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ABSTRACT.

This study investigates the history of Morris Dancing in the twentieth century through
written sources detailing the development of the dance, but more importantly, through
the oral testimony of some of those dancers who began their dancing careers after the
second world war. Three particular questions were identified, firstly concerning the way
in which ancient dance forms are generally linked, perhaps incorrectly, with place;
secondly, the way in which the part that women played in the development of the dance
has been written out of the popular modern view of the Morris; and finally, the part that
Morris Dancing has played in the production of an invented myth of English history and

English tradition.

These, and further questions raised during the interviews, forced the study to take a
wider view of the history of the dance. Looking back towards the earliest records became
important because of the apparent changes that have affected Morris Dancing
throughout the centuries, a dance form that is assumed to have been firmly established
as an unchanging ritual, but in fact, it would seem, has always been prepared to follow
whatever alterations have been demanded by society. Looking forward also became
important, because as the dance has clearly changed dramatically during its history,
interviewees were keen to explore the ways in which the dance could continue to
develop. To follow this final area interviews were conducted with a few of those young

dancers who are taking the dance forward.

Sections have also been included which will try to explain some of the mysteries of the
Morris for those readers who come to the dance as observers rather than performers.
Through these sections further areas of study have been identified that cannot be

followed in this present work but should be noted for further investigation.
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PREFACE.

In 1967 | was living in Worcester at a time when there were Folk Clubs being held in the
area every night of the week. As the same enthusiasts regularly supported all of the clubs
a few of the men suggested that we should form a Morris Side. We knew that a dancer
from the Green Manbés Morri s Clparéd tol helyteadh
the dance, so having gathered together a number of interested men in the spring of 1968
the Faithful City Morris Men was formally instituted, the club being named after the city
thathad been KingCharlbst Welwere also joined by David Chaundy, the son
of Theo Chaundy of Oxford University, who had been involved with the first Morris revival
in the early years of the twentieth-century. David was an excellent pipe and tabor player,

and a great teacher.

After two years with Faithful City | moved to Ipswich and joined the East Suffolk Morris
Men. Over the next six years | served the club both as Squire and Bagman, and so got
to know other clubs and men on the national scene, in particular Ewart Russell of
Colchester Morris men, who had been Bagman of the Morris Ring, the national

organisation of menés Morris Clubs.

In 1977 the Morris Ring was in some difficulty as John Wells, the Bagman, was unable
to continue and there were no candidates for the post. At a meeting in Newcastle |
suggested that | might consider standing as Bagman, and after hasty discussions it was
agreed that | should take over as Bagman of the Morris Ring at the final meeting in 1977.
| continued in that post for seven years, and after a gap of four years was elected as
Squire of the Morris Ring. It is a two-year term of office, as it is sensibly assumed that

any more would put too great a strain on the incumbent, but being Squire of the Ring

vi



can confer a status that lasts a lifetime and | greatly value the friendships that | made
during my years in office and | have continued many of the connections with clubs and

individuals from that time.

My time as Bagman and Squire marked a period of great change within the Morris world.
The Morris Ring was a noeisBederatoh lnat heentfonneed ilWVo me n 0
1975 and there was an Open Morris organisation for clubs that wanted to have men and
women dancing together. Some young Morris Sides considered the Ring to be a
dinosaur within the dance world, while others still regarded it as the senior service. The
body that had been regarded as the over-arching national organisation, The English Folk
Dance and Song Society, was in financial trouble, and involved in much discussion about
the future of their Headquarters building, Cecil Sharp House in London. My task as
Bagman and then Squire | felt was to ensure that the Ring clubs were seen on the streets,
seen to be dancing well, and were enjoying the fellowship within the Ring. Since standing
down | have had chance to consider the changes that | experienced, and the place that
Morris Dancing occupies within society. | was particularly interested in the fact that the
modern forms of the dance are still called 6
with the old dances, and in many cases no connection with one community. In the early
years of the twentieth century dances were found in villages in the Cotswold Hills and
this led people to believe that Morris Dancing should be regarded as the property of
small, rural communities, yet records from the fifteenth century show the dance as a
court entertainment in major cities. These were the issues that led to this study, a study
that at its heart asks the simple question 6

the twentieth century ? 6
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INTRODUCTION

Before we sit down | am going to ask you to drink to the memory of the one man
above all others to whom we owe our knowledge of the English Morris. Cecil
Sharp, through a chance meeting with the Headington dancers, perceived the full
beauty of the English Folk Tradition, at a time when it was either unknown or
despised in the wider world. By his delight in all that is strong and vigorous in art;
his love and respect for humanity, and his boundless enthusiasm, he was able,
in spite of physical iliness, to collect and preserve the great tradition of the English
Morris and to hand it on to us who are here today. Many of you knew and loved
him, all of us have delighted in his work. Let us drink to his immortal memory.
This toast was proposed by Alec Hunter at the inaugural meeting of the Morris Ring in
Cecil Sharp House on 20 October 1934.1 The organisation had been set up by members
of the Cambridge Morris Men during 1933 and had been formally instituted in May 1934
during a meeting of representatives from six Morris Sides in Thaxted. By October of that
year thirteen clubs met in London and their guest of honour was William Kimber of the
Headington Quarry Morris Men, the man who had been instrumental in passing on the
Headington dances to the early collectors at the beginning of the century. The Morris
Ring grew quickly, and at the Annual Meeting in 1936 the guests of honour were William

AJingyo Wel |l s oiisMenhand tieaompdser RalpMdaughan Williams.?

In their various ways all of these men were involved in inventing a tradition.

I woul d argue that Sharp did not Operceive |
Boxing Day in Headington, as he was only interested in the tunes that Kimber played.

There are those who would also question his
evidence suggests that his undoubted fiboundl
with personal aggrandizement as with preserving folk traditons.A Cr i t i ci sm of St

levelled athisself-pr omoti on and personal l i oni sati on,

1 Walter Abson, The First Log Book (1991), p.7.
2Keith Chandler notes that William Nathan Wells was re
Ribbons, Bells and Squeaking Fiddles (1993), p.238.



A H Fox Strangways, was critical of his autocratic relationships with his peers and
as s o c i®arndenany would ask about the woman left out of this brief profile, Mary
Neal, the person who brought Kimber and the dance into London society. But what
cannot be denied is that, for whatever reasons, those men joined an elite group of
anthropologists and folklorists in creating a national mythology that has continued to this

day, and is firmly fixed in the national psyche.

The Morris world in the late 1960s was youthful, energetic, and full of great optimism.
New Sides were appearing across the country and the membership of The Morris Ring,
at that time the only organisation dedicated solely to Morris Dancing, was growing
rapidly. Few of the new Morris men stopped to consider the history of the dance or the
reasons for dancing; we were having fun, and our audiences loved it. When young
dancers did consider the past, they were happy to accept the established mythology as
set down by the English Folk Dance and Song Society, a mythology that was to be found
in any published work descri bi nrggularlympedatddo! k h
at Morris Ring feasts. The meetings of Morris clubs organised under the auspices of The

Morris Ring grew enormously, and to see three hundred dancers was not unusual.

Thissurge o f me n 6 ghat Bwept adross the dance did not last. As womendés an
mi xed Sides grew, t he number of menodés Sides
Morris gatherings changed. The mendés teams suffered for
because young people could now go with their parents to dance in the mixed sides, partly

because the dancers who had started to dance in the 1960s were now coming to the end

of their dancing careers, and partly because there appeared to be a decline in the

national will to go out to join a club. Circumstantial evidence from many areas suggested

3 Robert G H Burns, Transforming Folk: Innovation and tradition in English folk-rock music (Manchester,
2012), p.19.
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that this change was affecting all clubs, not only those concerned with Morris Dancing.*
There was also a change in society that was very clear to East Suffolk Morris Men. In
the 1970s we would dance to over one hundred people in the small Suffolk village of
Kersey; by the beginning of the twenty-first century we would dance to ourselves, a
pattern repeated across Suffolk. This great change led me to consider the place of Morris
Dancing in English Society and to question what had happened to the dance during the
twentieth century. | thought it might be interesting to ask if the nature of the dance was
changing, or if changes in society were allowing a national traditional dance to be
ignored. While these were possibilities, two conversations served to change the direction

of this study.

The first was a conversation with Roy Dommett, an acknowledged expert on the Morris
and its history. He pointed to the fact that the opportunity to question the old dancers
was being lost as those dancers who began their careers either before or immediately
after the second world war were coming to the end of their dancing lives. At the beginning
of his dancing career Dommett had tracked down as many of the people who had been
in contact with Sharp and the early collectors as he could find; now he was concerned
that the people who had experienced the inter-war revival in the dance were dying before
anyone had recorded their memories. Sadly, his words were all too prophetic, and
i ndeed, personal, as Roy died in 2015.

conversation with Malcolm Taylor who, at that time was the Librarian at the Vaughan
Williams Memorial Library in Cecil Sharp House. Following their suggestions, through
already established connections within the Morris Dance world, it was possible to track

down and interview some of the longest serving dancers, and some of the people who

4 During the interviews, and during conversations with friends and associates, reference would be made to
other clubs that were experiencing problems with recruitment, particularly in the model railway world.
Further investigation would be needed to verify the truth of these assumptions, but the assertions were
strongly made.

Domme



had been instrumental in guiding the development of the dance in the years that have
become associated with a second folk revival.® Through the initial interviews, and a close
reading of modern texts relating to the dance, three areas appeared to assume

importance, and they were followed and investigated in all subsequent interviews.

Being Inside the Morris.
There is a fine line between the ethnographer as insider and as outsider. As an
outsider, it would suggest that the ethnographer would not be privy to the same
level of understanding as the true insider. However, in line with classic
ethnography, the suggestion persists from some authors that the ethnographer
maintains a different position to the sample of the population under examination.
| argue that, in reflexive ethnography, the insider position of the ethnographer is
paramount in finding out as much as possible about the sample in question.®
| was an insider, involved with Morris Dancing at the national level for many years, which
has been a great help with this study. The request for contact with long-serving dancers
was circulated to clubs through the Morris Ring web site, and when individuals were
approached it meant they knew and, hopefully, respected the person asking for help,
and were therefore keen to provide support to the project. The fact that the majority of
the respondents were approached as friends saw the interviews develop into
conversations for formulating and discussing ideas, and having a detailed knowledge of
the Morris world also helped when talking to other dancers, as there was a common
platform from which to start any discussion. In all of these ways being an insider, a Morris

dancer of many yearsd experience, waHenrya gr e

explained, being an insider has been vital.

5 The early years of the twentieth century have been known as a period of Folk Revival because of the way
that people began to rescue dances and songs that were in danger of being lost, but during the 1960s, when
folk music entered the modern age, and many new Morris Sides were formed, people also spoke of a Folk
Revival. Recently, therefore, this later period has sometimes been referred to as the Second Folk Revival.
6 Marian Crowley-Henry, d&thnography: Visions and Versionsg in John Hogan, Paddy Dolan and Paul
Donnelly (ed.) Approaches to Qualitative Research, (Cork, 2009), p.53.
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However, being a past officer of the Morris Ring also brought certain disadvantages. Of
the three Morris organisations, the Morris Ring, the Federation and the Open Morris, the
Ring is the one group that has insisted on excluding women dancers, and until very
recently, musicians, and therefore the organisation has a strong identity within the Morris
community. It is assumed that officers of the Ring will follow this strong male-only stance,
and because of this some women dancers are reluctant to talk to members of the Ring.’
It is unfortunately true that insulting behaviour towards other teams is still occasionally
exhibited by both men and women dancers, although most teams have now settled into
amicable acceptance.® As this study will show, women have given much to the dance,

and their voice deserves to be heard.

The question could be asked i would more have been learned about the dance if | had
known nothing about Morris Dancing? To approach the study in that way might, perhaps,
have been more in keeping with the approach that Crowley-Henry calls classical
ethnography, where anthropologists have been into a community with no previous
knowledge, but simply to find answers to an historical question. If the study had
concentrated on one team, it could be argued that the investigator would need no
previous knowledge of the dance. However, there would then be a risk that the resulting
study could be totally subjective, unless the kind of checks envisaged by Thompson in
his work on oral history were put in place, and also a risk that the details and facts

provided by the dancers could be false, given that the interviewer would have no way of

7 One dancer questioned for this study had strongly-held anti-Ring views, which were based on this view of
the organisation.
8 A story was related by a member of a Morris Ring Side who had been asked to run an instructional meeting
for a number of clubs. One was a team of young women and during the morning session they changed one
of the dances so that it exhibited a sexual movement. As the day progressed they continued to dance in the
same way, and it became obvious that they were not joking but making an anti-Ring statement. The instructor
and all other clubs present, male and female, were embarrassed by the exhibition, and surprised that in the
twenty-first century a group of young women should still consider it appropriate to act in that way. This story
was repeated at a private event in Nuneaton during 2013 and the reporter was concerned to point out that
he, and others at the event, considered it unusual, given the way in which the Morris world has changed in
recent years.
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knowing if they were true.® However, in the case of this study, having a background
knowledge of the dance was an advantage. It meant that there was a shared
understanding on which to build a discussion, and the interviewees knew that complex
issues could be addressed. There were two occasions where the knowledge of the
interviewer was not recognised during the interview, the first being completely
understandable as the person being interviewed was a new dancer who had no
knowl edge of any.H fihe $esondoacasiomwas interedting for the way
in which the man being interviewed wastotall y i mmer sed in a form of
from his years with the English Folk Dance and Song Society. Tony Foxworthy, who
otherwise provided a clear story of his time within the dance world, suggested that all
Morris dancers at one time in the past would black their faces.!! This is not true, and can
be shown to be false by looking at the few illustrations of the dance from the seventeenth
and eighteenth centuries, but it is completely in keeping with the mythology of the dance
that is still sometimes suggested by older dancers who came to the dance at a time when
it was guided by the ways of the early English Folk Dance Society. Anyone conducting
the interview without that background knowledge of the history of the dance would have
assumed that they had heard a true statement, although the fact that it was made is
valuable in itself for it shows that the ideas developed by the early twentieth century

collectors of the dance can still be heard today.

What is Morris? The Terminology.
Certain terms and conventions will be used in this study that may be clear to dancers but
confusing to a | ay audience. Russell Wortl e

heading at the beginning of his 1978 paper in which he set down some of his thoughts

9 Paul Thompson, The Voice of the Past (Oxford, 2000).
10 The first dancer interviewed from the Wicket Brood team, 10/05/2014.
11 Tony Foxworthy, interviewed 19/09/2012.



on the dance.'? Although most audiences seem to regard dancers dressed in white
trousers and white shirts, waving handkerchiefs, as being Morris Dancers, Wortley used
Ceci |l Sharpdés definition which included oth
Britain. In his two works The Morris Book and The Sword Dances of Northern England,
Sharp brought together all of the English dance forms under the umbrella of Morris,
including Sword Dancing and Mumming, and in the introductions to these books Sharp
proposed a very clear theory for the origins of the dance:

Shortly, however, we may explain that it was one of the seasonal pagan

observances prevalent amongst primitive communities, and associated in some

occult way with the fertilization of all living things, animal and vegetable.*®
In this, Sharp was following the ideas laid down by Tylor and Frazer.* He was insistent
that the dances are linked to ancient, religious practices and his views became the
accepted history of the dance, actively promulgated by the national folk-dance societies.
AOriginally expressions of religious belief,
they have passed by various stages and along devious paths into the inspiriting dances
and quaint dramas with which we are so familiar.d® These ideas are still found in recent
literature relating to the dance, but Roy Dommett, one of the greatest modern scholars
of the dance, was insistent that the word ritual should never be used for the Morris.*® His
view was that it was an entertainment, unconnected with any religious context, a view
echoed by two interviewees for this study. When asked for their views on what they
thought the dance was they replied immediately that they thought it was street theatre.

Norris Winstone was in his nineties at the time of the interview and had been dancing for

12 Russell Wortley, The XYZ of Morris (1978).

13 Cecil J Sharp and Herbert C Macilwaine, The Morris Book, Volume 1 (London, 1911), p.11.

14 Edward B Tylor, Primitive Culture, Volume 1 (London, 1873). Sir J G Frazer, The Golden Bough: A Study

in Magic and Religion (London, 1925).

15 Sharp,The Morris Book, p.13,

16 For example, in Hugh Ri ppon, ifiThe whiteness of the handkerchi e
symbolise purity; the stick dances which sometimes characterise a fight could symbolise a struggle between

the forces of good and evil or sometimes when banging the ground they could be stirring mother earth into

a c t i osnoveding English Folk Dance (1981), p.19. Roy Dommett interviewed 2 1/ 06/ 201 1 : AAl I t
that Sharp did. They invented an origin.o



over seventy years, so his view of Pebpte danc
were always interested to seediDesmandlidearingse it
was in his eighties anlddnhes ahyaidn gt hteh es asnaemev itel
theatre.3® Here were two elder statesmen of the Morris world quite clear about why

people dance. They had no hesitation in linking Morris Dancing to entertainment while

at the same time placing it in the context of the streets. These men began their dancing

at a time when Morris was re-appearing on the streets after a period when it had been

briefly confined to the stage or the hall, but they felt that its natural habitat today is the

street, and while it is clear that this has been the case for some hundreds of years, the

records would suggest that at various points in history Morris has been appropriated by

all levels of society.!® The dancers may have been paid entertainers, or they may have

been members of a household, helping a family to celebrate, but it can be safely

assumed that when looking for an element of continuity within Morris Dancing, it has

always been a dance that will help to entertain a community, or help that community to

celebrate an event.?

At the Morris Ring Annual Meeting in March 1979 a wide-ranging discussion considered

the question of entertainment.?! Although there was some variance in the views
expressed, the majority considered the Morris a form of entertainment. Early in the

di scussion Paul Davenport from Green Oak Mor
for entertainmento, but as he came from a t
style of performance for the dance that was highly stylised, and based firmly on an

entertainment principle. Father Kenneth Loveless, later to become Squire of the Morris

17 Norris Winstone, interviewed 02/09/2009.

18 Des Herring, interviewed 09/09/2009.

19 Michael Heaney and John Forrest, Annals of Early Morris (1991).

20 For example, at Harleston, Suffolk, 16 July 1814, to celebrate the end of the war with France. Ipswich
Journal, 16 July 1814, p.2, column 4.

21 A discussion session on The Dignity of the Morris, held on 18 March 1979 during the Morris Ring Annual
Meeting. Papers from the Morris Ring archive.
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Ri ng, said simply fAwe are an entertainment
second Bagman of the Morris Ring, expanded in his contribution. He said:
We are dancing in public for entertainment. We must remember when dancing in
public that we are giving an entertainment and ought to learn from the
professionals. O06The Show must go ayto &8 Onc
put on a show that the audience will be glad they came to see.
Roy Dommett also referred to the audience: 0
and have to establish the right to dance by establishing good will with the audience. Too

many Morris men nowadays drift around as though being traditional, they own the

countryside. It is essential 2t 0o have interac

In his interview for this study, John Jenner of Cambridge Morris Men related the story of
their revival of the Balsham Plough Monday dancing.? One of their team, Cyril Papworth,
had been instrumental in recovering the Molly dances from the village, and Cambridge
MM had taken them back to the village on Plough Monday.?* After two years of
performing the original dances with the Plough, the villagers asked why the Morris men

did not perform their usual (Cotswold) dances. They said that they would rather have the

Cotswold dances fAdbecause it was more of a s
pl ough. 0 | nscryloeentérmicnent Gdmbridde reverted to their more normal
style.

If it is accepted that the dance is an entertainment, the work of van Gennep and Turner
serves to add a new level to the discussion, and in certain ways brings the dance back

to the area of rites and rituals. 2 Clearly, Morris Dancing is not related to the entirety of

22 The Dignity of the Morris, 18 March 1979 during the Morris Ring Annual Meeting.

23 John Jenner interviewed 01/11/2012.

24 Russell Wortley, i Mo Ddnging in South-We st Camb r i dRyssall Wortleg (€amibritdge, 1980),
pp.35,36.

25 Arnold van Gennep, The Rites of Passage (London 1960), trans. M Vizedom and G Caffee. Victor Turner,
From Ritual to Theatre. The Human Seriousness of Play (New York, 1982), and The Anthropology of
Performance (New York, 1992).
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the rites of passage rituals that these anthropologists examine; Morris Dancers are not
separated from society before undergoirhngiadd
to accompany the performance of the dance.?® However, there are elements of transition,
of liminality, evident in the performance, and some of the interviewees have referred to
that state in their discussions. Putting Morris costume on can changethe dancer 8¢
outlook on life, and give them a different status to the one they would assume in daily
life. During the meeting of the Morris Ring noted earlier, Paul Davenport said,

What you wear identifies you as a Morris Dancer, but the whole thing is a ritual

and costume is representative of something, therefore the man who puts it on is

choosing to represent something which may be connected with fertility or

museum pieces, but when he does so he ceases to be himself and becomes part

of the#ritual .o
AsTurner notes: Afésome seasonal rites tend t
|l ow status transiently before returfRayg t he
Dommett said that the dancers first seen in the Cotswold villages were highly regarded
for the period of time that they were performing.0 The si des bel onged to
they lived; the dignity was not just a pompous middle-class attitude i they got this respect
by bel oAsuwill be goted by John Jenner later, dancers from all works of life were
regarded as equal once they were in the Cambridge Morris Men, a situation that Jenner
suggests is true for all dance teams.?® The idea of setting up is not only related to status
in society, but it can also refer to personal image. One recent interviewee, Simon Tarrant,
explained that he was a quiet, reserved individual in everyday life, but once he had his
Morris costume on he became a different person, capable of dancing and singing in

public, of become much more assertive.*° This trait has been noted as both a positive,

and once as a negative, by other interviewees (see page 76).

26 Turner, From Ritual to Theatre, p.24.

27 paul Davenport of Green Oak Morris Men, 18 March 1979. Papers from the Ring archive.

28 Turner, From Ritual to Theatre, p.25.

29 Roy Dommett, speaking at a meeting in Moulton, 18 March 1979. John Jenner, interviewed 01/11/ 2012.
30 Simon Tarrant, in discussion during a Morris trip to Sicily, March 2016.
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Turner writes that: ALi minal i t3MuchtokhisWwritngi s a
links the idea of liminality to ritual, and Morris dancing may not be included in this if
Dommettds insistence is accepted that it wa
quoted above, it is clear that some dancers do see that the act of putting on a costume
enables them to step outside for a while. Outside of what exactly is explored by Tinsley

and Matheson in relation to the Beltane Fire Festival, and while some of their
respondents note that the costume adds to their whole life experience, others suggest

that it provides a portal through which they can leave their everyday existence, giving

them a chance to re-evaluate their own life processes.*> Tur ner 6 s st age of
the central phase in van Gennepo6s rites of
transition and incorporation.®® Although van Gennep was again writing about rites and

rituals, it would be possible to associate these phases with Morris dancing, even if the

dance is considered to be an entertainment, or as Norris Winstone insisted, street
theatre.* The costume may be one way in which dancers can experience a change, with

the dressing being the initial separation, dancing the transition and returning to everyday

clothes the incorporation, much as is suggested by Tinsley and Matheson for the Beltane
Festival. But | might argue that even in a micro-situation the dance itself provides echoes

of wvan Genne p 0The daricersdeave the maign greup and walk out on to the
dancing ground i the separation; the dance is performed i the transition; the dancers

walk round and return to the main group i the incorporation. If this is considered a ritual,

this pattern is understandable, but as entertainment it bears a close relation to any group

of actors taking to the stage, and therefore fitswithin Tur ner 6 s t heori es.

31 Turner, The Anthropology of Performance, p.102.

32 Catherine M Tinsley and Ross Matheson, d.ayers of Passage6in Rituals and Traditional Events in the
Modern World ed. Jennifer Laing and Warwick Frost (London, 2015), pp.141-158, particularly pp.149-151.
33 Turner, From Ritual to Theatre, p.24.

34 Interview with Norris Winstone, 12/05/2011.
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The term Morris Dancing is often reducedto &6t he Morri sd& suggesti n
inclusive concept than simply the action of a number of dancers.® When those dancers

come together in a group they are often referred to as a Morris Side, sometimes just a

t eam, but 6Si ded6 whontext, suggests a differert, iperhapgd deepetli, s
meaning than the word team, which implies no more than any other sports grouping.
6Sidedb carries with it suggestions of tradi
dance form. These basic words will be used in turn to avoid repetition. The officers of the

teams are The Squire - the leader of the Side, or in the case of a national organisation,

the Chairman; The Bagman - the Secretary; and The Foreman - the dance teacher. The
public at |l arge wil!/ often be heard guide ref el
clearly a womends Side, and while some women
many have simply stuck to the old ways. However, it is important to note that these labels

are not universal. Teams from the north of England, in particular the sword teams, may

use Captain, for Squire, and the more obvious Secretary, instead of Bagman.

As noted earlier, Sharp insisted on grouping what he regarded as the national, ritual
dance forms under the one umbrella of Morris Dancing. This section will introduce those
main styles. | t should also be noted that Shar pods
Dance Society, and the English Folk Dance and Song Society, will be abbreviated to the

EFDS and the EFDSS respectively.

%Note, for example, the article by Sally Weariinog in th
womends morris. o
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The Cotswold Morris Dance:

Fig. 1: The Cotswold Morris.
The Headington Quarry Morris Men dancing at the Thaxted Meeting in 2007.
Photograph by the author.

The Headington Quarry Morris Men (Fig.1) were seen by Sharp and Neal in the early
years of the twentieth century. Their style of dress, white shirts and trousers and crossed
baldricks, became the standard accepted costume for revival Morris Dancers, although
as the number of teams grew, many of them chose to wear black knee breeches rather
than white trousers for simple convenience.®® The dance quickly became known as
Cotswold Morris Dancing because all of the old dancers at that time were found in the
area of the Cotswold Hills between Oxford and Gloucester. In recent years the phrase
6sout h @Modrlrainsdss has been used, because it
found across a much wider area than the confines of the Cotswold hills, and both

descriptions will be used in the study, largely to avoid repetition.

The Sword Dances of North-Eastern England:
The early collectors saw and were keen to note down sword dances that they found in

the north east of England. They found two distinct styles of dance, the Longsword (Fig.2),

%There is a precedent for wearing breeches, Fg$3)t he
shows dancers wearing dark breeches.
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danced either with rigid metal 6swor dso, h a

wooden equivalent O6swordsé, and the Rapper S

Fig. 2: The Lonswrd Danc.
The North British Sword Team dancing in the square at Dobcross during
the Saddleworth Rushcart Festival, August 2013. Photograph by the author.

handles on both ends, enabling five dancers to weave intricate, close patterns.

Fig. 3: The Rapper Sword Dance.
The Monkseaton Rapper Sword Team dancing in Trafalgar Square as part of
the Westminster Morris Menbés Day of Dance, May

Both dances terminate in a O6sword | ocké that
Longsword dances from Yorkshire were often performed as part of a play, and Ivor Allsop

lists many of these in his book, simply called Longsword Dances.*’

37 lvor Allsop, Longsword Dances from Traditional and Manuscript Sources (Vermont, 1996).
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The North West Clog Morris:

Fig. 4. The North West Morris Dance.
The Saddleworth Morris Men dancing in Uppermill at the start of
their Rushcart Festival, August 2010. Photograph by the author.

In the north west of England there is a style of dance that has become known as North
West or Clog Morris (Fig.4). It is characterised by long lines of dancers wearing colourful
costumes, and highly decorated hats. The dance was connected with a strong tradition
of processions in the north west, and many early photographs of the teams show them
walking from place to place, rather than performing dances in position. Today most

teams dance wearing clogs.

This form of the dance was not studied in depth by the collectors at the beginning of the
twentieth century. Some felt that true
settings, and they were reluctant to visit the industrial north and note these processional
dances, while others noted that these dances were sometimes danced by teams of
women, and that went against the all-male hegemony of the south. Sharp, Karpeles,
Neal and Carey all made brief visits to Cheshire and Lancashire, but published few of
their findings.*® However, earlier nineteenth century folklorists from the Lancashire area,

observed and noted the dances, and in particular, their connection with the Rushcart

38 pruw Boswell, Morris Dancing on the Lancashire Plain i The Preston Tradition (Preston 1981), p.3. Also
discussion with Duncan Broomhead regarding the Lower Withington team, 04/10/2012.
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Festivals (Fig.40). These were linked with the summer harvest period, when fresh rushes
were gathered and spread on the floors of churches.®® A few teams have recreated these
celebrations, but the Saddleworth cart is an outstanding example of the type, closely

following the style of the old carts.

Border and Molly Dancing:
Two other forms of dance are regularly seen on the streets today that in the early years
of the twentieth century were almost unknown, and were only seen in a few small
villages. Sharp, and later Maud Karpeles, saw dancing at Brimfield in Herefordshire and

at Upton-upon-Severn.

Fig. 5: Border Morris.
Silurian Morris Men dancing the Upton Stick Dance in the village of Upton-upon-Severn,
29 March 2009. Photograph by the author.
The man shown second from the right is Keith Francis, Past Bagman of the Morris Ring,
interviewed for this study. Silurian are almost the only team still performing this dance as it was
collected by Maud Karpeles. 4°

Dances were later collected from a number of villages in the Welsh Border counties, and

they have become known as OBor dererdgcdatsance s .

39 For further details of these early Rushcarts see Peter Ashworth, Rushcarts in Saddleworth (1995), and
Alfred Burton, Rush-Bearing (Manchester, 1891).

40 There are many versions of how this dance arrived in its modern format, but certainly Peter Boyce and
the Chingford Morris Men were involved. A different version to that devised by Boyce was given to Faithful
City Morris Men, and that dance was passed to East Suffolk Morris Men and New Cambridge Morris Men of
the USA. The Chingford dance has become the standard version of the Upton dance, but Silurian Morris
Men still perform what they believe to be the dance as collected by Karpeles.
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often blacked their faces. This was done by the old teams, and was claimed to be a form
of disguise. One dance, the Upton-upon-Severn Stick Dance (Fig.5), became popular in
the late 1960s, and because that dance was changed dramatically from the collected
version, it paved the way for other teams to construct their own dances in the style of the

Border dances.*

From Cambridgeshire a number of dances were collected in the 1930s that were known
as Molly Dances. These were categorized by the early collectors as being no more than
degenerate O6country danc e sfiarodies of ordirary ®cicd dt k e
d a n c ® She dancers were dressed in a collection of ordinary working clothes, with

scraps of ribbons sewn on to them, and their faces were blackened (Fig.6).

Fig. 6: Molly Daning.
The Little Downham Molly Dancers, Plough Monday 193243

This study began because of a desire to investigate change in the Morris world, and
perhaps the most extreme example of that is seen in the development of Molly Dance
Teams (Fig.7). Although there are many teams using that description, most of them

dance in a very different style to that seen in The Fens in the 1930s.

“AThe pS$evern MorrisDances o0 by Maud Kar phe Joarsal ohthepEaglish €ak i n
Dance and Song Society, Vol1, No.2 (1933). This article was used as the basis for reconstructing the dance.

An American tune noted by Karpeles after the main article is now used almost exclusively for this dance.

42 Elaine Bradtke, Truculent Rustics (1999), p.7.

43 Bradtke, p.24. A photograph of the Little Downham Molly Dancers, Plough Monday 1932. Photograph
taken by William Palmer of the Cambridge Morris Men.
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Fig. 7. Gog Magog.
Dancers from the Gog Magog team dancing in Cambridge, 10 May 2014.
Photograph by the author.

Much of the modern Molly style has been developed from the dancing of The Severn

Champions from Kent, and this will be referred to in Chapter 5.

All dance forms listed above have developed and changed during the twentieth century,
and the North West, Border and Molly dances have spread far beyond their original
dance areas. The one style that has a clear connection to the distant past is the Cotswold
Morris Dance, the one form that seems to be regarded by the public in the south of
England as Morris Dancing. It is the dance form that came to prominence at the
beginning of the twentieth century and fed the resurgence of Morris Dancing in the years
before the First World War. Therefore, this study will concentrate on the South Midlandsd

Morris Dance, the Cotswold Morris.

The Literature of the Morris.

Early histories of Morris dancing tended to concentrate on theories of origin, with, as
Keith Chandler wrote, fAa near compl**Thee
were two strands to the discussion, one being concerned with a list of references to

dancing, from a variety of historical sources; the other, a desire to find a clear origin for

44 Michael Heaney and John Forrest, The Annals of Early Morris (1991), p.v.
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the dance. This element was not based on any historical fact, but used the writings of
Tylor and Frazer as a basis for the theories.*® This desire to find a reason for the Morris

was the driving force behind much of the early-twentieth-century literature.

Writers of the late-nineteenth-century were content to see the dance as part of an
imaginary Shakespearean idyll. In 1807 Francis Douce published a book linking the

Morris and Shakespeare.*® Alfred Burton, following Douce, agreed that the dance may

have come to England from Spain, although he favoured France or Holland, but he also
connected the Morris and Shakespeare, noting that the dance is mentioned in the plays
AHenry Vo and @Al | 6*%HisWeok toncentrades onEhe tamcasMee! | o .
Rushcart s, but a |l engthy-Dahapted dnawsl|l ¢dgaéa
historical references to the dance, although it makes no mention of the Cotswold
Morris.*® For Burton it was sufficient to say that there had been examples of Morris
dancing noted in the documents. He had little interest in where the dance had come

from, or why it was being performed. He made no attempt to track down the remaining

teams in the Cotswolds, but concentrated solely on the North West Rushcarts. Yet in
those year s befhehal nohbsaation in sabeling th& dance the Morris.

This listing of historical records is clearly an early version of the work that would later be
undertaken by Chandler and Heaney, but in the new century Sharp took a different

direction.

The first books to concentrate on a description of Morris dances were the Espérance

Morris Book of 1910 and The Morris Book by Sharp and Macllwaine, the first edition of

45 Tylor, Primitive Culture; Frazer, The Golden Bough.

46 Francis Douce, lllustrations of Shakespeare, and of ancient manners: with dissertations on the clowns
and fools of Shakespeare; on the collection of popular tales entitled Gesta Romanorum; and on the English
Morris dance (London, 1807).

47 Alfred Burton, Rushbearing (1891), p.107.

48 |bid., pp.95-146.
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which was written in 1906.4° The second edition of 1911 was the one that became the
accepted manual of the Morris, a positi
1970s.%° In a second book, Sword Dances of Northern England, Sharp set out a history
of the dance based on the work of Tylor and Frazer. He dismissed some of the historical
record, and instead concentrated on a hypothetical origin:
In Morris, sword-dance, and play we seem to intercept three stages of
development, arrested and turned to its own uses by the civilised and social ideas

of entertainment: in the Oxford Morris-customs the earliest sacramental rite; in
the sword-dance the later human sacrifice; in the mumming play the still later

half-magi c al present ment of nat@dreds annual

I n a |l ater section Sharp writes of the
and taking the discussion further into myth.
We need hardly take a long shot with Dr Frazer and suggest a derivation from
the cognate forms Mars, Mamurius, Morrius (the latter that mythical king of Veii
who was traditionally the founder of the Salii), even though Mars in his original
character was a vegetarian god, and the dance of the Salii, his priests, perhaps
a nature-rite parallel to the Morris-dance.>?
The attempt to find the origin and purpose of the Morris dance became the driving force
for many of the works that followed. A major contribution to these was the article
published by Joseph Needham in the EFDSS Journal of 1936.% In this work Needham
lists all of the known sites for Morris Dancing and attempts to link them with the historical
divisions of England in order to attribute the dances to ancient tribes or races. fi |
considering again the boundary between the Danelaw and Saxon Mercia on the map,

we see that it does indeed separate the Morris from the Sword traditions with extreme

accur*ade . &l so foll owed Sharpoés |l ead by

Morris dancing was a truncated processi

49 Mary Neal, The Esperance Morris Book: a manual of morris dances, folksongs and singing games
(London, 1910). Cecil J Sharp, and Herbert C Macllwaine, The Morris Book (London, 1906).

50 Lionel Bacon, A Handbook of Morris Dances (1974).

51 Cecil J Sharp, Sword Dances of Northern England (reprinted by the EFDSS, 1985), p.32.

52 Sharp, Sword Dances, p.35.

53 Joseph Needham, @'he Geographical Distribution of English Ceremonial Dance Traditions.8Journal of the
English Folk Dance and Song Society, Vol.lll, No.1 (1936), pp.1-45.

“Needham, 6Geograph24cal distributioné,
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represented the priestly head of the pr°ocess
N e e d h a mkfsllowedwhat had become the general consensus of opinion about the

origins of the dance, and in drawing up his map he was trying to support those early

theories with concrete evidence. The fact that further research is now available that goes
somewayto under mining Needhambds basic theories
value of his work when placed in context. It is now known that Morris Dancing spread far

beyond the boundaries of the Cotswold Hills, but Needham did not have that information

at the time of writing, and was therefore drawing inferences from the available
evidence.>® The same could be said about an earlier article in the Journal by Rodney

Gall op, AThe Or i gi n% Gallop setotesomil of the theorieDaf thec e . 0
origins of the dance, but drew largely on Sharp. He argued that Sharp was wrong to link

Morris and Moors, but then concentrated on dancing from the Iberian Peninsula,
introducing the idea of the Morris as a pagan ritual, given a tenuous link between certain

words in Portuguese.%® Again, within the climate of invention of that time Gallop was

trying to find justification for the idea that the dance had its origins in pre-Christian rituals,

and although he seems to be making a strong case for the pagan connection, in his final

paragraph he suggests that there can be no way of coming to a definitive conclusion,

and appears to deconstruct his previous arguments.i Fol kIl or e, of cour se,
science. The only method of argumenf®Mang by a
dancers at the time ignored his words of warning and concentrated on the apparent

evidence linking Morris with the pre-Christian rites.

55 Needham, p.27. This idea was also taken up by Russell Wortley, who agreed that the dance may have

come from pri esThse XYZofiMoress. Wortl ey,

56 References to Morris have been found in East Anglia, but confusions over the exact meaning of the word
O6Morrisd may hide an even wider spread of the dance in
SRodney Gallop, AThe Or iJimalofthe EnglisthFelk Daace and SondSadietye 0 ,

Vol.l, No.3 (1934), pp.122-129.

58 |bid., p.127.il n t hi s connotation the word 6Mooro6o.is clearly
%9 |bid., p.129.
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I n 1960 Cawte, Hel m, Marriott and Peacock wu
geographical distribution of ceremonial dance.®® The authors stated that they were
adding recent findings from archive collections and records, but the maps and diagrams
they drew served to support Needhambés origi
dance. They followed the accepted theories of the time and linked the Morris, in all its
forms, with supposed ancient rites:
It has become clear as the work on the Index has progressed, that all the different
ceremonials which can be | abelled O6Morris
in common, disguise of the performers and the purpose of bringing luck to the
places visited.5!
The first of their characteristics is not true, unless the wearing of a costume comprising
rosettes and bel |l s i®%Somemninetaerghdcentury peaforndesidid g ui s e
appear to be wearing a disguise, and it has been suggested that this may have been to
avoid recognition at a time when the Morris was regarded as no more than begging.®
The bringing of luck is more problematic as it is difficult to identify the particular reasons
why a community might ensure that an event is continued, but the Cheshire Morris that
will be referred to in a later chapter was not connected with luck-bringing in any mystical
sense, and the fact that even the Headington Quarry Morris was stopped and restarted

a number of times would suggest that entertainment or the collecting of money for the

dancers were the prime reasons for the existence of the team.®*

60 E C Cawte, Alex Helm, R J Marriott, NormanPeacoc k , AfA Geographical I ndex o
in Great Br i foarhahofthefERglish Folk Bande and Song Society, Vol.9, No.1 (1960), pp.ii+1-

41.

BlCawt e, Hel m, Marriott, and Peacock, iA Geographical |
62 See later discussion regarding the work of van Gellop and Turner.

1t has been suggested that disguise was behind the bl

fits in with the gener aThe RobteohWelsh BordarMormsy1988) 4. 6 Jones,

64 For the Cheshire Morris see Chapter 4, and for the Headington discussion see the conversation with David

Chaundy in Chapter 2.

22



In 1957 Barbara Lowe wrote about the earliest references to the Morris.®® She noted in

her introduction that fAThere has been no ser
of Francis Douce in 18070 and she then | ooke
Tudor and Stuart periods.® Just as with the earlier works by Needham and Gallop more

records have come to light since Lowe undertook her study, but at the end of the piece

she made a number of observations that were ahead of their time, signposting some of

the later findings of this study. Lowe said that the Morris Dance has been so many things

to so many people that trying to find a cl e
guestion O6What is Mor?%¥is?06 is almost i mpossi

By the end of the sixteenth century O&éMorr
ofthingsthat it i s useless search®ng for o6the

She concluded her piece with a statement that could still sum up any study of the Morris

dance:
For OMorrisé was both a new way of doing
anyone who tries, as | have done, to separate the two will understand the
impossibility of defining exactly what the early Morris dance in England meant.®®

At the time Lowe was writing it might have been possible to define Morris as the dance

that had been discovered by the twentieth century collectors, but today that period of

calm has ended and the dance is once more em

In 1984 John Forrest published a small work, at only sixty-four pages, covering much
important material, including a resumeé of the literature of the Morris, a historical survey
of the dance, and a description of the Cotswold Morris Dance.”™ In particular, Forrest

details the way in which the work of Tylor and Frazer led to the development of the pagan

5Barbara Lowe, AEar |l y Rec orJuwnaloffthe Edgksh Adlik DanédesandiSang En gl an
Society, Vol.8, No.2 (1957), pp.61-82.

66 |bid., p.61.

"Wortl ey, Russell, AfiThe XYZ of Morriso.

68 Lowe, p.79.

69 1bid., p.80.

70 John Forrest, Morris and Matachin: A Study in Comparative Choreography (1984).
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fertility theory for the origin of the Morris dance, so eagerly grasped by Cecil Sharp.™

Forrest notes how Sharp developed this theory in the introduction to his book on Sword

Dances.’?The depth of the schol ar shimpgwhemoth&r®r r e st

were also beginning to produce work that was based on detailed examination of records
of the Morris, work that was inclined to dismiss vague, Frazerite theory and insist upon
evidentially based, concrete ideas. At the very beginning of his book, Forrest lays down
the history of Morris scholarship, and in doing so points to the way in which scholars of
the late twentieth century began this modern quest for fact, abandoning earlier myths.
The problem of the origins of the English morris dance has held the attention of
folklorists and antiquarians for over two hundred years. Their research has
centred on two issues: first, whether the dance is the remnant of an ancient
fertility ritual, and, second, whether the dance is indigenous to the British Isles or
was an early import from Europe. The problem remains largely unsolved.”
Forrestés second work appeared in 1999
history of the dance, based solely on the available evidence, with no mythical conjecture.
Awhat | really wanted was a great big b
|l aid out in exquisite detail, b d*cHe @fters a
reason for this lack of any detailed history, suggesting that modern observers have been
overawed by the legacy of scholarship left by the early folklorists. He argues that most
writers were concerned with discovering the true origins of the dance, hoping to link it
with some ancient, pre-Christian religious ceremony, and the fact that Morris Dancing
appeared in numerous writings from the fifteenth century onwards was at best belittled
and often ignored. . fFew modern academics have been willing to undertake a thorough

analysis of morris dancing in its historical context because the field has been hopelessly

dogged by a series of preconceptions imposed upon it by folklorists of the late nineteenth

7 Sir Edward B Tylor, Primitive Culture: Researches into the Development of Mythology, Philosophy,
Religion, Art and Custom (London, 1871). ForrestcitesFr azer , fAThe Sc ap e ghe&dlden
Bough.
72 Sharp, The Sword Dances of Northern England, in which the majority of the Introduction is devoted to
considering the link that the dances have with pre-Christian animal sacrifice.
73 Forrest, Morris and Matachin, p.1.
74 John Forrest, The History of Morris Dancing; 1458-1750 (Toronto, 1999), p.xv.
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and ear |y t we niForestdoesneithet; higwork is detailed and complex,

and is grounded in primary source material.

In 2005 Cutting published his history of the Morris.”® The work does not have the
scholarly depth of Forrestbés book, and it ha
in the text, but it does have the benefit of a large number of illustrations, in particular
those from early European documents. While it is possible to argue that some of the
earliest have a doubtful connection with the Morris, he is at least giving the reader a
chance to decide. Cutting is quite clear about his purpose, which is to provide a simple
guide to the history of the dance.”” He sets out some questions that he knows audiences
ask when watching the dance, and he tries to provide documentation that might lead

readers to construct their own answers. In one regard he has produced an important

(@}

simpled statement that gets to the heart o
Awhat is Morris?06 Cuttingds answer to the qu
of the time r ef &Hhmightseemdo ba awaydlavoiding thedquestion,

but that answer has a resonance with an equ
Tradition that will appear later in this study, and it also echoes the comment made by

Cawte and others in their Geographical Index:

On the surface these are widely divergent customs which have no common claim

to the same family name, and yet the local spectator who has known a
performance all his life and accepts it as a normal part of the yearly round, has

no hesitation i n af foiwkatemeg he tishaecusioracd dol 6 Mo
seeing.”

7S Forrest, The History of Morris Dancing, p.3.

76 John Cutting, History and the Morris Dance: A look at morris dancing from its earliest days until 1850

(Alton, 2005).

77 Cutting, History and the Morris Dance, p.11. i A f ew words of caution before |
not intended to be gems of biographical research, neither are they comprehensive reviews. 0

78 Cutting, History and the Morris Dance, p.8.

Cawteeta,l6 A geogr aplhpidcal I ndex, o
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The work that was begun by Needham, Cawte and others was continued and
considerably expanded by Heaney and Forrest in their work on the Annals of Early

Morris.® In the Preface Keith Chandler also reflects on the fact that histories of Morris
dancing have tended to concentrate on theor
Annal s6 should help to encourage a consider a
theory.®! Chandler notes that Morris Sides will often suggest in talking to their audience

that the dance is based on ancient myth, but his hopes for change have still not come to

fruition nearly twenty-five years later. In the Introduction Heaney and Forrest pay due

respect to all the authors whose works led up to this point, to Needham, Lowe and Cawte,

and say that they have listed over seven hundred references to Morris dancing, noting

that Lowe only had some ninety references.®? The effort undertaken to produce this work

was prodigious, and yet it cannot be said to be the final word as far as historical data is
concerned. Other references were available at the time of publication but were held by

dancers who knew nothing of the on-going work, and since publication further references

have been found by the authors, taking the earliest English references to the Morris back

to 1448.2% It is possible that other references to the dance are buried within collections

of documents that have yet to be examined, but they are likely to be no more than brief
notations, and will therefore not extend the basic knowledge of the reasons for dancing

or of the style of the dance.®*

80 Michael Heaney and John Forrest, The Annals of Early Morris (1991).

81 bid., p.v.

82 pid., p.1.

83 E.g. the inventory of John Mauldon, weaver of Bildeston from the Suffolk Record Office, IC 500/3/1 (31).

Mi chael Heaney, Fol k Music Journal 2004, AiThe Earliest

Postcript in Cutting, History and the Morris Dance, p.196.

84 An example of this is the recent discovery of the note in the Oakes Diaries from Bury St Edmunds, which
simply says that Morris Dancers were paid for entertaining at an Election Dinner. No other records of Morris
Dancers in Bury St Edmunds at this date have yet come to light. Jane Fiske (ed.), The Oakes Diaries:
Business, Politics and the Family in Bury St Edmunds 1778 i 1827 (The Boydell Press).
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In 1993 Keith Chandler published Ribbons, Bells and Squeaking Fiddles, a detailed
study of the South Midlandsé Morris dancers during the eighteenth and nineteenth
centuries.® Where previous works had listed simple references to the Morris, or had tried
to link it to ancient ritual, this work focussed on the known dancers, considering the dance
within the social conditions of the time. Chandler produced an excellent evocation of the

Cotswold dance leading up to the point at which it was seen by Sharp and the early

coll ectors. He was determined to concentrate

aims of this work is to re-introduce into the study of morris dancing the participants who
have been conspicuously absent from much previous hi st o r i ¥ §hosa gahcers
were placed within their social cont e xat
cultural ¥ Mawevuer p while Chandler not es
interpretationdo of the dat a, it as wit
reader. Perhaps because it presents such a compelling history, some writers and
commentators have since imagined that all Morris dancers came from rural, labouring
stock.®8 While this is clearly true for the sources examined by Chandler in the Cotswolds,
the rural part of the equation is not true for the dancers from the industrial north of
England, and may not have been true for the Guild dancers in seventeenth-century
London. In this case, the sins of the reader should not be visited upon the author; the
book provides a detailed insight into the Cotswold clubs, their dancers and the social
background of their communities, in the years leading up to the twentieth century and

the first folk revival. Pru Boswell wrote two similar, but much smaller works, about the

85 Keith Chandler, Ribbons, Bells and Squeaking Fiddles (London, 1993).

86 |bid., p.2.

87 lbid., p.1.

88 This difficulty is not confined to the study of the Morris. Denvir says at the beginning of his book about the
lives of the French I mpressionist painters fAOne
onthe pastoftheideasof t he pr es ent .The IMBpesssiorasts dt FiteHand i(London, 1995),
p. 7. Lowent hal al so examines this, 6The past Daddcks
Lowenthal, The Past is a Foreign Country (Cambridge, 1985), p.26.
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dances of a part of Lancashire.®® She followed the pattern set by Chandler by looking in
some depth at the family histories of the dancers, and the social background to the
dance. This study has also concentrated on performers, the dancers and musicians from
the second revival, whose story has not been told in any detail, other than being

mentioned in recent club histories.

