
C OU N T RY  DA NC E  A N D  S ON G  S O C I E T Y
C o n t i n u i n g  t h e  t r a d i t i o n s .  L i n k i n g  t h o s e  w h o  l o v e  t h e m .

CDSS NEWS WINTER  2010



 If you are the talent buyer for your dance or 
group, then you know how difficult it can be to land 
bigger name touring bands and callers. First the 
band or caller actually has to be 
planning a tour, then there is the 
question of whether or not this 
tour is coming anywhere near you, 
and, of course, the last question is 
whether or not you can afford to 
pay a bigger name act!
 Well, the good news is 
that, with a little bit of proactive 
planning, you can exert some 
influence over at least two out of 
three of those questions! The two 
things that drive any touring act, 
whether band or caller, are routing 
and scheduling. Any act needs 
to have their last and next gigs 
be a reasonable distance apart, 
preferably a half days’ travel 
or less. They also need to keep 
nights off to a minimum. An act on the road is still 
incurring expenses on a night off, without generating 
any income.
 So what does all this have to do with you and 
your dance or coffeehouse series? Lots! If a touring 
band or caller has the choice of an unpaid night off, or 
a low paying Tuesday night gig, they’ll take the gig. 
It is how they stay on the road, and to be frank, it 
is how a lot of full time listening clubs have stayed 
in business. You may not be able to come close to 
affording “Memphis Timmy” on a Friday or Saturday 
night, but if he was in city A last night, and is in city 
B tomorrow night, and you are in town C in the middle 
tonight, you might just be able to make a deal, at least 
provided you can get a crowd out to see Timmy on a 
Tuesday night! Do some realistic math before booking 
the show though, bearing in mind just how much you 
can afford to lose, even if they offer a great deal!
 So, what if you are not lucky enough to be in 
the middle of the tour? Well, then taking control of 
routing might be your best bet. You may not be able to 

Group Corner—Talent Buying and 
Touring Acts

by Jeff Martell, CDSS Sales and Group Services Manager

get “Big Jim’s Floor Shakers” to fly in and fly out for 
just your dance, but if you were to contact them with 
four dates in four cities all nicely lined up then they 

might just sit up and take notice, 
and on top of that you might just 
all get a better deal on the nights! 
(Of course you can still expect to 
pay more for prime nights, Friday 
and Saturday, than other nights, 
but that is just the way it is). 
 Greg Rohde, from Childgrove 
Country Dancers in St. Louis, has 
set up a grid which shows all the 
dances within eight hours of St. 
Louis, divided up by night of the 
week, month and location. He also 
provides contact information for all 
of the dance promoters on the grid. 
So when he contacts a band to play 
his dance, he can hand them the 
tools to line up a few nights in the 
area so it is worthwhile for them 

to come through! Some folks go even further, I know 
of several large scale music festivals whose buyers 
belong to informal buyers groups, where they share 
information on who is going to be touring, where and 
when, and many of them make offers in conjunction 
with other festivals to take control of routing, and save 
money on both talent and backline/production costs.
 So, if you are hankerin’ to reel in some bigger 
fish, get to know your neighbors!  Maybe you can even 
form a buying group with a few other dances in your 
region! 

 Besides being CDSS’s sales and group services 
manager guru, Jeff is a musician and producer of a 
variety of events and festivals. He can also get you a 
great deal on a demolition derby or racing pigs. For 
non-derby and non-pig info, he can be reached at jeff@
cdss.org or 413-268-7426 x 103.
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 How enjoyable it is to sit down and write my 
first newsletter report as the Youth Projects Intern for 
CDSS! 
 I come to the position with a background in 
both the small West Coast community of Fairbanks, 
Alaska where I grew up and the 
urban East Coast community of 
Boston, Massachusetts where I 
now live. I am excited to draw 
from my experience as a dancer, 
musician, and college dance 
organizer—as well as from the 
wealth of experience that exists 
across the country—to continue 
to expand the CDSS’s resources 
for promoting youth involvement 
and intergenerational dance and 
song. 
 I began my first day 
in the office in late September 
and capped that week with a 
rewarding few days at the second 
annual Youth Dance Weekend 
in Plymouth, Vermont. This 
wonderful camp showcased some great things about 
youth involvement in English and contra dance. It was 
a pleasure meeting folks of all ages from across the 
United States and Canada and attending the “Toast 
and Jam” conversation about issues related to youth 
involvement and leadership in dance and music. (The 
thoughtful questions and useful ideas generated from 
last year’s “Bread and Butter” discussion are available 
at www.youthdanceweekend.org. And do check out the 
article in this issue on cooking for dancers from Sarah 
Pilzer, YDW’s cooking mastermind.)
 Since then, I have been working to establish 
a year’s worth of projects and goals dealing with 
questions of youth and intergenerational song and 
dance. Succeeding Ethan Hazzard-Watkins in this 
yearlong position is a great honor and great opportunity 
to build on the accomplishments from last year. For 
just a few examples, I strongly encourage you all to 
visit cdss.org and check out the wonderful, dynamic 
resources being made available in the Starter Kits or 
the lists of worthy projects made reality with CDSS 
grants.

