much from technical incapacity as lack of real musical
feeling. Music is a science as well as an art and many people who study music are so absorbed in acquiring the
science and the technique that they neglect the art. They merely learn tricks whereby they simulate an art which
they do not feel. There is the same danger in the dancing; that people will attend classes and Vacation Schools
and learn steps and figures and all about spring and balance of body and will mistake these necessary
technicalities for the art of dancing.

Art cannot be taught. The most we can do is to quicken and arouse the imagination, for art is not an intellectual
thing, but is a matter of feeling and instinct. It is, moreover, an instinct which is possessed by every one who is
born into this world.

In our teaching we must never lose sight of the fact that music and dancing are natural human functions. If we
regard rhythm as something which can be instilled into a person from outside we shall fail. We can talk about
rhythm and to a certain extent analyse [sic] it and we can give people the technical facility which will enable
them to translate rhythm into bodily action, but we cannot mechanically produce it any more than we can
produce life.

The dances we now practise [sic] have their origin, as folk-lorists [sic] will tell us, in primitive religious rites,
and the instinct which prompted these rites was man's desire to identify himself with the natural world around
him, so that he might assist in bringing about the sequence of nature which he feared might otherwise be broken,
and upon which his existence depended. In that primitive instinct we recognise [sic] the force which we call
rhythm.

We no longer think that anything we do, or do not do, will affect the regular recurrence of the seasons, and yet if
we are to live completely it is as necessary for us as it was for primitive man to give expression to the sense of
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rhythm that is within us.

© American Morris Newsletter ISSN: 1074-2689
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images of Garland Dancing in the DVRA
Tony Barrand

Over the summers of 1984-6, I edited approximately 1000 pages of mimeographed notes, history, commentary
and notations created by Roy L. Dommett into five volumes [Barrand, Anthony G. (Ed). Roy Dommett's Morris
Notes, CDSS of America, 1986 (RDNotes)]. They were used by Roy as Aides Memoire for the countless
workshops he led in various aspects of the Morris on both sides of the Atlantic in the last four decades of the
twentieth-century. Roy kept writing and rewriting beyond 1986 up to the present. Many of his more recent
writings can be found on the web: for example at:

http://www.opread.force9.co.uk/RoyDommet/.

I got my first samples from Roy when I visited his house in the mid-1970s. Few of them had his name on them. |
decided to cull a full set together after I taught a workshop in Boston on the dances from Kirtlington in the
Cotswolds. One of the dancers showed me what looked like ninth- or tenth-generation photocopies of a
Kirtlington notation and complained that there were minor differences from what I had just taught. I recognized
them as Dommett's notes though the owner had no idea who had done them or where they were from.

About 500 pages concerned the Morris from Cotswold towns and villages; another 400 pages or so were on the
"North-West" (or "clog" or "processional") Morris, so-called "Border" Morris, what I called "Other" (i.e.
miscellaneous) "minor" Motris forms, and a few (but good) pages on rapper and longsword. A substantial
chunk, amounting to 80 pages, constituted what was, in the 1980s, the only source of notations of Garland
dances. Such sources are still scarce. Coming from Dommett-who loves equally the handed-down and the made-
up-the dances cover a wide range of origins: from the exotic-looking Britannia Coconut Dancers of Bacup in
Lancashire [clip from a newsreel ca.1977], to dances notated by Roy at festivals (e.g. The Wain and the Basque
Garland Dance) and recently invented dances. [More about these forms later in this article.]

Since the history and background of seasonal displays with garlands is not as well known as that of other Morris
and sword forms, I think it's important to contextualize a survey of the clips in the DVRA. Dommett's own
words will do that best.

GENERAL INFORMATION ON GARLAND DANCES

What follows then, in italics, is a useful introduction to dancing with garlands, written by Roy Dommett. I first
printed an earlier version in RDNotes Volume 3, Garland Dances. Roy rewrote it for a booklet of notations that
he taught in a workshop on October 29th, 1994 in his home town of Church Crookham, Hampshire, England
(sponsored by the Morris Federation). Since I learned everything I know about garland dancing from this source,
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I thought the words of the Master were better than a paraphrase. [ have added occasional comments and video
links when appropriate and possible.