As the modern Sides have arrived at significant anniversaries, some have published
histories. Thaxted is without doubt the oldest of these, having been formed in 1911, and
has published its history; London Pride Morris Men and Cambridge Morris Men, both
formed in the early 1920s, have also published histories.®® The booklets all follow a
similar pattern, having details of the early years of the club, accompanied by photographs
from those years, but they all give background social history that throws light on the
conditions that led to the clubs being established, and the people who danced.

By 1932 architect Perceval Hornblower joined London Pride. He proved an

eccentric, but although some morris men found him a problem Kay Reynolds
recalls that they always got on very well and that all the men loved to tell

APercevalian storieso. A conversation ab
Perceval required for breakf ast ended wi
Webster-Jones, if | may say so, your friend Mr Hornblower lives in a world of his

owno. Webber replied AYou know, sir, I d

have put it better.%!
Small booklets have been published in recent years detailing dances from particular
locations 7 the dances of the Silurian Morris Men, the limington Morris Men, or perhaps

the Cambridgeshire Molly Dances. %

89 Pru Boswell, Morris Dancing on the Lancashire Plain: The Horwich Inquiry (1981); Morris Dancing on the
Lancashire Plain: The Preston Tradition (1981).

9 Harry De Caux, Thaxted: A Desperate Morris Place (1983). John Hawkins, London Pride Morris Men and
Country Dancers, 1922-present (2009).

91 Hawkins, London Pride Morris Men (2009), p.12.

92 Sijlurian Morris Men, The Welsh Border Dances of The Silurian Morris Men (1994); Paul Bryan, The
limington Dances (1989).
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From the early 1970s the two major Morris organisations, the Morris Ring and the Morris

Federation published regular magazines and pamphlets containing scholarly articles

about Morris Dancing in all/l of its forms.

Matterso6 for the Federation have served
the dance, as has The American Morris Newsletter. In the twenty-first century some of
this discussion has moved to the internet, and many clubs have put their club histories
on the web. The Vaughan Williams Library holds a small collection of published club
histories, but these few are overshadowed by the large number of histories not in
published form, but only available on the Internet. The Vaughan Williams Library also

holds a small number of unpublished degree studies of varying quality.®

Where the major works noted above have discussed historical references to the dance
they have generally stopped by the end of the nineteenth century, or earlier. Forrest
stops at 1750, Cutting 1850 and Chandler 1900.% Pamphlets and journal articles have
explored the history of the first revival of the dance alongside sections within the
biographies of the main characters, and the many booklets produced by Morris clubs
have set the dance within the social history of the twentieth century. This study will seek
to add to the historiography of the twentieth-century Cotswold Morris, by drawing
together the historical references to the dance during the twentieth century, adding the
testimony of dancers, and examining three major questions that came out of those
discussions. It will provide a critical examination of the transformations that the Morris

underwent in the twentieth century.

93 Malcolm Taylor found for me an un-named doctoral thesis, containing no footnotes or bibliography, and
an incorrect date for Sharpds first meeting with
been a successful thesis, simply because it had been deposited in the library.
94 Forrest, The History of Morris Dancing; 1458-1750 (1999); Cutting, History and the Morris Dance: A look
at morris dancing from its earliest days until 1850 (2005); Chandler, Ribbons, Bells and Squeaking Fiddles
(1993).

29

t

t

o

he

)

C



The Research Questions:
Place or Person:

Dancers today will often introduce a dance by announcing the name of the dance,
followed by the name of a village from where the dance was supposedly collected. When
the Travelling Morrice toured the Cotswolds in 1924 they could have danced Lads
a 6 b u n ard tolehthe audience that it came from Adderbury. By the 1950s this system
was beginning to break down, and although teams still announced that they would
perform a dance, for example, ffrom Fieldtownq this might not have been correct. The
figures might have followed the style of those dances said by Sharp to be from Leafield
in Oxfordshire, but as hew dances were being constructed by modern dancers, linking
dances to towns or villages became unnecessary and confusing. The concentration on
place has the effect of hiding the men who gave the dances to the collectors, and who
may have been responsible for constructing the dances, and it serves to support the
6invented traditiond that | inks dances
with many Sides inventing their own dances, yet in many cases the new dances are said
to come from a place, while the choreographer remains anonymous.®*This study will
examine this, and consider the comments of the interviewees alongside the historical

evidence for this style of classification of the dances.

Women in the Morris:
When the development of the dance during the twentieth century is considered, it
becomes clear that the place of women is of crucial importance. This is particularly
pertinent at this point in the history of the Morris as The Morris Ring, the former all-male

organisation, has now accepted women musicians into its ranks, and is playing a major

9 Faithful City Morris Men have dances that they say are from Knightwick, the village where they practice,
while Dave Hislop who made the dances is not mentioned. Dave Hislop, The Knightwick Dances (2014).
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role in the new Joint Morris Organisation. R
but the history of the dance in the twentieth-century is still dominated by a male
hegemony. Cecil Sharp is regarded by many as the man who brought Morris Dancing
back into the English Culture, and most written accounts of the period either ignore the
part played by Mary Neal or confine her to a footnote in the history, largely because
Sharp, after his initial acceptance of Neal, came out very strongly in favour of a men-
only tradition of dance. So strong was his influence that he eventually persuaded Neal
and the dancers from the old teams that the Morris should only be danced by men, and
t hat was the dominant culture of Sharpds En
1950s and 60s, the women of the Society disappeared from any official descriptions, yet
from the club histories it is clear that women played a major role in carrying the dance
through the war years, and the story of women in the Morris deserves serious

consideration.

Change and Tradition:
Morris dancing has changed significantly during the twentieth century. Twentieth and
twenty-first century teams are often describe d as o6tradi ti onal dancer
some dances bear no relation to anything that has been through a lengthy process of
development. They could be said, therefore, to be another example of Hobsbawm and
Ranger 6s raditions@®rPhotographs of the dance as performed in the 1920s
show close connections with the few surviving illustrations of the dance in the early
nineteenth century, and The Travelling Morrice team in 1924, for example, would be
immediately identified by the dancers portrayed at Stowe House in the 1830s as Morris

Dancers®, but it is unlikely that sixteenth-century Guild performers would recognise

9% Hobsbawm, Eric and Ranger, Terence (ed.) The Invention of Tradition (Cambridge, 2009).
97 Keith Chandler, Ribbons, Bells and Squeaking Fiddles (1993), p . 3 1. OMorris dancing at
Buckinghamshire, 1818.
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either of these groups as being from a Morris Tradition. So what do the dancers
understand by t he si mpdaece va®ahahged and ia changingo nal 6 -
and therefore can it still be classed as something that has an unchanging place within

society?
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1. The Morris Dance Revivals

The Morris is an ancient dance, but as explained in the introduction, its origins and the
way that it was performed in the past are now lost to us. While it is hoped that careful
study of records may produce something to increase our knowledge, it is clear that a
lengthy scrutiny of documents is unlikely to find more than further limited references to a
dance being performed. However, while there are many documents detailing the dance
and dance clubs in the twentieth century, there has been no attempt to draw the common
threads into a coherent pattern, or to question the individual dancers from this period.
Although this study seeks to fill that gap, it is nonetheless difficult to totally ignore the
past, and so a brief history has been included as an Appendix, and this chapter will begin
with a short examination of the work of the late-nineteenth-century folklorists and
anthropologists, because it was that movement that was linked to the early collectorsd
discovery of the dance, and in a crucial way supported their return to the Cotswold hills

through the work of Percy Manning.

The origins of the first Revival in the early twentieth century have been examined in detalil
elsewhere, but they have been included here because of their relevance both to the role
of women in the Morris, and to the idea of an invention of a tradition, a tradition that
insists that the Morris Dance is firmly rooted in continuity, not change. Modern dancers
will tell audiences that the Morris has been danced for at least six hundred years, without
stopping to explain that contemporary illustrations of the dance bear no relation to the
dance as seen today. They will, by ignoring these changes, leave the audience with the
assumption that they are watching an unchanging dance form, something that has been
part of a stable, constant national culture for many hundreds of years. Forrest explores

this and he proposes two models that he calls the fiGenesisomodel and the fEvolutionaryo
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model.®® The Genesis model pre-supposes that the dance is all-powerful, dates from
some time in the distant, pre-Christian past, and should not be changed. In broad terms
Forrest argues that this was the position held by Cecil Sharp once he had begun serious
collecting. The Evolutionary model accepts the ancient formation, but allows for gradual
change over time and this position was adopted by Mary Neal. The modern argument
was therefore devel oped b edowmatd rittalste,rserious v i e w
past that must be continued and protected, and Neald s posi ti on that the
fun, enjoyment and entertainment and could change over time. The Genesis model for
men, and the Evolution model for women. This argument coloured the development of
the dance through much of the twentieth century, and as this study will show, while the
Cotswold dance has apparently been built largely upon the views of Sharp, the reasons
given for dancing by the people interviewed for this study have been simply related to

Neal 6s drive for enjoyment and entertainment

The Folk Lore Movement.

In the mid-nineteenth-century antiquarians and musicians began to collect the songs and

stories that they found in rural England. William John Thoms (1803 i 1885) was the writer

credited with first using the term dolklore6in the 1840s, and it was as a result of his work

that the Folklore Society was founded in 1878.%° Thoms was influenced by Francis Douce

who was the only antiquarian of the early-nineteenth-century to consider folk dance,
publishing a paper @AO0On t he “Aoho Robyn(1793E185®) i s h |
from Wigan wrote books on the traditions of Lancashire, and was one of the first to use

the term fAoral t rPaAmonrgimany athers was the ReveremdiSabina g .

98 Forrest, The History of Morris Dancing (1999), pp.10-27.

9 <http://en.wikipedia.org/wiki/William Thoms> [accessed 16 August 2011].

100 Richard M Dorson, The British Folklorists: A History (London, 1968), p.57-if Thoms gl ows wi th g
to his friend, mentor, and consul tant. o

101 <http://en.wikipedia.org/wiki/John_Roby> [accessed 16 August 2011].
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Baring-Gould who was not only a writer of hymns, but also a collector of folk songs which
he later published alongside the collections of Cecil Sharp.'°> One result of this
enthusiasm for folkloric study was that the materials took their place within the medieval
recreations of the Pre-Raphaelites and the Arts and Crafts Guilds as they sought to make
an imagined, mock-Tudor past, a reality. One of those Guilds developed a relationship
with Morris Dancing that has survived to this day. Edward Burne-Jones and William
Morris formulated artistic ideas that became the Arts and Crafts Movement: influencing
many other designers and craftsmen, including Charles Robert Ashbee, who in 1888
established the Guild and School of Handicraft in Whitechapel in the East End of
London.1% In 1902 Ashbee decided to follow the precepts of the Movement by taking the

Guild out of London, to workshops in the rural Cotswold town of Chipping Campden.

" ~

Fig.8: David Hartés Workshop 1 Chipping

102 sabine Baring Gould M.A. and Cecil J. Sharp B.A. English Folk Songs for Schools (London) is an
example of his work.

103 Gillian Naylor, The arts and crafts movement: a study of its sources, ideals, and influence on design
theory, (Cambridge, 1971). An indication of the lasting success of the Pre-Raphaelite and Arts and Crafts
movements is the number of published works detailing the history of the Brotherhood, and of the William
Morri s Co mp akeimscotdRrass inflseiced many other small printing ventures, one being The
Hive Printers of Letchworth in Hertfordshire, run by Jack Thompson, a Letchworth Morris Man. Fiona
McCarthy, The Simple Life. C R Ashbee in the Cotswolds (London, 1981).

104 David Hart standing in his office in the Hart Brothers workshop in Campden. Photo taken May 2012 by a
member of Stafford Morris Men.
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Although the venture only lasted a few years it provided a lasting link with the modern
Morris Dancing world. Two brothers nhamed Hart moved with Ashbee to Campden, and
their relation, David Hart, still runs that workshop in the village, turning out high quality

silver-ware, and he dances with the current Campden team (Fig.8).1%

Roy Judge has detailed the way i n yeadpdcts df
Victorian life.'% Throughout the century stage productions had Morris dances within the
play or as interludes between pieces, but as Judge pointed out, these dances were often
invented by dancing masters or producers and had no connection with the Morris dance

as practiced in real communities. However, the dance was set firmly within the

Fig. 9: Wolsey Pageant 1930.1%7
popular consciousness as being an example of the pastimes found in Shakespearean

England (Fig.9).

Two further developments at the end of the nineteenth century served to fix the imagined

past of Morris dancing into a cultural niche. In 1890 Sir James Frazer began to publish

105 David Hart is also an honorary member of Cambridge Morris Men, and has produced a number of works
for them and for the Morris Ring, including a mazer used at Cambridge Feasts.

WRoy Judge, O6Merrie Engi lanldBolkloredVoltldv éNo.IVPo(1993), sp.124181831
107 This photograph of the Ipswich Wolsey Pageant in 1930, from the collection of John Blatchly shows a
Morris Dance being performed in Tudor costume, demonstrating the longevity of the Shakespearean myth.
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The Golden Bough: A study in Comparative Religion.'® The twelve volumes were
publ i shed well into the twentieth century and
in 1941. Mary Douglas makes the comment that the work needs to be seen as an
example of nineteenth century thinking despite these twentieth century publication dates,
and it is clear that the work fits perfectly into the enthusiasm for anthropology and folklore
studies.'® Douglas explains that Frazer developed his theories from reading books and
documents about the peoples he described, never visiting any of the sites, possibly not
even the ones in Britain, but at the time that he was writing, with the enthusiasms for all
things natural, ancient and ritualistic coming from the arts movements of the day,
Frazerds work was i mmedi at e MYyHisdahende inuheéapkii v o c 8
was the concept of the Slain God, and local events from across the country, indeed from
across the world, were used to explain this theory.
On the surface, The Golden Bough represents an attempt to explain the origin
and meaning of the slaughter of ancient Italian priest-kings, each by his
successor. On a deeper level, it merges myth and history, ethnography and
reason, to build a fanciful, poetic overview of the human psyche and social
order.1!
Clearly Sharp was a keen and enthusiastic follower of Frazer, and yet in the twelve
volumes of the work Frazer only mentions Morris Dancing once. In Part VI, 6The
Scapegoat 6 Frazer writes:
€ the English rites of Plough Monday, i n
who wore bunches of corn in their hats as they leaped into the air, are most
naturally interpreted as agents or representations of the corn-spirit. It is,
therefore, worth observing that in some places the dancers of Plough Monday,

who attended the plough in its peregrinations through the streets and fields, are
described as morris-dancers.'!?

108 Frazer, The Golden Bough (London, 1890).

109 Mary Douglas ed. The lllustrated Golden Bough (London, 1978), p.9.

110 bid., p.12.

MW CeciSharp, fANow the central acmayofbet hcel eoarrilgyi ntarla creidt ei,n
play and in the Sword dance, of bot h TbefMowishBoak,hp.13.t i s t
Alan Barnard, History and Theory in Anthropology (Cambridge, 2000), p.37.

112 Frazer, The Golden Bough, PartVI,6 The Scapegoat o, ( Unamodimote Frazérvites) , @ p. 2!
that this information was taken from T. F. Thiselton Dyer, British Popular Customs (London, 1876), p.32;

and County Folklore, Printed Extracts, No.3, Leicestershire and Rutlandshire, collected and edited by C. J.

Billson (London, 1895), pp.93 sq.
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In this volume Frazer writes at length about European customs that took place around
May Day. Yet although he was writing at the time that Sharp, Neal and the other
collectors were actively reconstructing the Cotswold Morris dances he does not mention
them. He does however, suggest that Morris Dancers would have worn bells, and that
those bells were to drive away devils.!*®* His thinking became so embedded in the
national consciousness that even today in any conversation about the history of the
dance there will inevitably be people who will use the ideas of Frazer as a reference
point.1** When the Morris Ring attended Selby Abbey on 2 September 2010 for morning
service, the Vicar in his address explained that some members of the congregation had

asked why he was allowing a pagan ritual to take place in his church.®

A second development as the century drew to a close was the rise in popularity of the
Historical Pageant, an outdoor presentation designed to celebrate the history and
development of a particular place. One of the first of the Pageant Masters was Ernest
Ri chard D&6Arcy Ferris, a musician and teach:
words of Jubdgoeo,difea, f ulhlor oultf Mig Grst atpmptsoven@ nt i c O
meticulously researched but they followed the tradition of the stage and included Morris
Dances in what Judge call ed t he @AMerri e Engwas padicularlgt y| e.
interested in reviving the dance, he made every effort to track down evidence of the old,
true dance, rather than the stage version, and through friends in Bidford on Avon in
Warwickshire, he discovered two men who claimed to have danced in village Morris

teams. Judge suggests that this was not actually in Bidford, possibly in Bledington or

113 Noted by Frazer as being from Mrs Lilly Grove (Mrs. J. G. Frazer), Dancing (London, 1895), pp.147

sqg. This idea is often repeated by dancers today when explaining the Morris to audiences.

114 Wortley, The XYZ of Morris. | would argue that Wortley in writing this piece has been strongly influenced

by Frazer. 1 n Section B Wortley claims that Morris Dancers
who, it may be hazarded are the descendants through some 50 or 60 gen-€Ehrigiagni ons &
priesthood é. 0. Frazer also argues that the ploughs we
to Ancient Rome. 0 6The Scapegoatd, p.239.

115 personal recollection of the author who was present in this Service. The Vicar gave an excellent defence

of the dance and refused to give any credence to the pagan theory.

1Roy Judge, ODOArcy Fer FolksMusiciaurnal Yiok4 NB.b (984),pml443480.r i s 0,
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Bould, but the result was that the troupe trained by these men performed in Bidford in
January 1886.11" That team continued to dance throughout the Midlands for the next six
mont hs, and although at the end of t hat ti
interests, his work had a lasting impact on the revival of interest in the Morris Dance.
Many of the old dancers saw the shows, and in some villages the local team was
encouraged to regroup, perhaps because old enthusiasms were renewed, perhaps
because they thought they could do it much better than the performance they had seen,
or perhaps because they realised that there was money to be made from the dance.
Certainly at Brackley and Iimington, and possibly at Bledington, the events at Bidford did

much to help revive interest in their own village dances.

The dance in Bidford was a re-creation or a re-invention rather than a revival. Ferris may
have incorporated some of the dance movements from the old dances, but he continued
to link his team with the mock Shakespearean world of the stage Morris. In later years
the dance at Bidford created some confusionduring Shar pds coll ecting
be argued that the work of Sharp and the other collectors of the early-twentieth-century
would have been more difficult without the preparatory work undertaken by Ferris. He
was eclipsed in the public eye by the work of the later Pageant Master Louis Parker, who
arranged the Pageants at Bury St Edmunds and Colchester among many others, but
while Parker included forms of Morris Dances in the Tudor sections of his shows, he

made no attempt to investigate the old village Morris dances (Fig.10).118

117 Roy Judge, Folk Music Journal Vol.4 No.5, p.449.

118 photos of the Bury Pageant appear in many collections, for example Colin Harrison, Victorian and
Edwardian Suffolk from old Photographs (London, 1973) and there are web sites dedicated to the pageant,
in particular that of the Bury St Edmunds Society i
<http://www.burypastandpresent.org.uk/jarman-images/entertainment/pageant.shtml> where the
photographs show the Shakespearean basis of these events.
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Fig. 10: Bury St Edmunds Pageant.'®
Therefore, as the nineteenth century ended, the Morris Dance was used in these

pageants as an entertainment in towns across England, and while the old Morris in the
Cotswolds may have been dying out, or perhaps was simply dormant, the idea of the
dance was being kept alive through the work of folklorists and antiquarians; Morris
dances were being used in stage productions, work had been done to recover the old

dances by DO6Arcy Ferri s, anbgdPercynMahningat®xfoml.a

Il ye:

Al t hough Sharpés meeting with the Headington

beginning of the first folk revival,inhi s articl e AThe man who mad

Maher suggested that without the work of Percy Manning the meeting would not have
taken place.'?® Manning of New College, Oxford, had been collecting Oxfordshire folk-
lore for some years, and had published articles on Morris dancing when in 1897 he found
an old photograph of the Headington Side.'?! They had stopped dancing in 1888, but in
1898 Manning, with the help of Thomas Carter, persuaded some of the old team to dance
again, and 1

A public performance of the morris was then given in 15" March 1899, at the

Corn Exchange, Oxford. As a result of this, the morris jumped back into favour in
Headington and the side gave open-air performances on their own account. One

119 postcard showing the Morris Dancers at the Bury St Edmunds Pageant, from the collection of Desmond
Herring. These may be some of the eighty children trained by Miss Jennings and Miss Tinkler. i Lo u i s
and his Pageant Morris Dancers, 1905-1 9 0 Praditional Dance Vols. 5/6 pp.207-215.

203o0hn Maher, fAThe man whBrstol Fokdews,iAtatuma 1972, Mod®. s i bl e. o
ipetails of Mditm/ienglamg.ore.ox.ac.dfk/englishness-Percy-Manning.html> [accessed
02/12/2014].
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of them was seen by Cecil Sharp when he was visiting Sandfield Cottage,
Headington, on Boxing Day 1899.1%2

The first revival.

CECIL SHARP IN 1922
2 photograg. S

Fig. 11: Cecil Sharp.t?®
Cecil Sharp was born in London and educated at Uppingham and at Clare College,

Cambridge, where he studied mathematics. On leaving Cambridge he emigrated to
Australia where he became a director of the Adelaide School of Music. While there he
composed two light operas, in which he included a Morris Dance.'?* It is probable that
this dance was in the theatre tradition, but it does suggest that Sharp was at least aware
of the Morris, and his meeting with the dancers at Headington Quarry may not have been
the great surprise that it was later made out to be. This was a successful time for Sharp
and when he decided to leave Australia a petition was raised to try to persuade him to
stay, but he returned to England in January 1892 and in August 1893 married Constance

Birch. He took a post as a music teacher in London at Ludgrove School, and from 1896

122 Maher,i The man who made it all possible.o

123 Fox Strangways, Cecil Sharp, P| at e V. There is a photograph of
<http://www.mikehardingfolkshow.com> [accessed 02/12/2014]. The notes on the page also repeat the
often-quot ed comment iThe Headington Quarry Morris

Sharp

Dance

honestpennysi nce the hard weather had put many of them out

Russell Wortley (Cambridge, 1980). The article by Maher suggests that this may not have been the case;
the team were possibly making the most of their new-found fame.
124 Roy Judge, &ecil Sharp and Morris 1906-1909, Folk Music Journal, Vol.8, No.2 (2002).
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became the Principal of the Hampstead Conser vat oi re of Musi c. C
mother Dora moved to Sandfield Cottage at Headington on the outskirts of Oxford and

the family gathered there for Christmas in 1899. On Boxing Day the Headington Quarry

Morris Men came to dance at the cottage and Sharp invited their concertina player,

William Kimber Junior, back to the cottage on the following day, when he wrote down the

tunes Bean Setting, Laudnum Bunches, Constant Billy, Blue-eyed Strangerand Ri gs 060

Marlow.

Mary Neal had been running her Espérance Club for young working girls in north London
since 1895.1%° Her musical director, Herbert Macllwaine, began to teach the songs from
Sharpds new book of folk songs from Somerset
they could use, Sharp gave them such information that he could remember about
Kimber.'*® Neal and Macllwaine went to Oxford, found Kimber, and invited him to come
to London to teach his dances to the club members. This led in 1905 to the first national
organisation relating to Morris Dancing, the Espérance Guild of Morris Dancing and Neal
based it largely around the dances that she had been given by the men of Headington
Quarry.*?” The Guild did not seek to bring together existing Morris Sides, but to
encourage others to become involved in a revival of the dance form, and in common with
the thinking of Sharp, she aimed much of her work at children.*?® The Guild was hugely
successful, and rapidly spread across England. Charlie Corcoran, the Bagman of the
Morris Ring at the time of recording, remembered a Great Aunt who was a member of
an Esp®r ance tleadkmbmthitluetivsherwas afvery old lady, my Great

Aunt actually did Morris, at Tiverton, with an Espérance group. She never danced in

125 For details of the way in which this club was established see Chapter 3.

126 Many of the characters from this period of the revival had met previously through their connection to the

Fabian Society.

127 Men from other teams, including Bampton and Abingdon also taught at the club.

128 Mary Neal, The Espérance Morris Book, Part 1 (London,1910) , The Preface. AAlIIl m
good will who wish to see a fairerandahappi er | i fe for the people of Engl an
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p u b I*?? @ne group performed in Essex around 1908 and was seen by Miriam Noel,
the wife of Conrad Noel, the vicar of Thaxted. Miriam Noel invited Neal to send someone
to teach Morris Dancing to the young people of the village. Blanche Payling was sent
from London and her very successful work led to the formation of the Thaxted Morris

Men in 1911 (Fig.12).

Fig. 12: Thaxted Morris 191.
iThaxted Morris, circa 1911, on the V#tarage |

The Espérance boys all wore top hats and rosettes presumably copied from teams that
Neal might have seen (Fig. 13), and her girls wore white dresses with an English bonnet

(Fig.14).

Fig. 13: Espérance Club boys.13!

129 Interview with Charlie Corcoran at his home in Leicester, 15/05/2013. Tony Foxworthy also remembered
his school days in Devon and Cornwall, being taught by women who possibly began their dancing lives with
Esperance groups. Interviewed 19/09/2012.
130 Harry de Caux, Thaxted: A Desperate Morris Place (1983).
BRussell Wortley, fAAn Esperance Cl ub dheEdtsivoldgMorasti t he Re
Hey-Day, Decline and Revival Russell Wortley (1980), p.17.
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132

Fig. 14>: Espérane Club girls.
The influence that the teams had on English cultural life in the comparatively short time
that they were in operation, from around 1908 to the outbreak of the First World War in
1914, was considerable and can be seen in other photographs, unrelated to Esperance

groups (Fig.15).

Fig. 15: Ipswich Peace Parade 1919.
In this photograph of the pupils of Springfield Road School in Ipswich, they are shown taking
part in a Peace Parade in 1919, with the children, particularly the boys, quite clearly dressed in

Esperance costumes.**

132 Photograph of Espérance dancers taken from the New Esperance web site 1
<http://www.newesp.org.uk/espstory.html> [accessed 16 June 2014].

133 David Kindred, Britain in Old Photographs: Ipswich (Stroud, 1999), p.42. In 1911 the Lyceum theatre in

Ipswich put on two Suffragette plays, 60An Engli shwomano6s IRethwiekbLavaema &6 T h e
attended, the theatre was decorated in Suffragette colours, and children danced, presumably having been

trained in the Esperance style, as suggested by the children in this photograph.
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Neal was asked to take dancers to the Stratford on Avon Festival in 1910, she was in
discussion with the Education authorities, she was running Morris Dance classes in
London and the work of the guild was spreading to the northern industrial cities:
Meanwhile the movement in England grows apace. An experiment is being made
of starting classes directly under the management of the Guild in the big manu-
facturing centres, and at the first centre, in Manchester, 162 pupils have joined a
class in the first week. Leeds is following suit, and before long | hope to establish
many centres in direct communication with our centre in London.34
Her aims for the Guild were quite clear, and were simply to bring back into English life a
gaiety and sense of funt hat were once present iin the da\)
Introduction to the Espérance Morris Book E. V. Lucas wrote:
These morrice dances alone would draw me by invisible threads to any hall where
they were given - not only for their own unusual alluringness and gaiety, but for
their essential merrie Englandism. Merrie!**
In this way Neal not only placed Morris Dancing in an imagined historical progression
from a pre-Christian rural society, but she was acting completely within the cultural ethos
of the Edwardian era, looking back to a mythical golden age when England was truly
AMer Thyed di fference in Nealdés vision was tha
disadvantaged in society to make the myth a reality. Young people from the London
slums were being introduced to a life of productive work and recreation, and being given
opportunities to travel the country, demonstrating the enjoyment to be had through song
and dance. Her clear statements on education fit confidently within a small but growing
movement in the education establishment towards freedom of expression and an
understanding that education must be enjoyable in order to be truly effective.
Certain it is that if the learning and teaching of these dances is to be to either teacher
or pupil an added burden, merely an extra school task, it had been better that these
dances had never been re-discovered.
On the contrary, there should be in these dances something which sets free the spirit,

something which so adds to the joy of life, so energizes and vitalizes, that every other
part of the school work will be more easily and better done.*%

134 Neal, The Esperance Morris Book, Part 2.
135 Neal, The Espérance Morris Book, Part 1, p.vii.
136 Neal, The Esperance Morris Book, Part 2.
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Fig. 16: Dancers at Dennington, Suffolk.
Espérance dancers at Dennington, Suffolk. Photograph from the Morris Ring Archive.

It is not clear how Neal managed the Guild, or how they could arrange to travel so widely:
firhe young men and young women and small children of the Guild travel much about
the country, and all over England youth is dancing as they have taught it to dance.d*" In
Suffolk alone there are photographs of dancers in the small village of Dennington (Fig.16)
and in the town of Bildeston, and from the photograph above (Fig. 15) it is clear that they
must have been seen in the immediate vicinity of Ipswich. Blanche Payling was sent to
Thaxted,andF |l orri e Warren, Neal 6s c .KiTeefonsetafware adyv
brought the experiment to an end, but perhaps neither the Edwardian education system,
nor Cecil Sharp, were prepared to acceptthefunt hat Neal 6s young peopl

to the dance.

Writing in the Journal of the EFDSS, T W Chaundy, the father of David Chaundy,
interviewed for this study, summed up this period:

The revival first 60t ook t he flooré wh e
entertainment for the factory girls in her Espérance club, commissioned Kimber
to come up to London and teach Headington dances to her girls at Cumberland
Market. Though always a stout defender of tradition he had no hesitation, then or

137 Philip Macer-Wright in the Introduction to The Esperance Morris Book.
138 Macer-Wright, fiAnd yet these children are not angels. They are not even the babies of duchesses.
They are common children, from mean streets. And they seem to confront you as small prophets, telling of
a promised land in which the child shall be paramount, a land in which the lives of children shall be singing
games. When they grow up, of course, they will dance the morris. Bhe Espérance Morris Book.

46



later, in teaching the Morris to women. It perhaps was an odd beginning to the
revival i from the Quarry side to London factory girls, but it prospered: shows
were held, lectures given, teachers taught, and Headington dances published
under Espérance auspices.'*
Foll owing the approach from Mary Neal,
generally as well as the Morris and in 1911 he founded the English Folk Dance Society.
Here again, the intention was not to bring together the existing Morris Sides, but to draw
i n a new generation to the dance, and
instructions. When Neal began her work she invited many of the dancers from the old
teams to teach in London, but Sharp taught his way, what at least one observer called
AMr . Shar p 38*ThelSoaety igrew rapidlg, and it is clear from surviving letters
and articles that Sharp was a very determined self-publicist and not above using some
extremely underhand tricks to get his own way. Once he had begun to argue with Neal
about the future direction that the dance movement should take he took every opportunity
to use his position of power and influence to overcome the popularity of the Espérance
Guild. In essence the arguments came down to the fact that Neal wanted to encourage
dancers through the enjoyment of dance, but Sharp felt that there needed to be order
and control. His demonstration team was not founded on the work of one enthusiastic
young woman, supported by chil drenés groups, but

highly placed, influential young men (See Fig.17).

When Neal went to America, Sharp stepped in to the education debate and persuaded
the authorities to accept his way forward. With hindsight it is obvious that the Edwardian
education system would never have tolerated a programme of instruction based solely

on enjoyment and a sense of Omerry Engl

19 TheoW Chaundy, AWl l-laéilTKkedoumal ofth¢ EF®FS2Vol.IX, No.3 (1962),
pp.115-118.
140 Fox-Strangways, Music and Letters, No.4, Vol.IV (1923), p.323.
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Fig.17: Shar pés Morris Team.
The English Folk Dance Society's First Men's Morris Side ca. 1911.
Left to Right: D. N. Kennedy. G. K. Butterworth, James Patterson,
Perceval Lucas,A. Claud Wright, G. J. Wilkinson#!

the authorities is hardly seen today as playingfairi The tri p [t o Ameri cal]
success, in some measure, she felt, because of thepro-Shar p i ntri gu¥® agai |
All of these arguments and discussions were brought to an end by the start of the war.

Neal stopped all Espérance activities and went into war work, becoming a secretary in

the Pensions Ministry, and Sharpds Team | ost
the young composer, George Butterworth. After the war the Folk Dance Society
continued, and according to Helen Kennedy, it grew considerably.'*> However, now it

was overburdened with women dancing, not, it has been suggested, for the pure
enjoyment of dance, but to remember their men lost in the war.** Sharp established

rules for progression through the intricacies of the Morris steps i certain dances for

141 Photograph of the EFDS Team from the American Morris Newsletter web site,
<http://www.americanmorrisnews.org/tonybarrandv28n3reprintsfromEDSSpart2.html> [accessed 21 June
2014]. Butterworth, Lucas and Wilkinson were all killed on the Somme.
“2Roy Judge, fiMar yérNenacle aVRotk Musisdouriak ol.5, No.5 (1989), p.567.
143 Helen Kennedy wrote of these early days in the first EFDS News Sheets, May 1924 and May 1925.Her
writing has been republished by Tony Barrand in the American Morris Newsletter -
<http://www.americanmorrisnews.org/tonybarrandv28n3reprintsfromEDSSpart2.html> [accessed 24
November 2013].
144 This may be yet another example of the myths thatsurround Mor ri s Dancing. The mode
at Whi t suno, written by Austin John Mar shal |, wa s in
remembering their menfolk through the dance:

There's a straight row of houses in these latter days

All covering the downs where the sheep used to graze.

There's a field of red poppies (a gift from the Queen)

But the ladies remember at Whitsun,

And the ladies go dancing at Whitsun.
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beginners, O6simplebd steps that must be mast e
a badge system to control progress.'® There was still no direct connection with the old
teams; Headington, Bampton and Abingdon may have been dancing on the streets, but
the dancers of the Society were confined to concert halls. At this difficult time, when
Morris Dancing could easily have become a cultural dinosaur, confined to the concert
platform, a group of young men arrived who brought not only physical enthusiasm to the
dance but also an intellectual rigour, and, just as had happened with the Espérance
Guild, they actively sought out the old dancers from the Cotswold villages. Unlike the
Guild, instead of bringing the dancers to the group in London, they took their group back

to the dancers in the Cotswolds.

There had been dancing at schools in Cambridge since 1911, and following a
demonstration by a mends team in 1913 ¥he Ca
Wells from Bampton came to a Garden Party in Cambridge, and Sharp lectured in the
city in 1919. After the war, practices were resumed and public shows began in 1921.
Rolf Gardiner, a Cambridge University student, had taken a party of dancers to tour
Germany in 1922 and it is generally believed that he wanted to repeat the tour in 1924,
but there was some concern about this trip'#’. Gardiner spoke to Sharp, who was against
the idea, and to Neal who was very supportive. Eventually it was agreed that the tour
should visit the Cotswolds, and Gardiner, with Arthur Heffer, who had been dancing since
the beginning of the team in Cambridge, arranged to visit as many of the Morris villages

as possible.®® | get the i mpression that Gardiner,

145 |rvine Reid and others said in interview that this system was still prevalent after the Second World War.
“pDetails from the Cambr i dhitm/wMeacambridgembresménsorg.Wkéhistonsi t e,

and from the interview with John Jenner at his home, 01/11/2012.

“ivorAl | sop, fi R oThef Mor@saDarttér,vel.r3oNp.11, pp.345-354.

148 Simons, in his study of Gardiner, suggests that the group understood the difficulties surrounding his
character, and sought to minimise t hebilty forforngamiifigehe t ook
Travelling Morrice, whilst ensuring, by the meticul ouc
mar gi Matlt. Pew Si mons, fAUnderstanding O0Rol f erasthdyofRol f Ga
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responsible for the Morris now being danced on the streets and village greens of this
country and abroad and not being confined to academia.d*® They called themselves The
Travelling Morrice, and it could be argued that Sharp was against the tour because he
did not want the young men to discover how many of the dances he had re-invented,
although he relented before they left and gave them his blessing.'*® Even if that were
true the young men seem not to have realised at the time, possibly because in the event

the old dancers they met were just pleased to see them.

Fig. 18: The Travelling Morrice in Adderbury.
The final show of the First Tour of the Travelling Morrice.
Adderbury, 23 June 1924, tHe day of Cecil

Sharp died on the last day of the tour, which was taken as sign that the circle was
complete and the challenge of preserving the dance had been passed to the younger
men (Fig.18). The Travelling Morrice was an important group, because whereas Sharp
and the other collectors had spoken to the old dancers, they had not gone with a
complete Side to recreate the dances as they were being described. Therefore, the
groups trained by Sharp were getting the dances at second hand, dances changed by

the ability of the collector to recreate the description given by the old dancer. The young

Patriotic Young Man caught bet ween Ec cénpublished B A Fssap DelMofitford t i nan c
University, 02/05/2014, p.27.

149 Allsop, The Morris Dancer, p.347.

150 Sharp points to this possibilityi n t he Morris Book. fAéwe have ivaycertai
in our instructions what TeeMohisBoak PslepelmGaoftlf neyetlMedowhf 0
for many years Sharp (I believe) had actively discouraged people from going to Bampton i of course, it

di dndét bear any r eseimbdyanbhegdris Dawdera\ol. 3yMosl, pts0.

151 John Jenner and Andrew Richards (ed.), Russell Wortley (1980), p.18.

50



men from Cambridge and Oxford were able to execute the figures and directly ask the
old dancers that they met if that was what they meant. As Allsop said, they put the Morris
back on the streets. Lionel Bacon discussing this period, explained that the Travelling
Morrice, together with the Morris Ring, was not only instrumental in bringing a focus to
the dance steps and figures collected by Sharp, but also managed to get some of the

old traditional Sides to reform.52

By the time that the Travelling Morrice had undertaken their tour a number of Morris

Sides had been formed in East Anglia. The men involved had decided that to flourish the

Morris must break away from the Folk Dance Society clubs, where Morris was only a

small part of the teaching programme, and in 1926 five teams gathered for a meeting at
Ardeley.'®® In 1927 they held the first of the Thaxted meetings. The idea that Morris Sides

could be independent of the Society grew rapidly, but as young men left University and

moved around England they needed a way of maintaining contact with the dance, even

if they could find no | ocal t eam. I n 1932 S
make the English Folk Dance and Song Society with the newly-built Cecil Sharp House

as their Headquarters. The general programme of dance was retained, and the Society

spread rapidly across the country, having area organisers and affiliated clubs, but not

everyone was appreciative of the movement. Geoff Metcalf, writing about Cecil Sharp
House between the wars: iCeci l Sharp House a
of the Hampstead-Chelsea intellectual types: there was quite a strong element of the
6vegetrabmiam Soci et y & Despite the emthusigsen foptheeSociet y 0 s

folk dance activities, it still payed little attention to the immediate needs of Morris

152 Interview with Lionel Bacon, conducted by A Wilkins and P Ashford of Winchester Morris Men,

22/02/1979. A tape of the interview was provided by Harry Stevenson of Winchester Morris Men.

18si mons writes: fAThe revival of Morris Dancing under t
for most of the interwar peri ofdyncernsti amredip.&5pp Rnl fuerbya.no
154 Geoffrey Metcalf, The Morris Dancer, Vol.3, No.1.
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Dancers. Because of this, in 1933 the Cambridge Morris Men held a meeting to discuss

the setting up of a new organisation:

At a meeting of the resident MorrisMeni n Joseph Needhambés

and Caiusd col | eYMNoyembeml1933B,the wisole positioR was
discussed, and Arthur Peck suggested the creation of a federation of Morris

roo

Menbds Cl ubs, and Conway Waddington nguwgge

for this federation.*®®
Five clubs were contacted by Needham i Thaxted, Letchworth, Greensleeves, Oxford
and East Surrey i and at a meeting held in Thaxted the following year The Morris Ring

was formally instituted.

The initial discussions to consider forming a new organisation took place at Ringstead
Mill in Norfolk during a week-long tour of the Cambridge Morris Men. Lionel Bacon was
present on that tour, and in his interview with Winchester Morris Men he gave his view
of the reasons for the formation of The Ring, a view that was very definitely of its time,
particularly in the language that he used. He suggested that there were two reasons:

One was to form a link [between dancers who had left Cambridge University or
had been made honorary members of Cambridge Morris Men] i simply that. The

other was to get the Morris out of O6petti

EFDS was in sympathy with this. Douglas Kennedy supported this from the start.
The EFDS could not get men, not enough men, and one result of this was that
not only were many of their teachers women, but also you could very rarely get

a full mends Side and the women were danc
of view of the public who sawit, Mor ri s was a womends dance
men joining in. It was a womenod6s dance an

that was what we wanted to get away from.%®

The number of associated clubs grew quickly, and by 1935 fourteen clubs were listed in
the Directory. On 1 February 1936 seventy men attended the Annual Meeting in Cecil
Sharp House in London, and the guests of honour were Williams Wells, the Bampton

fiddler, and Ralph Vaughan Williams. Here was an organisation actively supporting the

155 The rooms of Noel Joseph Terence Montgomery Needham, British scientist, historian and sinologist.
Fellow of the Royal Society, the British Academy and Companion of Honour. Walter Abson, The First Log
Book (1991), p.3.

156 Interview, Lionel Bacon and Winchester Morris Men, 22/02/1979.
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old Sides as well as the new revival teams; an organisation that embraced men from
across the social spectrum, from Cotswold village labourers to the highly educated urban
elite. So a pattern of organisations was set, with the English Folk Dance and Song
Society continuing the ways of Sharp and his associates, and The Morris Ring catering
for the growing number of mends Morris Sides
EFDSS, was elected to be the Squire of the Morris Ring, but instead of the usual period

of office he held the post until 1947, throughout the Second World War.

Morris activities largely came to a halt during the war years, but as will be examined in
Chapter 3, it was kept alive, generally by the women i teachers, and members of the
EFDSS 1 who remembered the dance. In the immediate post-war years, the Morris was
able to take up its place again within the English Idyll. But England was changing, and
post-war reconstruction was beginning to drive out the old mythology. Morris dancing
was still growing slowly in popularity, but it was the arrival of the new enthusiasm for folk
song in the 1960s that would see the start of the massive changes to affect the dance at

the end of the century.

The Second Revival.

After the second World War men were returning from active service and leaving
universities and colleges of education where they had learned to dance, and the main
organisation actively establishing new clubs was the EFDSS. Eric Foxley in interview
said that, in 1951: i Erncibgsatdthe Merriswasmygrearlesst r al
under the same umbrella. Whenever you went on a weekend course somewhere Morris
woul d be one &fThetMoreds Ring pravided meetings where men could

meet and dance, but it had no national structure to facilitate the formation of new clubs.

157 Interview with Eric Foxley, 09/11/2012.
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That was left to the area organisers of the Society, and they were very successful,
starting clubs based on schools and youth groups in many places. These new clubs
followed the old pattern of men dancing, where possible with a male musician, but
interviewees noted that instruction sessions were extremely regimented affairs, with long
periods spent simply | e a/firgttergn atCandndge] weglid | r v i
nothing but learning steps, capers, different capers, different stepping, just getting
Headington into our brain that first term. All we did was stepping.d®® Therefore, by the
early 1960s, the picture that the south midlI
based firmly on the first revival, rootedint he Cot swol ds. The invente
still strong, and to dance at a country pub, or better still, to return to the Cotswold villages,

was considered the ultimate experience.

During the 1960s, 6 beoamé [@opular, and the EFDSS was the main driver for this
enthusiasm, helped by the BBC. There was a regular Barn Dance programme on the
radio, with the Greensleeves Band and Nibs Matthews as the caller, and highlights from
the EFDSS Albert Hall Festival shown on television.*® Folk song became increasingly
popular, and there was a second revival of Morris teams. Derek Schofield writes of this
in his book describing the history of the Sidmouth Folk Festival.'®® His first comment is
one that relates directly to this study:

Morris dancing was still exclusively Cotswold or South Midlands Morris. There

were very few North-We st t eams, no Border or Molly

traditions.

Increasingly, younger men were becoming interested in Morris dancing, some of

them from the song clubs, and they wanted to re-interpret the dances, rather than

follow the established é6Bookédé way of perf
role in encouraging dancers to think about how and what they danced.®*

158 Interview with Irvine Reid, 09/05/2012.

159 Interview with Tony Foxworthy, who ran a dance programme on the radio from the North East.
19/09/2012.

160 Derek Schofield, The First Week in August i Fifty Years of the Sidmouth Festival (2004).

161 Schofield, p.46.
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Schofield includes these comments on the page for 1967, providing clear evidence that
significant change happens very quickly, because within ten years the South Midlands
Morris landscape had become one of countless North-West, Border and Molly teams,
dancing alongside the remaining Cotswold Sides. As this second revival of Morris Sides
gained momentum the younger teams did begin t o | ook f o r insteadvof

continuing to perform only those dances collected and published by Sharp, although

Otr ac

Schofieldbs assertion that thi s stoaable. Newppeni

teams arriving in the 1970s were still dependent upon the established teachings for their
dances, whil e the publ i cMd moink HaddbodkiofoMoreid
Dancing in 1974 gave a fresh impetus to the learning process for the classic dance
traditions. Other traditions had been noted by the original collectors, but not in any great
detall, certainly not in the same way that the village traditions had appearedin Sh a r
Morris Book,butt hey di d ap p e atThisladtdBlanceosiryng exbitmgniew
dances from, for example, the villages of Ducklington and Ascott Under Wychwood, but

it also led to a major problem within the new Morris world.62

When the Morris Ring was first formed one of its primary aims, as noted by Lionel Bacon,
was to give individual Morris Men a centre that they could turn to after leaving a university
team. At meetings of the Morris Ring those men needed to dance in sets, and therefore
the repertoire was restrictedtothed anc e s i n SéandinspuEtonabsessidas at
Morris Ring meetings taught men to dance in one style, so that when giving public
performances all the men could dance together.1%2 Geoff Metcalf wrote that, between the

wars:

162 Roy Dommett was instrumental in bringing many of these dances back into the main stream of the
Cotswold repertoire.

163 |nterviews for this study, and details from the early log books of the Morris Ring show that as few as
twenty or thirty men may have gathered for some meetings, and so a common repertoire was vital if any
dancing was to be shown. The meeting at Grasmere in September 1936 had 21 men, there were 20 at
Tideswell in 1937, 24 at Kettering that same year, and 22 at Longridge in 1939. Details from the First Log
Book of the Morris Ring.
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The concept (for revival sides) was that you learnt morris dancing, and you would
learn it from one of the EFDS teachers, who all taught the same thing, so that six
men who had | earnt to dance could make a
come from, everybody did everything the same.®*
Mi ke Barclay during his i nkceudwygo aywhesearitde t hat
country and dance with any team because they danced exactly the way that | did.d%® But
hedidaddi it hat 6 s .aHri¢t Foxiey bowayer, added that there were benefits to
be gained from having a common repertoire:
The other advantage in those days, thinking of the Morris, it was a much smaller
T the number of clubs was much less. You all did the same dances more or less,
whereashnow you go to a festival and you canbo
ordinary festivals therebds nothing that ¢
was quite a core of dances that everybody could do. Which made for a bit of
camaraderie i mixing of teams 1 which was a good thing.16¢
This led to an element of the shows, massed dancing, which became very popular with
audiences, and as the meetings grew larger in the 1970s it was an impressive sight to
see perhaps 200 men all dancing together. However, the younger teams began to object
to what they saw as an attempt by the older dancers to regiment the way in which all
teams should dance, and one of those teams, the Chingford Morris Men, felt that
membership of The Ring was contrary to their wish to devise their own style of
dancing.'®” It was an idea that was growing across the Morris world, but whereas some

teams were happy to quietly devise their own styles alongside the standard repertoire,

Chingford and others wanted to break away entirely.%8

The problem had started as early as 1966 when Peter Boyce took the young Chingford
team to the Sidmouth Festival. Although later in the 1970s this team was one of those

insisting that the Morris Ring was restricting their wish to devise their own dancing style,

164 Geoffrey Metcalf, The Morris Dancer, Vol.3, No.1 (1993), p.31.

165 Interview with Mike Barclay, 26/04/2012.

166 Interview with Eric Foxley 04/10/2012.

167 A team influenced by Hugh Rippon.

168 personal record from my days as Bagman of The Morris Ring, 1977-1984.
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Fig.19: Chi ngford 80156 Morris.
from comments written by Derek Schofield it would appear that the source of the irritation
was one man, Peter Boyce, who started the team. Schofield wrote:

As well as the morning rehearsals for the country dancers, there was a Morris

rehearsal. Billb6s intention here was for
and exits, plus any possible massed Morris displays. The reality was slightly

di fferent, and Peter Boycebs comments ar .
Morris. Peter took his boys out of the O&6prac

a particular style for the massed Morris. This was having an horrific effect on my

boys, (a) they were confused, (b) they

wrongl y. 0 edéehatenrthe massed Barris displays, teams should be

all owed to do their own style. &6dMorris pr

A

stylle. o

The observation is interesting for three re

seem to have been one man who wanted to see change, the one man who had started
a team in Weston and a second in London. People who act as catalysts are examined
later (Chapter 4), and while Boyce does not fit all the criteria he was certainly responsible

for getting many people involved in the dance. Secondly, while the Morris Ring was later

accused of imposing a 0Ri n@fwhhgyidae @ustationdf he d a

the fact that the EFDSS had an even stronger desire to see uniformity across the Morris
world. Such a uniformity would not only strengthen the link to its founding father, Cecil

Sharp, but also enable its festivals to include massed shows with all dancers following

169 Schofield, Fifty Years of the Sidmouth Festival, p.44.
170 |hid., p.44.
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the same style. A large number of teams dancing in different styles may have been seen
as the perfect way for Morris Sides to behave, but as part of one show, it was clear that
uniformity was vitally necessary.'”* Perhaps most importantly, what this also shows is

that significant change was instigated not by a community, or a society, but by one man.