 Last year’s progress has also created new 
opportunities and exciting possibilities. There are a 
number of cool projects going on and a few I’d especially 
like to invite your input on:
 Starter Kits: I’m currently working on the 

English Beginning Caller and 
Ritual/Display Dance starter 
kits. I would love to hear 
about individuals’ and groups’ 
experiences with these subjects, 
as well as from folks interested in 
contributing. 
 Youth Representatives 
Program: We’re looking for 
motivated individuals interested 
in the opportunity to engage with 
their peers and their communities 
while representing CDSS as part 
of a network of Youth Reps across 
the continent. If this sounds like it 
could be you or someone you know, 
let me know and I can provide 
further details on the program and 

benefits. 
 Travel: Part of my job involves visiting 
communities and facilitating discussions about 
youth and intergenerational issues. Give me your 
suggestions for some places or events I should visit in 
your community! 
 I’m looking forward to your suggestions, 
questions, and ideas, as well as the successes and 
challenges in your community. And if you would like 
advice on strategies to encourage youth participation 
and leadership, promote intergenerational 
communities, or apply for a grant, please don’t hesitate 
to get in touch. 
 On these or any other subjects, you can reach 
me anytime at max@cdss.org or 413-268-7426 x 114. 
You can also follow me at the CDSS Youth Intern 
Facebook page.
 Thanks!

 Check out www.cdss.org/youth to find out 
what Max is up to, links to the Starter Kits, and more. 

Photo: M.-J. Taylor, asheville contra.com.

F r o m  t h e  Y o u t h  D e s k
by Max Newman, CDSS Youth Projects Intern
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CDSS Lifetime Contributor—Chuck Ward
by Sharon Green

 Chuck Ward came 
by his musicianship 
naturally. As a small 
boy in Kentucky, 
he accompanied his 
auctioneer uncle 
to estate auctions, 
where his father and 
uncles would liven 
up the proceedings 
by playing music and 
leading the crowd in 
circle dances—“play 
party games,” as they 
were called in the 
Bible Belt. Soon Chuck 

joined them, playing any pump organ that was being 
auctioned off and, when an organ didn’t work, opening 
it up to fix it.
 As a young musician, Chuck was self-taught. 
That changed on what he calls the luckiest day of his 
life, the day his mother met University of Kentucky 
School of Music Professor Ford Montgomery and told 
him about her keyboard-playing son. Ford Montgomery 
agreed to hear the thirteen-year old perform, and, 
after listening to Chuck play from memory a Bach 
two-part invention, the professor enrolled Chuck in 
a special university program that had him attending 
high school and studying piano and organ at the School 
of Music simultaneously for the next four years.
 Throughout college, Chuck devoted himself 
to the organ. First at the conservatory at Syracuse 
University, then at the University of Michigan, from 
which he was graduated in 1957, he studied the 
classical organ repertoire. After a brief stint in the 
army, he served an apprenticeship at the Reuter Organ 
Company, learning organ construction and repair. It 
was not until 1960, when he returned to Kentucky to 
pursue a degree in Industrial Arts at Berea College, 
that he reconnected with the folk music and dance of 
his childhood.
 It was Ethel Capps, director of Berea College’s 
Recreation Extension Program and coach of the Berea 
College Country Dancers demonstration team, who 
first found out that Chuck had played for dances. 
She quickly recruited him to accompany the Berea 
Dancers and began introducing him to the wider world 
of country dancing. “I want Phil to hear you play,” she 
said, and she proceeded to drive Chuck to Brasstown, 

North Carolina where he met Phil Merrill, who 
became a lifelong friend. Phil in turn invited Chuck to 
come to Pinewoods the next year, thereby beginning 
Chuck’s long association with the Country Dance and 
Song Society.