GARLAND DANCES

Garland dances are widespread in Europe, but not very common outside of Austria. They exist in many forms
but the oldest are assessed to be those which appear to have once been sword dances and in which due to local
laws [banning weapons] the garland replaced the swords. The "sword" was the stock-in-trade of blacksmiths, a
narrow bar which could be worked into most implements, tool edges, and, when conditions warranted it, into
swords. The ban led to the use of foliage-covered hoops, cooper's barrel hoops and even ropes between dancers.
To be impressive the numbers of dancers can be rather large and the dances rather interminable in length. In
most places the garlands are an inverted U-shape, and can be exploited as a frame for the head and top of the
body. Some German and Basque garlands are the size of garden archways with spikes on the bottom ends which
can be struck into the ground to allow the dancers greater freedom for stepping. In Austria many are rigid and
small, of "A" frame or" triangular shape, as well as complete circles. The latter is appearing in the West
Country. The earliest clear English reference available to me was in a ballet. Earlier references to garlands are
to a different type of object that is not a dance implement but something that is carried to accompany a party of
dancers or singers, who are perhaps "bringing in the May". These are close in concept to the heavily flowered
garlands on a stave pole, such as are used on Tutti Day at Hungerford [Hocktide-every second Tuesday after
Easter] and also was used by some Friendly Societies instead of stave heads. Garlands can mean also slack
streamers or decorated ribbons, like skipping ropes or even interior decorators swages [i.e. ornamental
borders].

Britannia Coconut Dancers of Bacup

By the mid-19th century garland dances were appearing as part of the stock in trade of the dance display
choreographer along with plaited ribbon maypole dances and theatrical morris and might be seen on the stage,
in at least one classical ballet, at the pleasure gardens and at revels. The Britannia Bacup and the original
Whitworth dances probably date from the middle of Queen Victoria's reign but most surviving English dances
seem to be late Victorian or Edwardian period compositions. A particularly well known one is the "Victory"”
dance from Knutsford which was danced with a slack garland, like a flower-decorated skipping rope, now
preserved in performance by Poynton Jemmers. Garland dances are still part of the repertoire of children's
dancing schools and a waltz garland was performed at Knutsford May Day in 1982. This dance was done with
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small rigid-framed garlands which allowed quick and easy change from linked to stand alone formations.
Apparently a U-garland dance was circulated amongst Girl Guide troupes after WW I and parties went out
collecting along with a maypole. Simple dances suitable for such activities were being published (Kimmons, G.
T. The Guild of Play - Book of Festival and Dance Part 1, J Curwen, London, 3rd Edit, 190)) in the first decade
of this century, as part of general urge to exploit pseudo historical material contemporaneous with the
Esperance Club and Sharp, and these sources need more exploration. This was in a period of "sharing" dances
and games from many cultures and the actual source is currently unknown. There is a photograph of school girls
with U-garlands and a team with a plaited ribbon type of maypole at Alton at the end of the 19th century
(Hampshire School Brochure, seen by courtesy of T. Munday).

The only English garland dance to include linked movements that has surfaced so far is the "Rose" [RDNotes
Vol. 3, p. 76 danced in the clip by Court Square Dancers of Charlottesville, VA in 1984] recorded from a
college team from the Sunderland area at an inter-college folk event in the early 1960s, and apparently created
and taught to the leaders when at school a few years before by an ex-longsword dancer from the Cleveland area
north of Whitby who did not believe in women doing the traditional men's dances. Originally intended to be
danced by twelve or more, now is often done with eight with loss of scale and even by six. [The team] English
Miscellany of Open Morris |an English organization for Morris teams| used a character carrying a separate
object such as a bouquet who passed through the figures at appropriate moments to fill out the tune. Although it
was done at the fast longsword walk, the dance has been developed in both rapper-like running and slow polka
stepping versions to suit different club requirements. There are similar linked dances in Spain, Flanders and
Provence.

English dances seem to include bows, made from the waist but keeping the head up, as at Bacup, Blennerhasset
and in the Mayers "Maze" dance at Lancaster. Garland dances have not attracted fancy stepping sequences,
although one like a Three Hand Reel was composed for Minden Rose. Within a club's repertoire there is always
a need for a variety of rhythms and speeds from waltzes to polkas, and it is not unusual for a team to change the
collected or acquired material for the sake of the balance in their shows.