What was happening was not necessarily a complete break with the old traditions, with
teams devising their own completely new dances, rather it was a re-imagining of some

of the old ways. This is clearly illustrated by the dancing of two London teams, The

Westminster Morris Men (Fig.20) and Hammersmith Morris Men (Fig.21).

S

l.
& h
\
s

N Fig. 20: Westminster Morris Men.
Westminster Morris Men dancing at the Chichester Meeting, 07/07/2013.
Photograph by the author.

Both of these teams perform the dances collected from Harry Taylor, the foreman of the
old Longborough team. Westminster follow an earlier style, jumping high in the capers,
twirling their handkerchiefs above their heads, and making the dance flow, being in the
past accompanied by the smooth accordion playing of Dennis Smith. Hammersmith were
influenced by the later collectors, who suggested that the material could be interpreted

in a different way. They jump just as high, but instead of twirling their handkerchiefs they

171 At an Albert Hall show in the late 70s the massed Morris demonstration was arranged so that while the
musicians played one tune, each Side danced a different village tradition. The resulting performance was
less than perfect, with the audience confused by the different movements, and the way that the teams
finished dancing at different times. Personal recollection from my time as Ring Bagman.
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shake them high above their heads, and instead of a flowing style, led by an accordion,

they have a slower, staccato approach, helped by the playing of the melodeon.

In a sense, the men of Westminster were following the style laid down by the highly
educated collectors and men of the Travelling Morrice, while Hammersmith were trying

to take the style back to its imagined roots, as danced by agricultural workers in rural

Fig. 21: Hammersmith Morris Men.
Hammersmith Morris Men dancing outside the Westminster Arms during
West minster Morris Mends Day of Dance, 12/ 05/

Gloucestershire. Both teams put on very good shows for the general public, but despite
any announcement that the dances come from Longborough, if they were to perform the
same dance at the same time, to the onlooker it would seem that they were dancing

completely different dances.'’?

Alongside this subtle change in style, some teams began to add new dances to the old
0traditions®. Thienbyghe musieiansn the am wtho bboeghtélong v

a new tune, a very traditional way of adding to the repertoire, but might also be an attempt

172 |n the same way Coventry Morris Men might say that they were dancing something collected in Ascott
Under Wychwood, but it would be completely different in style to the dance performed by Bristol Morris Men,
who would also announce that their dance came from Ascott Under Wychwood. Note also the connection
with Place and person, examined in chapter 4.
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to fill a gap in the dances collected from o

that there had been a long stick dance, now lost, a Side might decide to invent one. If
they had a particularly popular place to dance, or a well-known character in the team, a

dance might be constructed in their honour.!”™ In general, these constructs were all

based on the old village traditonsandat | east one of these new

Strawd in the style of the Fieldtown dances,

most remain within the Side that devised them.'™® However, a few teams are now
constructing totally new sets of dances, not linked in any way to the old traditions.
Moulton Morris Men in Northamptonshire have their own dances, as do Woodside Morris
Men (a team that Hugh Rippon once danced with), Mersey Morris Men, and Broadwood
Morris Men from Horsham. The reason for highlighting these few teams is to show that
these dances have little or no connection to place. Although the Moulton dances are
sometimes introducedas being fr omatdheg i Mdl,t amdott hat
both Woodside and Broadwood are only team names. The Woodside dances have no
connection to Watford, any more than the Broadwood dances are connected to
Horsham. The dances are solely connected to teams and the people in those teams.

This distinction between place and person will be considered later in Chapter 4.

Finally, the greatest change to affect Morris dancing in the modern world arrived in the

1970s. Women began to perform what had been seen by many as an all-male dance,

and the way in which tdndghe Mariseceng will e examireed ar r i
in Chapter 3.
173 Bristol Morris Men have The Quinton, named after a publ i c hodaheBigWest mi

John was devised by Leslie Saunders, a founder member of Westminster Morris Men. Leslie died on 28
September 2014.

174 In the case of Bristol and Westminster it was Ducklington and Longborough respectively. During
his interview Hugh Rippon said that he was present when Balance the Straw was being devised. However,
other Sides have claimed to be the originators of this dance.
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2: Recording the Dancers.

This chapter will look at the experiences of the interviewees, and will explore their Morris
stories.!”® The initial intention was to contact the longest-serving dancers, and Norris
Winstone certainly comes into this category. However, the main group of dancers fall
into the post-war period, generally the 1950s and 60s, but in order to investigate some
of the themes some younger dancers have been included.'’® Morris Dancing has always
had a relationship with oral transmission, because of the way in which dances were
handed down by word of mouth. When Lionel Bacon published his book of dance
instructions it was del i ber at el y -merhdierde 6an béaiaduese he
dancers to learn their dance from existing dancers, not from the written word.”’

However, both oral history and memory involve complex ideas and concepts.

At the beginning of this study Dommett and Taylor both said that the opportunity to talk
to the oldest dancers was being lost, and one chance conversation demonstrated the
truth of those comments. Carol Wheatley said that her uncle had been a Morris
Dancer.1® She was born in 1943 and had spent her early years in a German Prisoner of
War camp. She had no particular memory of that time, but one event had lived with her
and was still a vivid memory. On returning to England, at the age of three she was taken
by her parents to see her Uncle dancing. She remembered that it was 1946, and it was
at Cecil Sharp House in London. Her uncle and aunt were both dancing and she
remembered being fascinated by the waving handkerchiefs. She said that his name was
Whiddett and he lived in Streatham, but she had no further details of his dancing career.

She must have witnessed one of the earliest gatherings after the war, and we can only

175 Refer to the table in Appendix 1 for a list of interviewees and the dates of the interviews.

176 There are gaps in this structure, the most glaring one being the lack of any interviews with members of
the public, but such an investigation could become a study in its own right.

177 Lionel Bacon, A Handbook of Morris Dances (1974).

178 | had known Carol and her husband for many years, as Ted and | were Headteachers of neighbouring
schools. Hearing that | was also a Morris dancer she told me the story of her uncle.

61



surmise now that the dancers were enjoying an interlude of fun and enjoyment after the
trials of the war years. Wheatley refused to say any more about her early history, so the
possibly fascinating story of her early life remains a mystery, and because no-one
thought to question the dancers of those days about their Morris lives this brief glimpse

is all that remains.

The methodology of this study.
The style of the interview section sits firmly within Qualitative Research. Some
commentators suggest that it is difficult to identify the exact nature of the form:
However, providing a precise definition of qualitative research is no mean feat.
This reflects the fact that the term is used as an overarching category, covering
a wide range of approaches and methods found within research disciplines.'’®
Kvale, however, is quite clear that qualitative research was a reaction during the 1980s
to the harsher disciplines of positivist, quantitative investigations comprising
guestionnaires and behaviourist experiments. He uses a softer terminology, insisting
that the process should be seen as a social interaction between interviewer and
interviewee.
Rather than locating the meanings and narratives to be known solely in the
subjects or the researchers, we argue in this book that the process of knowing
through conversations is intersubjective and social, involving interviewer and
interviewee as co-constructors of knowledge.*°
The dominant description that could be appli
and Kvale is clear that this is the prime method of investigation within qualitative
research. AAn interview is andoavetfsPprelsenot h

suggested that or al hi story is fAan art deal.]

cont xtheointerviews for this study were cert

179 Jane Ritchie and Jane Lewis, Qualitative Research Practice (London, 2003), p.2.

180 Steinar Kvale and Svend Brinkmann, Interviews (Los Angeles, 2009), p.18.

181 |bid., p.3.

182 Alessandro Portelli. The Battle of Valle Giulia: Oral History and the Art of Dialogue (Wisconsin, 1997),
p.viii.
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6scienced. Thompson c | tabuidendbjdctivity to the gfrocesses p o s s
of oral work, but only by closely structuring the interviews, and if necessary, repeating
some interviews to check that the information given was correct, but for this study the
relevant descriwbiobutsoéononhvéretneroné.
The research interview is based on the conversations of daily life and is a
professional conversation; it is an inter-view, where knowledge is constructed in
the inter-action between the interviewer and the interviewee. An interview is
literally an inter view, an inter-change of views between two persons conversing
about a theme of mutual interest.8
Alessandro Portelli writes that there are private and public histories, and oral history is
the way in which the private is explored.®* The old public histories simply indicated that
dancing had taken place, and gave no description of the dance, or reason for its
performance. Without the private oral history from those dancers of earlier centuries
there is much that we can never know, but today we have the opportunity to talk to
modern dancers and from their personal account build a picture of the public dance.
However, when some historians began to collect personal stories as oral history, others
insisted that the resulting information would be completely subjective, as opposed to
what they saw at the time as the objective written sources. The idea of an oral tradition
was still linked in the minds of some anthropologists to peoples who were largely
illiterate, who needed to keep their history through the memory skill of members of the
community. As Buckland wrote:
Traditionally, written evidence has been deemed the province of historians: the
oral, that of anthropologists and folklorists. The oral traditions of so called folk
and primitive cultures were judged through European literate eyes to be poor
history and therefore rarely admissible as factual evidence.®

Those who defended oral history, including Portelli and Thompson, accepted that it was

not objective, but that neither were the written sources; they were all subject to the

183 Kvale and Brinkmann, Interviews (2009), p.2.
184 portelli, The Battle of Valle Giulia (1997), p.68.
185 Theresa Buckland, Dancing from Past to Present: nation, culture, identities (Wisconsin, 2006), p.11
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reliability and the subjectivity of the memories of the people who had constructed the
sources.’® As Buckl and s ai dnotneéssarily any mord reliable thani s
the oral, both being situat ¥drhexdnfliat spavoedd s o f
great deal of thinking about the part that memory plays within the historical discipline,
and put simply: i The essenttiivailt ysuobfj entcemory i s t¥e key
Nora examined the subjectivity of memory and the associated problems, but was no less
hard on the problems of history:
It [memory] remains in permanent evolution, open to the dialectic of remembering
and forgetting, unconscious of its successive deformations, vulnerable to
manipulation and appropriation, susceptible to being long dormant and
periodically revived. History, on the other hand, is the reconstruction, always
problematic and incomplete, of what is no longer.*°
Some writers have tried to bridge the gap between the supporters of the different
approaches, pointing to the fact that oral histories, memories and written sources are all
inter-c 0 n n e cRathet than sisting on the opposition between memory and history,
then, we want to emph as™Nedexpmriaddthatibybeceminhe pe nd
interested in Memory, hi storians could fiseek
pasts that were useful t9This ik eerainly thue withimther o wn
Morris world, as the collectors and dancers continually adapted their ideas to construct
pasts that were acceptable to the changing cultures of the twentieth century.®2 Nord also

strongly supports the value of the memory of the individual, and it is those personal

memoaries that have been the starting points for this study.

186 paul Thompson has long been a champion of Oral History in works such as The Voice of the Past (Oxford,

2000) and The Edwardians: The Remaking of British Society (London, 1992).

187 Buckland, Dancing from Past to Present (2006), p.11.

188 James Fentress and Chris Wickham, Social Memory (Oxford, 1992), p.88.

Bpjerre NorMemodBgt @aemenHi st ory: RepsesehtatiensNo.26 @980)®M@B.oi r e. 0
190 Natalie Davis and Randolph Starn, the dntroduction6to Representations No.26 (1989), p.5.

BWipavid Paul Nord, AThe Us e sTheJourrdleohiomerigan Higtary Vbl85No@duct i o
(1998), p.409.

192 Sharp certainly constructed a past, as noted by Fox Strangways and Dommett. As Lowent hal wr o
past as we know it i s parTheBastisaForeigndCountry, p26. t he present é
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But while memories may be constructed in culture and preserved in books,
museums, or other public forms, they come alive in the minds of individual
people.'*

Other writers have developed the idea that groups of people adopt a collective memory

of the past t hat i s accept abthewrtngof Mdudce gr o U
Halbwachs has been used as the basis for all studies into this.'** The work is valuable,
although Morris dancing is a difficult subject to fit into any concept.'®® Halbwachs writes
that families develop ways of doé ngi nde nag sf an

possesses traditi on?%%IfaMaris Sidercan begaedatewd! it or at @ f iatn

that is true. As Misztal says, all of this helps the group cohesion:
Collective memory, being both a shared image of a past and the reflection of the
social identity of the group that framed it, views events from a single committed
perspective and thus ensures solidarity and continuity.®’

The Side might develop a collective view of its history which may not be a factual truth,

but can provide continuity.’®® Some teams have adopted a strong collective identity,

presenting a face to the world that other dancers and the public accept or reject.t

Halbwachs explains that members of a family who have strong connections with the rest

of society may bring ideas into the group that serve to adapt the traditions of the family:
Furthermore, since the general beliefs of a society reach family members through
the mediation of those among them who are most directly involved in the
collective life of the outside world, it can happen that these beliefs are either

adapted to the f ami Isglyp that theyatrdrisforin chese
traditions.?%

B¥Nord, 6ThMe nsrpysdd,o f

194 Maurice Halbwachs, On Collective Memory, trans Lewis A Coser (Chicago, 1992). See also Barbara A
Misztal, Theories of Social Remembering (2003), p.51.

195 This may not be entirely the fault of Morris dancing, as Cubitt writes: 1 é Ha | b stateménis absut
6coll ective memorydé and about its relationships
i ncons i &doferay Cubilt, History and Memory (Manchester, 2007), p.158.

19 Halbwachs, On Collective Memory (1992), p.74.

197 Misztal, Theories of Social Remembering (2003), p.52.

198 Chandler explores this in relation to the Bampton dancers in Morris Dancing at Bampton until 1914, pp.4-
6. Many dancers today would also assume that the Headington Quarry team had a long unbroken history
when, as this study examines, this may not have been true (see the conversation with David Chaundy).

199 The Royal Liberty Morris Men are an extreme case. From being a standard Cotswold team they changed

or ,

to i

into fithe Bikero6s Morriso wigldiikear G alf-éheetitimhesplisipothnpToH iess  re

audiences and members of other Sides. Some loved it for its entertainment value, some hated it because
they saw it as an insult to the 6traditiond.
200 Halbwachs, On Collective Memory, p.74.
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Where a member of a Side has strong connections with one of the national organisations,
the collective view of the Side may be influenced by the national view. Among the
interviewees for this study some expressed views that had been constructed by such
organisations, which is not surprising, given the strength of the collective memory
constructed by Sharp and his disciples. Through the EFDSS and the early years of the
Morris Ring, a rural, agrarian pre-Christian past was invented for the Morris Dance,
combined with a modern history that erased all mention of Mary Neal. The toast to The
Immortal Memory of Sharp, detailed at the beginning of this study, served to re-inforce
this imaginary past every time dancers met together, and to fix it in the collective memory
of not only the individuals, but also whole teams. As Cubitt writes:
When the members of a group assemble to celebrate an anniversary or to
commemorate a founder or benefactor, or even to celebrate the career of a
retiring colleague or to honour the memory of a recently deceased member, the
life of the group in the present is structured, momentarily at least, around the
evocation of past events or experiences. Such events may even, in some cases,
be designed explicitly to connect the past that is in living memory to the past that
lies beyond it.20
| have no doubt that when the toast to the Immortal Memory of Cecil Sharp was first
proposed by Hunter it was with the very best of intentions, to remember a man who had
undoubtedly done much for English Folk Music and Dance, but its later use at Morris

gatherings could be viewed as a totalitarian desire to force dancers to accept the

approved version of the history, and to cement that version in their minds by repetition.2°?

Following the views expressed by Dommett and Taylor, that the memories of the oldest
members of the Morris community should be recorded, a request was made through the

Morris Ring for members of Sides to offer to be recorded. Those early meetings were

201 Geoffrey Cubitt, History and Memory (Manchester, 2007), p.139.

22pDuring my time as Ring Squire | did not use the dAoff
to remember all the people who had been instrumental in helping them to develop a love of the dance. This

practice has been more widely followed in recent years, particularly with the current Squire (2014-2016).
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interviews, in that the same questions were asked and answers were recorded, but it
became apparent very quickly that the answers were presenting new and different
guestions that needed to be followed up in an increasingly free format. A pattern was
established that saw the use of the same opening question with each interviewee i When
and why did you start dancing the Morris? - which then developed into a deep
conversation that enabled both parties to examine ideas and concepts about the Morris.
This process was helped by the fact that the people involved were in most cases friends
of long standing, who all had an interest in seeing a recording of the history, and while it
was possible to suggest a time structure for the early discussions of perhaps ninety
minutes, by the end of the study some conversations were taking whole afternoons.
Controlling those conversations, knowing when to return to a structured interview and
when to | et the discussion devel op signdicant
successes together with a few failures, although only in the sense that the event became
a simple interview with a collection of facts, rather than a complex development of ideas.
Even those facts added considerably to the collection of detail about the Morris in the

twentieth century.

As the study developed it became clear that it was necessary to talk to other members
of the dance community, not simply the oldest but also to some of those dancers who
had been instrumental in developing the Morris during the twentieth century, and to some
of the dancers who are taking the dance in new directions. Despite this range of age and
experience most discussions developed in the same way. The opening question was a
useful way in and people were pleased to relate their Morris history. This led to new
questions that followed their original comments, or perhaps investigated their particular
connection with the developing world of the dance. In a number of cases, where the

question of Oi rstagri winédwdé aalr beennwvweari sed,
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conversation mode was much preferred because not only did it serve to put the
interviewee at ease, and was more appropriate given the friendship between interviewer

and interviewee, but it helped to generate shared ideas.?®

Forty-six recordings were made, with Roy Dommett and Mersey Morris Men being
recorded in two different locations, and while in a few cases it would have been useful
to return to ask further questions, the time limit for the study did not allow for this.?%4
Sadly, in five cases, men who had been interviewed and could usefully have been
approached for further comment died during the course of the study. It is also not only
unfortunate that time constraints have meant that some dancers who had offered their
services have not been recorded, but sad that many important dancers have died during
the course of the study and before an interview could be arranged.?% The urgency noted

by people to record the memories of the oldest dancers has become all too apparent.

Some protocols would suggest that these interviewees should not be identified by their
own names in the study. This point was raised and they were united in their desire to
have their own names used throughout. They had volunteered their services, and wished
to be remembered as dancers who had helped to have the story of the Morris recorded.
Similarly, the teams mentioned have been named; it would be a nonsense if a history of

the dance ignored the identity of the very groups that had forged that history.

203 In one case an interviewee, Keith Francis, spoke on the telephone about conversations, 18/11/2014,
saying that he believed that it was only through conversations that insights into the Morris could be
developed. He referred to a local initiative in his own community to gather the memories of Second World
War veterans that had run into difficulties because the highly structured interview questions had led to a lack
of spontaneity, and a consequent loss of much interesting material.

204 See Appendix 1 for a list of Interviewees.

205 Including Michael Blanford, John Monson and Reggie Welbeck i all of Cambridge Morris Men, Steve
Adamson, Treasurer of the Morris Ring, and Ivor Allsop, Past Squire of the Morris Ring.
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TheDancer 6s Stories:
1. The Second Generation.

Two of the interviewees, David Chaundy and Daniel Fox, came from families that have
had a long and illustrious connection with Morris dancing, but their own dancing careers

did not start from within those families.

Fig. 22: David Chaundy.
Faithful City Morris Men. The Fool in the white smock is David Chaundy, the son of Theo
Chaundy of Oxford University, who interviewed William Kimber.

Photograph by the author.

Davi d Chaundyébs f at Wwasra,readerhie Mathéhtatica at dOxford
University who had been involved with the Morris and later, wrote about it and recorded
the playing of William Kimber. Davidbés brot
Stace who had been taught to dance by Kimber. David, however, never saw his father
dancing, and can only remember seeing handkerchiefs waving above the crowds on May
Morning in Oxford. He had started at Christchurch College, Oxford University, when, in
1 9 4 ©ne night in dining hall someone saidther e 6s some | ocal Morri:
advertising formore men.®Ten of them went along to the O
ifwhich was a bit of an embarrassment becaus:¢

invite William Kimber down to polish up their Headington.6 Chaundy persevered and

206 |nterview with David Chaundy, 06/04/2014.
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joined the Oxford City Morris Men in 1949 or 1950. Shortly after this a University Side
was started, and the few men still dancing from the University moved over to the new
team, and the men in Oxford City who were from Headington went back to see if they
could restart the Headington Quarry Morris Men, leaving Oxford City without a viable
team. This interesting comment shows that Headington were apparently still stopping
and starting even though Kimber was now a celebrity within the Morris world.2°” Chaundy
had started playing pipe and tabor from the very beginning, and told how he had bought
Ki mber s records of Morris music:

May Morning we used to dance and | remember one May Morning | bought all

Ki mbero6s recomes,of78h,emand think it
only got two men doing a corner, missed out the third man doing it. | mentioned

wa s

this and he said AOh youdd better play t

it wrong. | think they re-issued it with three corners in.

Later in the interview he used the words

term the Squire. It came in the telling of his first Morris tour, which was a joint tour with
the Cambridge Morris Men:
Cambridge men wantedtodoa t our but they hadnot

and they invited us to join them, and so we had a joint tour in Fairford, under their
auspices, where we learnt a lot about touring. John Dibdin was the Old Man.

Later Chaundy joined the Chanctonbury Ring Morris Men, star t e d a b aljich 6

lasted for some ten years, and when he moved to Malvern he joined the newly-formed

Faithful City Morris Men.

207 Geoff Metcalf also refers to the 1930s Headington team, saying that they had periods of inactivity.
Conversation with Metcalf 31/05/1983, recorded in The Morris Dancer Vol.3, No.1 (1993), p.30. Geoff
Metcalf died 01/05/1992.
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v Fi 23: aniel Fox.
Daniel Fox, on the left, talking to Lawrie Aitken of East Suffolk Morris Men, 08/06/2008.
Photograph by the author.
Dani el Foxob6s father, Peter Fox, went to

t h e He[Petefl was a founder member of Cambridge Morris Men and through that got

Cam

to know Alec Hunter and Douglas Kennedy.G®® Speaki ng about Peter

churchman in Somerset, Foxsaidthati AiHe cert ainly helped West

in the 50s and 60s an daneldexshenimade a Eommentelbouta s

we

the nature of memory, which lies at the heartofthed i scussi on abccéuatndor al

this is either a remembrance | was told
| i ke when youbr eoHethdntold theostony of hisfiestrpsblicperfdrmance
at the age of four, concluding by saying: fi | ei ther remember
photograph. o Such comment s ar e picked
demonstrations of the difficulty presented by trusting to memory rather than written
6trut ho, ignori ng t he dbeancwrittert ih @abook it fs likelynthat
Fox would have left out the preamble noted above, and would simply have told the

resulting story about his first public performance as if it was a fact. That writing, however,

208 Interview with Daniel Fox, 10/06/2011.
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would still have come from a memory, and as Davis and Starn wr
insisting on the opposition between memory and history, then, we want to emphasize

their interriependence. 0

Peter Fox married one of the Hopkinson girls from Cambridge, seven sisters, of whom
four married members of Cambridge Morris Men, so Daniel had three Uncles in the Side.

My mother was born and brought up in Cambridge. She was one of seven sisters,

the Hopkinsons. I n my fatherdés Obituary i
he married one of the Hopkinson girls, who made courting in Cambridge such
fun.210

His mother, and at least two of his aunts went out on the Travelling Morrice tours, and
Fox had a photograph of his Mother and Father on tour in Germany, with Imogen Holst
in the party. Fox moved in to Thaxted in 1978, and although there was a strong family
link with Morris dancing he could not remember dancing before:d  di dndét knowin
dancing until we moved to Thaxted. As a child | may well have danced then but | have
no personal recollection of it.0However, a Thaxted man, seeing Fox start with the team,
saidi Youdve don e ltmdyhave bbem that inehis case his memory was at
fault and Daniel Fox had danced before, but it could also be that as a child brought up in

a dancing household he knew how to dance from watching his parents.

These observations by Chaundy and Fox show how close these dancers are to eminent
characters from the past, a past that is still alive within their family memories. They
provide a personal, unsophisticated view of people who have acquired an almost
mythical quality among modern followers of music and dance, Kimber, who brought the
dances from Headington to London, and Cecil Sharp himself. To Chaundy, Kimber was

not a reverential figure of legend, he was the old man who he had helped to his feet after

209 Natalie Zemon Davis and Randolph Starn, Representations, No.26 (1989), p.5.
210 John Jenner in interview also talked about the Hopkinson girls.
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he had slipped on the ice in an Oxford street; the man who had made a mistake in
recording a tune. To Fox, Imogen Holst was the lady who danced alongside his mother
during a dancing tour of Germany. Eric Foxley also met William Kimber:
[ He was] the ol d Regi ment al Sergeant Maj c
or nurture you, he justsaid i youknowi 6 f astbged t he be@in stro
words like that; he was the big boss master with all the men there. No discussion,
it was o6l ay#down the | awb.
Eric met Joan Sharp, sister of Cecil Sharp, and was given a three-hole pipe that had
belonged to Sharp.
Joan Sharp was around inthosedaysi hence | got Cecil Shar péd
from her i which after | got it, | mean, this is going back, so she gave it to me late
60s or something about then, and | wentdowni i t 6 s st amped Dol met
i so | went down to Hazelmere and took it in and at that time old man Carl
Dol metsch was alive and he took one | ook
made an order of six, a spe®*ial order. Ce¢
Mike Stephens of Peterborough Morris Men also has some memorabilia from Sharp. In
the days when he was dancing with Chanctonbury Ring Morris Men, they had danced in
Horsham and a | ady had apprSha&chbad dhi mMaf tShmar
approve of your galleys. & | hadndt got the hear
legs!0But the lady returned later in the day and gave Stephens a bag containing some
old, small, Morris bells. She explained that these had been given to her by Cecil Sharp
many years before during a dance class, and she had not known what to do with them.
Seeing the Morris men she decided that the time had come to pass the bells on.?'3 Jack
Brown of Stafford Morris Men made direct reference to this link with the past, explaining

that in 1948 he had attended a week-long dance course at Attingham Hall, and there he

met many people from the EFDSS who haYdu knowr

211 Interview with Eric Foxley, 04/10/2012.

212 One of these pipes may have been the subject of a story told by Lionel Bacon. He went to see Powell,
the Bucknell piper, who complained about Helen Kennedy. Powell said that Kennedy had taken away the
Bucknell three-hole pipe and given him in its place another pipe that was impossible to play. Bacon said that
the new pipe was a very handsome wooden pipe but had continental fingering. It may therefore have been
one of the Dolmetsch pipes ordered by Sharp. Lionel Bacon interviewed by the Winchester Morris Men,
22/02/1979.

213 story told by Mike Stephens, Eastern Area Representative for the Morris Ring, at an Eastern Area
Instructional, 01/03/2014.
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see youodve got Doan{Kenaesly], Klarjorie Sinchair - Sikha,|Elsie Avril

played the fiddle beautifully, Catherine, Elsie Wightman, they were all there working with

Sharp, and | was the next lineon.*L i on e | Bacon said that he at
at Cecil Sharp House in 1934 or 35, and he named some of the same teachers listed by

Jack Brown.

The teachers included the Kennedys i Douglas and Helen i Maud Karpeles,
Richard Callendar, William Ganniford, Sinna 1 Miss Sinclair, Amy Stodart and
others. These were the great teachers of the times. You will notice that there
were several women among them, and indeed it was a mixed course, men and
women.

In a letter, John Walford wrote:

The EFDSS didn't continue the vocation schools after the war, but enthusiasts
organised fortnight summer schools and other Groups weekend courses. These
were run by Olive and Rhoda MacNamara and William Ganniford; | came to
regard these people as second generation Sharp's disciples. They taught Morris,
Rapper, Long Sword and Running Set as well as the Playford dances. My first
one was at Grange-over-Sands held at the Whitsun weekend in 1960 that
became my introduction to a new community from all over England with most in
the London area. | attended Rhoda's monthly '‘Baker Street' (Playford) dances
held in a basement gymnasium in Paddington Street. For many years | went on
three weekend courses a year where | learnt Morris, Rapper, Long Sword and
Running set and most of my dance technique.?®

He also noted: fithe Mac's were critical of the Morris that did not conform to Sharp's
instructions; any variation was wrong.0 Roy Dommet also noted the link to the past when
talking about his later collecting work:

The collecting of material meant that | went to see almost every surviving collector

T all the survivors of the original Travelling Morrice T in other words, all those

people who | thought had some contact with the tradition | went to have a chat

to. Of course | missed key people but | did talk to Kenworthy Schofield, talked to

Russell Wortley, never got to talk to Peck T | coul dnét hol dh a co
him, never understoodthemani| 6 d been at University but
of the worst sort i all the material flowed one way, he asked for things and | gave

him things, but | never got anything back from him. | talked to Douglas Kennedy,

talked to Maud Karpeles twice, Clive Carey half a dozen times, via Clive Carey

and Rolf Gardiner a chance to talk to people who met Mary Neal and what her

attitudes were.?!®

214 Interview with Jack Brown, 26/05/2012. It is interesting that he lists five women and only one man.

215 | etter from John Walford, August 2013. Lionel Bacon notes how, at that time, the EFDSS used folk
dancing as an umbrella term to include what would now be called Morris Sword and country dance. Interview
with Bacon, 22/02/1979.

216 Interview with Roy Dommett, 21/06/2011.
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2. The University connection.
In the 1980s a group of students from Edinburgh University recreated the Beltane Fire
Festival in the city. The event is studied in depth by Tinsley and Matheson with particular
reference to the work of van Gennep and Turner.?” They begin with a detailed critique
of Turnerods theories, noting the gwasweala!|l cr i
and needed further development, but they are supportive of what they call the @ urnerian
paradigmo Tinsley and Matheson usethewor d O6r evi val 6 for the Fe
ancient Festival this might be an appropriate description, but it is more likely that the
Festival is a recreation of a generalised ancient festival pattern. It could be contrasted
with the Saddleworth Rushcart Festival, which is a revival of an older celebration and
closely restores the major el ements of t hat
Wassail evening, which they constructed to resemble older celebrations, but has no

basis in an actual event, and is therefore not a revival.?'8

Tinsley and Matheson write that participants in the fire Festival experience liminality by
taking part in the event. There aréfndthaenFGen
Ar c-haad there are costumes.?® The way in which this costume link applies to the
Morris has been noted earlier, wi t h many da
when they put on their Morris kit, and the i
state of O0o0t herinteeveyday fifee ead also e apphed to the world of

Morris Dancing.

The wider liminal space in which many of the volunteers are immersed, as well
as the specific liminoid space of the Beltane Fire Festival, allows for an

217 Tinsley and Matheson, d.ayers of passage: the ritual performance and liminal bleed of the Beltane Fire

Festival, Edinburgh. 6 i n Jenni fer L a i Ritgals and draditenal Bvertskin tirerModertn ,

World (London, 2015).

218 Interview with Keith Francis, 06/04/2013. The interesting link between the Edinburgh and Silurian events

is that they both have wildly exceeded the assumed audience numbers.

219 Tinsley and Matheson, p.150.A 1l n t erms of territorial passage, van (
spati al passage becoming rites of spiritual passage. 0

75



exploration of such concerns that if positive can bleed back into feeling more
complete in everyday life.?°

While many dancers consider the changes that they feel when they are dressed in Morris
costume to be positive, there is one particular example of a negative response. Through
the 1980s the Phoenix Sword Team from Loughborough had a very imaginative and
successful hobby-horse character, called The Eric, a phoenix bird. This animal had been
created, and was always ridden, by the same man, Bob Jennings. Once in character he
became extremely extrovert, and was often involved in crazy escapades. Audiences
loved him, but were never sure if he was going to approach them as the good bird, or
the bird who would attack them. But despite his success The Eric disappeared suddenly,
and when questioned about this Jennings admitted that the animal was taking over the
man, and it had frightened him. One day, out of costume, he found himself without
thinking, about to attack someone who had bent down in front of him in a queue, exactly
as he would do when wearing the costume.??! He realised at the last minute and stopped,
but he never wore the costume again.

Such extended immersion in liminoid space can become entrapping rather than

liberating and can become an inhibitor to re-entering structured life.??2
The Beltane Festival was started in a small way, largely by students from the Edinburgh
University, and although it grew to include people from the city, students continued to be
the dominant group of performers. These students could be said to be already
experiencing liminality. While it might be true to say that all students, simply by being at
an institution devoted to some form of higher education, are being exposed to a rite of

passage, it would not be true to assert that all students experience, and are aware of,

220Tinsley and Matheson, p.150. Laing and Frost also say that many of the rituals and traditions examined
in their book contribute to the well-being of the participants (pp.238,239) and this links with the comments
made by Kirkpatrick, interviewed for this study.

221 puring my time as Bagman of the Ring | became close to the Phoenix team. When their animal
disappeared, this was the story that | was told by the man who had created it.

222 Tinsley and Matheson, p.153.
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being in that liminal state. There are those who maintain strong connections with home,
family and friends, and treat the education experience as no more than a job that needs
to be done before returning to a continued existence. This was certainly not the case
with the dancers interviewed for this study who had come into Morris through a University

route.

Steve Bazire went to Bath University in October 1973.22/A Ther e was a Freshe
and they had a thing called a Ceilidh, and no-one knew what it was. | remember spending
some time trying to find out what it was. 0

the folk world, but he was more interested in the music.

|l 6d been a rock and pop music fan, dut 1in
us went over to see Fairport Convention in Colchester and | bought a mandolin
after that. No, |1 06d never seen Morris Dan

play actually. | played piano so | wanted to play something.
After going to the introductory Ceilidh, Bazire joined the Folk Society and found that they
met in two rooms, the men dancing the Morris in one room, while the women met in the
other. Atten-o-c|l ock they would join for social danci
the dancing.lwant ed to play but | just got sucked i
The Society was run by Tubby and Betty Reynolds, who were to play a significant role
in the rise of womends Morris. Bazire said t

fun with their dance, but to dance well and put on a good show.

Ji || Bazire started at Bath University in O
Ceilidh.
I knew nothing about folk music or dancing, | had only done country dancing at

school. | hated discos and disco dancing, but | went to the Ceildh and thought
60h this | ooks goodbd.

223 Interview with Steve and Jill Bazire, 02/12/2015.
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Fig. 24. Steve Bazire.
Bath City in Ipswich. Tubby Reynolds is second from the right,
Steve Bazire on the extreme left. Photo from the Bazire collection.

She also went on to join the Folk Society, spending time with the women and Betty
Reynolds. Betty, she said, took a gentler approach, tending to sit back and let some of
the young women run the sessions. From the way that they both spoke about Tubby and
Betty it was clear that the two organisers treated the Society as one big family, inviting
them to their home, and instilling in the young people a sense of the fun that it was

possible to find in the folk world.

Caroline Peters also spoke about the Reynolds and their influence on the Folk Society
at Bath. ATubby and B é&*4Qarplinenhad geownsup ondhe gdgd e ad e r

of the Cotswolds and so had seen Morris Dancers in her village every year. When she

went to Bath University in 1976 she adstso we
Ceilid h . filt was a recruitment pl ace. A big b
enjoying themselves. 0 Although she joined t

dancing club for a time, but stayed with the Morris team, because it was a very strong
club, and again she commented on the sense of fun and family that the Reynolds brought

to it.

224 Interview with Caroline and Tim Peters, 14/10/2015.
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The man who was to become Carolineds husba
di fferent route into the folk worl d, but a
Brigade invited me along to a youth club, which developed into a sixth form Associationo
The two young men began to run the Associatd.i
Exeter University he was invited to | ook aft
the only one available to the University societies.

Two of the organisations using it on a regular basis were the Folk Club and the

Folk Dance Club, which | therefore got paid for going along to. At one Ceilidh

fairly early on | met Great Western Morris and was impressed by their display,

and the Folk Dance club was also great fun.

When Peters changed course he moved to Bath University and immediately joined the

Folk Dance Society, and there met the Bath City Morris.

Keith Francis went to Reading University:
One Saturday evening, | had nothing to do, there was a Ceilidh advertised, so |
went along to the Ceilidh, and they said the Morris Men meet on Wednesday
night, so thatodés when | started. They h
attached to the University.??°
Over ten years later David Tydeman also started at Reading University and followed the
same route intolthadhdncaeaower lachy @ancing bef
but | went to the Fresher sod BE4FrancisBgokeamutand t
the fact that folk dance and Morris was very strong in universities during the 1950s and
60s, and said that he went to a number of the inter-varsity weekends, including one in
Glasgow. He said that Whiteknights did not go out very much to dance, but he does
remember dancing on Rag Day. i We Weldanted@®nh u s e

Rag Day, and we even danced on a float. | OV «

fl oat . o

225 Interview with Keith Francis, 06/04/2013.
226 From talking to David Tydeman of East Suffolk Morris Men during dance evenings.
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Roy Dommett att end e AtBistoliUsiversity | métthe Wernis she firsy : n
RagDayit hat wasicdamét 6r5&me mb e that was Wniversitgar thwe.o

He did not dance with them at that time, but through a friendship made at University and
continued when he moved to Far nbor aduwiggthehe f i
winter he decided he wanted to raise a Morris Side for next summer and quite clearly |

coul dnot¥* ?escape

Antony Heywood started dancing at Cambridge University:

| started in 1958 i 6 5i7I started Country Dancing, never heard of the Morris i
Country Dancing, | thought it was Scottish when | started English Country
Dancing 7 | was looking for Scottish and found English i and one of the dancers

doing Country was William Pal mer, whom I
meil 6d been attending the Round for Engli :
eighto r nine mont hs, and he said AO0Oh, you s
I sai d | donét know what the Morris is,

and show you some slides, so he came round to my digs and showed me some
slides, and what impressed me was the After-Morris, the Aprés Morris i the beer,

sitting outside a pub T | t hought thatodés for me, you s
Cambridge Morris Men and started learning. | joined them about, just after Easter,
so it was very much a crash course, so | could do one or two dances in the
summer, and | attended my first Travelling Morrice tour that year as well with a
very limited repertoire.??®
At Cambridge the progression from The Round, the Country Dance Society, to the Morris
was a common one. Lionel Bacon said that in 1929 he started with an EFDS group within
Cambridge University: #@Alt was al mo$%Butdat i r el
quickly movedontoThe Round, again noting: Al was ver
they wer e so sdmahereitwat a shdrteonte into tRerCambridge Morris
Men. Bacon also noted that The Round was f ul

of the thing. The el derl y | adJoenslennensaitthat EF DS

he knew Russell Wortley through the folk dance world, and then Russell asked him to

227 Interview with Roy Dommett, 12/06/2011.
228 Interview with Antony Heywood, 28/11/2012.
2L jonel Baconds interview with Winchester Morris Men,
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join the Morris Men.?® Russell was also instrumental in getting Irvine Reid into the Morris

in 1949:
On the Saturday afternoon Russel|l Wortl e
the men meet on Monday at the New Spring do you want to come along, have a
half pint, eight-o-c | ock. 6 So | thought, as the New
my College and my digs there was nothing wrong with cycling past at eight-o-
clock, going in and having a drink with the men. Wh a t I di dnot kno\
terminologyi 6 The Mend was the Cambridge Morris
at eight and | didnét know anything abou

Men. | knew Playford and Kentucky Running Set, and | now know | was meeting
The Men, so | went. | was standing downstairs at the bar having a half pint and

Russel |l |l ooked at his watch and said nl't
6what the hell! % I 6d no idea what | 6d | et
andthat 6s when | found | was | earning the M
| 6d no idea about it at al | but it was
great.z!

Fi. 25: Dr Irvine Reid.
Dr Irvine Reid, on the left, talking to Brian Foster. 8 June 2008. Photograph by the author.
Antony Heywood had not known the Morris, but he had been shown some pictures
before he started with The Men. Irvine Reid did not have that advantage, so i At Easter

time we went and did a show at Trumpington Village College, and the first time | saw

Morris in costume, | was in it!o

230 |Interview with John Jenner, 01/11/2012.
231 Interview with Irvine Reid, 09/05/2012.
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3. The School as Morris Teacher.

The problem of not knowing what the dance was also affected some of those dancers
who began at school, another common way in to the Morris world. One of the
Bathampton men, John Helsdon, said that he thought Morris was just a male form of
country dancing, and it is difficult to know what the youngest children really thought they
were doing when they were put into a Morris set.?*2 However, Peter Trovell in Colchester
certainly knew what they were doing, as his teachers were well-versed in the Morris:
| started in 1955 in my last year at Junior School, and i folk dancing, which
everybody did at school i anyone who recognised they had a left foot and a right
footwas t ol d 6you are going to Morris Dance.
a teacher at the school, and our Headmaster was a chap called Ernie Heard, who
was the chap who first brought the Morris to Colchester in about 1926. |
understand he was a member of the EFDSS National Demonstration Team and
he came to teach in Colchester and he immediately started putting Colchester on
its feet both folk and Morris-wise.?3
Starting so young, and keeping going, is a little unusual. Keith Francis danced at Junior
School, but then stopped until University. i Mr
Oxfordshire Side, it wasnot Headi ngton, and
the whole school was involved. They took some of the top class of boys and taught them
Morris Dancing. | must have done it when | was ten and | can remember doing
Headington 6 Huthe Squd Rirgd 0 Oq4 tha¥l avaslinol®@4y.¢3** Again, David
Tydeman, during conversations while out with East Suffolk Morris Men said exactly the
sameidihadnot danced before University, we | | |
When Mi ke Barclay spoke of dancingl®dtvesdblrrenl
dancing all my life. I did country dancing from a very early age at school, right up to the

age of thirteen. | was lucky, | went to a school that did that.0 But Barclay also reflected

that he only did country dancing, not Morris. Others started at Secondary school.?*

232 Interview with four Bathampton men, 12/05/2011.
233 Interview with Peter Trovell, 08/11/2012.
234 Interview with Keith Francis, 06/04/2013.
235 Interview with Mike Barclay, 26/04/2012.
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John Walford started dancing in South London:
At 13 | went to Beckenham Technical School, SE London. In the second year,
1951/2, the Physics teacher Mr Fairs (I don't remember the spelling), of the
Ravensbourne MM, persuaded a number of us to revive his Morris club (I had
never heard of Morris) and we became enthusiastic.?®
Many years earlier Norris Winstone had started dancing at his Secondary school, at a
club run by the aptly-named Mr Morris:
When | was at Secondary School in Gospel Oak near Hampstead in London our
PE master was named Mr Morris and he ran a little club on a Friday evening after
school for dancing. We did country dancing, we were all boys, but we did country
dancing and he also taught us one or two Morris Jigs. And that was really my
introduction to Morris dancing. That was about 1928.2%"
Although Eric Foxley started hi s dancing with his Motheros
around 1951 at the age of 13, he had been given an accordion, it was watching a teacher
at school that really cemented his love of the instrument:
€ and in the meanti me my maéacbodiontfarthe her a
school folk dancing and | just watched utterly gobsmacked with his left hand on
the accordion i all those buttons! What on earth does he do with them and | just
copied him. It was sort of by the age of 14 that | was playing accordion all totally
by ear and instinct and that was when | went and joined Thames Valley Morris.?®
John Kirkpatrick also started his dancing career in a folk dance club, but in his case it

was a church club, not a school one.

We used to go to St mPramith Brecadweyhluwas duite@n Ha m

thriving church and the | ay reader was f
done country dancing, and he thought there was a youth club, there was a

Mot her 6s Union, a Mends group, atohbut he di
there wasnét anything that everybody did
dancing all these different age groups co
thing to do. This was in 1959, so he got in touch with Cecil Sharp House and said

webdbd | i ke to have a country dance group,

Hugh Rippon. He was a kind of young evangelist [for folk dance] in his late
twenties | think, and he came along and we did country dancing every other week,
and | was twelvesolhat ed it . | 6d done country dan
hated it. I was just awkward with girls
the teacher and it just seemed horrible. But | did it, and then country dancing with
people | knew was in a way kind of worse. And Hugh saw all these families with
|l ots of young | ads and thought ifHey we ¢

236 |_etter from John Walford, August 2013.

287 Interview with Norris Winstone, 12/05/2011. David Seaman of Westminster Morris Men also recalled
dancing, many years later, in Primary School under the guidance of a Mrs Morris.

238 |Interview with Eric Foxley, 04/10/2012.
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t wel ve, | di dnot go the first week but so
| thought this sounds fun. Thisis bettert han hol di n&° girl 6s han

That club was the start of the Hammersmith Morris Men, although Hugh Rippon has a
slightly different story to tell about the founding of the club:

Mr Day, Headteacher at Hammersmith Primary School, had moved there from
Dorsetwher e hedd done country dancing with M
be nice if he started a club in Hammersmith. So Sybil Lightfoot who was working

at Cecil Sharp House, got hold of me and said would you go and start this club

for them. Solthinkh $otwithim @ souple ®f9months of starting | was

teaching the stuff!24°

John Kirkpatrick noted the change that the young Hugh Rippon brought to the dance:

I have to start with Hugh Rippon, who founded the Hammersmith Morris Men and
taught me my Morris dancing. | can't imagine a more inspiring and exciting
initiation than the one Hugh gave us in Hammersmith. He was in his twenties, full
of vigour and enthusiasm, a lovely strong dancer, he knew his stuff academically,
he was an intelligent and witty teacher, he was inclined to be disrespectful and
irreverent, and wasn't afraid to bend the rules slightly to accentuate the effect of
any given movement or gesture or step to bring out the drama in the dance. He
cared passionately about the dancing, and about doing it as well as possible.
Nobody could have prepared the ground better than Hugh Rippon.

Kirkpatrick also makes the comment that he felt Hugh Rippon was only just one step

ahead of the team, and despite their conflicting views of where the team started, Rippon

agreed in interview that it was a correct assessment of his abilities.
One of the first ones was i no, not the first night, second night was John
Kirkpatrick, aged fourteen, in shorts, and that first night he did a stick dance and
he broke one of his fingers, but he saic
joining the choir at church! 6

Once again a different view of the incident, but the thing that it points towards is that the

sense of fun and danger encouraged John to join the Morris. On balance, it is likely that

it was not John Kirkpatrick who suffered the broken finger, as he would have been more

likely to have remembered such a personal incident.

239 Interview with John Kirkpatrick, 25/04/2014.
240 Interview with Hugh Rippon, 05/05/2013.
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Hammersmith Morris Men
with John Kirkpatrick §
second from right

Fig. 26: Hammersmith MM at Sidmouth.?*!

Rippon is insistent that he did not follow the old style methods of either the EFDSS or

the Morris Ring. He taught young men to have fun, to enjoy their Morris, and in this way

he was following the same approach taken by Mary Neal in the first revival. His approach

was certainly successful with Hammersmith and John Kirkpatrick commented on this

energy, but he also linked it with the need for precision in the dance, saying that in some

case teams have lost the respect for any precision:
- but there was a lot of precision, | think everyone wasthen- ear |l y 60s | et
- there was a lot more precision in the dancing that has almost, not entirely
disappeared, but | think a combination of precision and energy is the ideal thing.
| think precision has become less of an importance for some of the younger
people who are pushing the boundaries tod
and the spectacle and theydve | ost the po
the precision itds notbuexadthlsy sacwa aat dé uaqfi

Charlie Corcoran was immersed in folk ways from an early age.?*> He remembered

seeing the Marshfield Mummers when he was very young, in the 1950s, in an age when

they did not have to worry about traffic in the main village street.
My earliest memory of anything is the Marshfield Mummers . . . but it was just
the village, nobody el se, 6cause wedre |
anybody had cars, it was silent. | was terrified.

As a very youngd boy he was taken to see Bristol Morris Men when they visited Weston

Super Mar e, but he started dancing at Westo

241 Schofield, Fifty Years of the Sidmouth Festival, p.46.
242 |Interview with Charlie Corcoran, 05/05/2013.
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school had a Morris team that had been started by Peter Boyce, and when he left a bloke
called Bill Moo dyCotcaram lexplainedthat aonuneber ofdeachers at
the school were involved in Morris dancing, including their music teacher. Corcoran went
on to study music at Teacher Training College in Birmingham, and the music link could
have been why he was encouraged to join the dancers, but the sense of fun, of doing
somet hing different, may also have been a si
all got into a hired minibus and went round the primary schools. | made my first hobby
horse for that . thet@ehersalse @ancedomtheMerdip Morris Men, in

1965, while still at school, Corcoran also joined the Mendip Side.?**

4. Learning in Clubs.
All these dancers entered a club to continue their dancing activities, but where the club
was part of a school or University it could be said that the main organisation surrounded
that club with a security cordon. In the school environment some of the interviewees
have indicated that they trusted and admired the teachers who led the dance activities,
as with Charlie Corcoran above, and they were therefore prepared to follow willingly into
new experiences. Kirkpatrick said quite clearly that he did not like the teacher at the
school, but he was happy to follow the new arrival, Hugh Rippon. At University the
students had already entered the changed existence, the liminal state, and joining a
dance club was only to take a further step along that route. However, others began their

Morris careers by joining a club outside the education system.

243 peter Boyce was one of the founder members of Mendip Morris Men. When he left Weston Super Mare

he took up a teaching post in ChingfordinJanuary 1961 and started a new boys:¢
later became the Chingford Morris Men. From The Morris Federation Spring Newsletter, 2010.

244 Corcoran noted how influential the school became, with other pupils going on to dance with teams in the

midlands. Details of the Weston Folk Dance Club show that Morris Dancing was taking place in the town as

early as 1913, led by two women at a local school. From the web site of the club,
<http://www.westonfdc.co.uk> [accessed 08/04/2016]. Possibly they were earlier connected to an

Espérance group, perhaps the one noted by Charlie Corcoran in his interview.
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If that club had a central, headquarters building, it could be argued that by passing

through the doorway the prospective dancer was taking the first steps towards liminality,

was beginning the journey towards or througt
he was concerned not with the finished article, but with the journey, and the young people

taking that first step into a new interest were beginning a journey. Even when there was

not a dedicated club room, young dancers would be taken to a practice hall when joining

the club, and in the 1950s many people wanted to join clubs and organisations. Hugh

Rippon talks about this in relation to his family: Al thought, | want to join a club, a Morris

cl ub, a menods cl ub; my brotherds joinmd the
club; my other brother had joined a rowing club, | want to be in a club!&*® When Rippon

came down from Cambridge University in the 1950s he attended the folk dance clubs at

Cecil Sharp House in London, and joined London Pride Morris Men, and then Woodside

Morris Men. Through his work with the Society he was approached to help a school team

in Hammersmith.2*¢ This enthusiastic group became the Hammersmith Morris Men.