 Over the next several years in Kentucky, 
Chuck became increasingly involved with English and 
American country dancing. He played at Pinewoods, 
at the John C. Campbell School in Brasstown, and at 
Berea’s Christmas Country Dance School, working 
with May Gadd, Genny Shimer, Frank Warner, and a 
host of other dance and song leaders.  In 1969, when 
he moved from Kentucky to California, he searched for 
any contras or English dances, but there were none in 
Northern California. There was Scottish dancing in 
San Francisco, taught by C. Stewart Smith, who had 
his own studio; there was international folk dancing 
as well, with advanced classes at Chang’s led by 
Madelynne Greene, founder of the Mendocino Folklore 
Camp.  Chuck quickly became known to these dance 
leaders and was asked to play for folk dancing and to 
teach English country dance at Folklore Camp.
 The summer of 1970 marked a turning point 
for Chuck. At Folklore Camp he had become close 
to Stewart Smith and Nora Hughes, who had taken 
charge of the camp after Greene’s sudden death. 
When the generator failed and the battery-powered 

“This is an accordion, and you have until 
Saturday night to learn to play it!”

~ Ethel Capps, Recreation Extension Director of 
Berea College, quote from the early 1960s

Claremont Country Dance Band, 1982, (l-r) Stan Kramer, Liz Dreisbach, 
Derek Booth, Marshall Barron, Peter Persoff, Chuck Ward, Phoebe Barron; 
photo: Phoebe Barron. Photo of Chuck at top left: Sharon Green.
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phonograph eventually gave out, Chuck played 
Scottish and Irish tunes on the accordion and wound up 
teaching Fandango and Goddesses to an enthusiastic 
crowd. It became clear to him that, if English country 
dancing was to take root in Northern California, he 
had to do more than just make music: he had to teach, 
and he had to organize.
 In October 1970, the English Country Dance 
Society of San Francisco held its first event, a dance 
at Stewart Smith’s studio, which Chuck obtained 
rent free in exchange for playing for Smith’s Scottish 
dance classes. Tom Kruskal taught; Chuck played; 
Nora Hughes managed the dance. The next year 
Chuck became organist at Trinity Methodist Church 
in San Francisco, and shortly thereafter convinced 
the church to rent space to the fledgling dance. Later, 
while installing an organ at St. Clement’s Episcopal 
Church in Berkeley, Chuck discovered that the 
rector, the Reverend Gordon Griffiths, had been a 
morris dancer during his Oxford days. Griffiths had 
a fondness for English dancing, and it was not long 
before the San Francisco ECD found a new home in 
Berkeley, where, thanks to St. Clement’s closeness 
to the university and to the arrival on the scene of 
a lively young caller named Brad Foster, the dance 
flourished, attracting a young, vigorous crowd.

	 “Mister	Ward,	your	reels	are	fine,	your	
strathspeys are exemplary, but your jigs need 
work.”

~ Miss Jean Milligan, cofounder of the 
Scottish CDS  quote from the early 1970s

 Throughout the 1970s, Chuck played for 
international folk dances, Scottish dances, contras, 
and his regular English dance. At the English dance 
he was joined by a growing number of local musicians, 
among them Lea Brilmayer, Peter Persoff, Derek 
Booth, Liz Dreisbach, Stan 
and Susan Kramer, and, 
in the early ‘80s, Phoebe 
Barron, daughter of Marshall 
Barron, Chuck’s great friend. 
During these years Chuck 
and his band The Claremont 
Country Dance Band, joined 
by Marshall, recorded their 
classic albums “Popular 
English Country Dances of 
the 17th and 18th Centuries” 
and “Juice of Barley—Simple 
English Country Dances,” 
produced by CDSS.
 The 1980s saw 
major changes in Northern 

California’s country dance scene. Chuck and Nora 
Hughes’ ECDS of San Francisco was the forerunner 
of a new organization, the Bay Area Country Dance 
Society, a union of the contra and English dances 
then existing in the greater Bay Area. The Berkeley 
dance continued as part of the umbrella organization.  
Starting in 1980 with the first Mendocino Dance 
Week, BACDS ran annual weeklong dance camps at 
which Chuck often played a major role as musician, 
band leader, and teacher.