A good garland dance uses the garland as part of the dance, rather than having the garland just to look pretty.
They can be waved from side-to-side, laid on top of each other, or even used to catch other dancers. However
garlands have been added to existing dances such as to the reconstruction of Mrs Hepple's dance. There are now
in circulation a number of composed dances, ranging from the four handed Sweet Garland dance, seen danced
by Wessex Woods, the five handed dance by Plymouth Maids, the six-handed Tina's dance by England's Glory,
up to the Wain for Fourteen [RDNotes Vol. 3, pp.32-35 based on a Flemish dance Roy saw at Sidmouth].
[clip is Knots of May in 1979. Film speed is a little faster than they danced. They were filmed at 18 fps but
digitized at the standard 20 fps| This is one of very few dances with one garland shared by each pair of
dancers. It is now a much longer dance than when first seen at Sidmouth danced by a visiting Flemish team as
English clubs have added several good figures. Several garland dances have been composed for use in
Australia, New Zealand and in the USA. I have seen there good garland adaptations of Playford dances such as
Newcastle and a comic version of Hey Boys Up We Go.

Garlands can be made of a variety of materials - plastic domestic water pipe is just about the right diameter and
flexibility and was first suggested by Tony Barrand of Boston University, USA. Some teams have used hoola-
hoops, but cane is desirable if the garlands are to be clashed, or even wood steamed to a permanent shape. A set
of garlands in basket wickerwork has been seen. Decoration is very much a matter of the team's personal taste.
Weight seems to be an important criterion, especially if someone has to carry eight or twelve of them around.

DVRA CLIPS OF GARLAND DANCING

There's a relatively small number of clips of garland dancing in the DVRA; abut three dozen. I think of them as
usefully gathering in three chunks; Garlands dances/teams with a continuous history; Garland dances from a
variety of sources with notations in RDNotes Vol.3, and Garland dances not in RDNotes Vol.3.
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GARLAND DANCES/TEAMS WITH A MORE-OR-LESS CONTINUOUS HISTORY SINCE THE
19TH CENTURY

A lot of people would call these "traditional" dances. However, the only clear meaning I can currently give to the
loaded term, "traditional" is that it refers to a dance that was being performed prior to Sharp's involvement in
English dance and continued to have a life since that world-changing moment in time. I prefer not to use the
term at all. And, in any case, there aren't many teams with "traditional" garland dances from England; I have
clips of two that might qualify: The Britannia Coco-nut Dancers of Bacup: the ""Nutters' (filmed in 1979 by
Rhett Krause at 18 fps but digitized at 20 fps) and John o' Gaunt Morris Men. Given the evolution of garland
dancing as something primarily performed now by women, it is interesting that the two are men's teams.

The Britannia Coco-nut Dancers of Bacup

Bacup is a small town situated between Rochdale and Burnley in Lancashire. The dancing is accompanied on
Easter Saturday by members of Stacksteads Silver Band. On their own official website
http://www.coconutters.co.uk/, they suggest that the Easter Saturday dancing is as "unexpected as [it] is
fascinating and whose strange appearance could be described as exotic!" In addition to the "Nutters" dancing,
they have a series of garland sets that seem to be adaptations from 19th-century quadrilles (RDNotes Vol. 3, pp.
9-17). The oldest clip I have is from a BBC Newsreel from outside the Albert Hall ca.1977, and the most
recent, with concertina/melodeon accompaniment, from the Sidmouth International Folk Festival in 2002
(video by Ivor Allsop).

John o' Gaunt Morris Men in Lancaster

I filmed the John o' Gaunt men on a rainy day in 1979 (filmed at 18 fps and digitized at 20 fps). Their
performance (and that of the great clog dancer, Sam Sherry) had been moved inside a dark hall on the pier. 8§mm
film needed more light and they came out in the rain to show me two locally collected pieces: their Lancaster
Processional and, with garlands, the Lancaster Mays Dance (RDNotes. Pp. 57-64).

rn

Roy notated it as the "Mayers' " or "Maze" dance, and I was told, by a team member in 1979, that it was the
"Maze" Dance although, with the local dialect it could have as easily been the "Mayor's" dances. Tony Dann of
the team reported on the DVRA Comments tool (2005) that "Mays" is the correct spelling. He note: "...it was
performed for the crowning of the May Queen, a common Victorian revival in Lancashire around the turn of the
[20th-] century, hence its title...[as] originally collected, it was for 32 dancers, similar to the Leyland stage dance
which, until recently, was still performed at Leyland Festival."