Rippon had already startedashort-l i ved team in his hoepandvi | | a
then as his work with Hammersmith Morris Men became well-known he was asked to

help to form a team in Harrow, in North London. This became the Herga Morris Men.

Club activities were a crucial component of society in the 1950s, an aspect of society
that began in school and continued through all forms of further education, and into
everyday |ife. R J Mlerprincige charadteristicsof tlelivwentieth t hi s :
century was a simple increase in the density of organisation. There was a focus on

organised leisure, on the world of clubs and hobbies.&*’ The need to join a club or society

245 Interview with Hugh Rippon, 5/05/2013.
246 Hugh Rippon.
247 Robertd Morri s, ficl ubs, Soci et i e sMichael@hompsenpTtd Cambridge s 0 , Ch
Social History of Britain, 1750-1950 (Cambridge, 1990). See also David Doughan and Peter Gordon,
Women, Clubs and Associations in Britain (Abingdon, 2006), and Kate Fox, Watching the English (London,
2005).
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is evident throughout the interviews, and through the written histories of dancers. Mary

Neal 6s arri val into the worl d alf Thé Espékancd a n c e

Club in London. Rolf Gardiner was a keen advocate of youth movements across Europe,

and one of the founders of the Travelling Morrice. Ivor Allsop began his dancing career

with the Woodcraft Folk.?*® Jack Brown of Stafford Morris Men, who worked for the

EFDSS and had spoken about his direct connection with the days of Sharp, started

dancing at a youth club in 1942.
At the beginning of the war in Whitchurch
club 7 there was no mixing in those daysi but on the Wednesday
club and about 1942 the girls invited the boys from nine to ten-o-clock for folk
dancing. | went along but there was one stipulationi i f you di dndt danc
out so | danced and | enjoyed it, and then later on Betty Icken and Jack Hollins
on the piano came from the folk dance society and gave further instructions.?4°

In 1945 Brown went into the RAF, and at the end of the war he attended a dance

workshop at Attingham Hall in Shropshire. When he left the services in 1948 he went

back to the Whitchurch youth club and started a Morris group.?° In recent times going

to a youth club after leaving the Services would not be considered appropriate, but one

of the Bathampton men followed the same route into the dance.

My father ran a youth club in Bath, and when | came out of the army | went to this

youth club édcause | hadn dherewpoalittleegimlyherdri ng e
who | quite fancied. She did country dancing at this youth club, so I did country
dancing. As an infant 16d done it down it

also teaching boys Morris Dancing and we arrived early and they were one short

so they said would | stand in. | did. They had five men and a chair. So | stood in

for the chair and | stil]l stood here and
did a back to back | did a back to back. If they did a figure of eight | did a figure

of eight and they said 6are you coming ne
used to go on a regular basis.?*!

Mike Chandler came into the Morris in 1952 through his Youth Club:

In my youth, in my early teens, our youth club used to have a monthly visit from
Molly du Cane for her country dancing evening, and we used to go to her dancing

248 lyor Allsop, Squire of the Morris Ring, 1978-80, and member of Barnsley Longsword.

249 Interview with Stafford Morris Men, 07/11/2012.

250 Jack Brown went on to work for the EFDSS. When he was offered the post, the company he was working
for tried to persuade him to stay and asked how much the Society were going to pay. When he said £250
per year they said that there was no way they could match that amount.

251 John Helsdon of Bathampton Morris men, 12/05/2011.
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in the Victoria hall in St Albans about once a month or every quarter, and at some
point I was plucked out of the crihiwd and
young man ought to t%ke up Morris dancing
Mike Chandler touches on one of the reasons for the great popularity of clubs for young
people, the chance that it gave for travel
the nearest large city, St Albans, but for John Ryder from Lower Withington, the nearest
city was much bigger and further away:
But youdve also got to remember that in v
on in those days. As someone said to me the other day, well, you were lucky if
you had a bicycle. It was like a club, you took part in this once or twice a week
and then you got the opportunity to go out weekends. On a bus! And you went to
all these strange places like Belle Vue, Prestwich, and Salford.?>®
The problem of having little opportunity for a social life was not confined to rural
communities. Bob Tatman grew up in Orpington during the war:
The whole of my life and the life of my contemporaries, revolved around the war.

We had more than our fair share of suburban bombing because the balloon
barrage went - you can just see, at the end of those trees, and the anti-aircraft

guns that shot 6em down were all around
German planes got a bit scary when they saw this lot and they thought, get rid of
the bombs and get back to Germany whil e

where they used to drop them, so life was a little bit hectic. The result was we all
had virtually no social life.?>*

Bob went in to London to University, went home in the evening, put up the black-out and
stayed in, so it is not surprising that by the end of the war he was ready for a social life:
I hadndét really hardly spoken to a gir/l
none there, it was an all-boys grammar School here; | studied engineering which
in those days was a closed book to women.
He found an evening class in folk dance that had been started in a local Adult Education
Centre, and was being run by Walter Faires who was also the foreman of Ravensbourne

Morris Men. fAlthough he was only paid to do social dancing, he was always recruiting,

and very quickly he got all the men together and started teaching them Morris.&° Even

252 Interview with Mike Chandler, 13/072012.

253 Interview with John Ryder and Shirley Rogers from Lower Withington, 04/10/2012.

254 Interview with Bob Tatman, 19/09/2012.

5Wally Faires had previously run a boysd6 team called
team. <http://www.ravensbourne.org/about.htm>
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into the 1950s the problem of what to do with free time still exercised the minds of young
people. Mike Barclay solved the problem of Saturday night:
About that time my brother announced t ha
and Song Society and they put him on to a local group in Benfleet, where they
had a regular Saturday eveningdance . So | wandered around
shall [ do on a Saturday?6 and | t hought
there, then | joined the club.?°®
The recordings show that in those immediate post-war years, and well into the 1950s,
therewasast r ong spirit of adventure i n maThgge ¢ 0 mml
were some good people about who organised things.0 There was a desperate need to
break away from the austerity of the war years and to try something new, and something
which may bring a sense of fun back into life. In Birmingham in 1948, Gladys Watson,
the Head Teacher of Acocks Green Junior School, was asked to start folk dance classes
fiat t he r éARPe sma r afe nes> and t hat |l ed eventua
Morris Men.?®” In 1951 a Square Dance craze swept the country, as Princess Elizabeth
was seen dancing in Canada (Fig.27). Mi ke Bar cl ay Thenntanmbler e d:
Square Dance craze in 1951 when Princess Elizabeth went to Canada and did some

Square Dancing. Suddenly over here people were jumping on the bandwagon and

started dancing.o

Fig. 27: Princess Elizabeth.?%8
Princess Elizabeth dancing at a Square Dance in Ottawa,
given by the Governor General Viscount Alexander, 17t October 1951.

256 Interview with Mike Barclay 26/04/2012.
257 David Ayres and John Stait, 5 More Men (2010), p.8.
258 <http://dancelines.com.au/the-dancing-queen-and-the-abominable-no-man> [accessed 01/12/2014].
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Eric Foxley also referred to the fact that Princess Margaret danced at Cecil Sharp House,
and in 1960 she became the President of the EFDSS. Dance Festivals were held across
the country, in Stratford upon Avon, in Sidmouth, and Irvine Reid was dancing at festivals

in London.

Reid had started dancing at Cambridge, but when he went to continue his training at
Guybs Hospital in London in the early 1
based at Cecil Sharp House, that regularly gave demonstrations at London festivals. He
also followed what became the regular route for Cambridge Morris Men after they came
down from University, into the London Pride Morris Men. At the time London Pride were
a large and active club that had been started by women folk dancers. Within the
organisation they had a rambling section that organised weekends away twice each
year, (a club within a club), and Reid joined in enthusiastically, continuing to travel with

them until the end of his life.

Mike Barclay took part in the festival held in Southend. He did not go with the Benfleet
dance group to Stratford but that was the start of the Morris Side that he eventually
joined, the Benfleet Hoymen:

In 1952 | think, a group of them decided to go to the Stratford on Avon Festival,
and at this Festival they learned some Morris dancing so when they came back
they announced wedre going to start
dance on Coron&tion Day in 0653.

Other Sides were either started for the Coronation, or used the event to inject new life

into the team. At this time, in the 1950s, when roads were poor and motorised transport

still unreliable, people were prepared to travel long distances in search of fun. John

259 Mike Barclay, 26/04/2012.
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Walford in 1960 travelled from south London to Grange over Sands, but Norris Winstone
related how, even in the 1930s, he had travelled from London to Giggleswick in Yorkshire
to attend a folk dance course:

Leta Douglas ran courses at Whitsun in Giggleswick, and we always went to
those i and there they had some absolutely super teachers and dancers i Willy
Ganniford and Tommy Adkins | remember.2¢°

Norris was not dancing with an established team at that time. They made up teams from
the dancers attending the course, and then they toured the local area on Whit Monday.
Therewer e both mends aii dobady botheréds Licned Bacon also
spoke of a car journey in 1935 in a hired car, travelling from Cambridge to the Welsh
Borders for a Travelling Morrice tour:
there were no br ak es % After the war the lbngest and most adventurous
journey recorded must be the one undertaken by Irvine Reid when he joined the
Travelling Morrice tour to the Forest of Dean in 1950. At the time Irvine lived in Felixstowe
on the Suffolk coast:
The Travelling Morrice is where it got into my bones. The first year it was cycling
to the Forest of Dean. | cycled from here [Felixstowe] to Cambridge, on to Oxford,
spent the night in Oxford, on to GlI
tour, and cycled home. | dug out of my records my 1950s Youth Hostel card that
tells me | signed in to Cambridge, Oxford and Mitcheldean Youth Hostels. On the
way back, two of the people | was on tour with gave me digs, one was in

Gloucester and the other was in Buckingham.?%2

Irvine admitted that he could not contemplate such a journey today.?%3

Roy Judge related how Cecil Sharp had used a bicycle on his collecting trips, but that he

also depended upon the railways of the time.?%* Many years later Roy Dommett also

260 Winstone, 02/09/2009. Leta Douglas collected the Boosbeck Sword Dance in 1934. Ivor Allsop,
Longsword Dances (Brattleboro, 1996), p.45.

261 Bacon tape, 22/02/1979.

262 Irvine Reid, 09/05/2012.

263 |ionel Bacon wrote that in 1935 he walked from Thaxted in Essex to the Cotswolds to join a Travelling
Morrice tour. The Morris Dancer, Vol.3, No.7, p.209. Des Herring walked from Slough to a Youth Hostel in
the Cotswolds where he first learned to dance. Interview 09/09/2009.

264 Roy Judge, &harp and the Morrisg Folk Music Journal, Vol 8, NO.2 (2002), p.213.
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relied upon the rail network as he began his Morris career, regularly travelling by train
and bus to attend evening meetings:
| had no car in those days, but | found it possible to get to Abingdon practice and
back by public transporti bus into Reading, train from Reading to Radley, Radley
into Abingdon, attend a practice at the Station Hotel, have a couple of drinks and
come back again.?6®
And so he found himself travelling from home in Church Crookham to dance with Thames
Valley Morris Men, Abingdon Morris Men, Oxford City Morris Men and Farnborough

Morris Men. His commitment to the Morris may have been extreme, but many others

travelled to join Morris clubs.

Beth Neil came into Morris Dancing through a much shorter journey. She had grown up
in the midlands in the 1960s, and as her father was a Scot she had experienced Scottish
dancing. When they moved to Eyam in Derbyshire she did not dance, but after a while
found the Carol Singing tradition that is still strong in the Derbyshire/Sheffield area. At
Birmingham University she found Ceilidh dancing, but all that stopped when she moved
south after university to work in Windsor.2%¢ Therefore, she did have some small
background in general folk traditions, even though she had not seen Morris Dancing,
when she was offered a lift to work.
When | moved to Windsor | happened to get a lift with someone whose wife had
just started thisf unny t hing called Morris Da
Scottish they said come along and that was it. | was hooked and that was January
075 and 1 06ve been passf¥onate about i

Neil stayed with Windsor Morris, although she danced occasionally with other teams,

and went on to become an officer in the Morris Federation.

265 Roy Dommett, 21/06/2011.

266 Folk Dance was strong in the West Midlands for many years, and certainly during the late 1960s under
the guidance of Ken and Sybil Clarke. Ayres and Stait, 5 More Men (2010).

267 Interview with Beth Neil, 21/01/2013.
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Sarah Slocombe also followed the familiar pattern of experiencing a Ceilidh, which led
to a Morris Side, but in her case the Ceilidh was not connected to a University. She
moved to East Sussex in 1999 to teach and took to going to Barn Dances. Unfortunately
for her, her husband at the time did not like dancing, and so she had to go alone. The
Caller and the Band members were Morris Dancers and she was taken with the idea of
Morris, but not with them, as they were members of Ashdown Forest Morris Men, a
Morris Ring Side. She now says that she suspects that some of the initial impetus to take
up Morris was actually a device to annoy her husband, but for her, it was also through a
love of dancing.

So | found a female Side 7 Shalesbrook. | played the violin a bit as well, so they
encouraged me to play. They were really just supportive people, they were lovely. At that
time there were about twenty; | was the youngest. Then my daughter joined, she was
about nine, which was lovely.?58

Slocombe stayed with Shalesbrook, but also started a Border Morris team, and the

repercussions of that move will be considered later.

The entry of Barry Care into the world of Morris Dancing combined a number of themes.
AWhen | was at primary school el der I®Hel adi e
accepted that these | adi the young ¢chifdreraop thecemtye d 6 e
1950s, and they did not teach Morris, but he did remember being interested the dance
moves and the music. Care went on to Teacher Training College in 1960:

When | went to college in Abingdon a chap used to come from Oxford to play the

accordion and call dances. We went mainly not because | was interested in

country dancing but they used to bring a coach load of nurses from the Radcliffe

which to an all-male college was an extremely interesting evening.

At this point his dancing career had only covered country dancing, and there had been

268 Interview with Sarah Slocombe, 15/02/2016.
269 Interview with Barry Care MBE, 09/10/2013.
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no introduction to Morris.?” When he started teaching he continued with country dancing
by helping the young teacher who ran the club:
But the chap who had the classroom next door to hers, he used to teach the boys
Morris. He was Harold Albright, the past Squire of Northampton Morris Men. He
started his dancing about 1950 | sho
that sort of period.
When Albright was sent on a lengthy course he asked Care to take over the Morris club,
because they were committed to dancing at a May Festival.
So from the Autumn term through to the Spring term | taught the Morris. He had
me there for about a month with him 7 | did Bacca Pipes,
Marlow, all the Headington ones you see, to records which the Society had
produced, so t hthetMorsis, Vit the bbys ia theaschbad d
When Barry Care got his first Headship

danced in the village May Day procession. He took them to festivals in Birmingham and

London, and explained that May Day customs and May songs were still very important

in Northamptonshire. ANot hing might have

[ Moul t on] and the fundraising started i
Church decided to combine the Church Fete, the Carnival Procession and the May
Queen Ceremony on the same weekend, and someone suggested that there should be
a Barn Dance in the evening. They contacted Barry Lewis, the local EFDSS Organiser,
and he agreed to arrange the dance.
Cause, we doutdrackley Marmsdlen had been booked, so at the back
there stood me and all the members of the Bell Ringers, some members of the
church choir, and the Brackley men came crashing through the door. In those
days they were good, young men, absolutely bril I i ant . So | S

kids at school . d6 Will you teach wus?

Nothing further happened until August when the question was asked again, and this time

ul d

Bean

t

com

n 19

ai d
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four men met on the first Thursday i nherBept em

were twelve present and that was the bi

2"Careds experience of Morris in Abingdon closeliy
never saw a Morris Dancer, never heard anything about Morris Dancing the three years | was there. Now |
find that extraordinary. Th at was $ee Chapgier 4 the séction on Sides and Communities.
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also of Moulton Morris Men. As Care had a very limited repertoire of Headington dances
they asked Northampton Morris Men for help, but received a very cool reception and
were told that they could not possibly succeed with their venture. Instead they went back
to Harold Albright and he willingly came to help and brought a musician, Mike Jowett, to

play for them.

Fig. 28: Barry Care MBE.
Barry Care, on the left, walking up the hill to Saddleworth Church at the 1995 Rushcart.
Photograph by the author.

I n Barry Careds case a school could be

progress into the world of Morris Dancing, but it was the club that he formed, together
with a village community, that cemented his love of the dance. Once again, he stressed
that sense of the fun and enjoyment that was felt by them all when they first saw Brackley

MorrisMeni i Absol ut efldy Brilliant! o

Conclusion.

In the early years of the twentieth century Morris Dancing was found to be the preserve
of rural workers in a few Cotswold villages, and the interviews provided evidence of how
much has changed. By the 1930s dancers were from a completely different social

grouping, often being university undergraduates, who were prepared to travel long

211 See Fig.46, and the interview with John Weaver of Brackley Morris Men, p.189.
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distances to take part in dance weekends, and a recurring theme is that many dancers
throughout the century were filled with a great sense of enthusiasm and a willingness to

try new things in a search for adventure, or as they all reported, a search for fun.

The attempts by Sharp and Neal to get Morris Dancing onto the education syllabus
certainly had success, judging by the number of interviewees who reported that they had
danced either at school or university. The school route is open to some criticism; Barclay
said he was O0lucky6 to attend a school t hat
6hated ité, and evidence from mesttmwmmagyar eer
cases, folk dance taught in Primary School is later regarded simply as something that is
performed by children, not to be enjoyed by adults. By university level it was a success
for many, opening up a new way of life for young people away from home. It was
noteworthy that the Bath City team had such an influence, and was run by Tubby and
Betty Reynolds, who willingly invited their young dancers into their home. They used Roy
Dommett as their instructor, and he achieved high status within the Morris world, but it
might be considered that Dommett would not have become so well-known had it not
been for the support that he was given by Bath City.?’? This family grouping could easily
fit into the Turnerian paradigm described by Tinsley and Matheson. The young people
were experiencing significant life changes, and putting on the Bath Morris persona
allowed them to step outside their everyday existence, yet into a welcoming and secure
environment. Even interviewees from other places appear to have been experiencing
some significant change in their lives i starting work perhaps, or even undergoing marital
difficulties. It is possible that joining a club, making their way among a new society, and
putting on a costume, allowed them to step outside their everyday existence for a short

time.

212 Steve Bazire said in interview that Bath City Morris Men only joined the Morris Ringt o hel p Dommet t
attempt to become Ring Squire. 02/12/2015.
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The EFDSS is shown to be a strong influence from its inception in the 1930s through to
the 1960s. Interviewees spoke about being taught by Society instructors or going to
sessions at Cecil Sharp House. Norris Winstone, John Walford and Irvine Reid went to
Cecil Sharp House in London to attend dance classes, and while they, and others,
supported the work of the EFDSS, not everyone was so appreciative. In later years The
Morris Ring often came in for considerable criticism for apparently insisting on a
standardised form of Morris, but the evidence from these interviews suggests that the
EFDSS exercised a much stronger influence on the development of the dance from the

1930s until the mid - or late - 1960s.

From the 1920s through to the 1950s it was invariably women from the Society who
taught both folk and Morris dancing, and played for the dance. As a number of the
interviewees pointed out, this was quite understandable, because the men were either
away fighting, or lost to the war. It was the women who kept more than the farms and
factories going through the difficult years. The comments made about the years following
the Second World War bring into clear focus a number of important elements of social
history, not necessarily connected with dancing. The restrictions of the war years,
graphically described by Bob Tatman meant that people were desperate for not only
simple enjoyment, but for something to do and they were prepared to go to considerable
lengths to arrange clubs, meetings and Festivals. Folk dancing was important in those
post-war years, and was given an enormous boost by the interest shown by the Royal
Family, witha &é Squar e Dance Crazed6 following the
shows and Festivals were held across the country, and while the long-lived and
prestigious Stratford Festival stopped, Sidmouth survives. The people involved in the

folk dance world were all huge enthusiasts for dance and they worked tirelessly to further
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the art, to develop the teams, to encourage new people into the community of dancers,
and to take the dances out to the public. They also showed that English willingness to
form and join clubs, travelling considerable distances to take part in club activities and
danceeventsacr oss the country. Il rvine Reidos
others travelled by bike, car, bus and train on a daily basis to dance with or play for

groups, or to talk to surviving members of the old teams.

In the 1960s Morris Sides were increasingly formed by teams of enthusiastic young men
intent on finding the vigour that dancers like Hugh Rippon and others were bringing to
the dance. Some of these new teams came not from the folk dance world, the old EFDSS
dominated dance world, but from the growing community of folk clubs that arrived with
the second folk revival. These teams valued energy and athleticism, and actively sought
out links to the past. These changes that affected the Morris world during the 1960s were
discussed by John Kirkpatrick and Hugh Rippon. Their observations about the older,
regimented style of Morris, and the way in which younger clubs wanted to explore new
ways, and to bring the fun back into the dance, can be seen as an up-to-date version of
the arguments between Sharp and Neal. As Kirkpatrick points out, there has to be a
balance of fun and precision for the dance to work well. If either element is missing the

art is lost.

However, the one common factor noted enthusiastically by everyone, was fun. All
interviewees said that they valued the entertainment and fun that Morris dancing
provided. It was interesting that no-one suggested that they had started to dance
because of the traditional nature of the Morris, or to continue something that was
perceived as a national treasure. Some of them tried other forms of dance, but found
that the Morris gave them the most pleasure, so it was Morris dancing that they stayed

with.
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3: Women in the Morris.

When Sharp saw the Headington Quarry dancers in 1899 the few remaining Morris Sides
were all male, both dancers and musicians. In the years following this meeting the men
of Cambridge went back to find the old, male dancers and musicians, and after the
Second World War teams that were revived were again all male. By the time that young
men were coming into the dance during the second revival of the late 1960s they could
be forgiven for assuming that Morris Dancing was an all-male activity, developed by men
for men over many hundreds of years. Whether or not this was true in the distant past is
now lost to us, but for the twentieth century this view of the dance hides the fact that
women played a major role in securing the survival of Morris Dancing, and in the last
quarter of the century brought about one of the greatest changes seen in the Morris
Dance world.?”® This chapter will explore this hidden history, the underlying social
conditions that governed the way in which women related to the dance, and the seismic

shi ft of the 1970s that saw the arrival of t

The First Revival.

The toast at Morris Ring Feasts has al ways
Sharp. o6 This was proposed by the first Squir
Meeting in Cecil Sharp House in London in 1934:-

Before we sit down | am going to ask you to drink to the memory of the one man
above all others to whom we owe our knowledge of the English Morris.?’*

This abridged version of Sharpés influence o
of reasons. Immediately Hunter has direct ed the history towards

others, ignoring the many people, and many women involved in the rediscovery period

213 Some dancers would insist that it is not lost, but that there is some evidence that women did perform
Morris dances in the distant past.
274 Abson, The First Log Book of the Morris Ring (1991), p.7.
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before the First World War. Hunter also suggests that Sharp immediately saw the great

value of the dance, when in fact after that first meeting Sharp was only interested in the

music. However, it can be difficult for twenty-first century observers to appreciate that in

stating matters in this way Hunter was being true to the social mores of the 1930s, and

his words would have been accepted equally by both men and women. Indeed, the very
strong-minded women who were instrumental in keeping the dance alive during the war
periods would probably have been the first t
have agreed not only because Sharp at that point was still held in high and unquestioning

regard for his work collecting both song and dance, but also because, during the early

years of the revival, the newly emerging world of folk dance and song was keeping close
company with the political world at a time when that world was embroiled in scandal and
controversy, and had become a period that many wished to forget. Therefore, the main
protagonists of the drama were lostf r om t he hi story, and so it
who saved the Morris, but a man who for a vital but short period of some four or five

years was working alongside one woman, and arguably that woman provided the vital

spark that ignited the revival.

When Sharp saw the Headington men he noted down the tunes that they had used from
their musician William Kimber, and returned to London where he both constructed a
musical work containing t he ?%Forhe sextéive gears ost K
he did nothing further to explore Morris Dancing and there the story might have ended
had it not been for the growing Labour movem

and the intervention of Mary Neal (Fig.29).

2The manuscript muSsrad If oOr ch@wsittreaof ors hel d with the S
Williams Memorial Library.
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Fig. 29: Mry Neal .5
Clara Sophia Neal was born in 1860 in Birmingham, and she later wrote that she was
not happy with her restrictive, Victorian upbringing. She left home in 1888 to join the
West London Mission in Soho that had been established by the Wesleyan Methodists a
year earlier, and Clara became Sister Mary.?’’ Neal was not only passionate about
helping the poor working girls of London but was also committed to the newly emerging
Labour movement. In 1891 Emmeline Pethick joined the Mission, helping Neal to run the
girlsé club acti vi twones lefttre West LomlonIMg€os to forme t wo
the Espér ance Girl sdé Club in premises in North 1
are portrayed as having a messianic zeal for good causes and the picture that emerges
of the now Mary Neal at this time suggests that she accurately matched the stereotype.
This original tailoring establishment was quickly followed by the Green Lady Hostel at
Littlehampton where the young workers could take an annual holiday, and there were
evening clubs for senior girls and boys, and a junior club, and these clubs established a
reputation for excellent 6national dancingbé6

Lawrence in 1901 Herbert Macllwaine joined Neal as her musical director.

276 From <http://en.wikipedia.org/wiki/Mary Neal> [accessed 22/10/2013].
Z7"Det ails of Mary Ne alfdasy Néal ahcethe fEspéranceRiorsisg Bolk #Mgsi Journal,
Vol.5, No.5 (1989), pp.545-591.
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In 1905 Macllwaine was looking for some material that would engage the girls, and after

trying out some of t he s on g-elkSomgefrom Sdmarsep 6 s

Neal asked Sharp if he could recommend any dances that could accompany the songs.
Sharp gave Neal such information that he had regarding Kimber and the Headington
team, and with her customary enthusiasm Neal went to Oxford, found Kimber and invited
him to come to London to teach her girls. Fox Strangways details this in his biography of
Sharp written in 1933, in collaboration with Maud Karpeles, who, as Fox Strangways
notes in the Preface Aknew Cec?d Sharp
Sharp told her of the morris dances and of William Kimber, and in a short time
she had gone down to Oxford to interview Mr. Kimber, and had arranged for him
and another dancer to come and teach her girls.?”®
That visit to London by Kimber and his cousin, and the subsequent performance of the
dances at the Christmas party in 1905, were a great success and set Neal, Macllwaine
and the club firmly on the road to their great work, the recovery and re-introduction of
Morris Dancing to the English people. Neal formed a relationship with Sharp, and at
demonstrations he would deliver an address, often about his song collecting, and the
club members would sing and dance. Their fame spread rapidly, and by the end of 1906
girls from the Espérance Club had been invited to perform and to teach dancing in towns
and villages across southern England. One of these was Blanche Payling who, in 1910,
went to Thaxted in Essex to train a group gathered by Miriam Noel, the wife of the Vicar
of Thaxted, Conrad Noel (Fig.30). That visit led to the formation of Thaxted Morris Men,
who celebrated their centenary in 2011.28° Groups from the Espérance Club gave

performances at fetes and galas, and put on complex shows at prestigious London

278 Arthur H Fox Strangways, Cecil Sharp (Oxford, 1933).

279 |bid., p.70. Also see p.129.

280 Details of the formation of Thaxted Morris Men from Reg Groves, Conrad Noel and the Thaxted
Movement (London, 1967), Harry de Caux Thaxted: A Desperate Morris Place (1983) and Mike Garland,
The Development of a Tradition: The Thaxted Morris Weekend (Unpublished MA Dissertation).

103

nti

n e

m



venues, but 1906 also marked what could be called the beginning of the end for the

partnership between Sharp and Neal.

Fig. 30: The Vicarage Garden, Thaxted.

A photograph fr om C albuma lteld bydhe EsSex repoed IO8ice,TdP224.
Although there are few captions in the album, it is believed that this photograph shows
the Vicarage Garden, with Conrad Noel on the left talking to Blanche Payling,
with George Chambers, the Curate, standing on the right.

In 1906 Pethick-Lawrence and Neal were approached first by Mrs Emmeline Pankhurst
and then by Annie Kenney to help with the foundation of the London branch of the newly-
formed Womends Social and Pol it i c¢rstmeetingin
London but Neal acted as minuting secretary for the group.?®* Members of the Union,
including Pethick-Lawrence and Kenney, were arrested in 1906 after an initial campaign
to bring the question of Women 6 sat ERdalyg $hars,
the younger sister of Cecil Sharp, also joined the WSPU. This illustrates quite clearly the
fact that these people, known as prime movers in ensuring that folk song and dance were
returned to the people of England, were also known to each other through strong political
affiliation with the Fabian Society, the emerging Labour Party and the movement for
Womenos Right s. Unfortunately, by 1908

becoming more extreme, and the partnership between Sharp and Neal came to an end.

281 Both Judge and Roy Dommett wrote about the links that Neal had with the WSPU, Dommett in his
unpublished paper i Ho W(19800 re-dfstributedr 2011y Budge, ttMany &lsalband the
Espérance Morrisg Folk Music Journal, p.558.

104

on. T

befo

t he



Three reasons for the collapse of their enterprise can be identified; the increasing
violence of the WSPU campaign, which neither Sharp nor Macllwaine would support was
certainly a major stumbling block, and one that was said to be the reason why Macllwaine
left the Espérance Club; artistic differences in the way that Morris Dancing was being
portrayed, and the way that the development and collecting of folk song was being
advertised, and thirdly, a suggestion that Sharp was concerned that he was losing the

right to be regarded as the countryds |

eadi

turn was putting at risk his pheseasonsbehindwi t h

Sharpds deceptions are clear: Mazy Neak @asdhed t o

leading authority so that he could continue to receive a school board salary. His livelihood

was under threat.®?

In his detailed description of this period, Roy Judge suggests that there was a point
where Neal was ahead in the race to lead the folk dance revival, but her trip to America
at a crucial point was ill-timed, and allowed Sharp to re-assert his dominance.?® Reading
the communications from the time it is easy to see at this distance that the arguments
were complex, and not necessarily to do with Morris Dancing. Sharp was clearly a new
breed of collector. Unlike many of the early scholars in the field, known for remaining in
their rooms, while others were sent out to do the fieldwork, Sharp went out to undertake
his own research in the countryside, and published his own results.?8* But he was known
for being a difficult man to work with, and it seems that he needed to be the leader in his
field at all costs. He argued with Charles Marson, his friend and original collaborator in

his song collecting work, and he fell out with Mary Neal.?®® The basic reasons in both

282 Keith Chandler, The Morris Dancer, Vol.3, No.5 (1997), p.142.
283 Judge, Mary Neal and the Espérance Morris§ Folk Music Journal (1989), p.566.
284 A criticism levelled at Percy Manning, and Frazer, among others.
285 See Sutcliffe, The Keys of Heaven (2010). This would also put Sharp in to the Catalyst grouping
explained in Chapter 4.
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cases were concerned with Sharpds control ov
society would have of this material, particularly the view of the Board of Education,
because Sharp had a great desire to see his work brought back to society through being

taught to children in school.

The artistic differences tend to be the one element that is highlighted today. Sharp is

often portrayed as the keeper of tradition, of a controlled energy, and an uprightness so

often associated with very best of Victorian and Edwardian gentlemen. Neal, despite the

obviously huge public enthusiasm for her teams that were flooding the country with

dance, has sometimes been dismissed as nothing more than an enthusiastic supporter

of o6funéd. In fact, some of the evidence fron
closer to the contemporary nature of the tradition than Sharp.?8¢ In her own writing Neal

says that she had seen teams where no two men were dancing the same way, yet they

were all perfectly illustrating the tradition and their enjoyment of the performance. 27 As

Dommett suggests in his notes, the arguments between them often came down to little

more than a minute detail over the placing ofaleg. @ Much was made of whe
in the morris step shoul d ?bNealsettainy expestedherr b en
dancers to enjoy their performance, to show the fun in dance, but she also expected her

teams to put on a show of skill and perfection. Indeed she could not have supported her
programme of concerts at the London venues unless the performances were highly

polished. Sharp, on the other hand, is portrayed as a stereotypical stern and serious

Victorian, but in Kimber, a t | east i n Ki mber 6s | ater i fe,

286 The drawings of the dancers at Stowe House in the 1818 show a team thoroughly enjoying their dancing.

Cutting, History and the Morris Dance (2005), p.181. i St owe Houseo, 1844, A blye Jame
Cotswold Morris i Hey-Day , Decl i ne RusseliWoRley(1980gr p.10..

287 Quoted by Judge from an article written by Neal for the Observer Newspaper, 3 December 1911. Folk

Music Journal Vol.5, NO.5 (1989), p.569.

288 Dpommett, dHow Do You Think tWas6 (1980 .
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kindred spirit. We may not know how Kimber acted as a much younger man when he

went to teach the girls in London, but there is a clue from the writing of Theo Chaundy:
The girls danced well, and, if you ask Kimber nowadays whether women should
dance the Morris, he replies with an wunh
dancing a jigé and he adds, 6l 6ve al ways
the Morris revival but the girls? Theydanc ed a damnéd sight nea
now.28°

Morris Men today who met Kimber (Fig.31) in his later years have reported that he

expected and demanded perfection from his dancers.?*° His word was law and he would

stand no opposition.?%!

Fig. 31: William Kimber.
William Kimber, playing the concertina that he bequeathed to

Father Kenneth Loveless, Squire of the Morris Ring, 1980-82.%9

Unfortunately, the debate between Sharp and Neal was not allowed to run its course.
Although Sharp had a need to be in control, to be in the ascendancy, he did not always
achieve that. Judge notes how Sharp had been forced to resign his post at the
Hampstead Conservatoire after ditter disputeséwith the proprietor, and for some time

during the arguments with Neal it seemed t ha

2Theo W Chaundy, @Wil | Thedourkal ofitheeEFDSS,A0l.Pllh Not4r(1859) p.203.
2% Information given for this study by men who had met Kimber, David Chaundy, Eric Foxley and Mike
Chandler.

291 Thompson describes the clear social order of the time - Paul Thompson, The Edwardians (London, 1992),
pp.186-234.

292 photograph of William Kimber from the EFDSS collection, printed in the 11™ edition of the leaflet produced
by The Morris Ring, The Morris and Sword Dances of England.
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detailed descriptions of the arguments and disagreements it is possible to come to the
conclusion that the enthusiastic collecting by Sharp and Neal in the years before the war

was being driven not by a desire to save the ancient dance form, but a simple desire to

be the first in a new field of study.?®® It might be suggested that En gl and@mal t r ad |

dance heritage was saved because of an argument. It is fascinating to consider what the
dancing map of England might look like today if Neal had taken control, but international
events intervened, and as war broke out Neal disbanded the Espérance Clubs and
moved into war work. For a period of nearly ten years the revival had been started and
driven forward by a woman, the Morris had been danced by teams of both girls and boys,
many dancers from the old teams had been to London to teach the girls, and in 1910
Sharp wrote to the Daily News explaining, among other things, why women should dance

the Morris. As Dommett explains in his papers, this was not really a revival of the Morris

Tradition, but a re-invention. il t should be remembled,edr & dlalty

reinvention, was made possible because of what both of them did.&**

In 1911 Sharp founded the English Folk Dance Society, and in 1912 he put together a
menobdés Side. Three of that team, including
at the battle of the Somme. After the war Neal had lost the enthusiasm for the fight, and
so the field was left open for Sharp and his EFDS to take the revival i or re-invention i
forward. What they had both achieved in those ten frantic years was outstanding, but
was equally of its time. Sharp was the true Edwardian gentleman, Neal the epitome of
the enthusiastic Edwardian new woman. It is surprising that they managed to work

together at all, and completely unsurprising that they eventually separated, but Dommett

is quite correct when he talks aboutare-i nventi on. Neal s girl s
2sSee also Judge, fCeci | -19h0afuhMusinlburnalive.8 NoR2r(2002)s 1 90 6
pp.195-228.

294 Dommett papers, iHow Do You Think ItWas? 6 ( 1980) .
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was far removed from the Bampton team dancing outside their village pub, or Abingdon
accompanying the Mayor of Ock Street, but members of both of those teams had been
toinstructatthe Espér ance Cl ub. Yet Sharpo6s insistence
strength was equally a new direction for the dance, and furthermore, after the war the

EFDS kept the Morris firmly in the Village Hall or the Vicarage Garden. However, some

of Neal 6s work remained, andeneouraghmantpdancehar p

the Morris, the influence of the women remained strong in the post-war dance world.

Mary Turner reflects that while the typical image of Victorian Ladies as poor, weak A f r a i |
creatures ne e duaslargelp true, tnenetheless thére were exceptions.?%
Therewerefistrong women who have aneisidckdrtha Maryne st «
Neal falls into this latter category.?®® Turner goes on to say that fimany strove, not for
personal gain or achievement, but to and ght t
again this accurately describes the motivation that led Neal to set up the Espérance

Club.?®” However, her life and work also meet with the same modern indifference that

affects much of the traditional dance history of England. Although there are many works

detailing that vital political period in the early twentieth century when women had begun

the fight for the vote, hardly any of them mention Mary Neal, despite her role within the
London branch of the Womends Soci al and Pol
Kenny and Pethick. Pethickbés marriage to Fr.
with the note that Lloyd George was a guest, but there is no reference to the fact that

Neal arranged the festivities on that day. Duncan Crow is one of the few authors to

mention Neal, but he seems to damn her with faint praise in a statement that does little

to highlight the extent and strength of her work in North London: i Emme | i ne Pet hi c

2% Mary Turner, Th e  Wo me n 0 gLor@@nn2004)r py3.
2% |pid., p.8.
297 |bid., p.8.

109



a Quaker, who with Mary Neal, a pioneer in the Folk Dance movement, had started the
Espér ance Girlso6 Club to | ighten®®ttimayonlyibevees of
postscript to a crucial period, but it has a resonance with the way that Neal was later
treated by the folk world and by other historians. In 1968 Dorson published his extremely
detailed work AFol kl ore and FolckJoanrd Wheeler and i
Kealiinohomoku says:-
Three figures stand especially tall in English folk dance scholarship. They are
Cecil J Sharp, Maud Karpeles, and Violet Alford. Sharp was the first serious
scholar of folk dance in England, and his studies were inspired after a great
awakening of awareness within himself when he saw a morris dance in 1899.2%°
Once again the pioneering work of Neal has
highlighted. So even though this work was not published until 1972 it still follows the
approved EFDSS version of the history of the first Revival. Sharp and his associates
hold the dominant position and all other influences are ignored. It was clearly an exciting
time and while this study has highlighted the work and influence of Mary Neal, arguments
could be made to support the work of other collectors, suggesting that they have a right

to be considered as the first in the field. Macllwaine and Carey, for example, travelled

with Neal and continued their studies after the Neali Sharp split.

Similarly, works detailing the social history of the period rarely mention the Espérance
Club. The Club may have had a vital impact on the lives of the girls, and on the re-
invention of Morris Dancing, but it was also an important milestone in the development
of the Labour movement. Neal d6s organi doati on

gave them work and security, a living wage, and an annual holiday to be spent away

298 Duncan Crow, The Edwardian Woman (London, 1978), p.197. Neal and Pethick are noted in a more
appreciative piece by-teMesuctebsafthé Espérance Clulfiwahdee i large g

measure to the hard work and foresight of its two founders, who were unusually sensitive to the varied

needs of t hiladepeedsrdWamen; Work and Community for Single Women 1850-1920

(Chicago, 1985), p.233.

2%Joann Wheeler Kealiinohomoku, TiFélidorelandPaklife(€Ehicago,n Ri char
1972), p.388.
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from the smoke and grime of the city, all good socialist aims. Through their dancing some
of the girls were introduced to a totally different way of life, travelling the country to train
local teams as Blanche Payling did at Thaxted in Essex. Florrie Warren (Fig.32), not only
became Neal 0s principal dance teacher,
Macllwaine with the descriptions of movements for the Morris Book, but she went to

America with Mary Neal.>®

Fig. 32: Espérance Club dancers.
Florrie Warren, centre, dancing in London with two of the girls from the Espérance Clu

b.301

Photographs and postcards of the time still appear showing the Espérance teams at
fetes and galas, but with no reference to the nature of the display shown. This pioneering
work deserves to be brought before a wider audience, but, again, lack of any publicity is

typical of most ventures connected with the world of traditional song or dance.

Further light is thrown on this period by writings relating to the positions of Helen and
Maud Karpeles. The two sisters were born in London in the 1880s, children of German
Jewish immigrants. When they left school they went as volunteers to the Mansfield
House Settlement in East London, where they were particularly involved with the Guild

of Play, a club set up to help the poorest children in the area.**? There are echoes here

300 Judge, Mary Neal and the Espérance Morrisq p.566

301 <http://www.maryneal.org/object/6433/chapter/1004/> [accessed 15/12/2014].

302 Details of Maud Karpelesd | i f e khatk/@ww.jd90.a.mk/ctfolk/ctfolk3.htm> [accessed 24
November 2014]. The text of the web site is by Ju Gosling for the EFDSS.
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of the young Mary Neal, who, at the same time was setting up a club with very similar
i ntentions in North Londo rranceAGul,idancing yassat
central activity at Mansfield House, and in 1909, being in Stratford-upon-Avon to see a
play, they heard of a local dance festival and went along to see if they could pick up any
information that would be of use in London. The event was the Stratford Folk Dance
Festival with Cecil Sharp and Mary Neal as judges, and the Karpeles sisters were
entranced by what they saw, and subsequently became deeply involved in the folk dance
movement. Maud travelled with Sharp on his collecting excursions, including his lengthy
trip to America, helped to establish the English Folk Dance Society in 1911 and, after his
death in 1924, continued his work, becoming his literary executor. Sharp had put together
a mends Morris Side that included Dougl
That team also included George Butterworth, the composer, and it has been suggested
that he was in line to take over the EFDS after Sharp, but after his death Kennedy

became the Director of the Society.

In her writing Helen Kennedy talks of those early days and while she gives Neal credit
for her folk dance work she explains the origins of the Morris element within the
Espérance Club in a slightly different light, saying that it was Sharp who suggested it to
Neal, with no indication that it was Neal who first approached Sharp. A Thi s ¢
already well-known for its interest in national dancing and Mr. Sharp suggested to Miss
Neal that she might like to include the Morris dance in the club's repertoire. 3% She goes
on to talk about the early days of the EFDS and makes it quite plain that women were
the driving force:ié and t he members of the staff

Mrs. Kettlewell, Miss Karpeles and myself. Miss Collis, who was the star pupil, made the

303 Helen Kennedy, from -
<http://www.americanmorrisnews.org/tonybarrandv28n3reprintsfromEDSSpart2.html> [accessed 24
November 2013].
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sixth for the denotonlysdoingdhe teaching,siut guttisgoon dancing

shows dances as well. Although Sharp had written in support of women dancing,

Douglas Kennedy was very much against such a move, yet in 1929 Kennedy led a tour

of Canada and the party included: -
Joan Sharp, daughter of Cecil Sharp; Maud Karpeles, Sharp's closest
collaborator and literary executor; her sister Helen Karpeles Kennedy, wife of
Douglas Kennedy; May Gadd, National Director of EFDS's American counterpart,
the Country Dance and Song Society, and Imogen Holst, daughter of composer,
Gustav Holst. Three musicians also came on the tour. May Hobbs played piano
and Elsie Avr played violiné

So in this volatile early period, the first Revival and the formation of the Dance Society,

it was clearly the women who were the driving force. Sharp and Kennedy may have been

the figure-heads, as demanded by the norms of society at that time, but women were

teaching and performing the dances.

The Inter-War Period.

In the period after the First World War the place occupied by women in English Society

was confused and contradictory. While some women threw themselves into the gaiety of

t he O6Roar i ng T uhe hnotrdrseoktite war,mthdr wiveg and mothers simply

wished to return to a quiet life with a re-united family. Many, of course, did not have this

option as their husbands and sons had died in the war. It is one of the ironies of the time

that although Neal had retired and the Espérance Club disbanded, leaving Sharp and

the EFDS in overall contr ol , -rmaledor@slhadiwonu gh S|
the day, even with Neal, the folk dance world was now over-populated with women.i T h e

EFDS, asitthenwa s , had a branch in Cambridge which

almost entirely womenit hey coul dinadnd gtehe inre nnu m¥¥Mary wer e

304 Daniel Stone, writing in the American Morris Newsletter -
<http://www.americanmorrisnews.org/pastissues/july2007v27n2/current_issue/danielstonev27n21929efds
canadatour.html> [accessed 24 November 2013].

305 Judge notes how Rolf Gardiner spent some time with Neal and persuaded her that she should support
mendés Marcroing . fi Re miThe MorcissDarcer,9/dl.3, No.7, p.202.
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continued to attend the EFDS clubs because it gave them a link to those care-free
Edwardian days before the war, and kept alive memories of those husbands and boy-
friends now lost to them. They danced the social dances collected by Sharp, and the

Playford dances that had been restored by the EFDS, and they also danced the Morris,

but only in the privacy ofthe c¢c | ub, and nGfeoerse, thene was qultd aibig .

corps of competent lady dancers to draw on.3% In his interview Bob Tatman referred to
these days, when he and a few friends would cycle round the local villages to visit the
new Folk Dance Clubs.i They were run by women, and
women who knew one anot her soci &1Toywany, the
dance clubs were a lifeline, giving them a purpose in a world so dramatically torn apart.
As the Director of the Society, Sharp was the man they revered for restoring this treasure
trove of dance to the English people, and the true story of the pre-war period was quietly
buried. As Roy Judge wrote:-i Many woul d have thought
Mary Neal and the bitter antagonisms of the early years become distant memories, best
f or g o¥8tSewhenoHunter stood up at the inaugural meeting of the Morris Ring in
1934 both men and women would have totally supported his view that Sharp was alone
in restoring Morris Dancing to the English People. But one legacy of the work of both

Sharp and Neal was active and extremely important to the survival of Morris Dancing.

Before the First World War both Sharp and Neal had been training teachers, and the
board of Education had agreed that folk dancing should be included in the curriculum of
schools in England. After the war, although young women were entering new
professions, Ruth Adam notesthati The domi nant s pdiwarsvarléwes

the teachers. 39 This new direction set a pattern that was to survive through the inter-

306 Geoffrey Metcalf, The Morris Dancer, Vol.3, No.1, p.29.

307 Interview with Bob Tatman, 19/09/2012.

308 Judge, Mary Neal and the Esperance Morriso p.545.

309 Ruth Adam, A’ Womands PR192&dLenddn91978), p.102.

114

mo st

ough

t S

of t



war period and into the 1950s.3*° Undoubtedly many of these women had learned to
dance either directly with the Espérance groups, or through the courses run by Sharp
and Neal before the war. Now they kept the spirit alive both at work and in their
recreational life at the folk dance clubs, but as Sharp was now the accepted master of
this dance world they also followed his teaching. The new Morris Dance was confined to
the hall or the Garden Party, never on the streets outside a public house, and young
dancers had to go through a complex period of training and certification before they were
allowed to give public demonstrations. Ganniford wrote about the early days of
Greensleeves Morris Men: iOur only appearances in public
to give a show at a Country Dance Party somewhere in London or, on rare occasions,
at a SumnEThiFetapmwroach was replicated in sclt
and the club histories of the few teams active at that time detail the way in which they
and the Folk Dance Society were instrumental in bringing Morris Dancing to life after the
war.3'2 The general picture is that men learned to dance in the EFDS clubs, and then
wanting to do something more, formed their own groups under the patronage of the
Society. The first Squire of Greensleeves Morris Men from London wrote about their
formation in 1926:
"....the idea is to have a private club consisting of men who do not habitually
demonstrate for Headquarters, but do know their business up to a decent
standard. The theory is that a really good team can be made up of unpretentious
individuals if they practice constantly and regularly together ... We do not teach
technique to individuals; that is done in the Society's classes. We train teams. At
present, anyone who has progressed through all the grades but is not constantly
performing in shows for H.Q. finds himself at rather a loose end. A private club
such as ours ought therefore to be a godsend. The team will find plenty of outlets

for its energies, but the idea is that practices are the main thing, shows and
competitions merely incidents."3!3

3'Not e how interviewees, particularly Barry Cosre, talk
311 William Ganniford, The Morris Dancer, Vol.3, No.1, p.26.Li on e | Bacon also said: fil
that the EFDSS never encouraged or itself arranged for women to dance the Morris in public, but at classes

and parties it was certainly mixed.o 22/02/1979.

312 The influence of these teachers was long-lasting. | taught with a teacher who had begun her teaching

career before the Second World War, and in 1973 she still refused to have boys in her folk dancing classes.

The boys played football while the girls danced.

313 <http://www.greensleevesmorris.org.uk> [accessed 23 October 2013].
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Note how the Squire only writes about 6sho
evenings outside a village pub, and even the
is paramount. The writing also highlights the other situation of those days, the fact that
the Society was in charge of training dancert
many of the Societyb6s teachers were women. G
1920s and in 1925, having passed all her examinations and been welcomed by Sharp
himself, was appointed as organiser of the East Surrey branch.?!* Once there she
realised that it would be possible to form a
the dancers who would eventually become the East Surrey Morris Men. Having
assembled the team, she passed them on to Kenneth Constable who had been dancing
as a member of the Headquarterds Team. He wi
he had received instruction from both Kimber and Sharp, and from Marjorie Barnett, who
h e s aapated hetter than any of us men. & These two clubs became founder

members of the Morris Ring in 1934 and are still active today.