 “How would you like to play for a contra 
weekend with Cathy Whitesides—in Alaska?”

~ Brad Foster, then a Bay Area caller, 
quote from the late 1970s or early 1980s

 In the ‘80s and ‘90s, Chuck traveled up 
and down the West Coast, playing his music and 
teaching others to make music as well. Invited by Ken 

McFarland, he returned to 
Alaska, playing for dances 
in Anchorage, Fairbanks, 
and in Southeast Alaska. 
On occasional trips to the 
East Coast, he taught 
and played at Pinewoods, 
enjoying reunions with 
his many dance friends. 
In 1996, together with 
Lydee Scudder and Mark 
Carroll, Chuck cofounded 
the Sebastopol English 
country dance, and in 
2002 he was chosen to 
play at the North Bay 
CDS’s first major English 
country dance event, the 
Mad Robin Ball.
 Two thousand six was 
a gala year for Chuck. 
Combining his two great 
loves, the organ and 
English country dance, he 
produced a solo CD “The 
Vital Organ: English 
Country Dances of the 
17th & 18th Centuries.”  
Among the tunes on 
that CD was Daphne, 
the tune for the dance 
Hit and Miss, the first 
English country dance 
Chuck ever danced. 
Chuck also played at 
Mendocino English Week 

Top: Chuck with Gene Murrow, English Week at Pinewoods, 1994; photo: 
David Green. Below (l-r): Marshall Barron, Chuck, Eric Leber, recording 
session at Bay Records, 1980; photo: Mike Cogan. 



that year. On the last night of camp at the English 
Week Banquet he learned that, in celebration of the 
release of his CD and of his retirement that year as 
organist at Church of the Incarnation, BACDS had 
launched a campaign to create an outreach fund for 
the training of musicians.
  Today the Chuck Ward Fund is 
administered by the Country Dance and Song Society. 
As part of CDSS’s New Leaders, Good Leaders 
initiative, it helps to support music workshops and 
other training programs for both experienced and 
novice country dance musicians. Just as Chuck has 
reached out to his fellow musicians throughout his 
career, the Chuck Ward Fund is a way for the dance 
community to reach out to musicians on all levels. The 
fund has given much to musicians. But it can never 
match Chuck’s great gifts to his musician friends: 

 “His great sense of humor and wonderful 
snicker. (His ability to keep) the band amused 
with sotto voce comments 
about the callers, dancers, 
the music, or anything else 
that tickled or disturbed 
him at the time.” 

~ Gene Murrow

 AUTHOR’S NOTE: 
Thanks to the following friends of 
Chuck Ward who generously shared 
their photographs and stories of 
Chuck (posted on CDSS’s website; 
see below) for this article: Marshall 
Barron, Helene Cornelius, David 
Green, Wayne Hankin, Nikki 
Herbst, Stan and Susan Kramer, 
Tom Kruskal, David Means, Gene 
Murrow, Fred Perner, Michael 
Siemon, Erin Vang.  ~ S.G.

 

A Tribute
 Chuck Ward was the person who suggested 
to me, years ago, that “part-books” would be a real 
service to the dance musician. By now there are 
several books, and they do enable many people to 
join the band and experience playing for dancing.
 But if I am in  California, or if Chuck is 
at Pinewoods, I prefer to see only the tune with 
no arrangement on the piano rack, for then I 
know that I will hear brilliant, subtle, outrageous, 
transcendent wonderments from the keyboard, 
distilled from the folk songs of Kentucky, the organ 
repertoire of Baroque Germany, choral music through 
the centuries, long friendship with Phil Merrill, 
great hands, and an immensely creative mind.
 One of Chuck’s great talents is to transform 
printed notes into cascades of infectious vitality and 
great beauty. The feet of the dancers become more 
and more silent, as they are lifted from the floor by the 
music, and the faces of the dancers glow with pleasure as 

they dance the figures, encounter 
friends, and feel the excitement 
generated by the music.
 But the musicians are 
transported beyond themselves, 
having these great tunes flow 
through them to the dance floor, 
meanwhile having heightened 
awareness of the support, the 
sophistication, the genius of that 
master musician, Charles Ward.