Thirty-two dancers? Dancing in a set that big could feel like you were in a "maze". How were they arranged? At
the Marlboro Morris Ale, I filmed it in 1999 with twelve of Kari Smith's Guiding Star Clog Morris. The
largest group I have seen, however, was a group of sixteen women, Rural Felicity, in 1985 from Brasstown,
North Carolina, the home of the John C. Campbell Folk School. They arranged the sixteen dancers in a square, 4
x 4. It's a good solution and it makes me suspicious of the claim of thirty-two because that number does not
make a square. No one, of course, said it HAD to be performed in a square formation, but the Rural Felicity
performance makes an interesting set of possibilities for an audience gathered all around in the street. Is note in
passing that they adopted the costume design we will see used by Knots of May (white apron over a dress of a
plain color) but reversed it as white dress with colored apron.

REPERTOIRE IN RDNOTES VOL. 3: GARLAND DANCES

Many teams have built their repertoires using the dances notated by Roy Dommett. The notations were made
from mostly silent 8mm films taken by Roy. I was lucky enough to be able to film some of the same teams.

Knots of May
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For my 1979 field trip to England, Roy Dommett insisted that I make sure to film Knots of May from Lewes in
East Sussex. I met up with them in Ardingly in Sussex. They showed their adaptation of garland figures based
on the North-West-style dance from Marston in Cheshire. It's normally done with sticks but works well with
garlands. With sticks, it has become a standard part of repertoire for North-West Morris teams, who often also
perform garland dances.

In addition to the Belgian dance, "The Wain " (seen above), Knots of May also showed what Roy had called the
"Basque Garland Daoce", having seen a Basque group perform at the Letterkenny (Ireland) Festival. Dommett
was there too, at the Ardingly performance. He's visible on the left at the very end of the clip. [I should
comment, also, that I loved the Knots of May tunes and the band, consisting of men with button accordions and
an 18th-century military snare drum that I coveted.]

Another interpretation of the "Basque Garland Dance" was evolved by John o' Gaunt Morris Men. I regret that |
don't have them on film but it has become a part of the repertoire for Guiding Star Clog Morris of Greenfield in
northern Massachusetts, led by Kari Smith. The John o' Gaunt team call the dance "Duke of Lancaster." The
team's fascinating namesake, John of Gaunt, was 1st Duke of Lancaster (1340 - 1399). It's possible that he
brought some Morris-type ideas into England in the form of entertainers from the Iberian Peninsula.dance. This
is a popular dance in the US, partly because my film of the brisk and exciting performance "Basque Garland
Dance" by the women's team, Knots of May, has been in circulation as a rental by the Country Dance and Song
Society since 1979. One of the first teams to add it to their repertoire was Mystic Garland in 1992.

England's Glory Ladies Morris

On a research trip to England in 1984, my then student, Kari Smith, shot video of two English women's garland
teams. One was England's Glory Ladies Morris from Cheltenham, Gloucestershire. At that time they did one
garland dance that Roy called "Tina Brown's Dance" (RDNotes Vol.3, pp. 30-31). Note that they have small
and very lightweight and flexible garlands as opposed to the larger, flower-decorated hoops preferred by
American teams such as Wild Rose Garland. Wild Rose Garland from Great Barrington, Massachusetts use
dances found in Dommett's book of garland dances, one of which they call "England's Glory", their
interpretation of Tina Brown's Dance (RDNotes Vol. 3, p. 30)

The same dance, England's Glory, was done by Mystic Garland (from Mystic, CT) in the rain at the Marlboro
Ale ten years earlier.

Taeppa's Tump

The other English garland team filmed by Kari Smith was Taeppa's Tump from that surprisingly-named town in
Berkshire: Maidenhead ("surprising", anyway, to someone who makes his living singing songs about the
deflowering of maidens.). At the Kirtlington Lamb Ale, Taeppa's Tump performed a garland dance (name
unknown to me at this moment) based on a North West processional dance form.