The Gloucestershire Morris Men can also date their history back into the 1930s, with
links to the Cheltenham Folk Dance Club. That club was affiliated to the EFDSS and
Miss Audrey Armstrong taught the dancers some Morris. At some point they became the
Cheltenham Morris Men, and they were admitted into the Morris Ring in 1938. During
the Second World War Mrs. Dorothy Williams taught country dancing once a month at
Patebs Junior SchidoéWwheneCbhkhéeétahbamincluded s
men and wome n Tawards the end of the war she also taught the remnants of the
Cheltenham Men, and they eventually became the Gloucestershire Morris Men. For

those practices they had Mrs. Hitch playing the piano: i Mr s Hi t ch obl i ged

314 <http://www.esmm.org.uk> [accessed 23 October 2013].
315 <http://www.esmm.org.uk> [accessed 23 October 2013].
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putting her knitting on keys beyond where she would be playing and resumed knitting

while we argued what to do next.¢'®

Although not quite so directly involved, Tatman also spoke of the influence of a woman
during the foundation of the Stansted Morris Men in Kent in 1934:-
One of the regular visitors to the Fairseat Folk Dance Club was Mr Bentley
Thor ne, a member of Douglas Kennedyods EI
Bromley, and in the autumn of 1934 he met some of the younger men of the
village at a country dance party given by Mr and Mrs Hunt in Goodmans Barn
and persuaded them to take up the Morris. Mrs Hunt willingly offered the use of

the Oast House adjacent to the barn and so the Stansted Morris Men came to be
formed in the winter of 1934/5.37

There is no suggestion that at this time in the history of The Morris there had been

anything like a complete re-invention of the dance. There was still a direct link, a line

from the remaining traditional Sides, through the men from those Sides who had travelled

to London to teach Nealés girls, through Sha
and the women, who were learning the dance in the post-war period. A Our musi ci an
a delightful lady pianist, Mrs Matthews, who was always seated at her piano long before

any of us arrived. She had a fantastic memory for the tunes and never needed to refer

to Sharpds publ i33ihke dhangessvérerestiaed to diffeences in the

way that the dance was shown to the public, and the fact that girls and women were

dancing, and were teaching the men. The newly created teams were finding their way in

the new Morris world. In fact, this period between the wars is sometimes seen as a quiet

time, almost a time of waiting for the next explosion. Mary Turner writes that the pre-war

feminist agenda disappeared after the war T At he sense of urgenc
characterised earlier campaigns died down once women finally won the vote on the same

t er ms a3 Althaugh.it as true that life for women was changing in many ways,

316 <http://www.glosmorrismen.org/> [accessed 12 June 2012].

317 Bob Tatman interview, 19/09/2012.

318 William Ganiford, The Morris Dancer, Vol.3, No.1 (1993), p.25.

319 Mary Turner, Th e  Wo me n 06 sA Celebnation of ghanging roles 1900-2000 (Kew, 2003), p.73.
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Turner explores the continued confusions that they faced. In the Depression women

were sometimes forced into the role of breadwinner, while in more prosperous areas and

times they were encouraged to provide perfect homes for their husbands, but this striving

for 6domestic bliss6 couéasnsdthatlifegeldoathingrsotreb ur b a
than an endless round of housework and boredom in a new suburban wasteland. 3%° The

problem was made worse, as Langhamer explains, when writers in the daily press
encouraged women to allow their husbands the freedom to enjoy sports and hobbies

away from the home.??! Once again these descriptions of life in the years between the

wars ignore the continuing enthusi asSdesf or al
were appearing across the country, and the
growing. Perhaps the direct influence of women on the dance was less obvious than it

had been before the war, but as club histories note, women were there, dancing with

teams at practice sessions, teaching from their positions within the EFDS and
increasingly providing music for the teams, as they tried to move away from the piano in

thevillage hall.®?A Li ve music was provided by Ruth Anc
if somewhat uni ns p% Bdthangpton Moiri® Ménndiats framothis time,

originally started by Charlotte Oakey who was the Headteacher of the village school,

another link to the education world that was begun by Sharp and Neal***Mr s Oak ey 0s
son Douglas was a member of the Societyobs De
formation of the boyds team in the village.

a halt by the outbreak of war.

320 Mary Turner, The Womendsp7&entury,

321 Claire Langhamer, Wo me nds | ei s ur e -60 (Manéhasted, 2000y p.188. 2 0

322 |n 1932 the Folk Song Society combined with the English Folk Dance Society to form the English Folk
Dance and Song Society, the EFDSS.

323 John Hawkins, London Pride (2009), p.15.

324 The Bathampton Way (1994) and from interviews with Bathampton Men, 23/10/2012.
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The Morris Ring held a meeting in Thaxted during the weekend of 10 June 1939. One
hundred and ten men attended the meeting, and the First Log Book of the Morris Ring
lists the clubs represented i Bal gowan, Bedford, Bi sho
Cambridge, Clifton, East Surrey, Greengate, Greensleeves, Letchworth, London Pride,
Morley College, St Albans, Stansted, Suffolk, Thaxted, Wargrave, and West Yorks. They
were joined by nine Basque dancers who had made the journey from Spain. This was
the eighteenth meeting of the Ring Clubs, and at the end of the business meeting plans
were made for a number of further gatherings in 1940.3% In the event only one meeting
was held, at Cecil Sharp House in London on Sunday 10 March 1940. Seventy men
attended that meeting, and although it was hoped to be able to hold further meetings,
particularly the one at Thaxted on 8 June, the Log Book records the cancellation of all
further meetings for the duration of the War:-
It must here be recorded that although the arrangements for this meeting were
made, and although the chances of holding it seemed very favourable, events of
May and June were so serious for our country that very reluctantly it was decided
that we should have to abandon the meeting. No further gatherings of the Ring
took place during the war years, but many clubs succeeded in holding occasional
meetings i a few held regular ones, and the activities of the Ring were in
abeyance until the beginning of 1946.326
In the written histories of modern sides there are occasional glimpses of the way in which
the teams continued to dance throughout the war, and once again women were shown
to be of vital importance. In the history of the formation of the Icknield Way Morris Men
they describe how Miss Mary Shunn, a teacher at Icknield Secondary Modern School,
introduced Morris dancing into the school curriculum during the 1950s as part of the
Duke of Edinburgh award scheme. From that school group the Icknield Way Morris Men

were eventually formed, first dancing out in 1965. Mary Shunn had been a friend of

William Kimber of the Headington Quarry Morris Men, and she had not only played for

t hat t eam, but had danced with them during

325 Abson, The First Log Book of the Morris Ring, p.41.
326 |bid., p.43.

119

'da)

1



during the Second World War wFR&%eSharptahdeotherse n

may have insisted on men dancing the Morris, but it seems that some teams turned to
the women to keep going during times of emergency. Headington Quarry may only have

been one among many.

The Immediate Post-War period.

The next meeting of the Morris Ring was held again in Cecil Sharp House on March 23,
1946, when one hundred men attended and the Log notes the way in which each new
arrival was greeted with expressions of joy and pleasure.??® The teams represented were

al l menbés teams; some had c¢ o mandHdad beencstarteg

we Il

fron

by the Societydéds women teachers, some had b

again, it was often the women teachers who had started the Morris Clubs, as at
Bathampton. But in every case a woman would still not dance out in public with the men
or the boys, because the social protocols of the pre-war period remained strongly in
place. i So it should be taken for granted
discrimination against women was still at least in some quarters regarded as part of the
natur al o r d3® Comméntatord onrthg situadion in the immediate post-war
period note how many women simply wanted to return to a peaceful home life, and the
drive for the feminist cause disappeared.3® The feeling of the time mirrored that of the
post-World War One period, and is clearly expressed in one line from the Morris Ring
Log of the 1946 meeting: i A t | ast, wh at had seemed to
came a Ring g¢galnthe1930swomengvaré encooraged to allow men to
find a hobby; these men had that hobby, and after so many years of male companionship

in the forces, to many it was a relief to be able to spend time back in the all-male

327 <http://www.icknieldwaymorrismen.org.uk/> [accessed 12 June 2012].

328 Abson, The First Log Book, p.44.

329 David Doughan and Peter Gordon, Women, Clubs and Associations in Britain (Abingdon, 2006), p.5.
330 Barbara Caine, English Feminism (Oxford, 1997).
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environment of the Morris Side. However, although men were pleased to see so many

friends return from the fighting, the post-war situation was not good as far as the standard

of dance was concerned, and it was the Soci

of local dance clubs who were best placed to witness the problems. In the Midlands Sybil
Clarke, working for the EFDSS started the Birmingham Boys Morris and Sword Team,
based at Ryland Road School in Erdington. When the team outgrew the school, and

Clarke became too busy with other duties to continue, they moved to the Green Man pub

e

and became the Green Manbdbs Morris and Sword

male dancing team, they had a woman musician, Mary Evans.33!

In another part of Birmingham Gladys Watson, the Headteacher of Acocks Green Junior
School had established the Acocks Green Folk Dance Club. Gwen Taylor, a member of
the club and of the English Folk Dance and Song Society was also concerned about the
post-war standard of Morris. Through connections that she had made while attending
EFDSS courses it was suggested that she should try to form a Morris Side, and in
February 1949 she asked a few friends from the Acocks Green Club if they would like to
meet to practise the Morris. This group quickly became of sufficient standard to dance
out in public, and choosing the name Jockey Morris Men they appeared at the
Birmingham Music Festival in June 194%
the history of the Jockey Morris Men it is noted how many of the embryo clubs at that
time were connected to teachers or teacher training colleges. Briefly there was a team
at Saltley Training Coll ege, but those
husband, was running clubs at Hope Street School and Nelson Street School in
Birmingham, and Gwen Taylor was employed by Birmingham Education Authority to

teach Morris Dancing at St Thomaso6s Scho

331 Colin Spencer, A Short History of the Gred2005Mandés Morris
332 David Ayres and John Stait, 5 More Men (2010).
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post-war Morris two influences from the years of the first revival were strong, the number
of women actively teaching and playing for the dance, and the connection with education
that had been so strongly developed by both Sharp and Neal. But these women in the
1940s and 50s were still following the pattern set by the pre-war dancers; women learned
to dance and taught the dance, but they would not dance in public. As Sharp decreed,

the Morris should be performed by men.

In 1950 Douglas Kennedy, the Director of the EFDSS, published his book called
AEngl andés Danceso, and Mary Nfdhete-discoverpgfpear e
Morris Dancing:
He had been engaged in teaching his recently collected folk-songs to the
members of a working-gi r1 sé «cl ub. Revelling in this
him if he could find some dances to match. This request reminded him of the
Morris Dances, so he brought William Kimber up from Headington, and together
they started to teach the girls.33
This version of the early history of the first Revival may accord with the way that Helen
Kennedy, née Karpeles, described it in the 1920s, but is clearly at odds with the
description given by Fox Strangways in 1933
Sharp was not teaching the songs; they had been introduced by Macllwaine; Neal invited
Kimber to London, anditwas Ki mber and another dancer wh
only contribution at that point was to lecture on folk song during the dance performances
bytheEspér ance dancers. But Kennedyods version of
agreement with the authorised version as put out by the EFDSS. Sharp and Kimber were
the only begetters of the Morris revival, and their instruction, that the Morris should be

performed by men, was being followed to the letter, at least, as far as the public were

concerned.

333 Douglas Kennedy, En g | a n d 6 sFolb@ancing Boday and Yesterday (London, 1950), p.15.
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The insistence on male dancing is often today considered a matter for comment, and it
was so even in the 1950s, with the written history of Jockey Morris Men carrying a
newspaper cutting from Birmingham Mail of September 18, 1951, having the headline
AiMoris CIl ub Foundé%TheQaaninggparaghmhiofrthe article explains

that, although Gwen Taylor startedthe clubfis he i s barred from

because tradition precludes the paheadarcei pat i
makes no attempt to explain this statement

it does go on to talk about the work that women do fortheclub:i Never t hel es s,

of the club owe a good deal to feminine influence, for although to the men goes the

gl amour , behind the scenes thei rThewdsreanyf ol k

some bewilderment here, and the journalist does not understand the ways of the Morris
Dance world at that time, but the women directly involved with the club would have found
no contradiction in the way that women could train the dancers but take no part in the
shows. What Sharp started, whether from a Victorian view of the place of women in
society, or from a belief that Morris Dancing was simply a male dance, his instruction

was clearly being followed to the letter. However, the way that the wider feminist agenda

di sappeared after the war is noted by many

the twentieth century. The women of the EFDSS were firmly of the opinion that it was

the place of the men to dance in public, and nothing would change that view.33®

These women of the EFDSS and women teachers in schools across Southern England

taught boys and young men t o dwasdasght bAs

334 Ayres and Stait, 5 More Men, p.32.
335 Evidence from club histories as noted from Jockey MM, Stafford MM and East Surry MM shows that
women would learn to dance in class, and would teach the dance, but would not join the men in public
display. Writers describing the period after the second world war, Dougan and Gordon, Women, Clubs and
Associations in Britain (2006) and Caine English Feminism 1780 7 1980 (1997), suggest that women were
content to accept the male dominated social structure, and it must be assumed that the women of the
EFDSS also followed this general pattern. However, Caine writes about the change in the feminist agenda
during the 60s and 70s and therefore it may have been that the seeds of these changes, detailed later with
regard to the Morris dance, were sown privately during this earlier period.
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woman. A | ot of men were made into Morri
their younger days. *& They watched with pride as those new Morris Men took to the
streets, and where necessary they provided the musical accompaniment to this new
breed of dancer. Although some teams during and immediately after the war were able
to find women musicians who could not only play for dancing, but who already knew the
tunes they were being asked to play, as with Icknield Way Morris Men described above,
otherteamshad t o t ake a Wisicfvas previded by an actcoedion pfayed
by an enthusiastic young lady who answered an advertisement in the local paper. She
knew nothing about Morris, but was an able player. Her accordion was very nearly as

large as herself and weighed a ton.&*’

As the dance grew in popularity and the young men gained in confidence, the new
dancers went back to the older men and to the records of the collectors to start moving
their Sides in a new direction.®*® Instead of turning to the women of the Society for
instruction they appointed their own Foremen, and acquired male musicians, so the
words of Sharp would come true, and Morris Sides would be made up entirely of men.
In 1951 when the English Electric Morris and Sword Section was formed in Stafford they
were started by an apprentice from Ludlow, not a member of the EFDSS local branch,
and it was a male team. They did turn to EFDSS courses and festivals for instruction,
and also to local Morris Sides, like Jockey Morris Men, and to the Morris Ring. In 1957
this group became the Stafford Morris Men.*° The booklet they produced in 1983
provides an excellent description of the club history, but one sentence sets the tone of
the publication firmly within this post-war period: 7 Th e s u c c e sishasobeen

mainly due to the improving leadership, the abundant talent within the club and the

336 Interview with Tony Foxworthy, 19/09/2012.

¥Geoff Mendham, @The-1Rd @hieMorNsdancdr, ¥9l.3, Nd44p6118.
338 Conversation with Roy Dommett in Bury St Edmunds, 17/04/2010.

339 Stafford Morris Men (1983).
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unwavering suppo r** Mag fTurm@rTih leer boak detadirg dhe lives of
women in the twentieth century, al so tal ks a
Menreferred t o women of all classes as 01l adi e:
was considered rude. By implication, feminine women were entertainingly dizzy
and fluffy: they paid a great deal of attention to their appearance and left serious
matters to men; most importantly they accepted men as their superiors.3*
The men of the Stafford club used the terminology, but while some of them may have
thought that they were superior, it is more likely that most of them realised that the
success of the club owed a great deal to the efforts of the women. Their booklet goes on
tosayiThe | adies have turned the men into com
di spl ay and sandcso, ddspitadtisnbeing m gnaéle Morris Side, there is still
the implication that it existed because of a partnership between men and women. This

was true for many of the new Sides that started in the 1950s and the early 60s, but a

major change was comingontheback of a second O6fol k revival

The Second Revival.

Commentators have observed that although the 1960s are today seen as a time of great

change, particularly with regard to the place that women occupied in that society, in

reality there had been little movement from the 1940s and 50s. DeGroot makes the point

by saying that i Th ey miegshd esppusethe flower-power ideals but were still
expected to do t he 3faHe llsonngtes dhatdhere was lstill arg . 0
expectation that men would be incharge -i For al | the talk of par
the sixties generation was rather k e e n o n ma P*%Howeeer, Babara Caine

notes that there was a shift in emphasis amo

340 Stafford Morris Men (1983), p.15.

341 Tumer, The Women 6sp.lGleAltsud yDoughan and Gordon, fiThe term
rather than O6womeno, a term not wWémem Clabs ang Assoeiationg,t ed by
p.18.

342 Gerard J DeGroot, The Sixties Unplugged (London, 2008), p.288.

343 |bid., p.289.
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War.?* During the 1960s and 70s new organisations appeared with very different
agendas from the pre-war groups; once they had achieved the vote the older
organisations had been concerned with pay and criminal law discrimination, but the new
feminist groups put sexual freedom and social equality as their prime objectives. This
new direction comes through very strongly from the interview with Val Parker, who

started dancing in Bath in 1971.3%

Parker said that she was the first woman in her family to go to University, at a time when
there was a growth in young women going into further education away from home. She
felt that it was a time during which roles were changing and girls were becoming more
confident, a time when women felt that they could take control of their own futures. When
she announced that she intended to go to university her father had questioned her
decision, suggesting that there was little point in spending three years studying when
she would only get married and raise a family. It was a discussion that must have been
held in many families at that time, and it certainly helps to explain why so many young
women felt a great sense of freedom when they did break away to spend time in further
education. She said that she had beentoanalllgi r | sd school and so f ol
to come out into the world of University and then the world of work; in particular, she was
astonished by the general attitude towards women.3*¢ She commented that even in the
early 1970s women suffered active discrimination in so many ways; they paid a reduced
rate of Nati onal I nsurance because they HfAwo
incident that happened to another young dancer who, after getting married wrote to the
tax office. Her new husband | ater received ¢

the letter from your wi fe.o Parker ds hewi | | i

344 Barbara Caine, English Feminism 1780 - 1980 (Oxford, 1997).
345 Interview with Val Parker, 28/03/2013.
346 Compare this comment with that of Bob Tatman who had attended an all-boys school.
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University Folk Club is very simply summed up by her comment when describing the

girlsshewaswithi i They just wanted to get on with

The Folk Club at Bath City University was organised by Tubby and Betty Reynolds, and

once a month they held a Saturday evening Ceilidh. On the second Saturday after Val

it

Parkerodés arrival in Bath she saw a team of M

afternoon, a team that she later discovered were the Chipping Campden Morris Men,
and they would be appearing at the Ceilidh that evening. Because she thoroughly
enjoyed the show she went to the Ceilidh and from that began to attend the weekly Folk
Club sessions. Tubby Reynolds had been running the Bath City Morris Men since 1967
and on club nights he would take the men off for their practice for the first hour while
Betty would find something for the women to do, before they met up for social dancing
for the final part of the evening. Around this time, 1971, the women decided that they
would also like to try some dancing, so Betty Reynolds approached Roy Dommett, who
was known for his collecting work, to ask if he could suggest anything that would suit the
female section of the club, an interesting comparison with Neal and Sharp. Initially he
suggested some Stave Dances, and dances from Cheshire, and so from this, from the
Espérance Mor r i s Book and from dances that
repertoire, they put together a number

which is generally accepted to have been the first one.3*’

At the same time there were significant developments happening at the Sidmouth Folk
Festival. In 1955 the EFDSS was keen to start a new Festival to take the place of the

Stratford Festival that had been running since the days of Sharp and Neal.**® Because

347 Details taken from the interviews with both Val Parker and Roy Dommett.
8This move away from Stratford could be seen as
Revival from the early twentieth century.
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Nibs Matthews had taken Morris Men to Sidmouth, and an energetic local EFDSS group

had established some very popular Folk Dance displays in the town during the summer

mont hs, the pl ace rwaesndfleylét atnod baes &sfuoclhk woul d
all the elements that could come together to make a successful week-long summer Folk

Festival.®* Originally conceived as a dance festival, by the end of the 1960s the revival

in interest in folk song meant that the Festival had become an international event,
embracing all aspects of the folk world. To accommodate the many Morris dancers at

the Festival, dancers who in 1969 and 1970 were stillallmen, t her e wer e begi
experienced dancersd workshops. The beginne
Rippon, and had attracted so many people that he had sometimes moved outside the

marquee and simply held the workshop on an open green space.®° Neither he, nor

Dommett, running the advanced workshop, objected to women standing around the edge

of the arena, watching the proceedings. But in 1971 Griff Jones of Lutterworth Morris

Men was asked to run the beginnersd wor kshoj

with male Morris Sides, i nsisted that his se

Women who had been used to attending Rippond¢
new ruling, and four of them wrote to the Festival organisers to complain, saying i Br i n g
back Hu g h *!Rintgrgstinglyo these four women were teachers, another
connection to the long standing educational background of the twentieth century dance.

Dommett, running the advanced workshop was still happy for the women to watch the
dancer s, which only added to the Festival Or
a way round the difficulties for 1972 by as|

Wor kshopobybthen Bath City Ladies had starte

349 Derek Schofield, Fifty Years of The Sidmouth Festival (2004).
350 |bid., p.47.
351 |pbid., p.71.
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womendés team had st&TAedummerCheflt wamamoés t e
around this time, and the common factors when they talk about their formation are always
Dommet and Reynolds, and the Sidmouth Festival. Certainly the Festival and the anti-
women stance of Jones provided a catalyst fo

the work of Reynolds gave them a platform and a debating chamber.

The EFDSS ran a Festival in January each year at the Royal Albert Hall, but it tended to
be a very intense event, dedicated to the old style dancers and singers that the Society
had groomed during the immediate pre and post war world. Reynolds started running an
event that he ©atl el MmAWwWhertperhaps original
a venue for those enthusiasts who could not get to London, but from descriptions of the

7

event it seems that it quic*®ly became an ¢6al

Fig.33: 6 Al bertés Out &f Townd poster.

2petails from the En ghitpad/wwdvesgla@ésgmny.grg.ukceabn ds iftreom Bet h Nei |
history of the Morris Federation.

353 |nterview with Roy Dommett, 21/06/2011. Roy died in November 2015.

%pProgramme for the 1975 fAAlbertos Out of TBaimeo festi v
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Whet her or not the new womends teams t ook

it became a vital talking shop, where the new young women dancers could meet with
like-minded enthusiasts. Both Tubby and Betty died before they could be interviewed,
but Roy Dommett was a fascinating commentator on this period. His views did cause
controversy and divided opinion among Morris Men, but he was an extremely important
character within the Morris world, and was heldin highe st eem by t he

holding vital information about the development of the dance during the twentieth
century. His work certainly ranks alongside all of the other great modern scholars of the
Morris, men like Lionel Bacon and Russell Wortley, buthi s support f

Morris Sides was controversial.

Dommett first saw dancing in 1952 while at Bristol University. When he left to begin
working at Farnborough he joined the local team there, and was also taken to Abingdon
Morris Men and to Thames Valley Morris Men. As Dommett put it, he then had a bit of
good luck. He had been working on the Blue Streak missile project, but when that was
cancelled, although he put forward further ideas for a joint Anglo-American Missile
project, there was a two-year delay in getting the equipment from their American
partners. During that enforced gap Dommett pursued an active Morris Dance agenda.
He visited all the remaining collectors from the early years of the twentieth century, and
all of the surviving members of the first Travelling Morrice tour. He spoke to Maud
Karpeles and to Clive Carey, and therefore to people who had had direct contact with
Cecil Sharp and Mary Neal. He toured the Cotswold villages, speaking to the old dancers
and their wives, and he attended the remaining traditional days, particularly the day when
the Bampton teams toured their village. He spent time in Cecil Sharp House and the
Vaughan Williams Library in London going through the notebooks and diaries of the

collectors, and the rest of the archives of the EFDSS. His teaching work started at
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Halsway Manor in the mid-1960s when Nibs Matthews asked him to help out with a
workshop session, and that grew into instructional sessions for individual Sides and area

organisations, often working with Tubby Reynolds.

In interview Dommett was concerned to say that his teaching was meant to be
i nspirational é not Oinstructional 6. He
have come from a Side having its own teachers and its own style, and if he tried to
change that in one brief session it would only induce confusion and panic. His job, as he
saw it therefore, was to inspire the dancers to go away and try new things, to want to
dance well, and to build the new material into their own club style. He always encouraged
the dancers to think about their dancing, to dance with their heads as well as their feet.
Another interviewee, Mike Barclay, on hearing that Dommet had been interviewed,
commented on his teaching style.®® Barclay said that if you attended two workshops on
the same dances, but perhaps two or more years apart, you might find that Dommett
taught different things. At the first session, for example, he might say that the collectors
found two hand movements, and he would teach the first style. But at the next event
Dommett might again say that there were the two styles, but this time he would teach
the second way. On being challenged about this by Barclay, Dommett said that it was
not just forgetfulness but an intentional attempt to observe the development of these
styles over a number of years. He hoped that the people attending the workshops would
meet with other Sides and observe the differences, leading the dancers to seriously
consider their dancing. While this is an excellent methodology for someone brought up
in the modern education system, having been to University and being a world leader in
his field, it is another example of the way in which the Morris has changed during the

twentieth century. It would have been a totally alien way of thinking for the countrymen

355 Interview with Mike Barclay, 26/04/2012.
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of the remaining Cotswold teams at the turn of the century, although the opposite case

could also be made.

| would argue that, perhaps without realising it, Dommett was in fact returning the dance

to an ol d wsaeamsthatlgrew cuteofrith@ Revivals were all trying to follow the
dances |l aid down in Sharpdés Morris Books.
concerned with the interpretation of Sharpés
his writing had disposed of confusion and doubt, and had published one, clear style. It

was only by going back to his original field notes that dancers could uncover the hidden
differences, and Dommett had done so, and was now passing those findings on to the

wider world. In fact, the old teams had no books to guide them, simply that confusion,

and those decisions to make each year about their dancing. If they were to keep their

team traditions alive and different from other Sides in the area they needed to consider

their dancing, and possibly to change their dancing year on year. We have a clear
example of this when John Jenner, in his interview, talked about the Bledington Sides,

and the fact that the young team danced differently to the old team - the young men seen

by the Travelling Morrice, the older men interviewed by Sharp.®®® Dommett could
therefore have be seen as a thoughtful, intelligent educator, as a forgetful bumbler, or as

a devious malcontent spreading confusion and doubt. All three views are regularly

expressed, butt he womenoés teams tend¥®towards the fi

Reynolds started the womends team Bath City
formed in Cheltenham by women who had been to the Sidmouth Festival. That festival

also produced The Maids of Barum in 1974, Bourne Bumpers in 1974, and Water Cum

356 Interview with John Jenner, 01/11/2012.
3%"Many mendés teams also agree with the first opinion,
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Jolly in 1975.%8 0Ot her womendés teams were for med

in Islington and Windsor from folk clubs in 1974. When Val Parker left University and the
Bath City team she moved to Hertfordshire and although there was a team near to her
called English Miscellany they danced a different style of dance to Bath City, so Parker
started a team call ed @ Que e n-livwdteamorydansing.
for some eighteen months, it allowed Parker to maintain her connection with the other

t eams. By 1975 there were womends Sides

group of women connected with Bath City

organisation was needed to give them a focus, to provide a channel of communication,

and to arrange such essentials as insurance. As the Morris Ring continued to be

n Ce

Al t

appe

and

steadfastly male the women call ed tFbxingtesgr oup

how this duplication is often a common practice among English clubs:
...just as every conceivable English leisure pursuit has a magazine or six, each
one also has clubs, if not a National Society, with a whole network of Regional
Groups and subdivisions. Usually there are two rival National Societies, with
marginally different views on the activity in question, who spend most of their time
happily bickering and squabbling with each other.3>°
The reasons for its formation mirrored
Morris Ring was founded, and t he | mmedi ate growth i
Federation appeared, again, was exactly
Parker noted that only a few young women wanted an organisation that was blatantly
feminist, with comments beingmade abou't its headquarters
(rather than Cecil Sharp House, the Headquarters of the EFDSS) but she said that this
was a very small group, and the driving force for most clubs was simply that they wanted

a means of contact between clubs. Parker went on to become an officer in the new

Federation.

358 Beth Neill, Morris Federation i Twenty One Years 19751 1996 (1996).
359 Kate Fox, Watching the English (London, 2005), p.250.
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The Morris Ringwasc | ear i n its constitution; an

the Womenbs Federation was f orinModis HadhhbeenRi ng o

danced for hundreds of years by men, and should remain as a male-only tradition.
Women were perfectly entitled to dance on the streets, but they should not call it Morris
Dancing. The Federation countered with two arguments, the first being that the evidence
about Morris being male was unclear, and the second that women might have wanted to
dance but were restrained by the social conditions of the time. A third, much smaller,
organisation, The Open Morris, was formed, initially for those clubs where men and
women danced together, and were therefore unable to join either the all-male Ring or
the womendés Federation. I n those early

antagonism between the two large organisations, but unfortunately for the Open Morris,
the one argument that united them was that they both believed that Morris Dancing
should be a single-sex activity; men and women dancing together was simply social

dancing, not in any sense a ritual.

The EFDSS was in a difficult position. Although its founder, Cecil Sharp, had been

instrumental in guiding Morris Dancers towards a men-only mind-set, the women were

af fi

days

now dancing partly because of the way that

own Festival at Sidmouth. One argument in their favour was that the first instructional for
women at Sidmouth was entitled OWomenbd
collision with the male dancers. However, in the 1980s the Society was in financial
difficulty, and for some time there was a very real danger that it would collapse. Because
they had other, more pressing things to worry about, the arguments over who was
entitled to dance the Morris were left very largely to the Morris organisations. In fact,
while there were obvious differences between the groups, there was little contact and no

informed debate among them. At this point the Ring was strong and still growing. New
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clubs had been formed during the period

had survived to enter the main stream Morris world.

Observations were made at this time concerning European dance forms, for example
the Cossack dances, where men and women take different roles and perform different
movements during the dances. It was suggested that England may also have once had

clearly defined dances for both men and women, but for whatever reason t

danceshaddi sappear ed, | eayv dancg. Thistagunmerd wad appahMotly r i s

based on no evidence, and may have only been a way to divert the discussion away
from becoming a simplistic, misogynistic rant against women dancers. The argument
suggested that if the Morris dance was once for both men and women, the restrictive
social constructs of the seventeenth, eighteenth and nineteenth centuries may have
taken the womenoés e Otheeasguntents suggdsted thatdf thd Manris
had been developed by soldiers in the fourteenth century or if it had been at some time
connected with quarter-staff practice, women would not have been involved. Similarly, if
it had been connected in any way with religious rites, again, women would have been
unable to take part. Other strands of the argument pointed out that, whereas continental
European social folk dances often had clear roles for men and women, English dances
had developed along very different lines; social dances in this country were not story
dances, and did not provide platforms for men and women to show off their individual
prowess. Unfortunately, at national level, none of these arguments were used in
discussions between the organisations. They could regularly be heard at club level,
certainly among the male dancers, but there was little attempt to engage in constructive

dialogue. Where meetings did take place between the officers of the three large
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organisations, the atmosphere could usually be best described as a delicate truce, with

people determined to show that they could be polite under difficult circumstances.3%°

At one point early in the devel opment of t h
election as Squire of the Morris Ring. He was unsuccessful, but some have since
suggested that it was a missed opportunity for the Ring. Dommett said that the reason

that he started teaching the womenbts Sides w
in Somerset in the mid-1970s and felt that their dancing was so bad that they must have

been taught by s ec.¥dmeone needed to tdke coatrol ef thate n o
situation and in the absence of anyone else, he and Reynolds stepped in. It has therefore

been suggested that at that point, instead o f ignoring the format.i
Federation, the Morris Ring should have actively taken all clubs under its wing, perhaps

forming male and female sections. Dommett, it has been said, could have been the man

to lead this departure. However, others have stood by their conviction that only men

should dance the Morris, and for them, Dommett would simply have damaged the Ring,

and encouraged a development that would have quickly led to a total loss of the dance

in, what they believed, was its correct form. A third strand of this hypothetical discussion,

given that Dommet was not elected, suggested that he may have found himself in a
6Thomas Becketd situati on, having been el ect
restrained in public to followit s constitution and decry the
Clubs. In this way Dommettds influence may

stronger. But all such arguments, as indeed all the arguments for and against the

360 |vor Allsop, when Squire of the Morris Ring, reported a discussion he had with a South African reporter

concerning African folk dance. The reporter was of the opinion that women would not taketheman6s part i n
any dance. Private report given to me by Ivor Allsop.

361 Interview with Roy Dommett, 21/06/2011. This point was also picked up by Steve Bazire in his interview.

He observed that this was a strange assertion for Dommett to make, because at that time he had in fact

been the | ead teacher of womends teams.
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womenoés c¢cl ubs, came otcd entoyt hmonwg db eocna land

very quickly.

affec

The Womends Federation grew as more womenos

womanés Side in the south that split wup
to at least six new Sides across the country. Beth Neill, in her interview, talked about one
young woman who left Windsor and formed Updown Hill, but then moved on again and
started Jack Straws.®%? Although these interviewees spoke of this growth as if it was
unusual, it is exactly what had happened in the 1930s, again in the 1950s and in the
1960s with the mends clubs. One dancer

may not have lasted, although many did, but often the new dancers moved again and
started new Sides. Thewaythat t he womends teams grew
way that all of the teams have developed during the twentieth century. By the beginning
of the 1980s the Federation felt that there should be a change, and they should drop the
6Womendsd p atheconifgthe Maris Redaraton. Parker said that they were
very aware of the fact that there could be difficulties over this change, but around 1983

they decided to go ahead.

The Morris Ring was obviously concerned about this change. Some felt that it might
signal the beginning of the end, because of the two difficulties that were facing the Ring.
The first was a problem that had been suggested as soon as women began to dance.
Once women began to dance, some said that the men would stop as it would be difficult
to persuade young men to take up a pursuit followed by young women.% This prediction
seemed to be coming to pass, with wome

teams reporting that it was now very difficult to persuade young men to come into the

362 Interview with Beth Neill, 02/01/2013.
363 Note the language used by Lionel Bacon in his interviewi 6 c i s s yseem&h 6
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dance. While the mends teams of t hedanceast e t w
from the second revival, men who had joined in the late 1960s and early 70s, the problem
appeared to be one that would gradually affect the clubs in the early twenty-first century.
Indeed, by the beginning of that century the problem with dancers was becoming

apparent, but the problem concerning Morris musicians was more pressing.

The developments and changes evident within the provision of music for dancers are
complex. When the EFDS began to teach its members to dance in halls and on stages
the piano was considered an obvious choice of instrument, but as soon as teams moved
in to the open air changes had to be made. Some teams danced to a fiddle, but as the
number of teams grew the accordion seemed to be the natural progression from the
piano.®** Many of the women of the Society who would not want to dance in public found
a role playing for the men. Kate Butters played for the Thaxted Morris Men, Gwen Taylor
for Jockey Morris Men, and Ruth Andrewes for London Pride Morris Men, among many
others. As the number of Sides grew during the 50s and 60s, and as those Sides joined
the all-male Morris Ring, so more men began to play instruments, and teams lost their
women musicians. In many cases this was with the good wishes of the women, who at
that time were pleased to see the Sides becoming completely male. It is therefore,
interesting to note that as the womends tea

upon male musicians, a complete reversal of the previous order (Fig.34).

364 For further information about the music see Appendix 5.
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Fig. 34: Windsor Mrris.
Windsor Morris dancing in Bristol, 30/06/2012, to music provided by a male musician.
Photograph by the author.

However, as the male clubs approached the end of the twentieth century they found that
not only were they missing the young men as dancers, but they were losing their
musicians. Some clubs found that in order to keep dancing out they had to call upon the
expertise of women musicians, and if they were a Ring club they had a problem when it
came to attending all-male Morris Ring events. Some borrowed a male musician from a
neighbouring club or called upon the services of one of their own dancers who could play
a few tunes on an instrument. Others simply stopped attending Ring events, confining
their activities to club evenings in their own area, and joint events with other local clubs
who were happy to accept all musicians. By the end of the twentieth century the situation

was becoming critical, and some clubs were talking of leaving the Ring because they

were unwilling to continue with the decei

and shamedé policy, saying that the Squire

have women musicians to leave the Ring. However, action had to be taken when the
Equalities Act was passed by the Government in October 2010 because although the
Ring was perfectly entitled to remain a single-sex organisation under the terms of the
Act, it could only do so if all of the member clubs legally followed the terms of the Ring
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Constitution. This was clearly not the case, and the options were simple i change the
Constitution or expel the offending clubs. Many feared that asking those clubs to leave
would mean the collapse of the organisation. All of this came to a head at the Annual
Meeting in 2011 when a motion was put forward proposing that the Morris Ring should

allow member teams to have women musicians.3®

While this would seem to be a minor change to anyone outside the Morris world, it raised
two major concerns. The first was simply that the Morris Ring had been an all-male
organisation since its inception and many wanted to see it remain in that form. Their
argument was that asking some clubs to leave the Ring was a small price to pay for
keeping true to the beliefs of the founding fathers, that Morris Dancing had always been
a male activity and should remain so. The second concern was more complex but was
based around a fear that allowing female musicians would ultimately lead to an influx of
women dancers. There had always been a strong feeling that musicians had to be
dancers as well, so that they would understand the nuances of the dance, and could use
the music to lead the dancers through the intricacies of the figures. Taking that argument
to its logical extreme women would have to be encouraged to dance in order to become

good musicians.

Leading up to the Meeting there was considerable activity on the Morris Ring Web Site
with the various factions trying hard to canvass support. This activity was not always
conducted in the spirit of fellowship that is supposed to characterise the Ring, and the
arguments were lengthy, heated and complex. It certainly seemed that the idea that

women should be accepted as members of Ring Sides was still a hugely contentious

365 The Morris Ring was not alone in having to consider its position in relation to the Equalities movement.
Doughan and Gordon discuss the situation regardi
not discuss the issue of female membership until 1977. Women, Clubs and Associations in Britain (2006).
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issue and anathema to many dancers. Peter Halfpenney, the Ring Squire during the
period of the changes, had an extremely difficult job to steer the organisation through
these muddy waters, but it was a task that he handled with apparent consummate ease

and the final meeting proved to be much less of a challenge than was feared.*%®

The main change to the constitution of the Morris Ring was proposed by Rumford Morris

Men. They suggested, among other details, an addition to the wording at the beginning

of clausetwo:-i Any established Mené6és Club or Team wl

Sword Dancing or Mumming, which restri%®ts i

This, they hoped, would satisfy the requirements of the Equality Act, maint ai n t

aim of promoting male dancing, but would allow those clubs with women musicians to
continue their relationship as full members of the Morris Ring. Two clubs, Thaxted Morris
Men and Moulton Morris Men, proposed amendments that in essence required the Ring
to restrict clubs to both male dancers and musicians, but these were not accepted by
Rumford and were rejected by the meeting. The basic amendment to the Constitution as

proposed by Rumford was passed and the Morris Ring could allow Sides to continue

he

with women musicians. One i mmedi ate effect

Men from Newmarket, having two women musicians, applied to join the Ring and were

admitted at the next Annual Meeting (Fig.35).

Before the Meeting some men claimed that if the Amendment was not passed the
position of the Ring would become untenable. Clubs with women musicians would be

forced to leave in order to satisfy not only the re-affirmed constitution of the Ring, but

366 Details from the Morris Ring Newsletters i No.71: January 2011; No.72: February 2011; No.73: March
2011. These cover the period immediately pre and post the Annual Meeting, No.73 containing the Draft
Minutes of the Meeting.

367 The previous wording atthebe gi nni ng of ¢l ause two only said:
Morris, Sword and Mummers Clubs and Teams. 0

141

AiThe

Ri

F



also the demands of the new Equality Act. Although no-one knew how many clubs would
leave because of this, it was claimed that other genuinely all-male clubs would leave
simply because they would not accept what they thought would become a deeply
misogynistic, dinosaur organisation, out of step with the rest of the folk world. In total
contrast to this, others suggested that if the amendment was passed the male clubs
would resign from the Ring and form their own all-male organisation. In practice there
was no way of knowing how many clubs fell into each of these categories, and while
there were numerous postings on the Ring Website prophesying the end of the Morris
Ring, a considered examination of the clubs involved in those discussions showed that
very few clubs were actively taking part in the discussions, and furthermore, it was far
from clear whether these comments came from all of the members of a club or simply
from one or two vocal individuals. It gradually became apparent that the majority of the
clubs were appalled by this posturing and were pleased to see the organisation settle

peacefully into a new role within the Morris dance world.

Fig.35: Devi |l 6s Dyke musicians.
Three musicians of Devil 6s Dyke Morris Men
28/08/2006. Photograph by the author.

Considering the position held by the men and women dancers in this way ignores the
dance itself, and Parker was keen to bring it back into focus. During her interview she

said that she thought fthe dances were still the dancesg who did them and the sex of the
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dancers did not matter.>®® It has always been rumoured that in Victorian England one of
the old Sides drafted in a woman to dance when there were not enough men.3®° Given
the social constraints of the time, it must be assumed that the survival of the dance in
that community at that time was seen as being more important than any possible social
disgrace, but it is equally probable that if they were no more than an entertainment the
simple requirement of collecting money for the performance outweighed all other
considerations. If the dances had become vital to the community, such that they had to
ensure their survival, was it that age had endowed them with an importance to the
imagined health of that community - had the dances beco mer ad i t?if that \wak the
case, then it could be argued that the sex of the dancers would matter, because the
performers would also become bound by the r
observation is true in a modern context, because where society has little respect for the
tradition of the Morris Dance, however that tradition is interpreted, then in order to protect
the form of the dance as an artefact, the sex of the performer does not matter as long as
the dancers respect the process of the tradition. This question will be further examined

in Chapter 5, Tradition and Change.

Conclusion.

Setting out the twentieth century history of the Morris Dance highlights three strands of
t he wo me n &isthe theadsrship rysars of the Espérance Club, the back-stage
supportive EFDSS years, and the dancing years post-1970. While it is vital to consider
the part played by women in the modern Morris Dance, and over-statement of that
position may be necessary to redress the imbalance brought about by the years of

domination by the EFDSS and the Morris Ring, male dancers should not be allowed to

368 |nterview with Val Parker, 28/03/2013.

369 This was the team dancing in Upton-upon-Severn at the end of the nineteenth century. They were
fishermen, generally considered to be among the poor es
that the girl had to wear mends clothing anpiithave her
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disappear from this history, because throughout the twentieth century it was in fact the
combined efforts of women and men that drove both revivals. And, as Val Parker pointed

out, the most important element in the history, the dance itself, must not be ignored.

The work of Mary Neal had a major impact on the re-invention of the dance in the years
of the first revival, an impact that could be seen as being greater than that of Cecil Sharp,
certainly during the vital first five years, given that she was the person who took the initial
steps to bring the dance, rather than just the music, back into public view. Neal was the
archetypal Edwardian philanthropist, throwing herself with great energy and enthusiasm
into a life dedicated to helping others. She made an enormous impact on the lives of so
many young people, training teams of both young men and women. She worked with the
key men of the remaining Cotswold Sides, bringing the dance to a wide audience and
introducing women to the public performance of the dance. However, alongside those
changes,t he dance itself did not cHeadingjoadanchse al 6 s

as laid down by Kimber, and so the Cotswold dances survived in their collected form.

After the First World War Sharp came to occupy a dominant position, so that the rise of

t he me n dwvas seeh askasatural progression. However, while the women of the
1930sEFDSSwer e very different f theayhadifénghingevwemar di an
more power when it came to driving forward the Morris revival. The women who worked

so hard during this period had no explictc onnect i on érancelClia butmanyE s p

of them may have begun to dance with that institution, and now they worked behind the

scenes, dedicated to following Shar pds wi she enale Motri® bagk into what

they saw as its rightful place within English society. They taught the dance, they

organised clubs, and in schools they ensured that all forms of English Folk Dance were

supported. At this point the dance itself was perhaps the closest it has been in the
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twentieth century to the ways of the old teams, as the work of the Travelling Morrice
ensured that it had gone back on to the streets and back to the Cotswold villages, but it
would not have re-appeared without the support and encouragement given by the

women.

The final stage of the Morris in the twentieth century, seei ng womendés team
the streets in increasing numbers, was driven by a feminist movement, but not
necessarily one entirely proposed only by women dancers. It came in as part of the
changes across society that saw educational establishments insisting on complete
equality, signalling the demise of the University linked Morris Sides that had taken in only
male dancers, and the demands that, within schools, both girls and boys should be able
to dance. Since 1970, society has not only accepted women dancing on the streets but
has positively encouraged that move in the drive for equality. This was the new ideology
that saw Bath City starttheirwo menés team, and the participan
demand equal dancingrights. Al ongsi de t hese changes, aandhe me
consideration of the new ways, and of the political changes demanded of the Morris Ring,
should not hidet he f act t hat t he ol dcoudasfillsbe found d mer
alongside t he thecaus nthé sne taacoa linlking all of these phases of

development, was, as Val Parker said, the dance itself.

Throughout the century Morris dancing has been supported and sustained by both men
and women acting together and separately as occasion demanded. The arguments
between the two major organisations during the 1970s and 80s may be seen as the
most difficult time for relationships between dancers and teams, but the direct way that
Douglas Kennedy removed all mention of Mary Neal from the historical record of the

first revival certainly sowed the seeds of discontent.
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4: Place or Person?

When Morris Sides that concenbt awetyleddancet he S
today, they will invariably announce the nam
of the Deebo, foll owed by the name of a comm
Fieldtownbd. This approach suggest sthatglaaet t he
was collected there, is maintained by the members of that community, and continues to

illustrate an ancient style that has been passed from generation to generation within the
community. Modern teams will tour The Cotswolds, honouring this sense of place,

seeking to take the dance back to its ancestral home. This chapter will examine that

premise, how it came to be the standard approach of Morris Sides, and it will seek to

show that in reality the dance form has little connection to place, to an abstract concept

of community, other than the fact that its practitioners may live there. Morris Dancing, as

with other customs linked to communities, is entirely dependent upon people, and often

to a single 6catalystd person.

The Early Collectors.

An integral part of the nineteenth and early twentieth century surge in antiquarian interest

in folk traditions was the concentration on place. Whenever a custom was found it was

linked to the community from which it was collected. When Cecil Sharp began to collect

folk song he initially concentrated on the County of Somerset, and the books that he

published linked the songs, and later the folk dances, to particular communities in that

County.3° However, quite early in his collecting career Sharp realised that as far as the

songs were concerned this may not have been the correct approach. Inhisb ook A Engl i

Fol k Song: S o mbe statesmatthe beginnmg thal

370 Cecil J Sharp and Charles E Marson, Folk Songs from Somerset (London, 1904).
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féthe critic may object that the title Et
book deals with the folk songs of Somerset rather than with those of England.
This objection however, is, ' believe, mc
He goes on to suggest that the songs of Somerset may be representative of England as
a whole, but insists that further collecting would be necessary to come to a firm
conclusion. As he was writing in 1907, only some four years into his own collecting
career, and there had been no attempt to collate the work of those people active in the
field, he was correct to be cautious, but he adds the conclusionthatin ét her e i s sc
warrant for the belief that the distribution of folk songs throughout the kingdom is, to a
|l arge extent, i nd®@ pgnelatedaditians obthe bbok, editédiby Maud
Karpeles, she adds a footnotetosaythatii ét hi s has pr ov &%dollectorsbe t h
in the late twentieth century, particularly song collectors, have given prominence to the
singer s, not to their place of residence. Jc
SunginSuffok 6 det ails the songs under the rPédme of

Tony Harvey, therefore, has his name in heavy type, rather than the position of his farm

at Tannington.®"

When Sharp first saw Morris Dancing on Boxing Day 1899 it was being performed by a
team from Headington Quarry, led by William Kimber. At that point in his career, before
he had collected any other dances or any songs, Sharp immediately linked the dances
to the locality, to the community of Headington Quarry. Even in the second edition of the
Morris Book, published in 1912, and therefore after his comments regarding folk song,
he still made the same connecti on, andi wr ot e

AfTo trace the history of a tdedidadwgysamattesafi t i on

371 Cecil J Sharp, ed Maud Karpeles, English Folk Song: Some conclusions (London, 1965. First pub.
1907). p.xxi.

372 |bid., p.xxii.

373 |bid., p.xxii.

374 John Howson, Songs Sung in Suffolk (Stowmarket, 1992).

375 Ibid., p.57.
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some di ¥5Butasirotedyearber, when Sharp first saw the Morris he was only
interested in the tunes, and having taken some of them from Kimber, he took no further
interest in the figures of the dances. It was only after Mary Neal had requested help, and
had invited Kimber to London to teach the dances to the Espérance Club, that Sharp
became involved again. It is now known that Kimber took other men from the team in
Headington to help with the teaching, but that he had to tell those men how he wanted
the dances to be performed because either they had different ideas, or did not know
enough about them to be able to teach.®”” Therefore, the dances being taught to the
Espérance Club were not necessarily ancient movements that could be traced back
through the members of one village community, but were in fact dances being put
together by one man, William Kimber. Th
place of residence, and it might be argued that if he had moved he would have taken his
dances to a new location. But Kimber did not move, and Sharp and other collectors were
understandably making a link that considerably simplified their attempts to write about

the dance.