 ~ Marshall Barron, “Dedication” 
to The Splendid Shilling: English 
Country Dances Arranged by 
Marshall Barron, © 1996.
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Chuck and Mary Lea discussing a point, Mendocino, 
2006; photo: David Green.

 The presentation of CDSS’s Lifetime Contribution Award to Chuck Ward will take place on the afternoon of 
March 28, 2010, at St. Clement’s Church in Berkeley, where Chuck and Brad Foster presided over many dances in the 
1970s. For lots of great stories about Chuck, see our website when this article is posted in January, www.cdss.
org/current-issue.html.  To hear him, CDSS carries both CDS 7 and CDS 9 (cassettes only at this time) and “The 
Vital Organ” (CD) in our store, www.cdss.org /store-home.html. To donate to the Chuck Ward Musicians Training 
Fund, please go to our website and click on Donate to CDSS. 

 Formerly active in New York where she cofounded Country Dance New York’s True Brit weekend, Sharon Green now calls and 
organizes dances in the San Francisco Bay Area, and books Chuck Ward whenever she can.
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What Others Say about Chuck Ward: Comments and Stories 
 
 
Stanley Kramer, Sunnyvale CA 

When an artist has mastered several styles, 
as Chuck has, you just have to stand there in 
wonderment. I’m thinking specifically of how Chuck 
plays certain English country dance melodies in 
that smoky cocktail lounge style. The mastery of 
that musical style came to him early on, for he 
played the electric organ in lounges in several 
southern states years before he was old enough to 
drink (legally). In his mastery of baroque 
ornamentation, he has no peers. 

Chuck is an organist and organ builder. He 
was organist at Calvary Presbyterian Church in 
San Francisco for twenty years, and at Church of 
the Incarnation in Santa Rosa for over a dozen 
years more. On moving to San Francisco in 1969, he 
took a job with the firm Swain and Kates, building 
and refurbishing pipe organs throughout Northern 
California; today, he and a partner own the firm. 

For forty years Chuck has rented a walk-up 
apartment on Russian Hill in San Francisco. He 
enjoys the confidence of the landlord who 
authorized Chuck’s making some serious 
modifications to the architecture, to wit, ripping out 
the Murphy bed and filling the resulting “hole in the 
wall” with a pipe organ, which he fashioned. (The 
longest pipe is four inches. Lower notes are played 
on reeds.) 
 
in•stru•ment   n. 1. A mechanical device or 
contrivance; a tool; an implement. 2. A contrivance 
for producing musical sounds. 3. A thing with or by 
which something is effected; a means; an agency. 
 

You just have to allow that my friend Chuck 
Ward is instrumental in the broadest sense of the 
word. He builds fine musical instruments. He is the 
most accomplished instrumentalist. But beyond 
that he is the “can do” kid. Through his vision, his 
ability, his resourcefulness, his dedication, he 
makes the good things happen. 
 
 
Erin Vang, Oakland CA 
 

I knew Chuck Ward first as a classical 
musician and only much later as a folk musician--
and that’s actually his fault.  

For as long as I can remember, I’ve been 
running into Chuck at church gigs, where he 
distinguished himself with tasteful registrations 
and tactful leadership from the sidelines. About ten 
years ago I spent a fabulous day at his Occidental 

spread playing chamber music in all kinds of 
ensembles with Chuck and his friends. It was great 
fun, both musically and socially, and ever since that 
day I’ve made a point of wandering over to the 
organ to catch up with Chuck. That night over 
potluck, Chuck told me about his folk music habit, 
but I’d never heard of English country dance before, 
so it all flew over my head.  