If the reader looked at the previous three clips in sequence, there is, I think, a very different movement and
costume style between at least these Two English teams, England's Glory and Taeppa's Tump, and the one
American team. The English costumes, in particular, have a more dramatic, theatrical and, even, historical
presentation than the women on the American teams who wear skirts like those the women would wear to a
contra dance. Knots of May have a more understated costume but the apron style is again historically based,
where the American teams tend to draw upon clothing idea that one would find people wearing in a current dress
up situation such as a dance or church.

American Garland teams
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In addition to the Guiding Star team trained by Kari Smith, and based in northern Massachusetts, there are
several American teams using the garland repertoire many of which are or were based in the southern states. I
believe the first of the teams was the Court Square Dancers from Charlottesville, Virginia. They came to the
Marlboro Ale in 1980 where they danced the Wain for ten. The same dance was performed by Briar Rose
Garland, in a similar costume, at the 1982 Marlboro Ale. Were the movement style and the costumes heavily
influenced by the Court Square team? That same year, Briar Rose Garland also danced the French Garland
(RDNotes p.35) notated by Roy Dommett from a group of French girls at Sidmouth International Folk Festival
in 1997. It was raining in 1982 on Saturday morning at the Marlboro Ale; the dark clip reflects the indoor
location and the poor low light capabilities of early 1980s video equipment.

Another American team with a similar name, Wild Rose Garland, delved into Dommett's notations for "The

Quarry" (RDNotes Vol. 3, p.71, notated by Roy from the dancing of Shrewsbury Lasses) Shrewsbury Lasses
designed this dance for twelve, Wild Rose do it for eight.

Mystic Garland performed another North-West form of processional dance that Roy notated from Blennerhasset
in Cumbria (RDNotes Vol. 3, pp. 20-21)

REPERTOIRE NOT FOUND IN RDNOTES VOL. 3: GARLAND DANCES.

There are plenty of newly invented dances in Dommett's collection, even a few that were being performed in the
1970s and early 1980s when Roy was actively filming and notating what I called "other" forms of the Morris,
including the garland dances. One example is from the Rumworth Morris of Bolton who, as their web site says,
are "dedicated to the excellent performance of Lancashire Morris. Geoft Hughes, their founder, and the team
invented "The Garland Dance" performed in this clip, interestingly, at the 1996 Sword Spectacular in
Scarborough. The men call it "The Furry Hoop Dance."

In the team's very informative web site (http:/www.rumworthmorris.org.uk/garland.htm), it is noted that
"We see this unique dance as our 'signature dance' and have never taught it outside the membership of the club!"
I'd suggest that teams should respect this caution and not add the dance to their repertoire.

American teams have added new dances. Two are on the DVRA. On their 1982 visit to the Marlboro Ale, taking
advantage of their large membership made up of women who were skilled country dancers, Rural Felicity
performed their invented dance, "Brasstown Felicity" for twelve.

And finally, Wild Rose Garland of eastern Massachusetts in 2002 showed "May Apple" for eight.

THE AFFINITY OF GARLAND AND NORTH-WEST REPERTOIRE

On both sides of the Atlantic, most women's and men's teams who dance garland also perform processional-style
dances from the North-West of England and borrow from that form to create dances carrying garlands. This has
historical precedence in the John o' Gaunt repertoire and, to a great extent, in Bacup, though the Coco-nut
processional is atypical. My next examination of the performances to be found in the DVRA, therefore, will
focus on the processional dances of originating in the north-west counties of Cheshire, in regular shoes, and
Lancashire, in clogs.

© American Morris Newsletter ISSN: 1074-2689
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The Fifth International Sword Spectacular in York, 2008
Stephen D. Corrsin

The continuing series of International Sword Spectaculars are grand events, and have become almost
- dare | say it? Yes! - the sword dancers' equivalent of the quadrennial Olympics or World Cup....

Well, maybe that's an exaggeration, but | had to get it out of my system. Back to real business -
reporting, in my capacity as the American Morris Newsletter's International Correspondent. And I've
got the badge to prove it.