The collectors travelled around the south midland counties, particularly that area known
as The Cotswolds, and collected dances from many towns and villages. Henry Franklin
gave Sharp the dances from 6Fieldtowno

him Franklin was living in a suburb of Oxford. In the Morris Book Sharp suggests that
Franklin left Leafield in the 1850s, shortly after the Morris Side disbanded, and some fifty
years before the interview.3’® Yet Sharp writes that this eighty-one year old man gave

him fifteen dances ingreatdetaili ial | of whi ch Mr Frankl i

876 Sharp and Macilwaine, The Morris Book; Ptl (London, 1912), p.76.
377 Noted by Roy Dommett in his unpublished writings. See also Keith Chandler, Ribbons, Bells and
Squeaking Fiddles (1993).
378 Cecil J Sharp, The Morris Book, Pt.IV (Reprinted 1991), p.9.
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down to the m¥ Mhis mtsonly rdises thé duestion of how this man
managed to remember so much, and how much he might have invented to please Sharp,
but illustrates the difficulty facing all collectors. Would it be easier and more appropriate
to list the dances as those of Mr Franklin, or simply to call them the Fieldtown dances i
a community the man had left half a century before? In the case of this one provider at
that time it would have been possible to list the dances under his name, but the
complexity of the problem is better illustrated by the visits that Sharp made to the
Gloucestershire village of Bledington. There he found five members of the old team, and
he took dances from Charles Benfield, John Hitchman and Edwin Gibbs. Benfield and
Hitchman he met first, but in a later visit he spoke to Gibbs. In The Morris Book Sharp
wrote that this later visit enabled himtofir evi se t he original desc
dances i whicRPrausttagaih taisedhe questioni are these dances truly from the
village, or are they inventions of Edwin Gibbs? ¥° But it would have been very difficult to
|l ist the dances wunder the one name O6Gi bbsdo \
consulted. The most obvious way of dealing with the problem was simply to call them

the Bledington Dances.

This was the system applied by all of the collectors. Dances were listed according to the

residence of the interviewee, and quickly be

talk to the Monkseaton Morris Men in 1980 Douglas Kennedy, who had been the Director

of the English Folk Dance and Song Society and a Squire of the Morris Ring, explained

this when describing his time with Sharpés H
iThe dances we performed were grouped u
villages where he [Cecil Sharp] had noted the steps and tunes, and other detail.

Thus the repertory of the local team at Headington Quarry near Oxford was
known to us as the 3 eadington Tradition. ¢

879 Sharp. The Morris Book, p.9.

380 |bid., p.46.

%Dougl as Kennedy, #ATradition: A Personal Viewpoint of
So c i €&dlkyMusic Journal, Vol.4, No.3 (1982), pp.195-207.
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This statement is interesting in that, as noted above, Sharp did not necessarily note the
dances in the villages. Franklin lived in Oxford, and George Simpson, who gave Sharp
t he O6Sher bor ne @idabtain Beekshire. But the effbct of noncentrating on
the place was to wipe the old dancers from the record. Dancers today may be able to tell
the audience that they are performing a danc
would probably not know that they are performing a dance given to Sharp by Harry
Taylor, the man who was the last Foreman of the Longborough team.®3 In recent years
Keith Chandler in his book Ribbons, Bells and Squeaking Fiddles has sought to bring
the names of the informants back into the story through detailed investigation of census

records, and this has highlighted two important characteristics.38

The first is that Chandler notes how many of the nineteenth century dancers came from
the very poorest levels of society. They were, therefore, arguably the group who were
least likely to move around the country, and their involvement in a team based in one
community was a major factor in ensuring that the dance continued in that place.
Secondly, Chandler shows how families played an important part in the longevity of those
old teams, and this idea of a strong leader is a theme that will re-appear later in this
chapter. Chandler also has a short section in his book dealing with the problem of naming
the dances, noting not only how teams were linked to place in early reports of dancing,
but also the fact that in the nineteenth century teams in the Cotswolds were regularly

made up from men from two or more villages.3*

382 Recently ateamofdancers have studied the Longborough dance.
January 2016.
383 Chandler, Ribbons, Bells and Squeaking Fiddles (1993).
384 Chandler, pp.27-28.
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The Revival Teams.

Before the First World War Mary Ne a | & ®rande stgams concentrated on the
Headington dances that had been given to her by William Kimber, although from
information provided by John Jenner of Cambridge Morris Men, Billy Wells from Bampton
also went to see Neal.®® Jenner has a letter from Wells in which he writes: i Mi ss Mar y
Ne al paid me five shill i n%°Neahreticaafter the\War,a | | m
leaving the development of the Morris Dance to Sharp, and he published The Morris
Book. In 1924 dancers at Cambridge University, who were performing a number of the
dances listed in The Morris Book, embarked on a tour of The Cotswolds under the name
The Travelling Morrice. They wanted to visit the Morris villages to seek out the old
dancers, the men Sharp and the other collectors had taken dances from during the initial
period of collecting before the War. Their prime purpose was not only to visit and enjoy
the area from which the dances had been collected, but also to see if they could find
some of the men who had spoken to Sharp, to check that their performance of the dances
was correct. It was a successful tour and in general the way that they danced met with
approval. They did meet some of the old dancers, and they were able to change a
number of details, but with hindsight it is clear that what they had were dances frozen in
time. As soon as they were committed to paper the natural process of change and
development stopped. John Jenner tells the story of one of the Cambridge Morris Men,
George Cook, who went to the Bampton Morris Day in the late 1920s. He had learnt the
Bampton dances with Cambridge, and when he told the Bampton team that he was a
dancer they invited him to join them. Immediately and rather embarrassingly he found
that what he had been taught was not the way that the team now performed the dances

in their home village.®®’

385 Dommett and Chandler also note that other dancers visited Neal, including men from Abingdon.

386 |nterview with John Jenner, 1/11/2012.

387 Interviewwi t h John Jenner. Note also the comments made by
Sharp (I believe) had actively discouraged people from going to Bamptoni of cour s ebearangy di dno
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Whereas the old teams had constructed their dances so that they could compete with
other teams, and be recognised as different from their neighbours, dances which were
changed and improved during performance, the Travelling Morrice only reconstructed
the old; they made no attempt to construct new dances. There was no move to make a
Cambridge tradition of dances. By 1934 there were at least six recognised revival teams,
yet none of them had begun to make a new tradition based on one community. They all
took dances fr om Shar pydvere iow dependerd upoh the wridtenu s et
word the dances became permanently linked to the last description given by the old
dancers. Perhaps the team that might have been considered the most likely to develop
its own tradition, Thaxted Morris Men, a team that by 1934 had been in existence for
over twenty years and was clearly and strongly linked to one place, still only performed
dances from the villages documented by Sharp. However, the one linking factor between
all of these new, revival teams, apart from their dependence on The Morris Book and the

work of the Travelling Morrice, was their need to rely upon named, individual people.

The original men interviewed by the collectors had been painted out of the picture to be
replaced by the names of villages, despite the fact that the teams were no less
dependent upon those men. Headington Quarry, for example, was quite clearly led by
Kimber, and the Bampton Side by members of the Radband, Wells and Tanner families,
but the new teams bred a generation of experts who became household names to the
new dancers.®8 The book written by Walter Abson describing important sections from
the first log Book of the Morris Ring lists some of these men.3® Douglas Kennedy was

the Director of the EFDSS and became Squire of the Morris Ring; Alec Hunter was the

resembl ance t o wh aTheMars Daneei, Vo3, No4,p.§th Kennedy also wrote in 1950:
iSharpds original description of the dances does not
Bampt on Etnegd m.nad 6 sp5B.ances,

388 Keith Chandler, Morris Dancing at Bampton until 1914 (1983).

389 Abson, The First Log Book (1991).
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first Squire of the Ring, and Walter Abson its first Bagman; Arthur Heffer and Rolf

Gardiner, both founder members of Cambridge Morris Men, organised the first Travelling

Morrice tour; Arthur Peck, Kenworthy Schofield and Lionel Bacon, all Squires of the
Morris Ring were all collectors, interprete
book also highlights the differences between these new dancers and the members of the

old teams. About Charles Benfield Abson simply writes it Teh Fi dd|I er of t |
Bl edi ngt AndforsHardy&aylori i The | eader of the Longbol
was | ast danci ngButfarJogephiNeedmam,iorme of th8 &chitedis of the

Morris Ring with Arthur Peck, Abson notes: i Un i v e rader ih BiochRmistry, Fellow

and | ater Master of G o MAndi for IAghur @eckl i Clan iuvse rGsoil tl
Lecturer in Classics an dheseeverétbemewodadeS bfthe st 0 s
Morris Dance world, the men to whom dancers across the country looked for help and

inspiration. John Jenner has a particular view of this social change:

AWebve had in Cambridge people from a dif
Cyril [Papworth] was an ordinary carpenter and labourer. It is fair to say that the

genuineso-cal |l ed upper c¢class are quite happy t
and coming people who think t h-eajledliower gr and

class. The people like Rolf Gardiner and George Cook, and those sort of people
i well, they went to Trinity most of them, and they all paid to go there i but they
were only too happy to talk to the locals in the pub. The locals in the pub, after
all, were the people who were doing the Morris!*°
When the Morris Ring was first instituted on 2 June 1934 there were six clubs i
Cambridge, Letchworth, Oxford, Greensleeves, East Surrey and Thaxted. Yet by the
Inaugural Meeting on 20 October an extra seven clubs were represented. Apart from
Greensleeves all of these clubs had taken the name of a town i for example Liverpool,
and St Albans i yet the dancing before the evening meal at that meeting only included

dances from the Cotswold villages named by Sharp. By the time of the Thaxted meeting

on 10June 1939 there were seventeen clubs present, and certainly another ten that had

390 Interview with John Jenner, 01/11/2012.
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become members of the Morris Ring but were not represented at that meeting, yet the
dances performed at all meetings were stildl
William Kimber from Headington was a regular guest at the meetings, often teaching the
Headington dances. In 1936 at the meeting held in Wargrave Abson notes that Kimber
commented on changes that had crept into the Headington dances, and he encouraged

the men to follow the notes that had been accurately made by Sharp.3*

Itis true to say, therefore, that by the outbreak of the Second World War the old dances
from the Cotswolds had been rescued by a team of enthusiastic collectors, but the names
of the old dancers had been overshadowed by the names of their villages. The dances
had been passed on to a wider audience, initially by members of the EFDSS and then
primarily by the Travelling Morrice and Cambridge Morris Men, and were now being
protected by a small group of highly-educated and extremely influential dancers. New
clubs had typically been formed by undergraduates moving away from university,
meeting members of a local EFDSS group, and forming a new Morris Side, but those
new clubs still looked back to the Cotswolds for their inspiration. The outbreak of war
interrupted this pattern, with many Morris Sides ceasing all activity, but the women who
remained behind managed to keep some EFDSS groups going. A typical comment made
about these women was that, although they knew how to dance and would do so in
private, they would never dance in public, but they did know how to teach the dances,
and men who started dancing in the late 1940s or early 1950s were often first taught by
women teachers, either in school or in the folk dance groups that had a resurgence after
the war. However, those teachers were grounded firmly in the ways of the EFDSS, and
the dances they taught were the dances collected by Sharp. The idea of constructing

new dances would probably never have occurred to them.

¥Abson, fiHe urged the necessity of oOkhelErptLoyBook m20. puri ty
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The Bathampton Morris Men started in this way, being taught by Mrs Charlotte Oakey,
the Headteacher of Bathampton village school, and Jockey Morris Men in Birmingham
owe their formation to Gladys Watson, the Headteacher of Acocks Green Junior School.
David Seaborne of Westminster Morris Men started his dancing in 1948 at the age of
five in Infant School, being taught by the aptly-named Mrs Morris, and John Jenner said:
ft virtually all the ancient ladies in the village had learned the Morris at their village
s ¢ h 0°8 It was a pattern that was repeated across the country, and the continuing
growth in the number of teams dancing after the War was entirely due to the activities of
these enthusiastic individuals. Club histories now detail these names in proud detail, and
while the dancers may know nothing of the old men from the Cotswolds, they can talk at
length about the characters responsible for the development of their own club. Yet none
of these new teams, that were pleased to call themselves after the name of their
community, developed their owmn danc e s . They all returned to
Cotswold dances that had been pre-eminent in the dancing of the first revival sides
before the war. Jockey Morris Men list Headington, Bledington, Brackley, Adderbury and
Fieldtown as t lhe éarly yéats ofahe club.F oBathanptan Morris Men
preferred the Headington, Adderbury and Fieldtown dances.*** This period of the revival

spoke of place, but was in fact only concerned with people.

In 1951 a team was formed that throws this distinction between people and place into
high relief. The dances performed in the villages on the Cheshire Plain have never
entered the mainstream of the Morris world. They were seen by Maud Karpeles, but she

did not note down the dances and they were not published. In form they are similar to

392 Conversations with David Seaborne, Thaxted, 01/06/2013, and John Jenner, 01/11/2012.
393 Ayres and Stait, 5 More Men.
394 The Bathampton Way, p.9.
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the procession dances performed in Lancashire, with a few additions from the South
Midlands or Derbyshire traditions. They were particularly performed in competitions, and
the team from Lower Withington was known as one of the best in the area. It was formed
largely from the pupils of the village school, and went on to be taught by Mrs Eleanor

Rigby (Fig.36).

& e
§ Fi. 3: Lower Withington.
The Lower Withington Troupe; Rose Day Procession 1960.
Mrs Rigby walking at the head of her team.>®®

Three surviving members of the team, John Ryder, Shirley Rogers and Bob Carbutt,
were interviewed in October 2012 and they still say that the years they spent dancing in
the Lower Withington Morris Troupe were the best days of their lives.® Yet, despite the
name, they had no connection with their community other than residence. They had a
few set dance patterns, and they made up one or two new ones each year to enable
them to stay ahead of their rival teams. They rarely performed for the village, except
perhaps at the village Fete, and in 1961 they stopped dancing. Not only were they getting
short of members, but other teams were becoming largely all female, and as a team

having half men and half women they were finding it difficult to take part in any

competitions. After a celebratory meet.

395 Photograph from the Morris Ring Archives.
39 Conversations with the three members of the Lower Withington Troup, 4/10/2012.
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off to start a team in another village, and her Lower Withington dancers moved on to

other interests and never went back to Morris Dancing.

e L

Fig. 37: John Ryder and Shirley Rogs.

John Ryder and Shirley Roger s, outside Johnoés

Photograph by the author.
At first glance this seems to be a very different pattern of existence to that followed by
the Cotswold teams, but closer examination would suggest that there are considerable
similarities, and the role of person over place is equally important in both areas. If Sharp
or Karpeles had visited Cheshire and noted down their dances it is quite possible that

some team would now be dancing a Lower Withington dance, but the evidence is quite

clear t hat in fact t here was never such

methods, would only have noted down the dance for that one year, ignoring the fact that
they changed it regularly for competition purposes. The role of Mrs Rigby, teaching the
dances, training the Troupe, and leading them during their competitive outings, would
have disappeared from the record, if the Cotswold pattern was followed. However,
transferring the methods of the early collectors to the Cheshire villages can only be
supposition, but the reverse can be rewarding, considering the pattern of dancing in the

Cotswolds in the light of the history of the Cheshire teams.
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A number of commentators, particularly Roy Dommett, have noted that although modern
sides do not openly compete with each other, there were competitions among the old
Cotswold teams, just as the Cheshire teams competed in the 1950s. Kimber said, when
talking at a Morris Ring Feast, that Headington and Bampton competed at the Kirtlington
Ale, with Headington always winning the Ribbon.*®” The fact that it was Kimber talking
illustrates a second similarity, in that one person was instrumental in keeping the team
together. In Leicestershire, near to the small town of Hinckley, there was a Plough
tradition, known as The Bullockers. Tony Ashley, who revived or re-imagined this custom
in 1987 (Fig.38) said that there was a strong element of competition between the villages:
ASharnford, SStaptan othere wereSteamsifpom all over, and they used to
vie with each ot her t®Ashkeefandwdierencete thesBullodkeas b e st .
being strong between 1830 and 1850, but then they stopped. Later evidence presented
to him suggested that they had reformed towards the end of the nineteenth century.3*®
Similarly, Headington did not have an unbroken history, stopping and starting a number
of times during the late nineteenth and early twentieth centuries. When these teams
stopped dancing it was not the community that encouraged a reformation, some
amorphous body of inhabitants of the Quarry or of Stony Stanton; it was one person.4%
Our modern view of the old teams, encouraged by the original folklorists, is that they had
many years of unbroken history. Indeed, the collectors and dancers saw this as a great
accomplishment, saying that particular teams may have had an unbroken history of over

three hundred years. Keith Chandler examines such claims as these and he suggests

397 Abson, The First Log Book, p.20.

Conversation with Tony Ashley during the Bullockersbé
399 |t is not clear whether or not this Plough tradition was the Leicestershire one referred to by Frazer in

0 TISe apegoa t30). Abheehad npt.heard of the references given by Frazer but suggested that he

would investigate further.

400 |In the case of Headington in 1898, as noted earlier, it was Manning of Oxford University.
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that even two hundred years is too long, and he is only prepared to consider claims that
go back to the early years of the nineteenth century.
What these accounts are saying is that there was morris dancing being performed
in Bampton since at least the beginning of the eighteenth century and perhaps
earlier. This is not at all improbable yet there appear to be no surviving written
records to confirm that this was indeed the case.*%
But the evidence from teams such as Headington, Lower Withington and the Bullockers
would suggest that even such a long run as one hundred years was unusual. What is
much more likely is that the team continued as long as there was one person, or one
family, prepared to maintain it. If things became difficult regarding numbers, or events at
which to perform, it is quite possible that the team would simply stop, just as Mrs Rigby
stopped her team. John Jenner said:
il think there used to be a | ot of comin
were continuous. The Bledington men definitely 7 the old Bledington and the
youngBledi ngt on Sides danced differently; th
about? it.o
The Lower Withington dancers did not perform again. Among modern revival teams this
might be seen as strange, as surviving members of teams do join with other failing teams
to produce a new team or move to a nearby larger team.*%* However, as noted earlier,
some of the men interviewed by Sharp had stopped dancing and had not sought to
amalgamate with other dancers or to join another team. Franklin of Leafield did not go
to join Headington, even though it was much nearer to his place of residence when he
was seen by Sharp, and even though Headington had gone through periods when they
could not find enough dancers. It is therefore possible to assume that Headington folded
due to lack of numbers or some other problem, just as with Lower Withington, and the

dancers stopped. Once again, the over-riding consideration is person, not place,

because the community apparently showed no concern that their Morris Side was no

401 Chandler, Morris Dancing in Bampton until 1914 (1983), pp.5-6.
492 John Jenner, 1/11/2012.
403 For example, Micklebarrow MM and Lincoln MM at the end of the twentieth century.
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longer in existence. Tony Ashley hoped that he might be able to hand the Bullockers

back to the community:

— 255 - ol

Fig. 38: The Hinckley Bullocrkers.
The Hinckley Bullockers. Photograph by the author, 12/01/2013.%%

AWhen we first start eSlonwsantdna thought Brilliabt! o k e s
We 61 | get it going and wedl | step back

people come f om all over. o

During the 1950s and into the early 1960s the pattern of restoration following the Second
World War continued. Clubs that had been strong before the war were able to continue,
but thanks largely to the great enthusiasm for folk activities in schools and colleges new
clubs were being formed. Jockey Morris Men, Westminster Morris Men and many more
of todayds senior clubs began Ilife in t
whatever name they might adopt, had little contact with any locality, but were formed and

developed through the energies of people who were committed dance enthusiasts.*%®

404 It is interesting to note that the camera has caught the dancer on the left, wearing the green sash, in a
pose very similarto one ofthe Muni ch O Mwz e s& efnitgur es.
405 Tony Ashley, 12/01/2013.
406 These two named teams both had dancers who did develop dances for their own teams. Roy Yarnell,
with Jockey Morris Men, was instrumental in devising one dance in the style of the Lichfield dances, to the
tune Jenny Lind, that has been taken up by many Sides, and Westminster Morris Men, under the guidance
of Mike Wilson Jones, have developed a number of dances in their Longborough style. However, neither
team has taken the next step of composing their own dance style.
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Morris Leadership: Father or Catalyst?

If we accept that the role of the individual within the Morris Side is paramount, and far
outweighs any influence that the generalist concept of community might have, we might
then consider who the characters are within a club and how they affect the continuity of

the Morris.*%7

In most Cotswold style Morris Sides there are three or four club officials. The leader, or

Squire, the dancer who often stands in the number one position to call the dance figures;

the club secretary, the Bagman, who maintains contact with other organisations and acts

as the main point of contact between members of the club; the treasurer; and the

Foreman, who teaches the dances.*’® In some teams this latter duty is carried out by the

Squire, but where the Squire is changed on a regular basis, perhaps every two years,

the team may find it necessary to have someone who can ensure that there is a continuity

of club style. From this brief description it could be assumed that the club moves forward

from year to year with its elected officials acting as guardians of the Side. However, in

most clubs, this is a simplistic picture that is far from accurate. Charlie Corcoran, who at

the time was Ring Bagman, said during his in
Squire, itdéds the Bagman. The number of ti me
going to do what and when. Igoroundi Aiwh o & s t h e e Sqqie? theg sayi nd h

i d e*d K the Squire changes on a regular basis it is likely that almost all of the club

members who are prepared to stand as Squire have been appointed to the post. So the

guestion has to be asked, 6who really | eads

4097 During the conversation with Paul Carey and Sarah Slocombe comment was made that some of this

terminology is used by organisations when considering the sociology of projects within companies. These

are commonly short-term projects, and the structures are significantly different to these club formations.

408 The reasons for these terms are lost to us, although it is possible to suggest derivations 7 Squire from

an important person in the local community, Bagman perhaps from the army. The fact that they are very

masculine terms certainly helped to strengthen the idea that the dance groups should also be all male.
WCorcoran further complicated this discussiom by addi |
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Most clubs, and this may not be restricted to Morris Clubs, seem to have one person
who acts as t he HB°MHa mdyaat ldold office withirethe cluby and the
significance of that per s orbéapparenttfolotbeeMocrie on t
dancers, but if, for whatever reason, that person leaves the club the result can be
catastrophic. The question was directly put to Tony Ashley, because he is the man who

undertook the original Bullockers research, started the new Bullockers, and leads them

each year.
fiRob Ashton, when we were having our | as
we do it on zimmer frames! 6 He said 0l Wi
four of us i although Jules has got all the notation and everything, but you 6 r e
partially right, unless Jules tookK?rit on,

Ashley is also the man who is instrumental in leading The Anker Morris Men, but in that
side it has been suggested that there might be someone else who would step into the
role of Father if Ashley left. Emma Melville, one of the Anker musicians, suggests that it
might be her husband, Jon Melville, who would keep the Side together, but it is not
always clear who will stepforwar d t o take on the *PaovhenCdid t he
Fleming died suddenly, the man who had been a Squire of the Morris Ring and was the
acknowledged leader of Westminster Morris Men, the club went through a privately
difficult period, despite the fact that a number of men in the Side are strong characters,

and well-known in the Morris World.*** On being asked the about leadership Antony

401t might be assumed that the correct term for womend¢é
interview women seemed relaxed about this, and in fact
qualities. Sarah Slocombe suggested this di f f er ence when she said AThe Squi
fractious happenings and then there was a very strong other lady who had a big influence over what

happened.

411 Tony Ashley 12/01/2013.

412 Family discussions with the author. It must also be noted that members of a club do not opt to be the

clubbés Father. The role is granted to one person by t
members.

413 Observation by the author, having been with the team on a number of occasions during this difficult

period. Unfortunately, the difficulties have continued. The man who appeared to be taking over as the new

Father has left the Side, with the result that it looked for a while as if the Side would be disbanded. It has

kept going into 2016, but there are still those who fear it may not survive.
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Heywood, who dances with Helmond Morris Men in Holland, immediately quoted the
contribution of onefYoofu tnhues tc | huabvbes Talodtuipardoenrgs : p

ifwe miss hi m nconsideiing thd clubthat he dances with in England, the

Greensl eeves Morris Men, Heywood i mmediately
AfBert Cleaver, I think heds the inewesyt mar
single movementhadapurposeiyou coul dndét fault him on
do a feint step; *“ was all there exact]ly

One difficulty with asking this question can be that the man being questioned appears to
be the O6Father 6 of tHheelubcbutisleluttamt topadnut i, loredoes ut s i d
not realise the importance of his contributi

in dance he may have more influence within Helmond than he realises.

This lead character within the club should not necessarily be confused with another

i mportant person, the one described by Keit/|
about the foundation of Silurian Morris Men Francis described the importance of Dave

Jones to the team:

ATheydd been 9bytDave toaas. Dava had ®én with Hereford and
| think he fell out with them, but because he lived at Putley he started up this
Morris Side in Ledbury. Hedd got a Morri:
Cross Boys. He 6 s o0 ne iodommuhitesveno doestthingsy st p e
gets things going. He was responsible for setting up Bromyard Folk Festival, very
involved with the West *™Midlands Fol k Fede

The Silurian Morris Men were a Cotswold-style Side, but Jones was working on the
Border dances from Worcestershire, Herefordshire and Shropshire, and he persuaded
Silurian that they should dress in the manner of the old teams, and only dance the dances

collected in that part of the country. As Keith Francis said:

What | like aboutitisthatwe 6 r e doi ng something in our ¢
our ar e a, and maintains that tradition; :

414 Interview with Antony Heywood, 28/11/2012.By using the term fAstrong persol
may have been implying that he was a catalyst rather than a Father figure.
415 Interview with Keith Francis, 06/04/2013.

163



Ledbury [where the team is based] they are from round this area. So many teams
that were started up in the great revival have no link with the area at all.**®

When John Kirkpatrick started the Shropshire Bedlams, at about the same time that
Dave Jones was working with Silurian, he was acting also as the catalyst for the team,
but he has not moved on, and has now become the father of that Side. Hugh Rippon,
however, who introduced Kirkpatrick to the Morris, moved around a number of teams,
starting some and helping others to become established.**” In these three men, these
three catalysts, Rippon, Kirkpatrick and Jones, we also see three individual approaches
to the question of dance and locality. Rippon was closely connected to the Hammersmith
Morris Men, but they only danced the Cotswold dances as collected in the first years of
the twentieth century. They made no attempt to construct a Hammersmith tradition,
although one dance, called The Hammersmith Flyover, was made for them by John
Kirkpatrick, but it was based on the Longborough dances from the Cotswolds. This was
the old-style practice, drawing almost entirely on the Cotswold dances overlaid with the
Neal desire to see an enthusiastic approach to the dance. Kirkpatrick formed The
Bedlams and constructed new dances for them, and although they are based upon the
old ones collected in Welsh Borders, they are in fact modern constructions that are meant
to develop and enhance the properties of those old dances for a modern audience.
Jones, on the other hand, adhered firmly to the old ways, and Silurian only perform those
dances collected in the Welsh Border Counties, their own home territory. They try to
remain true to the ways in which the original collectors noted the dances. They have only
reconstructed dances where they are known to have existed, but were not noted in detail,
and then they have followed very closely the original notes for the pattern of the known
dance.
No, we wouldndét make one up. TheChangée s one

Set which combines some of the moves that are in the Upton dances, but we do
tibut thatodés the only bDateheahwitdes é wnerowtrhirt

416 Keith Francis, 06/04/2013.
417 See below. As Rippon was working for the EFDSS his catalyst qualities may have been necessary.
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down i but even that one combines all of the movements that are actually written

down.*®
It could be argued that of these three men only one was a true catalyst, Dave Jones,
who exhibited all of the traits of that role. He started more than one team, encouraged
them to follow his own ideas as far as a dance repertoire was concerned, and managed
to annoy and upset people within the groups to the point at which he was forced to move
on. Rippon was certainly enthusiastic, and helped teams to form or to continue, but as it
was a part of his regular job, it was a personality trait that was being harnessed, rather
than one that was allowed free range. Kirkpatrick started the one team, but that is hardly

enough to qualify him for full catalyst status.

It was a typical catalyst, Rolf Gardiner, who after the First World War was instrumental

in arranging the first Travelling Morrice Tour. He had toured Europe with dance groups

and organisations of young people. He went to see Mary Neal and Cecil Sharp, and he

set up the one of the first, large estates based upon modern, environmentally sound
procedures at Springhead.**® But he also managed to annoy people; Sharp and others

in the revival world were unhappy about Gard
Not only was Sharp against his tour plans, largely because Gardiner did not hold a

Society certificate, but it is clear from the way that Heffer controlled the plans for the first

Travelling Morrice tour that some within the Cambridge dancers were also unsure about

giving Gardiner too much power within the group.*?° Looking at the piece from Francis

about Dave Jones we see the same traiti 6 he f el | out with Herefor

fall out with Silurian, and leave them to start another Side, the Not for Joes.

418 Keith Francis, 06/04/2013.

419 Rolf Gardiner, Water Springing from the Ground: An Anthology of the Writings of Rolf Gardiner (1972);

Dougl as Kennedy, A1R907! Hadk Music Journaleviol.2, N8.3(2972), pp.258-259; Matthew
Simons,Under standing 6Rol feryo6: gmRorticé, AStady af a Rateiatic YaumgiMah he Tr a
caught between Eccentricity and Obstinancy. (Unpublished BA Thesis, De Montfort University, 2014).

420 Simons: Understanding Rolfery.
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These o6catalyst peoplebd appear in many pl ace

Folk Dance Festivals, Morris Sides and song clubs-A They are people who

control. Once theyodve | ost contr ol *tSbmen
people who may have been catalysts found a legitimate outlet for their tendencies by
working for organisations such as the EFDSS, and from his interview, Tony Foxworthy
seems to have been one of those. Indeed, being a catalyst may have been one of the
major requirements for a position with the Society.*?? Sarah Slocombe appears to
demonstrate some of the classic catalyst traits - annoying dancers in one team and
starting a new team i although she may not have been in a controlling position. In fact,
during the interview, she insisted that she was a very shy person, and that seeking to be
a leader was not in her nature. As described earlier, she had started dancing with a team
in Sussex called Shalesbrook Morris. The seeds of discontent were initially sown through
an argument over the dress: AWe had a tbi't
young people saying maybe we should have a bit of a change of kit, so a few feathers
wer e r uf % iebdt Stbdorebe then gtarted another Side:

| discovered Border morris, so | went to a workshop with an Eastbourne Side and

they were just too far to get to, to carry on with the Shalesbrook and to get to

Eastbourne, so | decided to set up my own Side and to carry on with Shalesbrook
to support t hem, but again | ruffl ed

he

of

mor

taking all our danocrer sy,owmberdd |a nheovrerri bclaer rpy

take the dancers. | found friends, mainly, in the village where | was living, who
were mad enough to have a go, and because they were hiding behind black

make-up I tdés ok for them. They were anonymo

Both the shyness of Slocombe and her insistence that she did not want to be seen as a

| eader were called in to question when she

6Come on, |l et 6s dancel! 6 But they would al

421 Keith Francis, 06/04/2013.

422 peter Dashwood, who worked for the Society in East Anglia, certainly acted as a catalyst, starting festivals
and Morris Sides across the region during the 1970s.

423 Interview with Sarah Slocombe, 15/02/2016.
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buttheydd never got up and tried it. They were
Slocombe, Spirimawgus, are still dancing, but this might be thought to be surprising,
considering a further comment about the team:
With Spirimawgus we na angthing,tit wds allvce-operatiea g ma
And |1 d&m not sure that entirely worked eif
as to why arendt we doing more, or why ali
But we deliberately kept it like that.
Sarah Slocombe has now moved to Devon and is not yet dancing with another team, but

in considering what she might do next she made an interesting comment that looked

back to her days with Shalesbrook:

|l 6ve kind of got a Side ear martkeyldr eanrde & ll
friendly peopl e. When youb6re in the Morr
being with these people youbve got ito f i
eemil | i ke the idea of Rapper and if tl 6d s
up a Rapper Side, so thereds a bit of me
got the Dartmoor Tradition of stepping, s
that as well; to be doing something that:
things into it.

Having joined Shalesbrook, and then annoyed some of them by setting up Spirimawgus,
was she about to annoy them all again by setting up a Rapper Side? It was interesting
to hear her repeat the comments about the importance of friendship within teams i
Shal esbrook: AThey were really just supporti
Al found friends in the village. 0 and the t:¢

And yet by acting as a catalyst she seemed to have the knack of annoying these friends

to the extent that they apparently called he

While it was interesting to be able to talk to someone who had certainly acted as a
catalyst in one part of the country, it is not clear whether or not she will continue now that
she has moved. The signs are that she might, but starting new teams does not
necessarily suggest catalytic tendencies. [

formed by dancers moving around the country,
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were formed in the 1930s and the 1960s. The enthusiastic dancer may simply be good
at persuading people to take up a new interest, and having formed the team may stay
with them.*?* As control is the suggested driving force behind the catalytic impulse, a
catalyst who moves to a new area may refuse to join an existing team, because of that

need to be in control of something new.

Arnold's side Martin's side

Fig. 39: Bampton Morris Men.
Photographs in the collection of Steve Bazire showing two of the Bampton teams.

Unfortunately, where two or more Catalysts or Fathers appear at the same time in a club
it can lead to arguments. There have been two Morris Sides in Bampton for many years,
one originally run by Arnold Woodley and one by Francis Shergold, and although both
of these men are now dead the split remains. In fact, it is worse, because there are now
three, or some might suggest four Sides in Bampton (Fig.39). In Adderbury there are at
least two Sides after arguments, and in places where there are revival Sides these
argumentative ways still lead to multiple Sides. Richard Boswell certainly acted as a
catalyst in the Preston area, falling out with Garstang Morris Men, setting up Preston
Royal Morris Dancers, and after falling out with them setting up Royal Lancashire.

B 0 s w echsk \Bias the classic example of someone, as Francis said, losing control, and

424 Desmond Herring and Ivo Barne formed and stayed with East Suffolk Morris Men for their whole dancing
careers, and there are many other examples from across the whole spectrum of the Morris world.
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deciding to move on.*?® A few dancers followed him to help form a new team, and he did
not move from one part of the country to another, he simply persuaded a new group of
people to join together to form a new team, echoing exactly the pattern established by
Jones in Herefordshire. There are also cases where a badly-handled challenge can lead
to the collapse of a club, as happened to Thanet Morris Men in the 1990s.42¢ But without
the catalysts the Morris world would be much smaller, and without the Fathers many

teams would not survive.

Sides and Communities.

The teams discovered in the Cotswold hills either had already adopted the name of their
home community i Bampton, for example i or were given the name of a community i
Bledington, Longborough i by the collectors. Many modern Morris Sides also take the
name of their local community i Coventry, St Albans, Peterborough, for example i and
some have a costume that is directly related to that community.*?” The story repeated so
often is that clubs try to develop links with their communities as much as possible. If they
are invited to dance for a community event they try to attend, in the hope that it might
draw club and community closer together.*?® But the reality is that most modern Councils
and organisations do not consider their local Morris Side when trying to arrange events
that show off the culture of their community. An extreme example was the case of the
Abingdon Morris Men. They have a long history, were contacted by Mary Neal, and are
very proud of their Oo6Mayor of Ock Stree

for their dance tradition. Yet in the early 1990s, when the author visited the Abingdon

425 These events were well-known to the author as they happened during his time as Ring Bagman and
Squire.

46 Duringt he Aut hor 6s t henMorrisaRing I®quasiasked toogb dotvn to Thanet to mediate
between the two factions. It was clearly impossible to bring the parties together and the Thanet Morris Men
disbanded.

427 Coventry MM have the City coat of Arms, Stafford MM the County Knot among many other examples.
428 There is also the question of recruitment to consider. As Morris Sides struggle to find new dancers,
performing for local events might be a way to encourage people to join the club.
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Town Museum, there was no mention of the Morris, and when a lady was asked to
explain the absence she claimed to have no knowledge of any local Morris team.*? If
local communities are so dismissive of their Morris Sides, even when, as in this case,
they have won prestigious awards for their dancing, it is hardly surprising on a national
level that the Olympic Committee refused to consider Morris involvement in the opening
ceremony of the 2012 Olympic Games in London. Two teams, Blackheath Morris Men
from Blackheath in London, and Rag Morris from Bristol, were included in the closing
tableau, but were not given a key role in the celebration.**° Therefore, modern clubs have
little incentive to develop a group of dances based on their locality if they are not given
recognition for their efforts. This argument does not hold in the case of Thaxted in Essex,
where the town signs have Morris Men proudly depicted on them, and yet a Thaxted
dance tradition has not been devised. However, it could be argued that for Morris Sides
to wait to be asked is the wrong way to look at the question. Perhaps the reality is that
Councils will only work with local Morris teams if the Side develops the event. An
excellent example of this outside the Cotswold area is the Saddleworth Rushcart

Weekend (Fig.40).

The Rushcart processions were a well-known phenomenon of eighteenth and nineteenth
century Lancashire towns and villages, but they had all died out when, in 1975 the
Saddleworth Morris Men revived the Uppermill Cart and its procession.**! This event

rapidly became a great favourite in the Morris world, and as the weekend has developed,

429 This was also the experience of Barry care, reported earlier, who attended college in the town thirty years

beforethis. The Morris is now part of the exhibition, and pei
the interest. However, a recent conversation about the village of Moulton in Northamptonshire has mirrored

the Abingdon experience. Moulton Morris Men are proud of their village connections, and their founder, Barry

Care MBE, interviewed for this study, has been honoured for his contribution to village life. Yet a resident of

the village recently said that he did not know that there was a local Morris team. Conversation with Jon

Melville, 07/12/2014.

430 See chapter 6 7 The Future.

431 peter Ashworth, Rushcarts in Saddleworth (1995).
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and the fortunes of the community have improved, so the Rushcart Weekend has

become a major event in the Saddleworth social calendar.

Fi. 40: The Saddleworth Rushcart.
The Saddleworth Rushcart arriving in Delph. 23/08/2014.
Photograph by the author.

Shops along the route have photos and memorabilia in their windows, local breweries
produce special ales for the event, and hotels and restaurants are filled with bookings
made months before, or repeated from year to year. It has become an occasion that the
community cannot ignore, and indeed chooses not to ignore. Rather than waiting to be
asked, the Saddleworth Morris Men gave the community an event of which it could be
proud, and in this case they also recreated the Saddleworth dances. Certainly it is true
that the Lancashire teams have a tradition of developing dances specifically linked to
one location, but it does point to a considerable difference between the North West and
the Cotswold Morris. Where Cotswold teams have developed regular events, they have

not combined them with a portfolio of newly created dances for that locality.

The final element to this story concerns the apparent importance of the Rushcart to the
local community. At the 2012 Rushcart two of the newer men dancing with Saddleworth
were asked if the Rushcart Weekend was the biggest social and cultural event in the

community. They replied that although it certainly had a very public face, it probably
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came some way down the list of major local events, the most important one being the

Brass Band Weekend. The follow-up question therefore, was T 6 woul d t her e
communityout-cry i f the event stopped?06 Tdiktheanswe:
Rushcart stopped, while a few might mourn t
businesses would lose money, in general there would be no reaction. Something else

would come along to fill the gap. It was a salutary thought that these events today appear

to mean more to the business world than they do to the cultural life of a community.*32

Conclusion.

This chapter has demonstrated that although Morris dancers today remain determined
to link dances with localities, the reality is that the dances are attached to people, not
communities. The first collectors faced the problem of defining the dances in some way,
and it was certainly easier for them to list dances under village names. The outcome was
that the old dancers disappeared from the general record, and the new, revival dancers
were led to assume that the communities had a much greater influence over the dance
form than was actually the case. It was, therefore, a further step along the road towards
creating a mythical past, an invented tradition that emphasised the imagined golden age
of the villages of rural England. However, clearly the impact of the individual dancers
must not be ignored. The dancers found in the Cotswolds by the collectors and the
Travelling Morrice may have been leaders of their Sides, catalysts who created teams
and dances; they may have been father-figures who kept the teams together, or they
may have been no more than Morris foot soldiers, dancers who just happened to have
out-lived their companions, but they deserve as much acknowledgement for their part as

is given, for example, to Dave Jones, the catalyst, and Tony Ashley, the much-respected

“2Conversation with two Saddleworth dancers at the 201

comment at the end of hi-shesb atmdtibne dre adig bobsh te theRaca shopa,r t : f
pubs, restaurants and other small businesses. It is unfortunate that they have not reciprocated the
arrangement by supporting the event financially. o p.51
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father figure, for it was through them that the dance was passed on to the collectors.
They certainly deserve to be known for their position within the Morris fraternity, rather
than for their social standing. The documents describing the remaining members of the
old teams concentrate on their rural status, whereas the twentieth century dancers are
noted as being urban academics. Despite this, some interviewees were keen to note that
the dance was a great leveller, and that within the team, social standing was of no

concern; dancing ability was all that mattered.

Many teams today continue to announce the name of a dance, combined with the name
of a community, even when the dance has been composed by that Side. It is a formula
that is hard to break after so many years, but some dancers are trying to change, and as
John Kirkpatrick said, The Shropshire Bedlams simply announce the name of the dance.
Obviously the remaining old Sides, t he

name to a dance. When the Bampton team are dancing it is simply Maid of the Mill

6tr a

there i s no reason t o Yedab deddibed by thB intapieweas,b .

communities in general pay little attention to their dancers, except in regard to the
financial rewards that they might bring. Even when there is support, there is a suspicion
that if the Side were to stop dancing there would be little or no encouragement from the
community to help the team to survive. From the evidence provided by David Chaundy,
the village of Headington Quarry did not help the team to continue, and the Saddleworth
men were convinced that the Saddleworth community would not step in to continue the
Rushcart. | would argue that this is an example of the way in which the majority of modern
Morris Sides should consider themselves as entertainment, not as something that has a

right granted by spurious tradition to dance in an area.
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5: Tradition and Change.

Throughout the study one concept has underpinned all conversations that on
investigation proves to be complex and problematic. All interviewees have at some point
used the words tradition or traditional when describing their dances, but when asked to
define that concept some have resorted to simplistic definitions that do nothing to explain
the term; tradition is generally seen as a vague concept that has something to do with
the past. Tony Foxworthy, who worked for the EFDSS could only suggest i fthe tradition
to me is an activity that goes back a long way and has been handed down through the
ages, like the Morris.d*3 Foxworthy also provided a quote that illustrates the confusion
surrounding the concept when he proposed i fthe problem with the Border Morris and
the Molly is that thereds not enou®lisome
dancers, however, have given the subject rather more thought and suggested that
tradition is concerned with maintaining cultural references, and a feeling that some things
need to be continued and preserved because they add an indeterminate value to human

existence.

The Morris in English Culture.

She is not any common Earth,

Water or wood or air,
But Merlin's Isle of Gramarye,
Where you and | will fare.**

The desire for a national identity based on folk traditions - custom, dance, song and story
- that swept Europe in the second half of the nineteenth century, may have been started
by a fear that the growth of great industrial conurbations would obliterate the old,

peaceful, rural ways of ancient societies, but it was brought into focus by the First World

War. In place of a concern that an industrialised society might ignore ancient songs and

433 Interview with Tony Foxworthy, 19/09/2012.
“Rudyard Kipl i n,gd Ivod Brave, A Besok & Bngland (London, 1958), p.28.
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stories, there came the realisation that the guns of the western front were pounding those

old ways out of existence faster than anyone believed possible. In the space of those

few years the music of English composers assumed a great importance, far above any

simple, musical considerations, and it is an importance that continues to this day.**®

Poets and writers contributed to this desire to return to a simpler, purer age, and in a
strange accident, Thomas publ iscérendtolinkthe poem
lost rural idyll with the very place in which the collectors of folk dance were finding the

Morris:-

And for that minute a blackbird sang
Close by, and around him, mistier,
Farther and farther, all the birds
Of Oxfordshire and Gloucestershire.**

In the Cotswold Hills of Oxfordshire and Gloucestershire the collectors found the last

remnants of the south midlandséMorris Dance, and it was enthusiastically welcomed by

men desperate to find the Holy Grail of peace amidst the confusion of post-war England.

That terminology can be used deliberately to describe the dance, because it became
associated with the Victorian and Edwardian ideas of folk traditions having clear links to

the age of Shakespeare, the myths of King Arthur, and to a pagan culture of fertility and

seasonal growth. To find a simple dance, performed only by men, in ancient villages

seemed to the first collectors as if they had indeed stumbled on the Holy Grail, the very

heart of Englishness. Peter Ackroyd wrote of the way in which English composers of the
early twentieth century | ooked back to an o
music spring from the distant past, and can
melancholy and pastoral beauty of English music.**” Clearly, there was a great desire in

the early years of the twentieth century to construct an English culture; it may have been

435 |n particular Elgar, Vaughan Williams, Grainger and Butterworth. Vaughan Wil |l i ams6 musi c
his Fantasia on Greensleeves and The Lark Ascending regularly top the classical music polls.

“Edward ThomasThRAdNastt oop s, F(hondon 1996), .43P 0 e ms

437 peter Ackroyd, Albion: The Origins of the English Imagination (London, 2002), p.444.
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a rur al idyl I, a mythical view of the count:
was no different to the way in which other parts of the British Isles were imagining their
pasts, and the myth was helped considerably by the work of the folk song and dance
collectors. **® The success of the mythmakers can still be seen today, by the way in which
the popular art world is dominated by pastoral works, the plethora of programmes on
television about rural life, and the desire to travel into the country to experience

chocolate-box villages and walk the footpaths of old England.*3°

Despite changes across society during the inter-war period, among which were the
arrival of new dance crazes from America and an enormous increase in the provision of
popular music, the rural myth developed at the turn of the century was firmly rooted in
English consciousness. In 1939 at the outbreak of the Second World War, Parker and
Charles published Ther ed | | Al way Brthedimabi &€ o g Waera id/ens 0 .

made it hugely popular.#4°

Thereo6ll always be an Engl and,
While therebés a country | ane.
Wherever thereds a cottage small

Beside a field of grain.

However, to try to place Morris Dancing into a culture can be difficult. Although Tylor
was quite clear about the concept of culture:
Culture or Civilisation, taken in its wide ethnographic sense, is that complex
whole which includes knowledge, belief, art, morals, law, custom, and any other
capabilities and habits acquired by man as a member of society.**

ot hers have not been so certain. Wil liams wr

term. 0 and: ACul ture i s amnpleated words in the BEnglish or t

438 As described for Scotland and Wales in Hobsbawm and Ranger, The Invention of Tradition (2009).

439 Not only the classical works of Turner and Constable, but the modern work of Ravilious, Nash and Hilder

among many others, who all draw on the rural myth for
a prime slot on Sunday evening television.

440 <http://en.wikipedia.org/wiki/There'll_Always Be_an_England> [accessed 04 December 2014].

441 Edward Tylor, Primitive Culture, (1873), p.1.
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|l angu*®&emi ©h and Riley wrote: @At the start o
centr al concept. I n the <case of ficul tureo
not or i ous MyHoweder difffcilt to udfine, thie early twentieth century culture of

England was strong, and lasted for many years; in fact, it still underpins many aspects

of English life today, even though it could be argued that it is wrong to speak of one

culture. The chocolate-box, Shakespear ean i mage may have been 6
early years of the century, but the idea of

was similarly invented later in the century, and was equally strong.

Fig. 41: Godshill Model Village.
A typically English scene i The Men of Wight Morris Men
portrayed in the Godshill Model Village on the Isle of Wight.
Photograph by the author.
Morris Dancing was a significant part of the rural idyll that formed the basis of English
culture throughout the twentieth century. Shakespeare, picturesque villages, country
pastimes and ancient pubs were all signifiers of this broad culture, and Morris Dancers
on the village green or outside the village pub, were seen to be the icing on this cultural
cake. Rolf Gardiner wrote:
We must give serious thought to the 61l and
60twentiesbé the village greens, the road o

built churches, manors, cottages among the elms, the interiors of noble Cotswold
barns i all these gave idyllic settings to the Morris.***

442 Raymond Williams, Keywords (London, 1988), p.10; p.87.
443 pPhilip Smith and Alexander Riley, Cultural Theory, an Introduction (Oxford, 2009), p.1.
444 Rolf Gardiner, writing in 1966, in answer to a discussion document put out by the Morris Ring, the
Chipperfield Report, in December 1965.
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Music, poetry and art all combined to cement this idyll within the national consciousness.
John Storey suggests that anything falling
important part in this cultural construction.
Similarly, the o6discoveryo6 of folk cultu
twentieth centuries was an integral part of emerging European nationalisms.
From the middle of the eighteenth century to the beginning of the twentieth we
find the same idea repeated over and over again: folk culture is the very
embodiment of the nature of a nation; in it, the national and natural blur.*+
Storey also explores the complex idea of cu
interpret the world, to make it meaningful and to experience it as meaningful in
recognisably similar ways. 0 He I inks Gramsci
di scourse, and Foucaultdéds writings to expl ai
an agenda of nationality that people can accept or argue against, but can always turn to

during moments of crisis.**® As an antidote to rampant industrialisation, and as a security

blanket for soldiers returning from war, the English rural idyll was a perfect construct.