The Fifth International Sword Spectacular was held in the historic city of York, 23-26 May 2008. It
featured 14 "overseas" teams, from the US, the Basque country of Spain, Italy, the Czech Republic,
Austria, Germany, and Norway; and approximately (depending on how you count them) 40 UK sides.
The US was represented by three Massachusetts teams - Orion, making a return appearance (its
third?); Charles River Rapper (featuring their Balkan-music dance, "Newcastle-on-the-Danube"); and
a youth team, Clownfish Rapper (from Newcastle-on-Cod). Other foreign teams included venerable
and repeat visitors, such as the Uberlingen (Germany) "Sword Dance Company," which has
documented roots back to the 17th century; Bal da Sabre Fenestrelle, from northern Italy, which can
be seen in the surviving film fragments from the 1935 international folk dance festival held in London
and sponsored by the EFDSS; the outstanding - no other word can apply - Lange Wapper, of Antwerp,
Belgium, led by Renaat van Craenenbroeck till his untimely death in 2001; and a wonderful team from
the Basque country of Spain which | had never seen before - Kezka Dantza Taldea. (Don't ask me
what that means. | don't know any Basque, a language which has no known relations anywhere.)
Their dance was spectacular, based on the detailed dance descriptions from the region of Guipuzcoa,
published by Larramentdi and Iztueta in the 18th and 19th centuries. (See my Sword Dancing_in
Europe: A History, pp. 126-30. If you don't have a copy, buy one today. Better yet, buy two.)

One interesting point is the involvement of women, and girls, in the performances. Basically, the US,
Canada, and the UK have been for some decades more open to female participation than the
European continent has ever been. It is still an issue on the Continent! This time, however, Lange
Wapper of Belgium had a girls' side; and the Kezka dancers included young women in what was,
traditionally, a young men's dance. | took note of this but it seemed best not to inquire; female
involvement can still be a sensitive issue. And heck, I'm a historian, and anything contemporary, to
me, is just gossip and passing fads. Not my problem.

Which were the best dances, teams, and performances? Don't ask me; they all were great. | tend to
get most caught up in watching the Continental dances, which | rarely have an opportunity to see, but
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| also can't resist the chance to watch Orion, whether in New or old York. The UK teams, traditional
and non-traditional, are also a delight for me to watch. (An old teammate, Jody Kruskal, came with
Orion; he said to me, "You must be in sword dance heaven." He was right.) Let me just settle for
saying that the weather was beautiful, the city a delight for anyone like me, addicted to historical
sights, the dancing great and various, and | saw both old friends and new performers. It can't get
much better than that.

But if | have to choose among the UK sides, I'll take the safe route and point to the five which are
recognized as traditional - High Spen Blue Diamonds (rapper), plus Flamborough, the Goathland
Plough Stots, Grenoside, and Handsworth (longsword). And among them, I'll indicate Grenoside,
resplendent in their new Kits, paid for by an arts grant - they were so glorious, the team hardly needed
to dance. They could just have stood there, and we, the spectators, would have wept in delight.

| attended as a non-dancer. My only responsibility to enjoy myself, and to speak at the small
conference held at the camp site and event headquarters on Sunday morning. Ivor Allsop, the
archivist of the Sword Dancers' Union, and | both spoke briefly, but the conference's star was Elsie
Dunin, professor emerita from the University of California, Los Angeles, who presented video and
other material on the sword dances of the island of Korcula on the coast of Croatia. These dances,
along with those of another island, Lastovo, are little known elsewhere in Europe, much less in North
America, but clearly provide a new angle to the "pan-European” (to crib from Roy Dommett) history of
linked sword dances and related styles. Connected with this is the information which has recently
surfaced, and been published, concerning Czech sword dance enthusiast and revolutionary
ethnographic film maker Frantisek Pospisil (1885-1958). His films, made in the 1920s, were the basis
for a BBC 4 documentary shown in the fall of 2007. It was apparently not seen anywhere in the US or
Canada, but everyone should find a way to watch this fascinating film. (It was shown at the Sword
Dance workshop run by Tom Kruskal, in March outside Boston, for example.)