Storey calls his writing 6éBecoming Britisho
but Morris Dancing in the twentieth century is peculiarly English, and the question of a
national identity has recently become focussed around the individual identities of each
part of the United Kingdom. While Scotland, Wales and Ireland appear to have
developed clear identities, even though Hobsbawm and Ranger have suggested that
some of these identities have btuggledtoftmdae nt | vy
voice. Graves and Hodge writing in 1940 were dismissive of the folk revival:

Folk dancing enjoyed a great popularity for about ten years, chiefly under church

patronage; and one or two well-attended conventions were held at the Albert Halll.
But Tin Pan Alley, the New York music fac

445 John Storey, Be@oming Britishoin Michael Higgins, Clarissa Smith and John Storey, Modern British
Culture (Cambridge, 2010), p.15.
446 |bid., pp.17-20.
447 Robert Graves and Alan Hodge, The long Weekend. A Social History of Great Britain 1918-1939
(London, 1940), p.49.
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and Fox noted: AThe English have i maoomisioa hated and | cos
| amented by all those currently wringi®g the
When Morris teams travel abroad they gather large crowds to watch any show, and are

often told that England is lucky to have such a vibrant folk dance tradition, yet dancers

will comment in return that the one place Morris dancing is ignored is England. In the

1930s Lionel Bacon travelled to Hungary, to a Rover Scouts camp, and he commented

on the way in which the English have ignored their national dances:

The sad thing, of course, was this. Here were we, apart from the Hungarians
themselves, we, the English, were the most numerous scouts there by a long

way, and we hadnét a clue about our nati
the other countries in the world, it seemed, were dancing their dances all night
and all day, in season anars¥ut, we hadnot

Bacon explained that he attempted to redress the balance a little by getting some English
scouts to learn and perform a Morris dancei ivery badly! 6 Scruton a
in which the English have ignored their own culture:

It is a fact that England has been forbidden i and forbidden by the English.

€ every practice in which the spirit of E
now to arouse contempt, not in the world at large, but in the English.*>°

Paxmani s particularly scathing about Morris D
have to a national dance, Morris-dancing, is a clumsy pub-sport practised by men in
beards and shiny-b ot t o me d “t! Whaile this is & stéreotype that is beloved of
critics of the Morris, one reason for the cultural difficulty faced by England has been
explored by Raobert Colls. He argues that the cultural identity of the English is devoid of
peopl e. Al nterpreters of the fol k), t hamedn , i n
England with the people put in but their agency left out. Cottagers counted for less than

the cottages they live# in, and were just as

448 Kate Fox, Watching the English (London, 2005), p.267.

449 Bacon, interviewed 22/02/1979.

450 Roger Scruton, England: an Elegy (London, 2000), p.247.

451 Jeremy Paxman, The English; A Portrait of a People (London, 1998), p.11.
452 Robert Colls, Identity of England (Oxford, 2002), p.301.
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The development of a national culture, to combat industrialisation, or to provide a safe
haven for the war-weary, needed no people other than in supporting roles. Morris
Dancers might appear on the village green, but the stars of the story were the
surroundi ng OTud ogregnlanestartd ¢thg Farsying wodde on the reedrby
hills; the ssec wrnidt yp | cef&®Semrdsgan eaho Hede.from the way
in which Sharp named the o6village tradi
They joined the ranks of the invisible poor, while the villages took their place in the
cultural idyll. Colls writes of the rural poverty, and Irvine Reid spoke in interview of visiting
an old Cotswold dancer in the 1950s and finding that his cottage had no electricity or
running water. The cultural identity of England has lost its way and it could be said that
Cotswold Morris Dancing has suffered t

have some success in getting his sort of country dancing introduced into elementary
schools, it would be hard to suppose that English children preferred it to the palais glide,
the hokey-cokey, or the cake-w a | *K Children of the later twentieth century might have

preferred the Twist, but the principle holds. Gardiner offered a clear reason for this

cul tur al confusion as f ar as Mor r i surddham c i

a team of dancers in full regalia dancing in a street of parked or moving vehicles, with all

on

N

S a

ng

the noise and stench and disarray “tThekind ar e

of voice that will emerge to describe an English culture for a new age has not yet been
heard, and the place that the Cotswold dance will inhabit is equally unclear. It has seen
something of a rebirth as we enter the twenty-first century, but there is a tendency to fall
back on an insistence that the Morris must continue, must be seen as an integral part of

our culture, whatever that is seentobe,s i mply because it is

453 Note how Gardiner, quoted above, only lists these things for Morris of the 1920s.
454 Colls, Identity of England (2001), p.306.
455 Rolf Gardiner writing in 1966.
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The Meaning of Tradition.4%®

When dance collectors began work in the early twentieth century they published their

findings and referred tothe dances from each vdétlr adyiet iaosn ¢

0 T r a d ihasitherefad bécome the accepted way of describing Morris Dances but the
meaning of the word, and the concept that it embraces, is far from clear. Eller writes
about the problems of def i ning tradition, and even

Traditionbo, i mplying that the very use

Us e s

of t h

What precisely is tradition? |t implies

way badkKol bowing old ways. o0 fATradit
with the past, something that is rooted in and even identical to the past. But of
course, no societies today are carrying on the past exactly as it was.*®
The Collins English Dictionary provides a number of different definitions for the word:
Tradition: n 1 The handing down from generation to generation of the same
customs, beliefs, etc, esp by word of mouth 2 the body of customs, thoughts,
practices, etc, belonging to a particular country, people, family or institution over
a relatively long period 3 a specific custom or practice of long standing.**°
These are perfectly acceptable, and it would certainly be possible to group many of the
ways that the word is used today within these three, initial categories, even allowing for
the imprecise use of the word O6relative
the difficulties that arise from the use of the word, given that it appears in sections dealing
with mythology, folk life, habit and convention.*®® When used by some commentators
referring to community events, the word and the concepts surrounding it have overtones

of a deep necessity for the community, almost suggesting a religious dependence.

Others will use the word simplistically,t o mean no more than a

onal

regu

Wi | |i ams,-TirTardddiitoinon:n its most general mo&eywads,sense

p.318.

457 As in Sharp and Macllwaine, The Morris Book, Part1 ( 1912), where they write ab

Morris Dance6 and 6The Headington Traditiono.
458 Jack David Eller, Cultural Anthropology (London, 2013), pp.221-222.

459 Collins Dictionary (Glasgow, 2010), p.1730.

460 Fran Alexander, Bloomsbury Thesaurus (London, 1997).
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practice of l ong standing.d6 Use of the wor

personal definition, perhaps from deep personal concepts of belief and mythology.

In 1980, when Douglas Kennedy, the Director of the EFDSS and Squire of The Morris
Ring, gave the talk at a dinner hosted by the Monkseaton Morris Men, referred to earlier,
he gave the assembled company what he called a personal view of tradition. %6 It might
be assumed that Kennedy, steeped in the dance and song of the British Isles, and very
proud of his familyds song heri talhkgbeufatweo ul d
meaning for the word tradition, but he spoke about the village traditions of the Morris
Dance without setting out what that meant for the villages in question.
The Morris dances we performed were grouped under the names of the different
villages where he [Cecil Sharp] had noted the steps and tunes, and other detail.
Thus the repertory of the local team at Headington Quarry near Oxford was
known to us as the Headington tradition.*6?
Kennedy saidt hat he received his danbéeftbmoaglktéa
sourceodo, but it was fr om ShTowandstheendoftiteitalkect | y
he demonstrated clearly the way in which he entered the culture of the English Folk
movement during the period when it was being strongly influenced by the work of
Frazer.*®® As in The Golden Bough, Kennedy made leaps across cultures and millennia
with no reference to evidence. The Iron Age, Bronze Age and even the Stone Age were
called upon to stand as the forefathers of English Folk culture.
The fact that the sword dance is the prerogative of the coal miners, in the case
of the rapper, and of the iron-stone miners, in the case of the Cleveland varieties

of long sword dances, is reinforced by the similar survivals among miners in
Europe suggesting a widespread Iron Age tradition.*%*

¥lKennedy, ATradition: A Personal Viewpoimc¢i efbly Dbugl as
Music Journal, Vol.4, No.3, (1982), pp.195 1 207.

462 Kennedy; p.196.

463 Frazer, The Golden Bough (1925).

464 Kennedy, Folk Music Journal, p.201.
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Douglas Kennedy did much to further the cause of English Folk Music and Dance, but it
is difficult to agree with his insistence that people closely involved in folk dance and song
must therefore have a natural feeling for what he called tradition since his writing does
not make it clear that he knew what was meant by the term. Interestingly, at the end of
the speech he stated that even CeciiilLo8kangod
back, | find it difficult to think what else he could have done at the time, yet the method

itself was essent® ally not traditional .o

Douglas Kennedy may not have been able to explain his definition of the word tradition
but he was convinced that he knew what it meant, and that it informed his life and work.
Edward Shils wrote that he knew what the word meant and that he could explain the
broad concept, yet he used an unfortunate starting point for the discussion:

It is rare to encounter persons who pride themselves on the espousal of a
tradition, call it that, and regard it as a good thing.¢®

Later Shismay come <cl oser to t he Traditiem meaesanmanyn g o f
things. In its barest most elementary sense, it means simply a tradition.&®’ He suggested
a time limit for the development of traditions, saying that they must last longer than three
generations, which is certainly more helpful than the dictionary definition suggesting no
more than a oOr el“?Hdexphihey thé idea af thepgeneratiordb§ saying
that it might mean members of a family, but it might mean a period of time in the life of
an institution.*®® In terms of cultural events that are recognised as traditions the three

generation rule may or may not be accurate, but it provides a good base to work from,

and has some resonance in the often heard saying, usually in jest, that if a thing is being

465 Kennedy, Folk Music Journal, p.207.
466 Edward Shils, Tradition (London, 1981), p.3.
467 |bid.,,p.12.Compare with Cuttingod6s suggestion that the Morr,i
468 Shils, Tradition, p.15.
469 For a school, for example, a generation might mean the time that it takes for one pupil to move through
the classes of a school, or in fact, if a tradition is linked to one class a generation might be no longer than
one year.
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done for the second time it has become traditional.*”® It must, therefore, have been

invented in the recent past.

Hobsbawm and Rangeré svork ont he o611 nvent i ovas ingpbrtant, naahlyt i on o
because it provided detailed evidence of the development of customs and traditions in
Scotland and Wales, but it also focussed attention on the fact that traditions have to be
invented.*’* This was, arguably, not the outcome that was envisaged by the authors,
because in the introduction Hobsbawm tries to identify the differences between what he
calls the 6ol d traditi onnwakes iaquitt cleanthat heaig d 0 n e
dismissive of these invented traditions, considering them unfulfilling, vague and
unspecific.
On the other hand the strength and adaptability of genuine traditions is not to be
confused with the d6invention of traditior
need be neither revived nor invented.*"?
Critics have since pointed to the basic problem with the book, the undeniable fact that
all traditions must have been é6inventedd by

more interesting question, asking why some events or practices survive and become

traditions while others quickly disappear.

When Al an Gail ey wrote a piece for The Nagurefol k| o
Traditionbhe began by noting that there had been few attempts to examine tradition -
AGenerally, as particularly whkoietiesdnevehich ng w
discussion of tradition has been eschewed, historians and anthropologists have not been
refl ecti ve a-lauid brigfly needtioned thee mvorldo of Hobsbawm and Shils,

concluding that i fit is perhaps not surprising that there is lack of consensus if not also

OWilliams, fAlt is sometimes observed, by those who ha\
two generations to make anything traditional; naturally enough, since that is the sense of tradition as active

p r o c eKsysvords, p.319. Also note the interview with John Kirkpatrick.

471 Hobsbawm and Ranger, The Invention of Tradition (2009).

472 1bid., p.8.
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confused thinking about tradition. & Anthony Giddens, in giving the BBC Reith Lectures
at a number of cities around the world also lamented the lack of many works dealing
specifically with the subject of tradition.*”* The overall title of the lectureswa s A Runaway
Worl do, and the third talk ilhwaPadnhdrtibutelears si mj
statement of the basic situation regarding the subject:

Tradition and custom - these have been the stuff of most people's lives for most

of human history. Yet it is remarkable how little interest scholars and thinkers

tend to show in them. There are endless discussions of modernisation and what

it means to be modern, but few indeed about tradition.*™
Where Gailey had based his work on Shils, Giddens began with Hobsbawm and Ranger
and the Invention of Tradition. He criticised their argument and went on to say that, where
Hobsbawm said that traditions were unchanging, he believed that they can and do

change, sometimes very quickly. il would turn their argument on its head. All traditions,

|l would say, are*® nvented traditions. o

At the end of the lecture Giddens turned to other subjects, but he proved to be a great
supporter of tradition and made a number of interesting points, saying that, even though
it might undergo change, tradition brings an honesty into society, and gives people in
that society a framework for their lives.
What is distinctive about tradition is that it defines a kind of truth. For someone
following a traditional practice, questions don't have to be asked about
alternatives.*”’

Not only is it good for a society to have traditions, but Giddens suggested it is essential.

fin my view, it is entirely rational to recognise that traditions are needed in society.¢'’®

Al an Gail ey, @ The Fokbote Val. 00, Nd.2 (IP89p ppil43i ©64.0 ,

474 Anthony Giddens, The 1999 Reith Lectures i Runaway World. Lecture 31 Tradition, p a When® , 0
was researching for this lecture, | came across dozens of academic books in English with 'modernity’ in the
title. Indeed, | have written a few myself - but | could only discover a couple of books specifically about
tradition.o<http://news.bbc.co.uk/hi/english/static/events/reith 99/week3/week3.htm> [accessed 17

January 2012].

475 Giddens, para 6.

476 |bid., para 12.

477 |bid., para 16.

478 |bid., para 23.
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He insisted that tradition sits firmly at the centre of a healthy society. We need our

traditions in order to maintain a balanced, healthy lifestyle; not only society but also all

individuals.
As the influence of tradition and custom shrink on a world-wide level, the very
basis of our self-identity - our sense of self - changes. In more traditional
situations, a sense of self is sustained largely through the stability of the social
positions of individuals in the community. Where tradition lapses, and life-style
choice prevails, the self isn't exempt. Self-identity has to be created and
recreated on a more active basis than before. This explains why therapy and
counselling of all kinds have become so popular in Western countries.*’®

To link declining tradition with increasing levels of counselling is thought-provoking, but

it resonates with comments made in the interviews conducted with Morris Men today

(see Kirkpatrick below p.195).

Phillips and Schochet also began with a comment about the lack of interest in tradition
as a discipline, and noted the fact that the word is used regularly by many people. fin
general usage the concept of tradition has the widest currency, yet in most academic
disciplines it has come neartodis appear i ng i A Irsatmoughtiulpreface
and first chapter the editors set out in detail the position regarding tradition, and the
problems there are in trying to study it. They are dismissive of Hobsbawm and Ranger i
the very itdded woifaditnivemd makes |little
otraditi onbatequaly csiticigelShils and others for a lack of breadth in their
studies, a criticism that certainly cannot be levelled at Phillips and Schochet.*8! They
draw widely on studies from a number of disciplines, linguistic, religious and scientific,
and note at one point that we are in danger of making tradition so all-encompassing that

we must include everything; it will T fswallow the whole world.d®2

479 Giddens, Para 28.
480 M S Phillips and G Schochet, Questions of Tradition (Toronto, 2004), p.3.
481 |bid., p.xi.
482 |pbid., p.21.
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Like Giddens, Phillips and Schochet are very positive about tradition, and they suggest
that traditions help us to experience and make sense of the world; they help to provide
pathways to the future.

étradition i s best under st ood not
experiencing the world*e3,

Loyalty to a traditional past is, in practice, a way ahead, a distinct path to the
present.*8

Ivor Allsop, a Past Squire of the Morris Ring, once said when instructing young men in
the steps of the Longsword dance that they needed to keep one foot in the past i
respecting and observing the ways of the old teams i but two in the future. Peter Brown
of Monkseaton Morris Men from the North East, in talking about the Rapper Sword

dance, said that hundreds of people turned out to see them dance at New Year, and he

explained the presence of so many by saying that as it was a northerndance: il t matt er

i its persona | -.wbich may be a good way of saying that something is traditional.*®® Eric

Foxl ey of Nottingham Foresters Morris Men,

said that it was what he imbibed as a young dancer with Thames Valley Morris Men. It
was his experience of the Morris world, and it set the tone for his life in Morris and with
i t s mwhatlimbibediin my youth! What Christopher Penton said to me, T soak it all

up and then feel free to change it and so it ends up personal.'®

Fig. 42: Brackley Morris Men.
Brackley Morris Men, dancing on Midsummer Common, Cambridge, 2014.

Photograph by the author.

483 phillips and Schochet, Questions of Tradition (2004), p.16.
484 |hid., p.156.

485 Interview with Peter Brown, 14/07/2013.

486 Interview with Eric Foxley, 08/11/2012.
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John Weaver dances with the team from Brackley in Northamptonshire (Fig.42). There
are photographs of the team in the early twentieth century, Sharp saw them in 1909 and
1922, and there are village records detailing members of the team as far back as the
seventeenth century. They are wusually regard
not as well-known in Morris circles as Bampton or Headington Quarry. Despite their
status John Weaver did not offer any clear guidance as to the meaning of the word
draditionaléalthough it could be said that his simple assertion of longevity was significant.

Question: Brackley are a traditional Side?

JW: We would say so, yes.

Qu: What do you mean by the word traditional?

JW: We have our own tradition in the village and we dance those dances, among

others.

Qu: So, who made up the dances?

JW: They were always there. We reckon they were in existence in 1623.48"
But when asked if the dances that they were performing were the same as the 1623
dances, Weaver explained that they were the ones collected first by Sharp in 1909 and
1922, and later by Fred Hamer of the Bedford Morris Men. In this case tradition seems
to have a link with the length of time that the dance has been performed, and the exact
nature of that dance was not mentioned. It may have changed dramatically between the

seventeenth and twentieth centuries, but that, apparently, was not significant. The fact

that some dancing took place in the village was the crucial point.

This was at the heart of an extremely thoughtful contribution from Laurel Swift and
Crispin Walker of the Morris Offspring Group which is worth setting down in its entirety.
Tobegi n with this was Crispinbés answer to the

Thinking about tradition as an artefact and thinking about tradition as a process,
as far as | can tell Sharp thought tradition was how it was done and | find this
w h e n trying ta explain Morris to people outside of the Morris world, when you
say tradition they tend to think how it was done then, as if there was a defined
moment where that tells you what tradition is i and in terms of how | experience
Morris and what we ca | | traditional dancing it does

487 Interview with John Weaver,10/05/2014.
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|l i ke tradition is a process, a way of d
historically informedi i t 6s derived from something, bu
things ratherthansomethi ng t hat tell s you what to do
kind of authenticity in tradition. It 6s

and personally | think Raglan [a modern set of dances] is as authentic a tradition

as Bampton is, and | feel quite strongly about that and | suppose with Offspring |

dondét think anyone thinks what we did col
think you could make a claim for it as being within a Morris tradition, exploring

what you can do with that tradition.*®8

Laur el Swiftds answer built on Crispinds con
Tradition is all about context and asensei on a ti mel i ne, t her eé

connection with something that went before that gives us some kind of meaning
or reason to do this thing in that context, and t hereds some kind

allowing it to continue in some way, SO0
and reason for wanting it i itmightbaathingheon. Ct
got from Carthy i this idea of being custodiansforawhi | e, and you dor

leave it in a worse state than what you got it, but at the end of the day - -
Crispin :-
| really hope | get the opportunity to pass on the Morris traditions to the next
generation and | really hope they do something completely different with it. Take
it in different directions.
The majority of the interviewees recorded for this study were able to provide thoughtful
and considerate definitions for the meaning of Tradition, and also showed a remarkable
degree of agreement underlying their very personal approaches to the subject.
Occasionally the views expressed were counter to the historical evidence, or to the views
of other interviewees, but this did little to detract from the basic conclusion that the

concept of tradition not only seems to be in the eye of the beholder but is, to use Laurel

Swi ftds phrase, al | about cont ext and sense,

The Seven Champions Team from Kent (Fig.43) has developed a performance style that
may have been originally based on Molly Dancing but now, they insist, they are neither

Molly nor traditional; they proudly assert that they are simply The Seven Champions.

488 Interview with Laurel Swift and Crispin Walker, 30/04/2014.
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Fig. 43: Seven Champions.8°
Two of their dancers were engaged in conversation in 2014 and they were justifiably
proud of the achievements of the Champions, but equally keen to insist that they were
definitely not a Molly team.*®® Their dance and performance style has been widely copied
by many of the new teams, particularly from East Anglia, and dancers from one of those

teams, Gog Magog Molly (Fig.44), were interviewed in Cambridge.*°

Fig. 44: Gog Magog Molly.
Gog Magog, Parker 6s Pi e dhofograplabythe autthay. e , May

Gog Magog are a colourful team, and their costumes follow the extreme style of other
new Molly teams from the East, whereas the Seven Champions have adopted a more
reserved modern interpretation of agricultural clothing based on cord trousers and heavy
boots. The Squire of Gog Magog said that they were a Molly team, based on the old

Molly teams that were once found around Cambridge:

489 <http://www.sevenchampions.org.uk/gallery/pages/claygate.html> [accessed 05/12/2014].

4% This was the view expressed by the two members of the team during a discussion at the Morris Ring
AGM in 2014 but is not always replicated by others. Their web site suggests that they are a Molly Team -
<http://www.sevenchampions.org.uk> [accessed 05/12/2014].

491 Interview with Gog Magog, 10/05/2014.
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Somet hing that was once traditional East
any more, so most of our dances are our own traditions; some of them are based
on the traditional dances that were collected around the villages of Cambridge
but equally the style we dance in and the style they were traditionally danced in
are quite different. The style is for want of a better word, very stylised, very
angul ar, so | s us megnisable dséy Samedances anywaye al |y

Question: The one that you did just then looked to me very much like the Seven

Champions?

Ans:The Seven Champions were a big influence because they were the first Side

of the Molly revival jnthestepdinh andteefpieciseondd i g i n

the style.
In this short piece it is noticeable that the Squire of Gog Magog uses the word traditional
both to refer to the old dances collected in Cambridgeshire and to the new dances
constructed by the team. She also appeared to refer to Seven Champions as a Molly
team, when, as shown above, some of the Champions insist that they are not. However,
as the Squire was interrupted by others present at the show, the interview was continued
by two other dancers from her team, and in their thoughtful response they moved the

discussion much closer to that of Laurel and Crispin from the Morris Offspring team.

Question: Is this an entertainment or street theatre?

- Entertainment and Morris donot t hi nk

: I
- Certainly not street theatre. | would s
Morris is the main part, so itbébs Morris
technically not, but for all practical |
always been done? i We 6re not doing things the we
done, but we can draw a kind of directlinei what weér e doing is

on and inspired by Ouse Washers in our case, and what they do is based on

and inspired by Seven Champions, and what they do is based on and inspired

by Kemps Morris Men | th%nk; itoés an ev
Here again, the distinction is made between the fact of the dance being performed, what
Crispin Walker called 6the art efthecprobessoland t |
being traditional. Sharp wrote clear directions for his dances and the men and women

who followed his teaching tried hard to learn those dances exactly as he dictated,

keeping both process and artefact locked in to the past, but now we have young dancers

492 Two members of Cambridge Morris Men collected the surviving Molly Dances, Cyril Papworth and Russell
Wortley. Cambridge MM then recreated the dances and these were picked up by a number of East Anglian
t eams, including ikempbés MM of Norw
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coming to the idea of a tradition with great thought and consideration, and being happy
to immerse themselves totally in the process, while seeking to develop new and exciting

artefacts to enhance and embellish that process.

Wicket Brood (Fig.45) from Hertfordshire perform dances in the style of those developed
by the Shropshire Bedlams.**® They wear tattered coats, have black or painted faces,

and perform lively, energetic dances to a large band.

»

Fig. 45: Wicket Brood.
Wicket Brood dancing at the JIMO Day in Cambridge, 10/05/2014.
Photograph by the author.

The first member of the team to be approached admitted that she was a new member
but agreed to answer questions. On being asked if she thought the dances were
traditional she suggested that they were not, although she said that she thought they
were folk dances. However, when their Squire took over the interview she immediately
insisted that the dances were traditional.
They come from the Welsh Borders i Hereford, Worcester, Shropshire. We
dance the tradition from them; as far as we know it they blacked their faces, they
were begging for money during the winter months because they were all tenant
far mer s; in order so they wouldnodét tget ¢

houses they wore disguises, so they blacked their faces. They wore rag jackets
and they probably did just one dance and they went round the houses.***

9% Thet eam started by John Kirkpatrick in Bishopb6s Cast|l
team, basing them on the material collected in the Welsh Border counties.
494 Interview with Wicket Brood, 10/05/2014.
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Much of this statement may be factually incorrect.**> Although the collectors often only
found one dance from a village, Keith Francis of Silurian Morris Men, believes that there
may have been many more, and he is also certain that there is no such thing as an over-
arching Welsh Border tradition:

Thereds no such tradition. Thsed aWeaclrs h Bor
village probably had more dances than have been remembered.*%

It could be argued that the mis-remembered facts are of less importance than the idea
that these dances are being linked to a past; it might be an imaginary past, but they are
being given a history and therefore a right to be included in a tradition.
Some of our dances are traditional i sort of i some are poached from other
Sides, and some we make up ourselves, but Morris is a living tradition as far as
| 6m concer ne dé eed anlTtadition) dahcesiare evolving all the
time. 47
In this case it was the young dancers insisting on links to an imagined past, to a tradition,
while the more senior member of a team from Ledbury in Herefordshire was apparently
doubting the idea of tradition.
There isnbét such a thing as tradition 1 ¢
do is traditional. As soon as you say that you start to fossilise it; you need to
change because of changes in society.*%®
In fact, while Francis appears to be disagreeing with the very concept of tradition, he also
seems to agree with all of the interviewees who have suggested that society must move
on, that traditions must evolve and change. Karen Beardslee wrote:
The changing nature of our traditions reflects the changing nature of our lives.
And while all this change can be a scary thing, if the alterations to our traditions

are handled with care, they should not detract from what we look to our traditions
for: stability, security, structure, a sense of who we are and where we belong.**°

4% For example, the dancers in Upton on Severn were fishermen, not farmers, and they did not wear rag

jackets. See Dave Jones, fiHere the morrismen were wel/l knov
towns and villages along the Severn, it was largely performed by f i sher men &he Rootbaofat men.
Welsh Border Morris (1995), p.57.

4% Interview with Keith Francis, 06/04/2013.

497 Wicket Brood Squire.

498 Keith Francis.

499 Karen Beardslee, Translating Tradition (2004), p.118.
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Hugh Rippon said that tradition was fsomething that is flexible enough that we can add

to it and pass on the general idea to someone else.®® Antony Heywood of Helmond

Morris Men also referred the idea of tradition directly to Shar pés wor k

highlighted the fact that by the very nature of the collecting process they were in danger

of destroying the thing they sought to save:-

The only thing we have is what the Morris was like in 1899 and shortly afterwards
t hink
passed things on. Once Sharp wrote it down that was the beginning of the end;

T thatwastradi t i on, because they didnot

it became a museum piece and any attempts to change it were resisted.>%!

From these opinions therefore, it would seem that in their professional writings, Giddens,

and Phillips and Schochet managed to get very close to the feelings and ideas of the

modern dancer. Tradition is a way of experiencing the world, a way of approaching a

personal truth, and as Allsop, Francis, Walker and Swift among others suggested, the

link with the past provides a pathway to the future. Lowenthal wrote:

But people realize that tradition is a brake on progress. They may acknowledge
the virtues of yesteryear and the benefits of relics and roots, but they also know
that the old has to give way, that youth must be served, that new ideas need room
to develop i that the past does indeed constrain the present.

Stability and change are alike essential.

Yet to cope amidst change we also need considerable continuity with the past.5°?

John Kirkpatrick of the Shropshire Bedlams provided an echo of the work of Giddens in

his response. Giddens suggests that traditions are needed for healthy societies, and

Kirkpatrick said:-

and

| probably prefer to use the word tradit:i
hear Morris described as O6folk dancingd
described as o6traditional dancingé even t

as good a definition as any really i traditional T something can become traditional
if it happened last year.

-so Morris Dancing addresses an anci
much. Wedbre so sophisticated a nmitiveisidd
of our nature isndt often dealt with.

of people. But when you can express it and harness all that youthful energy with
something like this everything makes a kind of sense and you think this is

500 Interview with Hugh Rippon, 05/05/2013.
501 Interview with Antony Heywood, 28/11/2012.
502 David Lowenthal, The Past is a Foreign Country (Cambridge, 1985), p.69.
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fantasti c, because itds such a primitive
millions of years old andiwkbebhhes it is a
because it addresses that basic side of our nature we think it goes back to the
medieval, you know, primeval swamp, even if we know that we only made it up
last week. So the point is it fulfils a need that might not be fulfilled otherwise, even
by us cobbling together something tihat we
the right sort of fe el i ng about it then people thi
traditional.>%3

Giddens says that traditions are needed to ensure that we have healthy societies, and

Kirkpatrick says that traditions fulfil a need. Beardslee wrote:
These traditions play a large part in our idea of who we are and where we belong.
Moreover, whether we recognize it or not, it is by these traditions that we structure
our lives i measure our days and show evidence of what matters to us.5%

Laing and Frost similarly wrote:
Even in the face of modernity and globalisation, there are traditional events that
are retained and treasured. Traditions, and how we use them, lie at the very
foundation of many of our contemporary events.5%

Perhaps it can all be sumegakemenp-iby m&t eerBr o

An Invented Tradition.

-

Does it matter to everyone in the same way’
Traditioné Hobsbawm and Ranger suggest that
the same power as irowkhdsbéen aititisedd bymthes [fistoriafishas

outlined earlier in this chapter, largely on the simplistic grounds that all traditions must

have been O0i nventinthe gast,and yes ldolvsbawm bimself appears to

agree with this by saying i fiThere is probably no time and place with which historians

are concerned which has not seen o'Breastdhinnvent

Kirkpatrick said dur i ngsomething cannbecemevradagionalf or t h

503 Interview with John Kirkpatrick, 25/04/2014.

504 Beardslee, Translating Tradition, p.62.

505 | aing and Frost, Rituals and Traditional events in the Modern World, (2015), p.17.

506 At the beginning of a talk | asked the group (of non-dancers) to describe their own family traditions. They

all immediately replied that they had none. When told that it was very sad that they did not celebrate

birthdays, or Christmas they all began to reconsider their initial answer and went on to suggest many family
6traditionsé that they had never stopped to consider w
507 Hobsbawm and Ranger, The Invention of Tradition, p.4.
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it happened last year.0 In his introduction Hobsbawm repeatedly draws comparisons
bet ween 060l do6 and 6énewd trimendoftheirecantsadditians®f al wa
Atno pointdoeshet ry to investigate or explain those
of which it could be argued may not be as old as he imagines. Furthermore, his political
agenda combined with a lack of knowledge about some of the folkways that he describes

obscures some of the detail.5%°

Hobsbawm says that the process of creating traditions is obscure and refers to some
that have been created by one person. The evidence from this study is that creation by
one determined individual is the usual method by which traditions are developed, with
Sharp being the most obvious example of this. However, consideration of these
problems should not obscure the positives that can be found in the writing. Hobsbawm
defines an Invented Tradition as:
€ a set of practices, normally governed
of a ritual or symbolic nature, which seek to inculcate certain values and norms
of behaviour by repetition, which automatically implies continuity with the past.5°
This would certainly apply to some recent events that have become regular additions to
the Morris calendar, and Hobsbawm makes the case for the historical study of traditions
by saying i firhey are evidencedi suggesting that they throw i fa considerable light on
the human relation to the past, and tHmh¥¢refor

Certainly the people interviewed for this study have enthusiastically offered their

evidence and shed light on their past.

508 Hobsbawm and Ranger, The Invention of Tradition, p.10,i The f or mer wer e speci fic a
social practices, the latter tended to be quite unspecific and vagueé o

509 His notes on folksong and folk carols, for example, are confused and ignore the strong carol singing that

continues to this day in the Sheffield area.

510 Hobsbawm, p.1.

51 |bid., p.12.
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When Sharp began his collecting work he was concerned to place the dance in a context
of his own devising, but a context that was firmly based on the prevailing culture. In the
introduction to the First Morris Book, written in 1912, he wrote:-
Shortly, however, we may explain that it was one of the seasonal pagan
observances prevalent amongst primitive communities, and associated in some
occult way with the fertilization of all living things, animal and vegetable.>?
There is no evidence for this view, but onc
and was repeated regul ar FDOSSHtys athdory of folk @ltbeer s o f
that was perfectly in tune with the artistic and cultural movements of the late nineteenth
and early twentieth centuries, with the writings particularly of Frazer and Tylor who were
concerned to place all such culture within a broad historical structure firmly based upon
ancient, pagan society. iViewed in the light of what has gone before, the awakening of
the forsaken sleeper in these ceremonies probably represents the revival of vegetation
inspring, © wr ote Frazer about festivalsthabhe sid rotpmtniessg f e s
for himself, as he seldom left his study.>*®* When Sharp began to collect the Morris Dance
(and at least he did go out into the field to undertake the collecting), having been

immersed in that culture of the time, he must have thought that he had found the crock

of gold at the end of the Edwardian rainbow.

Sharp was convinced that Morris Danconfinredy was
solely to villagers; it does not seem to have been shared in any way by the more

educated classes.®'* He explains away the interest in the Morris during the sixteenth

and seventeenth centuries as being nothenor e t

Aiguainto dances of®FPWihlel ckenmpds pHiopéeé eDai es Wor

512 Sharp, The Morris Book, p.11.

513 Frazer, The Golden Bough, p.134.
514 Sharp, p.20.

515 |bid., p.20.
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a s a véry un-Morris-like escapade.®® In the Cotswolds Sharp sought out the oldest
dancers, and in the village of Bledington, for example, he ignored the team of young men
who had been seen dancing within the recent past, instead interviewing the one surviving
member of the old team (Fig.46 shows two of the Bledington dancers when they were

subsequently interviewed by members of the Travelling Morrice in 1937).

g on dancers.
George Hathaway and Lewis Hall at Bledington, June 1937,
with Russell Wortley (left) and Rowland Hills of the Travelling Morrice.517

Photographs were taken of some of the old dancers, and when Neal and Sharp taught
new teams they copied not only the old dance steps, but also the costumes, claiming
that it was all relevant t olypubhMorri®oDanceghbadki on o .
on to the streets of Britain, but they also

of the dance.

Here are the beginnings of a completely invented tradition. A dance form based on
agricultural workers dressed in a simple costume, performed no more than once or twice
each year, starting in April or May and finishing by high summer. The reason given for
the dance was to provide fertile crops for the community and the capers performed by

the dancers were there to encourage the crops to grow to a great height. It achieved an

516 Sharp, The Morris Book, p.20.
517 Russell Wortley (1980), p.28.
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immediate resonance among a general population keen to try any new pastime that
would relieve the boredom of working in an industrial nation, and among the cultural elite,
driven by a desire to return to a mythical past. In 1923 the music critic Fox Strangways

published an article about Sharp in the magazine Music and Letters.5® He stated quite

clearly in his introduction to some of Sharp
an invent e dvetrrya chii tnigonhherfe i s Atradition, 0 s
enough, AMr. S¥arpods tradition

Fig. 47: The rveIIing Morrice.
The Travelling Morrice on the Ninth Tour.%?°

In 1924 the Travelling Morrice group from Cambridge University added detail to this new
tradition by undertaking a tour of the Cotswolds (Fig.47). This may not have been a
conscious effort to replicate the pre-feast walkabouts of the old Cotswold teams but it
was seen by many to be a modern equivalent, and other groups immediately followed
their lead. When the Morris Ring was formed in 1934 they also added Saturday tours to
their weekend meetings. Typically, these tours avoided urban centres, visiting small

villages to dance outside the village pub. This invented tradition survived throughout

518 Arthur Henry Fox Strangways (1859-1948), musicologist and critic; founded the quarterly magazine
Music and Letters in 1920.
519 Fox Strangways writing in Music and Letters, No.4, Vol.IV (1923), p.323.
520 photograph from the archives of the Cambridge Morris Men, printed in The Morris Tradition (a pamphlet
printed for The Morris Ring).
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most of the twentieth century and laid down a pattern of performance that is common

today throughout the revival teams.

In this way Sharp invented a Morris Tradition, and once established and detailed in print

it became fixed in the publicbs perception o
Kirkpatrick he related the story isrotradiioa Bi s h
in Shropshire of parading rushes around the town before they are spread on the church

floor, but it was once common in the north-west of England and has seen a revival there,

most notably in Saddleworth. Knowing this, towards the end of the twentieth century the

vicar of Bishopb6s Castle suggested that they
biers that were kept in the village church. A suitable day was chosen, rushes were

collected, and a procession accompanied by the Shropshire Bedlams team, toured the

streets of the village, ending up at a church service where the rushes were blessed. This

proved popular and continued. Recently villagers were heard by Kirkpatrick to be talking

about the event, saying t b ald traditiorts weseabeinge x ¢ e |
continued. 0 The population of the village ha
as a worthwhile tradition, despite the fact that it was only a few years old and quite

obviously an Al nvented Teraeedeatd tosaypand ad Johns 0 ma

Kirkpatrick himself sai d, i f itos been done
al so convinced that it is good for the commu
istrongly bindi*ftgo social practice.

Change and Recent Developments.

Cecil Sharpdés view of Morris Dancing as a

particularly by Morris Dancers. As quoted earlier the Squire of Wicket Brood referred to

521 Interview with John Kirkpatrick, 25/04/2014.
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the Border farmers, and Keith Francis said i D a n peegfaamed by men in the agricultural
communitiesTt hat was t h &hatpwasdisntissive of he apparent attempts
by the elite of previous centuries to copy t
writings that the dance was firmly based in rural agricultural communities. What he and
the other collectors found in the early years of the twentieth century was certainly a rural
activity and, as suggested above, once detailed in print that version of the history of the
dance was bound to become an accepted fact, but there is a different way of considering
the evidence. As with so much of Morris history assumptions must be made from the

slimmest of references, but they can be linked to the historical process of diffusion.

In their book Annals of Early Morris Heaney and Forrest detailed as many references to
Morris Dancing as they could find.>?? It was not an exhaustive list, but was an excellent
beginning, detailing over seven hundred references, and one reason for its production
was, as Keith Chandler noted in his Preface to the book, to help to overcome the
dependence on what many see as an incorrect reading of Morris history.
One result of scholarly attention has been the generation of developmental
theories based on analogies with ceremonial dance forms from many corners of
the globe; and one such, which has attained widespread popularity, postulates a
ritual origin dating into prehistory. This impulse towards elucidating origins has,
alas, frequently been tempered by romantic notions of a rural idyll, and, as a
consequence, has often tended towards a near complete disregard for concrete
historical data and provable temporal developments.>
The first table in the book lists forty-one references and of those eighteen are listed as
being connected with royalty, or having a member of the royal family present at the event.
The earliest of the royal connections is dat

and records detailed by Heaney and Forrest and by Cutting show that money was paid

forMorri s Dancers in 1501 and 1502, and then by

522 Michael Heaney and John Forrest, Annals of Early Morris (Sheffield, 1991).
523 Keith Chandler, Preface to Heaney and Forrest, p.v;
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1514.52* These records do not suggest that royalty was simply making fun of quaint rural
pastimes; the Morris appears to be an integral part of the festivities and celebrations,
and the money being paid was substantial, fifty-three shillings in 1502. There is no way
of knowing why John Mauldons of Bildeston in Suffolk had produced Morris costume,
but the four men who put their names t or
1576 valued it at twenty shillings:- sarten parelle for mores dancers & other
capellementes with the bels. In modern terms this could translate to nearly three hundred
pounds and may show that the dancers at these events were still highly regarded, and
highly paid entertainers.5?® This exalted position of the dance did not last and court
appearances have more or less disappeared by the middle of the sixteenth century, and

the Morris became part of Guild or Church celebrations.

The records listed now proceed to detail the continued decline of the dance. Before and
during the Commonwealth the Morris Dance came under attack from the authorities, but
it survived and enjoyed a slight re-birth during the restoration.?®¢ Although it was
supported by high society during the seventeenth and eighteenth centuries, by the
nineteenth it was in decline, and again under attack from the authorities. The two
difficulties with the records from the early modern period are firstly that very few
illustrations have survived to show what these performers were doing, and secondly,
because the records all come from a level of society that was sufficiently educated to
keep records, we have no way of knowing whether or not the dance was also performed
more generally across all levels of society. However, we are left with the impression that

this was an illustration of diffusion.

524 Cutting, History and the Morris Dance (2005).
525 A number of internet sites were checked for this, and they gave widely varying answers between £150
and £500. The figure of £300 seems to be a reasonable assumption at the time of writing.
526 Roy Dommett, My Thoughts on the Morris, Its early history and origins.0A Lecture given by Dommett at
the Sidmouth Festival (2011).
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A key factor that underpins much of the argument about the capacity of cultural
forms to move freely through the social structure is the diffusion thesis, in which
cultural goods are introduced in the upper echelons of society and, over time,
filter down the social structure.>?’
Among other items that have journeyed down the social scale Borsay includes Morris
Dancing-il n t he medi eval p e remtsoadd chebseanckin theeearly
modern era, hunting, morris dancing, and luxury foodstuffs like sugar, tea, coffee, and
t obacco, al | of which travel |l e-é&nda ageaewdf
cultural interchanges he notes that it has been recorded that at some point the upper
sections of society decided to abandon older pastimes.®® fEngagement wi
culture ran the risk of being stigmatised as socially inferior.&?° Borsay does not give a
date for the complete divorce of the gentry from popular culture, but suggests that this
would probably be placed around the beginning of the nineteenth century, by which time
Morris Dancing in some parts of the country was being held by local authorities to be
begging.>° At this point it had become a rural pastime and anyone prepared to ignore

the long history of the dance, as it seems that Sharp was happy to do, would easily link

it to an Edwardian rural idyill.

Although the Morris Ring tried to exercise a degree of control over Morris Dancing for
many years during the twentieth-century, wi t h t he founding fat
instructions must be followed, the dance and the culture surrounding it was nonetheless
being shaped by society and wider social developments. One popular idea of tradition
suggests that whatever happens to society the traditional pastime will survive and
continue without change. In practice, the opposite is true. Society is the control and as it

changes so the dance follows to reflect those changes. The evidence gathered for this

527 peter Borsay, A History of Leisure (London, 2006), p.98.

528 |bid., p.98.

529 |bid., p.102.

530 Robert Malcolmson, Popular Recreations in English Society 1700-1850, (Cambridge, 1973), Chapter 8,
particularly p.165.
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study concerning the rise of women dancing shows that change typically can happen
very quickly, within no more than ten or twenty years, and in the case of the women was
entirely due to the change in society that encouraged women to take a more active role.
If this principle is applied to other changes during the early history of the Morris it might
explain some of the extreme differences between the Morris today and the
entertainments labelled as Morris from the early modern period. Cutting explores these
differences and examines illustrations of dancers from the fourteenth century onwards.
He notes that many of the earliest are not labelled as Morris, but he concludes that it is
possible to use that terminology to describe them.®*! The illustrations that he calls his
60Renai ssance Collectiond from 1480 to 1510 a

figures dancing around a lady (Fig.48).

Fig. 48: Van Meckenem Circular.
Engraving by Israel Van Meckenem.>32

He suggests that this may have been the Morris Dance seen at the English Royal Court.
Although there are those who doubt that this style of dance was in any way related to
the English Morris Dance if the ideas of dramatic change in society are applied there is

no reason to doubt that this was The Morris.>33

531 Cutting History and the Morris Dance (2005), p.167.

532 bid., p.155. Engraving noted as being from the British Museum.

533 Mike Heaney examines in great detail the similarities between the Van Meckenem designs and those of
the Betley window in The Morris Dancer, Vol.3, No.11 (January 2004), pp.331-344.
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An entertainment suitable for Court and the halls of the nobility might not easily translate
into an item suitable for inclusion in a Guild procession, but it would only take a little
imagination to change the ring antics into a line dance. There was a significant change
in English society during this period that may have been the catalyst for a change in the
Morris and it is detailed by Henry Kamen in his book onthe period. il t i s | i kel vy
culture of Europeans changed significantlydur i ng ear | y StiNaanlydoest i me s .
he examine the political and social upheavals, but he also relates them to the questions
of traditon.A" Tr adi ti ons are not easy to measure or
when oral and undocumentedas mostp o p ul ar ¢ 3% TthaiMogis was certainly
undocumented and even up to Sharpds ti me see
oral instruction, but Kamen talks about a more significant cultural change that would have
had a great effect on an entertainment such as a Morris Dance. He explains that during
the period there was a cultural shift from one all-embracing culture enjoyed and
understood by everyone, to a position where some elements of the culture were regarded
as only suitable for one section of society. As society found more time for academic and
scholarly pursuits in the arts and sciences these became the reserve of the elite or
educated classes; a fun, energetic pastime such as Morris Dancing was relegated to the
artisan or uneducated classes.
A simple, popular, universal culture, which included in its upper strata the
intellectual achievements of the élite, was gradually fragmented into a culture for
theélitei what has been cal | eahdanttherfdthenmssés t r ad
ia Oltirtatdi ¢ i ondé. The former consisted of
and the memorable, and the latter of entertainments such as folksongs, plays
and festivals; the former persists in our manuals, the latter has been largely
forgotten.>3

As the dance ceased to be required entertainment for the élite and appeared more in

Guild and Church festivals it is recorded that costumes were held centrally for the

534 Henry Kamen, European Society 1500-1700 (London, 1998), p.194.
535 |bid., p.194.
536 |bid., p.194.
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dancer s, and it mi ght be supposed that
masses. A further change during the period, documented by both Kamen and Wiesner-
Hanks, was a considerable fall in the standard of living. i Re a | wages f
labourers and rural artisans in England were cut in half during the period 1500 to
1 6 5 U’ Bath these historians draw attention to the rise in beggars, often simply workers
seeking employment, but again it is possible to speculate that people trained to dance
for a Guild may readily have decided that dancing to raise money for themselves was a

better way forward.5%

The changes detailed here took place over a period of some two hundred years. If in
thirty years Morris has changed from being a dance constructed to patterns recorded
one hundred years earlier, performed only by men dressed in white trousers and shirts,
with a simple baldric costume, to modern choreographed dances performed by men and
women with painted faces, dressed in bright multi-coloured clothing, it is perfectly
possible to speculate that over the much longer timescale even more dramatic changes
would have been seen. They would have followed changes in society, and as has been
shown by this study, communities would have quickly adapted to the new ways and been
happy to accept them as established traditions. As Keith Francis said i fas society

changes things will change.¢*

Within the Morris world things are certainly changing. In 1900 there were possibly only
three teams still performing the Cotswold dances. There were further sword teams, and
some clubs in the North West, but it is likely that, in all, there were no more than ten

teams regularly dancing what Cecil Sharp labelled the Morris. By the year 2000 the

537 Merry E Wiesner-Hanks, Early Modern Europe 1450-1789 (Cambridge, 2013), p.213.

538 Kamen, European Society, p.152.il n t he mi dl ands the cost of I|living

bet ween 1500 and 1640, while his real wages over
539 Interview with Keith Francis, 06/03/2013.
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national organisations were claiming that there must be at least five hundred clubs
regularly dancing. While we know that at the beginning of the century there were very
few teams dancing in the Cotswold style, today it is very difficult to identify such clubs,
because many dance in more than one style, and sometimes change what they regard
as their main dance form.%*® Recent comments on the internet (June 2016) noted the
fact that although thirty years ago the south midlandséstyle Morris would be the main
dance form seen at any event, today Cotswold teams are becoming rare, and the main

style seen at festivals today is the Border style.

In 1970 there were two national organisations supporting Morris dancing, the EFDSS
and the Morris Ring. By 1980 there were four, as the original two had been joined by the
Wo me nMrsis Federation (as it was then known) and the Open Morris. Although there
were periods, noted earlier, when there was little contact between them, there are now
regular meetings between the officers, joint Days of Dance, and some of the important
work is handled by one central body. This significant change is further examined in the

next chapter.

Conclusion.

The English culture of the early twentieth century suited Morris dancing perfectly, even
down to Colls idea of the praise of inanimate objects i the hills, woods and cottages,
rather than the people. In fact, if the culture was being invented to suit the particular
circumstances of the time, as a way of countering industrialisation and war, Morris
dancing was excellently placed to be one of the signifiers of that culture. In order to fit

comfortably within the cultural scene, the dance was also labelled as traditional, but as

540 As an example of this, Chanctonbury Ring Morris Men were a Cotswold side that also danced the North
West Morris. At the Thaxted meeting in 2016 they appeared as a North West team.
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so many writers have pointed out, tradition is one of the most over used words in
circulation today. It is interesting to follow the philosophical discussions about the nature
of tradition, most of which took place over a short period of time in the second half of the
twentieth century, and it is salutary to find that in some cases, while the arguments in the
published literature came to no clear decision as to the meaning of the word, the young

people interviewed for this study were able to offer definite opinions.

All of the dancers interviewed used the word at some time, and yet, when asked to define
the concept some fell back on the idea of tradition simply implying something that had

always been done, leaving a distinct feeling that there was little thought being given to

the reason why such events should bel abel | ed as o6traditional

leaves the events exposed to the accusation that they are a millstone holding society
back, rather than a valuable part of the structure of any community. This may well be at
the heart of the problems encountered by the Morris today when some observers,
particularly in the press, are disparaging about the dance and about tradition in general,
and suggest that it should all be consigned to the dustbin of history. Yet the younger
dancers interviewed had a more positive approach to the problem and were able to give
thoughtful, constructive ideas and definitions, and there was a strong suggestion that a
respect for tradition was vital for the health of any community. Traditions must be kept
alive, and have a vitality that encourages respect. As Crispin Walker suggested, tradition
is a process and the dances are the artefacts that enable the process to develop and

remain relevant to their community.

This study is not the platform for a considered criticism of the work of Hobsbawm and
Ranger, other than to note the fact that others have been critical of their writings

concerned with tradition. A positive outcome from their work is that they directed attention
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towards the idea that an event constructed or invented in the recent past can quickly be
viewed as traditional. Their writing about these invented traditions concentrated attention
on the fact that, as Kirkpatrick said, once an event has been repeated it can be classed
as traditional. The length of time is not important; the view of the society is all that
matters. From the evidence, Sharp and the other enthusiasts for the dance certainly
invented a Morris tradition, based on the writings of Frazer, and the evidence that the

collectors found in the Cotswold hills.

Morris Dancing is usually assumed by audience members, and indeed many dancers, to
have been an unchanging dance form, with links going back hundreds of years. In fact,
compared to the oldest drawings the dance has changed dramatically, and the Cotswold
dance bears no relation to the renaissance forms that might be classed as Morris.
However, during the twentieth century the south midlandséMorris has not changed as
much as some other forms, particularly Molly and Border Dancing. The Cotswold Morris
isgeneralybei ng performed in the spirit of the i
the latter years of the nineteenth century. Dancers wear a costume that is still related to
those worn by the teams that Sharp saw, and the movements and figures of the modern
Cotswold dances are largely those collected in the early years of the Revival. However,
while other styles appear to be moving forward, and while there have been significant
changes to the national bodies concerned with the dance, the fact that the Cotswold style
remains rooted in the past may be damaging its image, as there is some evidence that
fewer teams are prepared to engage with south midlandsé Morris. Which raises the

question, where next for the Cotswold Morris dance?
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The Future.

The title of this study refers to the Cotswold Morris in the twentieth century. Why,
therefore should there be a chapter looking beyond the end of that century? Surely there
was sufficient change to the dance, even between the start of the great collecting period
in 1905 wup until the arrival of the womenobs
work. The problem, however, is that while the period began with a single event, the
Headington men dancing at Sandfield Cottage, which led to a rapid spread of enthusiasm
for Morris dancing, the end of the century has no such clear finale. In fact, the final years
of the old century began to feel as if they were building towards some great new
momentous period of change, as if the upheavals of the twentieth century had been
building towards this new direction. That period has still to run its course, but the situation
with regard to the 2012 Olympic Games in London, and the latest disagreements related
in the press are worth examining, as is the interview with the man who has introduced

another Morris-based entertainment into the folk world.

The significant changes that affected Morris Dancing from 1970 onwards resulted in a
variety of press responses. The initial, commonly-held opinion was that Morris Dancing
was an out-dated form of dance, performed by elderly, bearded, overweight men.

The closest thing the English have to a national dance, Morris-dancing, is a
clumsy pub-sport practised by men in beards and shiny-bottomed trousers.>*

References were always cynically suggesting that Morris should be consigned to the
dustbin of history. The Morris Ring was criticised for its attitude to women dancers, and
yet members of the public continued to refer to Morris Men, even when the dancers were

clearly female®*2. Tourist guidebooks continued to use photographs of Morris dancers,

541 paxman, The English (1998), p.11.
542 As reported earlier this happened to me during my teaching career, when children would bring in
photographs they had taken oftemnMbrrsworray of #Athe Morris N
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but they would sometimesc h o 0 s e wo0 me and Isad o eegamdoy any traditional
link to the area. It has been cynically suggested by some male dancers that editors had
decided that women in colourful dresses were more photogenic than the men. As the
new century came in the Bagman of the Morris Ring composed a pessimistic press
rel ease, stating t hat Britainos tradi't

forever.>*® Some men had always predicted that if women began to dance the men would

stop, and it seemed that this was coming

an all-time low, and reports from the other Morris organisations suggested that all teams
were struggling to find new members. Initially the press release seemed destined to
follow this trend, as no paper picked it up, but then a local paper in the west of England
decided to run with it.>** The article was noticed by the area television station and a
reporter was dispatched to the local Morris Side, Mendip Morris Men, where he
gquestioned them and was invited to join a dance. The response was immediate, and
national papers, realising that they had missed an important moment, ran articles
bemoaning the loss of a national tradition. Letters were sent in to the press from many
members of the public saying that the Morris must not be allowed to die out, and Sides
began to report a change in the approach of their public. Instead of passing by shaking
their heads, people began to stop to say that they were pleased to see the dance, and

that they hoped it would not die.

As this change in public attitude was being reported in the press, Britain began to
consider the celebratory events that would surround the 2012 Olympic Games. Morris

Dancers were keen to be involved, and area meetings were held to discuss ways in

543 Charlie Corcoran, Morris Ring Bagman and member of Leicester Morris Men.
544 During his interview Corcoran could not remember which paper, but he thought that it was the Western
Daily Press, and that the story was followed by BBC South West. Mendip MM confirmed that the reporter
who visited them was John Kay, South West Regional Reporter for the BBC, based in Bristol, and the
piece went out on the BBC national news. The date was spring 2004. Mendip were unsure of the actual
day.
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which the Morris could be shown to a world-wide audience. Enthusiasm was high,
because all other Games ceremonies had showc
Although comments were made by Sebastian Coe that Morris Dancers might be
considered, he made it clear very quickly that this was a joke, and Danny Boyle, charged

with producing the Opening Ceremony, was said to have commented that Morris dancers

woul d appryadeadi obvoedry 6. The Mail on Sunday ran
CondronAiWhen asked by The Mail on Sunday whet he
in the ceremony, an Ol ympi &° Thepaditeeqaoed Peters i mp |
Halfpenney, the Squire of the Morris Ring, whosaid:A Ther e seems to be |
i ndigenous folk culture for the firBarryti me
Goodman, president of the Morris Federation, added:i The f eel i ng among mo
i s f Ther¢g wad an immediate, highly critical backlash from dancers, and some
suggested that there should be o6flashdé group
Park. Although representation was made to the Olympic Committee (and requests made

to respond to this study), nothing was forthcoming. Paul Reece, a member of Thaxted

Morris Men and a Past Squire of the Morris Ring, wrote in to the paper contrasting the

focus of an article in The Times with the response of the Olympic Committee: A Fr i day 6 s
0Ti mesd ar tdline bfdowntwinninthfeaturddea Morris photo to underline our
indigenous culture that frequently defines Englishness and who we are.0In the event,

Morris Sides did not appear at the opening ceremony, despite the fact that it opened with

a Ovill@gecegmeetnhat would have been ideal fo
criticism that, while the intention had apparently been to avoid the stereotype of Morris

dancers in the rural setting, the show immediately moved to reinforce all of the old
stereotypes of O6dark satanic mill sd, and a Britai

Two Morris teams, Blackheath Morris Men from London and Rag Morris from Bristol,

545 Mail Online, <http://www.dailymail.co.uk/home> [accessed 12 December 2011].
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were booked to dance during the closing ceremony, but they were totally lost in a rather
chaotic massed event, and many people said that they did not realise Morris Dancers
had been represented. Neither of the teams knew why they had been chosen, and the

National organisations were not approached for their advice or recommendations.

This dismissive approach to Morris Dancing by national and local government is seen
time and time again. On September 30, 2013,
about a comment made by Owen Paterson, the DEFRA Secretary, when he said that he
wasgoi hg to operate a AMorris dancer filtero,
Dancing would immediately be filtered out of any proposals. Again, although a request
was made by the Squire of the Ring (and by the author of this study), to discuss the
effect of the comment, no reply was received. At a local level Morris teams travelling
abroad to international festivals have reported that dance teams from other countries
can be supported by their local communities, with teams arriving in coaches paid for by
their home town, having also received an accommodation subsidy to help them
represent their country. Morris teams do regularly travel abroad, but usually by providing
all finances from within their own club funds. Although there may be worthy local
exceptions, the one national exception to this generally dismissive approach is The
British Council. Members of the Council have been keen to use Morris teams to celebrate

Britain abroad, and have been very helpful in providing links with foreign communities.

Since the Olympic Games, reports in the press concerning Morris Dancing have, in the
main, been supportive, if rare. However, anything concerning the Morris is likely to raise
issues that divide opinion, and two recent examples (October 2014) have achieved
national prominence. Although the Bacup Coconut Dancers (Fig.49) have been outside

the area considered by this study, their hounding by the press has a national resonance,
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as does the photograph of the Prime Minister, David Cameron, shown standing with a

Border Morris team, Foxs Morris (Fig.51).

Fig. 49: Bacup Coconut Dancers.
The Bacup Coconut Dancers dancing at the Thaxted Meeting, 30/05/2009.
Photograph by the author.

The Bacup team dance through their village on the same date each year, and have been

doing so for many years. In some places they dance on the road, and so the arrival of

strict Health and Safety regulations, meaning increased road closures and large

numbers of crowd control marshals, combined with the decision by the local Council to

withdraw funding for such events, has threatened the day. The Bacup team has argued

that the day has never required this level of policing, and that this is Health and Safety

gone mad, threatening a traditional event that the community has enjoyed for over one

hundred years. Unfortunately, the Bacup dancers are a black-faced team, and it is this

that has attracted most comment in the press.>*® The question of policing Morris events

is being faced by other teams across the country, and while some authorities are very

helpful, as for example, in Thaxted in Essex, where the annual Morris Day requires the

main street to be closed on two occasions, others are less helpful. The Saddleworth

Morris Men, for example, have had to changefr om -9y lde d pol)iacdiareg ( Fi
now having to employ a smal/l army of Omar s

enormous cost, to satisfy the local Council that all Health and Safety considerations are

546 See particularlyt he O L et t eTheDaity delegraph 15/1012014 and 16/10/2014.
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being met. A discussion around this aspect of traditional dancing would have been very
useful, but in the event, the press was full of letters either supporting or criticising Bacup

simply for their black faces.

Fig. 50: A Saddleworth policeman.
Odstylbeddgpolicing at the Saddleworth R
Photograph by the author.

The David Cameron issue hinged around the s
team, the dancers he was photographed with also had black faces. Again, there was no
attempt to praise the Prime Minister for attending a Folk Music event, or for supporting
his local community, there was only criticism that the dancers were being in some way
racist because they had used black face paint, and therefore, by association, the Prime

Minister must also be a racist (Fig.51).

Fig. 51: Foxs Morris.
David Cameron with Foxs Morris®*’

All attempts to explain that this was simply a form of camouflage used for centuries by

people who patrticipated in events that had, at some point in history, been regarded as

547 The Daily Telegraph, 13/10/2014.
<http://www.telegraph.co.uk/news/politics/david-cameron/11158847/David-Cameron-poses-with-blacked-
up-Morris-dancers-at-Banbury-Folk-Festival.html> [accessed 9 December 2014].
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being outside the pale of polite society, came to nothing. The papers continued to press
the racist button, and some members of the public responded. One letter insisted that
Morris Dancing should be banned because all Morris Dancers were simply making fun
of African Tribal dancers and were therefore racists. Luckily there was an immediate
response asking whether or not the dancers of the fifteenth century knew about African
Tribes, but the article and exchange of letters only highlighted the continuing problems
with the Morris, that some of the mouthpieces of society are not prepared to accept it as
a national dance, and some members of the public are woefully ignorant about the nature

of the dance.>*®

These discussions have drawn in all three organisations, and one major change in the
new century is that they all spend time working together. The seeds for this were planted
by Ring Squires and officers of the Federation in the 1990s, with discussions for the
provision of a School 6s Pack, anhdregreorégular meet
Days of Dance organised by the Joint Morris Organisation, with all clubs welcome to
dance in one location on the same day. The Morris Ring has had to change the style of
its meetings, and most of them now accept clubs that have women musicians. This was
a major consideration in the arguments leading up to the constitution changes, because
some Sides argued that Ring Meetings would have to stop. The practical reason given
was simply the difficulty of providing accommaodation for both men and women, when the
meetings had typically been held in village halls or school halls with men sleeping on the
6indoor campingé principle. The extrbeme re

suggestion that a meeting of both men and women would encourage a collapse of

8This issue has been addressed by Pauline Greenhill i
Academic Raci s m: c onc e p dosrnaf af Anmericdnd-plklores 2002,0N0.k56 ¢2002), ©

pp.226-2 4 6 ; and: AfiOn the Whiteness of Mo r rCarmdian Boik Music| u mi n a
Bulletin 7 1994, No.3 (1994), pp.16-20. Their indication that black face paint would have different
repercussions in North America relates to the way in which Leicester Morris Men now use red face paint to

avoid problems in their city.
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morals. In the event clubs have easily been able to provide appropriate accommodation,
and the suggested descent into immorality has been avoided. However, whereas
meetings organised by the three national groups were once the only opportunities for
Sides to dance together, there has now been a great increase in days of dance organised

by one Side, and often, all clubs from an area will be invited to attend.

Changes in national legislation have also encouraged the national organisations to work
together. An important item for them all is the provision of insurance for clubs, and
whereas this began by being arranged separately by the three groups, it is now under
one umbrella. Meetings of the Joint organisation discuss this and other matters that are
of joint interest. Individual clubs and dancers can increasingly be heard voicing the
opinion that the time may soon arrive when the three national groups merge into one,
but that would be a difficult move to negotiate, and therefore, for the national groups, as

the dance moves into the new century the future is still uncertain.

The Morris is a national dance, and yet, while Irish step dancing has acquired a world-
wide reputation through the Riverdance phenomenon, and Scotland rejoices in its sword
and folk dances, the English Morris Dance struggles to be accepted as a national
treasure.®® It has been suggested that we need a Morris show to rival Riverdance, but
the nature of the Morris Dance is such that it sits best in a small, outdoor situation, closely
surrounded by the audience. However, there is an increasing understanding that more
has to be done to encourage young people into the dance. The Morris Ring has begun
to provide funds for the clubs in an area to hold instructional days for young dancers.

The principle aim of these days is to give young dancers the opportunity to dance

549 Riverdance is the Stage show of Irish dance that was devised first as an interval entertainment during
the Eurovision Song Contest.
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together, rather than having to restrict themselves to the pace of the older dancers

(Fig.52).

E

Fig. 52: Young dancers.
Two young dancers from East Suffolk Morris Men,

who are both part of the Young Dancers Initiative. 26/05/2014.

Photograph by the author.

This initiative is not without its detractors, as some claim that the only way to attract
young people into dancing is through the local club. Moulton Morris Men have been
strongly in favour of the club approach, and they have successfully developed a very

young team, dancing energetic, traditional Morris (Fig.53).

Fig. 53: MoultoAn Morr‘ris Men.
Moulton Morris Men dancing at Thaxted, 01/06/2009. Photograph by the author.

However, it has been pointed out that such teams generally come about because of

special circumstances, perhaps a small community with a supportive secondary school
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at its heart, as in the case of Moulton. Where clubs are in a large, urban environment it
is more difficult to enlist young dancers, although many clubs have close family
connections. Moulton certainly also manages to have strong family ties, with Barry Care,
who was interviewed for this study, having a son and grandsons in the team, but many

other clubs can point to fathers and sons in the Side (Fig.54).

Fig. 54: A dancing family.
Three generations of one family i from the left, Adam Garland, East Suffolk Morris Men,
currently Squire of the Morris Ring; Mike Garland, East Suffolk Morris Men and Past Squire of
the Morris Ring; musician Jon Melville, Anker Morris Men; Toby Melville, currently Squire of
Anker Morris Men; Sam Garland, East Suffolk Morris Men. Son, father, son-in-law, and two
grandsons. Dancing at The Windmill, Chipperfield
of Dance, 13/07/2014. Photograph taken by Joe Oldaker of Anker Morris Men..

There are other groups trying to move the dance forward. Morris Offspring (Fig.55) and
Fool 6s Ga mbaretgroups-af young @ancers, performing recognisable Morris
Dances, sometimes with additional choreography making them suitable for stage

presentation.
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Fig. 55: Morris Offspring.
Morris Offspring dancing at Towersey Festival. °*°

ig.56:FooI63Gambit.
Fool 6s Gambit dancing in Chippenham, 2

The Demon Barbers Road Show also has young Morris Dancers at its heart, and
combines Morris with other forms of modern dance that can be seen on the streets i
such as Hip-hop dancing and Break dancing i but some have suggested that this is not
the way to take the Morris forward, as the modern dance forms will not last. Ewan
Wardrop started the Bo Diddlers group in 2006 and he suggested in interview that,

although some of his dancers had come from a modern dance background, they included

550 <http://morrisman.f2s.com/PHPGallery/index.php?/tags/14-morris_offspring> [accessed 10 December
2014]. Although this team of young men and women dance energetically and arrange their dances as
entertaining stage shows this photograph shows them dancing without bells, which according to some
references means they are not dancing the Morris.

551 <http://www.foolsgambitmorris.co.uk> [accessed 10 December 2014].
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very little street dance in their stage routine.>>? As he explained, although break dancing

and other forms of modern dance were regularly seen on the streets of London a few

years ago, the pattern today was for groups to perform. He did not want the Bo Diddlers
tobeseenasafnorea i ck, mo dVardrop grevaup mdgGidmouth and saw all of

the dance teams who came to the festival. He saidthatA Mor r i s was my firs
of any f or m o fHe pas drivm rrorMorris i paticular because of the
strangeness of the dance; teams, he said, werefis 0 ot her ,Hedidnotgon@at i c. 0
team at that time, but after two years at the Royal Ballet School, moved to the White

Lodge Ballet School in London, and there learned Morris with Ron Smedley and Bob

Parker.5*® He was intrigued by the fact that, once out into the dance world, with the
Scottish Ballet and Matthew Bourneds group,
other laugh by using extreme movement, some of it based on the old, eccentric dance

acts of the variety theatre. In 2006 he collected these thoughts together and developed

a show for the Brighton Festival, based aro
turning up, but then doing something completely unexpected. Because they enjoyed it

so much they decided to continue, but not as a gimmick, i we wanted t o make
t han Althoaghthé&show has becomefi s ur pr i si nValdsop spiotpatitheeer o

was never an intention to provide a future direction for Morris Dancing. He is still drawn

by the inherent beauty of the original dancefoom.i A | ot of what we do i s
but Morris has a hypnotOine oudalWatryd,r oiptbsi £ o n
returned the discussion to the ideas of Turr
Morris®**The Bo Diddlers are used to putting on

l'i minality, and yet from Wardropb6s vVview, t h

552 Interview with Ewan Wardrop, Director and founder of the Bo Diddlers group, 04/10/2014.

553 Ron Smedley and Bob Parker worked with the BBC, the EFDSS and the Royal Ballet. In the 1990s they
producedasc hool 6s programme for the BBC, teaching Morris D
554 Turner, From Ritual to Theatre (1982), and The Anthropology of Performance (1992).
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experience, being hypnotic and beautiful, and capable of adding to their overall spirit of

community.

In the interview Ewan echoed many of the views expressed by other dancers who have

been interviewed for this study. He claimed not to have thought greatly about Tradition,

but as the discussion developed he said i
Traditional ? 106tdhoantéti sl ihkoew syaoyu ndgo it . 6 Th
down by God. They evolved T all traditions evolve and change. The dance has
personality and character, itbés an expres

He likened it to the ways of Ballet, where dancers learn the set, classical ballet, but once

they have that structure firmly embedded the

dance, taking it in new directions. But the tradition is always there to refer to, as a

foundation. He also picked up on the point about individuals and the community. He

agreed that it is not the Morris that leads the community, but rather that the community

comes first. As this study has shown, society leads and the Morris changes to suit the

needs of that society, but Ewan took it further by explaining that i fBo Diddlers are a

small community T we gave ourselves a reason to meet. That reason could have been

anything, but it was Morris.0  ( F)i That%ofi@e comment goes to the heart of the

discussions surrounding fathers and catalysts in Morris Sides. The Sides that have

survived the longest have become communities in themselves, have developed their

own traditions, and their dancers have become bound to those traditions in many ways.

The Bo Diddlers continued becausei we e nj oy e d and any teaanahatrnansdy 0

that has an excellent reason for staying together and developing. The same could

undoubtedly be said about any club or society, but in the Morris world, these are people

who come into regular contact with deep concepts of custom and tradition, and dancers

who consider those concepts, and make them part of their dancing, add an extra

dimension to that simple enjoyment.
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Fig. 57: The Bo Diddlers.
The Bo Diddlers. Ewan Wardrop dancing on the extreme right. >*°

In 2014 the Bo Diddlers performed at the Sidmouth Folk Festival, and Ewan was asked

what the audiences had thought of their show. He said that they were much appreciated

by large audiences, and they had even been approached by Morris Sides that wanted

the Bo Diddlers to teach them some of their dances. As might be expectedis o me of t h
more traditionally-mi nded sai d i tbut&veaswaakeentopaingaittthatne

of their aims was to make people think.>*® They had no manifesto for developing Morris

Dancing, simply to bring pleasure to their audiences and if, along the way, it made them

consider their ideas of the dance, then that was a bonus. When he was asked what he

thought Morris Dancing was, he initially saidil t 6 s a b amgl sagd that¢ wa® n, 0
intrigued by, and enjoyed, the flow of the dance. That response might be expected from

someone who had spent much of his life developing his own love of all dance forms, but

after encouragement he added iwhat we try to do is provi de

audi enc e andseagreed that Morris Dancing is a street performance.

555 <http:/iwww.thebodiddlers.co.uk/test-gallery> [accessed 10 December 2014].
%6 Note the connection with Dommettés teaching style, t
work.
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Fig. 58: Mass dancing in Cambridge.
Teams dancing at the JMO Day of Dance in Cambridge, 10/05/2014. Photograph by the author.
The photograph includes East Suffolk Morris Men, Cambridge Morris Men, Peterborough Morris
Men and Whitchurch Morris Men. Although there
this dance, it is an example of the issue considered earlier, that today it is difficult to get teams
to dance together, now that so many Sides have developed their own dances.

Conclusion.

If Morris Dancing can continue to attract young dancers who enjoy their dance, who are
prepared to mix the old, traditional ways with new ideas, and are convinced that it must
remain on the streets, at the heart of communities, the dance will survive. This study has
shown that many of those young dancers are also prepared to think deeply about
questions of tradition, and about how the dance is presented to audiences. If Catalysts
continue to develop new teams, and fathers ensure that existing teams are maintained
in good health, then, as has happened throughout the history of the dance, the Morris
will change as society makes new demands upon it. The three national organisations,
The Morris Ring, The Morris Federation and The Open Morris, are how working more
closely together, and there are regular Joint Morris Organisation Days of Dance, where
all teams gather to showcase Morris in all its forms (Fig.58). Perhaps the biggest
challenge is to persuade dancers that they must not look inward, continually worrying
about internal matters, but they must work hard to convince both Government and public

that the Morris is a national treasure, worthy of their whole-hearted support.
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CONCLUSION

Investigating the twentieth century progression of the Cotswold Morris dance presents a
number of problems, not the least being that in common with many historical periods, it
is difficult to contain it within proscribed boundaries. To understand the reasons behind
the great enthusiasm for the dance in the early years of the century there has to be an
examination of the work of the nineteenth century folklorists and anthropologists,
because it was on their structure that a love of the rural dance form was built. Cecil Sharp
has been held in high regard for his work, but as this study has shown, without the
foundation | aid by Percy Manning and DO6Arcy
Herbert Macllwaine the dance may have remained a rural curiosity in one small area of
England. Furthermore, to examine the theories suggested by the dancers and
enthusiasts of the 1930s and 1940s, they have to be held against the knowledge that we
now possess about the dance in earlier centuries. It was not just a simple rural custom,
but was seen in the largest urban sites, and the dance described by the word Morris was

widespread across the country.

It is equally difficult to find a clear and simple ending. The great change, the rise of the
womenods t eams, started i n t htemintoxhe dwentyditstd has
century. That change has in turn accompanied changes across the whole landscape of
the Morris, seeing the south midlandséstyle of the dance being overtaken by other forms,
the North West, Border and Molly styles. A study determined to investigate one style of
dance has therefore had to include the others, simply because the themes that have
been raised are common to all, and can be illuminated by reference to comments made

by dancers across the whole spectrum.
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The Cotswold dance supports a number of philosophical disciplines. Even as recently as

the 1930s the past for the Morris was indeed a different country, and it added to Colls

perception of a culture developed around the inanimate, a culture without people. Yet it

also demonstrates the difficulty in defining some popular concepts. An English culture

that suited the years of war and hardship was particularly appropriate for the ancient,

rural dance found in the Cotswold hills, but that version of an English culture found little

resonance in a country beset with grinding poverty during the years of recession, or with

people enthusiastically following the cultural changes of the 1950s and 60s i 6t eddy
boysd, 6mods and rocker so, a madthetold eultucr cel ooufr f éual
sceptred i sl e set in a silver sead has contint
presented by tourist agencies as a picture of England, with Morris dancing occasionally

used photographically to enhance this vision. Unfortunately, there are many within the

artistic elite of the country who consistently denigrate the old dances, and refuse to

accept that Morris Dancing can play any part

It may be that part of the problem is related to difficulties with another concept, that
surrounding the use of the term é6traditional
and writers, the word is massively overused, and it seems to have lost any concrete
meaning. The majority of people interviewed for this study, particularly the older dancers,
found it very difficult to explain what the word meant to them, but they continued to use
it at every opportunity. However, the younger dancers found interesting new ways to
explain the concept, enabling them to accept that, while it was necessary to continue to
dance, and therefore maintain that tradition, the form of the dance could change to
enable it to survive in different social constructs. There was universal criticism of the
suggestion that there was any difference between old and new traditions, or that there

should be surprise to find that traditions were being invented. Inventing traditions was
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not strange or unusual; the interesting fact to consider was why some continued and

grew while others disappeared.

Althoughthet er m 6 Street Theatred was used by some
objected to this and simply referred to it as traditional dance. It could be argued that there

is as much a oO6traditiond of street tirhamyatr e ¢
way connected to the theatre, Turner6s and v
actors enter another world simply by putting on a costume are relevant. That idea was

not only openly commented upon by some dancers, but was also implied in the way in

which people had turned to the dance family during times of significant change in their

own lives. Although the idea of changing character by putting on costume often implies

a change from quiet to extrovert, it was also suggested that an eccentric character,
suppressed in everyday life might be given the chance to express their true character by

wearing a costume. Some might turn to the theatre, or even the circus, but Morris dance

has certainly acquired numbers of eccentrics.

Tradition implies continuity, but as this study has shown, the Morris as performed on the
streets has changed dramatically during the twentieth century. Indeed, the fact that it is
on the streets at all is one of those changes. During the early years of the EFDS it was
confined to halls, and it was only thanks to the enterprise of a team of young men, the
Travelling Morrice, that the dance has returned to what is seen as its rightful place. The
Travelling Morrice took young male dancers back to interview older male dancers, but a
second great change during the century is that now, women are seen to be dancing the
Morris on the street. This study has explored the fact that, whatever the public perception
may be, women have always been at the heart of the revivals, despite the efforts of

Sharp and Kennedy to remove them. Neal brought the dance to London, and through
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the Espérance Club, spread it across England. Although Sharp and the EFDSS ensured
that only men would be seen on the streets during the mid-century, women continued to
work in the background, teaching and supporting the male Sides, until the changes in
society after the 1960s allowed women to dance alongside the men. The national
organisations, once bitter enemies, are now working together to support all dancers.
However, the fact that women are dancing has also brought about a further change, and
the Cotswold style of dance is rapidly being overtaken by Border and Molly dancers as
the main forms of dances seen in England today. Initially these dances were adopted by
women because they did not have the high capers of the Cotswold dance, but it seems
that the extreme styles that have been developed appeal to many younger Sides of both
men and women. As society is changing, and trying to lose the older culture of rural

England, so the dance is trying to find a new identity.

Studying the Cotswold Morris dance during the twentieth century is, therefore, a complex
area, but yet, it could also be seen as being quite straightforward, because two areas
provide simple statements. The Cotswold dance itself, unlike some English styles, has
not changed, and practitioners are united in their reason for dancing. The interviewees
were sometimes confused by being asked what they thought they were doing. Some
were bluntly honest and said that they had no idea, but others stated that they were
performing the dances that Sharp collected from the Cotswold hills. In that, they were
correct, because the dances were set down ir
slightly different way by Bacon, but in essence, the dances as performed at the end of
the century are those that were collected at the beginning. Sharp, Kimber and later, Jack
Brown among others, all expressed the firmly held opinion that the dances should be
performed as given by the old dancers. There were problems initially, largely because

Sharp changed some of the dances to suit his own prejudices, but now the dances have
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been taught from the written instructions to such a degree that the original forms and
styles can be seen in the majority of Cotswold teams. There may be slight, individual
differences but the dances are basically one unified whole, and dancers can move from
team to team without too much trouble, exactly as was envisaged by the EFDSS and the
Morris Ring in the 1930s and 1940s. Where Sides have constructed their own dances,
they have generally followed the basic patterns of the old dances, so that the waving of
handkerchiefs and clashing of sticks is still recognized by the general public as being
indicative of their general perception of Morris dancing. This style of dance falls perfectly
into the culture that was prevalent during the first half of the century, and that culture,
based on a rural, Shakespearean England, is still often called upon today. The designers
of the 2012 Olympics in London consciously tried to ignore it, to invent a new, modern
culture, but in doing so they not only failed to provide an alternative, but were forced
back onto other, arguably less successful, stereotypes i dark, satanic mills, and the

6swinging sixtieso.

The Cotswold dance could therefore be seen as a direct line to the south midlandsé
traditional past, an activity redolent of small villages, of close-knit communities, and days
of entertainment regulated by the changing seasons, but as this study has shown, that
vision was invented by a number of interested parties during the early years of the
century, and set in stone by the writings of Cecil Sharp and other folklorists, with the
dance playing a crucial role in furthering that vision. By setting the dances down in this
way the dance has been fossilized and its development arrested in a way that would not
have been recognized by dancers before the twentieth century. The desire for a new
culture, expressed so vehemently by the Olympic designers, and the lack of a clear
English culture as bemoaned by many during the discussions about devolution, has also

cast the Cotswold dance adrift on a sea of troubles. Many in the artistic elite dismiss the
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dance as having no relevance to a modern world, and some members of the general
public follow a popular view of the dance as performed by old, shambling, drunken men.
Yet thousands still turn up to see the Thaxted Morris Day, or the Westminster Day in

Trafalgar Square, and these audiences are regularly heard to say that the dance is a

valued part of Englandds culture and msst be

best the Cotswold Morris is being performed by young dancers who bring vitality and
enthusiasm to the dance, and who are prepared to think deeply about the history and

tradition of the dance.

When asked why they danced all of the interviewees gave the same answer. Not only
was the dance great fun, but they were immediately engaged with a group of people at
a time when they needed support. For many of them it was at the start of their university
life, and the family atmosphere provided in Bath by the Reynolds family was particularly
noteworthy. For others the Morris team provided support when starting a new job in a
strange town, and for one interviewee the Morris Side provided crucial support during
the break-up of a marriage. No-one suggested that they were dancing to further a
6traditiondé or to keep somet hi ng -onmelengaged
with a discussion about liminality or trying to step outside of a normal life experience.
They all took up the dance because they wanted to be entertained, they needed to
engage in a fun activity in a social setting and Morris dancing supplied that need.
Furthermore, they all made reference to the fact that this social aspect of the Morris
world, and the support that it could provide, was national in character, and in the case of
Antony Heywood, international. As they moved round the country they were welcomed
into the local club. For Tatman it was clubs in the London area, Francis moved from
Reading to Sheffield and then to Ledbury, and Heywood found a welcome in Helmond

in the Netherlands when he moved there from Cambridge.
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When asked why dance the Morris rather than any other form of dance one interviewee
was quite clear T why Beethoven and not the Rolling Stones? Why do some people
prefer the theatre to television? It simply comes down to personal preference. Some
interviewees danced everything, some specialized, but fun, in a welcoming social setting,
was the overriding reason given for taking up the dance, and that reason seemed to be
constant throughout the century. It was why the oldest interviewees came to the dance,
to have fun and experience warm, social contact in a grey, war-torn world; it was why
the eccentrics of the 1950s found an outlet for their mad-cap ways among like-minded
individuals; it was why the young university students of the 1970s started to dance. Later,
they may all have begun to consider the deeper issues, and some of the youngest
interviewees came up with the most considered reasons for continuing to dance, but it
was quite clear that people did not come into the dance because they felt they had to

protect a national institution. They came to have fun.

Therefore, at the end of a century when Cecil Sharp was held up as being the man who

had re-discovered and preserved Morris dancing, and Mary Neal was wiped from the

record, it seems that the modern dancer is following the lead set by Neal rather than that

set by Sharp. Where Sharp insisted on a men-only regime, and concentrated on the
discipline of the dance, Neal was said to accentuate the fun to be had from dancing. It

was a complex discussion, because Sharpdés men would not
no enjoyment to be had, and Nelbeénbascepledhyng pe
Edwardian society if they had not had considerable discipline, but today our young
dancers impose their own discipline, put on interesting and lively shows, and have a

great deal of fun in doing so. Communities appreciate this fun, entertaining dance
spectacle, and whether it is a traditional dance, or street theatre, while there are young

dancers who can bring vitality and enthusiasm to the Cotswold dance it will continue.
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Date Site of Recording Usual team
1 | Ashley, Tony 12/01/2013 | Stony Stanton, Bullocker's tour Anker MM
2 | Barclay, Mike 26/04/2012 | At home, Debenham East Suffolk MM
3 | Bazire, Jill 02/12/2015 | At home, Neatishead
4 | Bazire, Steve 02/12/2015 | At home, Neatshead
5 | Brown, Jack 26/05/2012 | Chipping Campden Ring Meeting Stafford MM
6 | Brown, Peter 14/07/2013 | The Windmill, Chipperfield Monkseaton MM
7 | Carbutt, Bob 04/10/2012 | At home, Siddington Lower Withington
8 | Care, Barry 09/10/2013 | At home, Moulton Moulton MM
9 | Carey, Paul 15/02/2016 | Ipswich docks Ashdown Forest MM
10 | Chandler, Mike 13/07/2012 | At home, Dyers Farm Whitchurch MM
11 | Chaundy, David 06/04/2013 | At home, Leigh Sinton Faithful City MM
12 | Corcoran, Charlie | 05/05/2013 | At home, Leicester Leicester MM
13 | Crisp, Laurel 04/10/2012 | At home, Tottenham Morris Offspring
14 | Dommett 1, Roy 16/04/2011 | Instructional, Exeter
15 | Dommett 2, Roy 21/06/2011 | At home, Farnborough
16 | Fox, Daniel 10/06/2011 | At home, Thaxted Thaxted MM
17 | Foxley, Eric 04/10/2012 | At home, Nottingham Foresters MM
18 | Foxworthy, Tony 19/09/2012 | At home, Gravesend EFDSS
19 | Francis, Keith 06/04/2013 | At home, Ledbury Silurian MM
20 | Goatcher, Mike 12/05/2011 | At home, Thaxted
21 | Herring, Des 09/09/2009 | At home, Needham Market East Suffolk MM
22 | Heywood, Antony | 28/11/2012 | At home, Eindhoven Helmond MM
23 | Jenner, John 01/11/2012 | At home, Bassingbourn Cambridge MM
24 | Kirkpatrick, John | 25/04/2014 | The Three Tuns, Bishops Castle Shropshire Bedlams
25 | Neill, Beth 21/02/2013 | At home, St Albans Morris Federation
26 | Parker, Val 28/03/2013 | At home, St Albans Morris Federation
27 | Peters, Caroline 14/10/2015 | At home, Sidcup Kettlebridge Clog
28 | Peters, Tim 14/10/2015 | At home, Sidcup Hartley MM
29 | Reid, Irvine 09/05/2012 | At home, Felixstowe East Suffolk MM
30 | Rippon, Hugh 05/05/2013 | At home, Coventry EFDSS
31 | Slocombe, Sarah | 15/02/2016 | Ipswich docks
32 | Tasker, Brian 08/03/2013 | Wrotham, Kent ARM
33 | Tatman, Bob 19/09/2012 | At home, Orpington Hartley MM
34 | Trovell, Peter 08/11/2012 | At home, Colchester Colchester MM
35 | Walker, Crispin 04/10/2012 | Tottenham Morris Offspring
36 | Wardrop, Ewan 04/10/2014 | Delice cafe, Walthamstow Bo Diddlers
37 | Weaver, John 10/05/2014 | Midsummer Common, Cambridge Brackley MM
38 | Winstone, Norris | 12/05/2011 | At home, Norwich Kemps Men

Teams

39 | Bathampton 1 23/10/2012 | Bathampton Mill
40 | Bullockers 12/01/2013 | Stony Stanton
41 | Gog Magog 10/05/2014 | Parker's Piece, Cambridge
42 | Withington 2 04/10/2012 | Lower Withington
43 | Mersey 05/04/2014 | On tour, Fen Ditton
44 | Mersey 28/04/2014 | The Seven Stars, Thornton Hough
45 | Stafford 3 07/11/2012 | Church Eaton
46 | Wicket Brood 10/05/2014 | The Maypole, Cambridge
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1 David Duncan, Fred Goater, John Helsdon, Roy Philips; present and past
members of Bathampton MM interviewed in the Bathampton Mill, Bathampton.
2 Shirley Rogers, John Ryder; interviewed at the home of John Ryder. Duncan
Broomhead of Adlington MM also present.
3 Jack Brown, John Edwards, Peter Stephens, Gordon Taylor, Fred Waygood,;
members of Stafford MM; interviewed at the home of John Edwards.
All meetings were recorded on a small digital recorder. Because of its size, most people
ignored it and it was capable of dealing with challenging situations. All interviewees were
asked if they had any objection to the recording being made, and it was stressed to them
all that it would only be used for the purposes of this study, and that they could receive
a copy of the recording. No-one objected to this, and no-one asked for the recording,
although one club has since asked for a copy to add to their memorabilia, following the
death of the man being interviewed.**” Because most people ignored the recorder they
spoke very naturally and only one dancer adopted what can only be described as an
6interview moded when t hbutasbkecmadedane extreansly
useful points, this attitude in no way detracted from the power of the recording.>® The
majority of meetings were held on a one-to-one basis in a quiet environment, usually the
private home of the dancer. They were generally the most successful, although some of
the quick interviews snatched at dancing sites were also valuable. Two meetings were
arranged with numbers of men from a club, one in a private home, one in a pub. They
were arranged in that way at the request of the two clubs, because it was felt that by
putting a number of the longest-serving dancers together they would encourage
memoaries. In fact, they were less successful, partly because the men only tended to give
their own history and few collected memories were related, and partly because it made

identifying individuals much harder.

The Interviewees:

Tony Ashley.

Interviewed 12 January 2013, on tour with the Bullockers, and at other times at Morris
events and private functions.

Dances with Anker Morris Men; has been a key figure in the West Midlands and started

the Bullockers after researching the history of the dance in the Hinckley area.

557 John Helsdon of Bathampton Morris Men, interviewed 23/10/2012.
558 peter Brown of Monkseaton Morris Men, interviewed 14/07/2013.
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Mike Barclay.

Interviewed at home in Debenham, 26 April 2012, and also while dancing with East
Suffolk Morris Men.

Started dancing with the Benfleet Hoymen in the 1950s after visiting the Sidmouth
Festival, and later moved to Suffolk; dances with Hoxne Hundred, being the Foreman
for their Cotswold team, and with East Suffolk Morris Men.

Jill Bazire.

Interviewed at home in Neatishead, Norfolk, 2 December, 2015.

Danced with the Bath City teams while at University.

Steve Bazire.

Interviewed at home in Neatishead, Norfolk, 2 December, 2015.

Started dancing with Bath City while at University. Later joined Bristol Morris Men, and
for a short while Kemps Men.

Duncan Broomhead.

4 October 2012. Dances with Adlington Morris Men and is keeper of the Morris Ring
Photographic Archive. Had researched the history of the Lower Withington Troupe and
arranged the interviews with the three remaining members of that team.

Jack Brown.

Interviewed on tour in the Cotswolds, 26 May 2012 and with other Stafford Morris Men,
8 November 2012.

A key figure in the Morris world. Trained with the EFDSS in the north midlands under
tutors who had known Sharp. Danced with a number of early teams in the midlands,
and was one of the people who acquired the letters about the Lichfield dances. Now
dances mainly with Stafford Morris Men.

Peter Brown.

Interviewed at Chipperfield, 14 July, 2013.

Dances with Monkseaton Morris Men, and is well known as their Betsy for the Rapper
dance. Peterds f at h dreqftheMMomsRing 1966v68., was Squ
Bob Carbutt.

Interviewed at home in Siddington, 4 October 2012. Lower Withington Morris Troupe.
Barry Care OBE.

Interviewed at home in Moulton, 9 October 2013.

A founder member of Moulton Morris Men; now also attached to one of the Bampton
teams; has been Treasurer (1977-1982) and Squire (1982-84) of the Morris Ring. Has

a son and grandsons dancing with Moulton MM.
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Paul Carey.

Was present in Ipswich during the interview with Sarah Slocombe, 15 February 2016.

Dances with Ashdown Forest Morris Men.
Mike Chandler.
Interviewed at home in Harlington, 13 July 2012.

Whitchurch Morris Men. Started dancing with St Albans Morris Men, also now with

Thaxted Morris Men, and has been an influential musician, playing the pipe and tabor.

Squire of the Morris Ring 1990-92.
David Chaundy.
Interviewed at home in Coles Green, 6 April 2013.

Started dancing with Oxford Morris Men, then with Chanctonbury Ring MM; joined

Faithful City Morris Men

when

t hey

father, Theo Chaundy, recorded William Kimber playing the Headington tunes and

talking about his life with the Morris.
Charlie Corcoran.

Interviewed at home in Leicester, 5 May 2013.

Dances with Leicester Morris Men. Bagman of the The Morris Ring.

Roy Dommett CBE.

Interviewed at an instructional session in Exeter, 16 April 2011, and at home in Church

Crookham, 21 June 2011.

Started dancing with Farnborough Morris Men after leaving Bristol University. Collected

dances in the Cotswolds and met many of the people who were active during the first

revival. A leading character during the second revival, Roy encouraged and taught

many of the early womenos
Died November 2015.

David Duncan.

Interview in Bathampton Mill, 23 October 2012.
Member of Bathampton Morris Men.

John Edwards.

Interviewed at home in Church Eaton, 8 November 2012.

Member of Stafford Morris Men; rides their hobby horse.

t eams
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Daniel Fox.

Interviewed at home in Thaxted, 10 June 2011.

Member of Thaxted Morris Men; Squire of the Morris Ring 1998-2000. His father, Peter
Fox, danced with Cambridge Morris Men, and was a member of the first Travelling
Morrice tour of the Cotswolds.

Eric Foxley.

Interviewed at home in Nottingham, 9 November 2012.

Started dancing with Thames Valley Morris Men; now with Nottingham Foresters.
Tony Foxworthy.

Interviewed at home in Gravesend, 19 September 2012. Worked for the EFDSS.
Keith Francis.

Interviewed at home in Ledbury, 6 April 2013.

Started dancing at Reading University; has danced with a number of teams but for
many years has been a leading figure with Silurian Morris Men; Bagman of the Morris
Ring 1984-1991.

Mike Goatcher.

Interviewed at home in Thaxted, 12 May 2011.

Danced with Thaxted Morris Men, and now holds a comprehensive archive of the
Morris in Thaxted.

Fred Goater.

Interviewed in Bathampton Mill, 23 October 2012.

Bathampton Morris Men.

John Helsdon.

Interviewed in Bathampton Mill, 23 October 2012.

Bathampton Morris Men. Started dancing at school in Bathampton. Died June 2014.
Desmond Herring.

Interviewed at home in Needham Market, 9 September 2009.

Founder member of East Suffolk Morris Men. Suffered a major stroke in August 2013
and died 26 February 2015.

Antony Heywood.

Interviewed at home in Eindhoven, 28 November 2012.

Started dancing at Cambridge; danced with Greensleeves Morris Men, and then

moved to Holland where he has been an influential member of Helmond Morris Men.
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John Jenner.

Interviewed at home in Bassingbourne, 1 November 2012.

Cambridge Morris Men; holds an extensive archive of the Cambridge Morris.

John Kirkpatrick.

Interviewed in The Three Tuns, Bishops Castle, 25 April 2014.

Began dancing with Hammersmith Morris Men; formed the Shropshire Bedlams team,
and constructed many of their dances. Important musician and singer and one of the
worl dés | eadi ng msyagedionssandaoncertiras. o d e o

Beth Neill.

Interviewed at home in St Albans, 21 February 2013.

Dances with Windsor Morris; was a key figure in the Morris Federation, and editor of
Morris Matters.

Val Parker.

Interviewed at home in St Albans, 28 March 2013.

Started dancing at Bath University; formed teams in the Thames Valley; worked for the
Morris Federation.

Caroline Peters.

Interviewed at home in Sidcup, 14 October, 2015.

Started dancing at Bath University with the Bath City team. Now dances with
Kettlebridge Clog in Kent.

Tim Peters.

Interviewed at home in Sidcup, 14 October, 2015.

Danced with Bath City, Hammersmith and currently with Hartley Morris Men.

Roy Phillips.

Interviewed in Bathampton Mill, 23 October 2012.

Bathampton Morris Men.

Irvine Reid.

Interviewed at home in Felixstowe, 9 May 2012.

Started dancing at Cambridge University; attended a number of Travelling Morrice
tours; Joined East Suffolk Morris Me n . For many years rtbhefrecog
ESMM. Died December 2013.
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Hugh Rippon.

Interviewed at home in Coventry, 5 May 2013.

Worked for the EFDSS; instrumental in starting a number of clubs, particularly
Hammersmith Morris Men. Danced with Chingford Morris Men, Woodside Morris Men
and Coventry Morris Men.

Shirley Rogers.

Interviewed in Lower Withington, 4 October 2012.

Lower Withington Morris Troupe.

Peter Rollason.

By email, 27 April 2013.

Bedford Morris Men.

John Ryder.

Interviewed at home in Lower Withington, 4 October 2012.

Lower Withington Morris Troupe.

Peter Stephens.

Interviewed in Church Eaton, 8 November 2012.

Founder member of Stafford Morris Men.

Laurel Swift.

Interviewed at home in North London, 30 April 2014.

Dancer and choreographer with Morris Offspring. Daughter of Sue Swift who was
involved with the Morris Federation.

Bob Tatman.

Interviewed at home in Orpington, 19 September 2012.

Learned to dance under Wally Faires after the war; joined London Rodney and then
Hartley Morris Men.

Brian Tasker.

Dances with Hartley Morris Men, Ashdown Forest Morris Men, and North British Sword.
Squire of the Morris Ring 2008 i 2010.

Gordon Taylor.

Interviewed in Church Eaton, 8 November 2012.

Stafford Morris Men.

Peter Trovell.

Interviewed at home in Colchester, 21 February 2013.

Learned to dance at school; joined Colchester Morris Men.
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David Tydeman.

Interviewed at various times while out with East Suffolk Morris Men.
John Walford.

By letter. Kennet Morris Men.

Crispin Walker.

Interviewed in North London, 30 April 2014.

Member of the Morris Offspring Group.

Ewan Wardrop.

Interviewed in Walthamstowe, 28 July 2014.

Classical dancer; grew up in Sidmouth; started the Bo Diddlers group. Major performer
on the London stage.

Fred Waygood.

Interviewed in Bathampton Mill, 8 November 2012.

Bathampton Morris Men.

John Weaver.

Interviewed in Cambridge, 10 May 2014.

Brackl ey Morris Men, r egar dmeechberaosCambridgeé r adi t i o
Morris Men.

Norris Winstone OBE.

Interviewed at home in Norwich, 2 September 2009.

Kemps Men; began dancing in the 1930s. Died October 2011.

Teams:

Members of these teams were interviewed during shows, two during a JMO event in
Cambridge, and the third, Me r s e Pykemoeeting, s Me n,
and shortly after during one of their own evening tours in Cheshire.

Gog Magog.

Interviewed in Cambridge 10 May 2014.

Mersey Morris Men.

Interviewed in Cambridge 5 April 2014, and in Thornton Hough, 28 April 2014.

Wicket Brood.

Interviewed in Cambridge, 10 May 2014.
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A tape was kindly provided by Harry Stevenson of the Interview with Lionel Bacon,
conducted by Albert Wilkins and Paul Ashford of the Winchester Morris Men, 22
February, 1979. Bacon started dancing with Cambridge Morris Men in the 1930s, later
with many other Sides, including London Pride and Whitchurch, and for many years,

Wi nchester Morris Men. I'n 197 4AKHahdbookd r r i s R

Morris Dancing.
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Appendix 2.

Chronology.

1886

1888

1890

1892

1895

1896

1898

1899

1905

1906

1910

1911

1913

1922

1924

1927

1932

1933

1934

1971

1975

1983

2011

D6Arcy Ferris trains a Morris team for hi
Headington stopped dancing. Mary Neal began work at the West London

Mission.

Frazer published the first part of his AC
Sharp returned to England.

Neal and Pethwick started the Espérance Club in London.

Sharp Principal of the Hampstead Conservatoire of Music.

Percy Manning enables the reformation of the Headington Quarry Morris Men.

Headington Quarry, with Kimber as musician, meet Sharp on Boxing Day.

Neal and Macllwaine approach Sharp and meet Kimber.

Espérance teams begin to perform across England.

Blanche Payling to Thaxted.

Formation of Thaxted Morris Men. Sharp forms the English Folk Dance Society.
Cambridge Folk Dance group formed.

Rolf Gardiner takes a party of folk dancers to Germany.

First Travelling Morrice tour to the Cotswolds. Death of Cecil Sharp.

First Thaxted Morris Meeting.

English Folk Dance and Song Society formed.

Cambridge Morris Men discuss formation of The Morris Ring.

The Morris Ring is formally instituted at a meeting in Thaxted.

The first womends team is formed in Bath.
Formati on of the Womend6s Morris Federatic
The WMF changes name to The Morris Federation.

The Morris Ring accepts women musicians.
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]

Cotswold-style Morris Dance
Welsh Border Dances
North-West Dances
Longsword Dances

Rapper Sword Dances

Molly Dances

Distribution of Dance Customs,
as found during the early

twentieth century.
Approximate areas only;
there was some overlapping - between
Cotswold and Welsh Border, the various
sword dances, and between the North-West
and the north Midlands dances from
Cheshire, Derbyshire and Staffordshire.
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