A little history, personal and otherwise. The first Sword Spectacular was held in Scarborough, on the
North Yorkshire coast, in 1996; the second through fourth, in Whitby, nearby on the North Sea coast,
in 1998, 2000, and 2004. I've been able to attend only the 1996, 2000, and now 2008 events. For
those interested in and concerned with the development of sword dances in the UK, on the European
continent, and in North America, they are both crucial, and wonderful to attend, whether as dancer or
spectator. | only wish more North Americans could attend - outside of the various Massachusetts
groups, only Half Moon Sword (New York) and Toronto Women's Sword have attended, both in 1996.
England also offers the annual DERT (Dancing England Rapper Tournament), and recently a
longsword tournament has begun as well. US teams have participated in DERT, and there are rumors
of a DART (Dancing America... etc.) in 2010, in Massachusetts. Regardless, it would be a wonderful
thing if more North American dancers, US and Canadian, could attend any of these events. | know,
funding is an issue, but you can rest assured that the UK hosts will be glad to see you.

| came away from York with renewed enthusiasm for my own studies and travels, as well as gratitude
for the committee which set up this event. There were many trials and tribulations, to say the least. But
we should all thank the organizers: Andy Smith, Jeff Lawson, Sally Atkinson, Andrew Kennedy; Stuart
Higson, lan Davies, Mike Smith, Vin Wynne, and Vince Rutland. We should also be grateful to the UK
sides which paid so that overseas teams could attend.

And | can only hope, first, that there are more Spectaculars; and that | will be able to attend other
events in the UK as well.

© American Morris Newsletter ISSN: 1074-2689
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Kay Burkin Remembered
Graham Thomas
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Kay Burkin, 1950-2008

Graham Thomas, interviewed recently in this magazine, wrote in to tell us of the recent passing of Kay Burkin, a member
of Vulcan's Hammer. We mourn the passing of a friend to us all.

A great loss to the folk world; she'll be sorely missed.

Kay started her singing career in the mid 60s with a folk band called "Thatchers Phase Two", but that
did not last very long. Although they had been singing together as various unnamed duos & trios for
some time, Phil, Kay, Graham Thomas and Eddie Green coalesced into Vulcan's Hammer after Kay
started going out with Phil. The rest, as they say, is history.

She was also a great lover of The Morris, and supported Hartley Morris Men for nearly 40 years. The
side showed its gratitude by bringing forward its Ladies Dinner Night this year, to ensure that Kay
would be able to attend for the last time.
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Kay was admired by many for the unique quality of her voice, something that mystified her all her life.
She enjoyed singing immensely, and in fact, sang almost up to her death on 19th May 2008, with her
last public performance being at a Vulcan's Hammer reunion concert on 4th May 2008 at the famous
Sweeps Festival in Rochester, England.

© American Morris Newsletter ISSN: 1074-2689
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Ale'ection 2008 -- The California Morris Ale in Pictures
Audrey Goodman

The Goddess has deigned to share her photographs of the Ale with us. From the web site of the California Morris Ale
(http://www.thecaliforniaale.info/):

"The California Morris Ale has been a spring time (April-ish) tradition for over 20 years. It's a gathering of morris teams from throughout the
state, the west coast, across the U.S., and internationally as well (we love to host our UK. comrades). We gather to dance, perform, and
generally carouse, while sharing in that peculiar recreation known as Morris dancing ..."

Many more photographs can be seen at the Photostream of the Goddess.

© American Morris Newsletter ISSN: 1074-2689
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Book Review by Mike Pearson
Peter Millington

I am pleased to announce the second in the Master Mummers series of book reviews. Mike Pearson, Professor
of Performance Studies at Aberystwyth University reviews:

Border-Crossing: Mumming in Cross-Border and Cross-Community Contexts, edited by Anthony
D.Buckley, Criostoir Mac Carthaigh, Séamas O Cathain & Séamus Mac Mathuna

Direct link: http://www.mastermummers.org/articles/Review-Border-Crossing.htm

This is a fascinating and wide-ranging collection of papers on folk drama, presented at a conference held at the
University of Ulster, Derry, 2003, under the auspices of the Irish '/Room to Rhyme' project.

No doubt you will be able to buy copies from the book stalls at folk festivals this summer, or from all good
booksellers.

© American Morris Newsletter ISSN: 1074-2689
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