A few years later, though, that conversation 
came back to haunt me. I’d just arrived at a 
Berkeley Beginning ECD evening, because my new 
girlfriend at the time was trying to get me 
interested in dancing and there was my organist 
friend Chuck Ward at the piano! Not that I heard 
what he was playing, baffled as I was by the 
activities on the floor! I got through a few dances 
before my addled brain and five left feet gave out, 
and then I wandered over to the piano to say hi to 
Chuck. He introduced me to the fiddler du soir, 
David Strong, and said it was too bad I didn’t have 
my horn along. 
 I actually did have my horn along--I’d 
driven back from a gig with the San Jose Symphony 
just in time for the dance. He insisted that I sit in--
which I did, delighted to have an excuse to stay 
away from the scary dance floor. Although I’d never 
seen a Barnes book in my life, it wasn’t that 
different from reading jazz charts or fake books of 
standards, so I had a great time goofing off with 
Chuck and David. I think quite a few people at the 
dance that night were justifiably horrified by the 
incursion of a brass instrument into their tranquil 
society, but Chuck loved it--and that was good 
enough for Jocelyn Reynolds, who promptly added 
me to the Mendocino English week staff for the 
summer.  

Although I knew the basics of jamming in a 
small combo, I didn’t know all the unwritten rules of 
ECD band etiquette. Chuck found subtle ways to 
clue me in, though, and generously poured both 
wisdom and red wine down my throat just about 
every night at camp. He answered all my questions, 
soothed all my little ego’s ruffled feathers, and 
flattered me into thinking that most of what I was 
learning from him was my idea in the first place. I 
also was wrestling with a few personal dilemmas 
that week, and Chuck poured yet more wisdom and 
red wine into me. He made it feel like two old 
friends gossiping and giggling in front of a crackling 
fire, but I always left his cabin with my problems 
squared away and my mood light. He’d just had a 
major medical crisis and could barely walk that 
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summer, but that didn’t stop him from entertaining 
and taking care of everybody else all week.  

I had the great privilege of reading half a 
dozen horn-piano pieces with Chuck before dinner 
that week. I’d donated a serenade to the auction, 
which Brooke Friendly bought and decided to share 
with everybody at camp. It’s always a treat when 
you get to read with such a great musician, and 
Chuck’s sense of humor made it even more fun. I’ll 
never forget when we turned the page to find Bach’s 
“Air in G,” and Chuck decided to use the cheesy 
harpsichord patch on the “appliance” (as he called 
it) that took the place of a piano in the dining hall. I 
was trying to compose myself for the horn’s quiet, 
sustained entrance when Chuck started giggling 
about how horrible the fake harpsichord sounded 
and announced to everyone, “I’m going straight to 
hell for this!” The horn isn’t supposed to sound 
percussive for the first several bars, but I couldn’t 
help it. Later he made use of the cheesy harp patch 
for a Romantic-era ditty, and again we all had to 
giggle about our future voyage to hell.  

Chuck has a special gift for knowing exactly 
the right tempo for a tune--the tempo at which the 
music breathes and the dance flows. Some 
musicians get the tempo right for the dancers, 
others get the tempo right for the music; Chuck gets 
it right for both. Even for a squirrelly tune like 
“Fandango,” Chuck nails it every time. Part of his 
knack, of course, comes from knowing the dances 
and remembering how fast his feet would be going if 
he weren’t sitting at the keyboard. But it’s also a 
musical instinct--a recognition of the speed at which 
a tune makes musical sense and where it lies under 
the fingers--that he has honed throughout his 
lifelong multi-threaded career as both a classically-
trained church organist (who’s sold “Mister Isaac’s 
Maggot” as recessional march to many a bride) and 
as an unabashed folk musician.  

If Chuck’s going to be there, going straight 
to hell doesn’t sound like such a bad idea.  
 
 
Wayne Hankin, Newport VT 

This October I was invited to play for 
BACDS’s Fall Frolick. Playing on the west coast is a 
chance to work with new and familiar musicians. 
Among the musicians new to me, easily the most 
colorful was Chuck Ward. On first appearance 
Chuck strikes one as one of those sweet old 
grandfatherly types. That impression didn’t last.  

Although I knew next to nothing about 
Chuck, the moment he played, the first thing that 
came into my head was the name “Philip Merrill” 
and a style of piano playing I’d not heard in over 
twenty years, since a time when I was down in 

Brasstown, North Carolina. There in the ‘80s 
Philip’s style of playing was firmly etched onto the 
dance hall stage. At Brasstown, I heard a style of 
English that mixed beautiful rambling with 
wisecracking fill-ins. The words naughty, lively and 
energetic are as close as I can get to describe it, but 
you can’t. You really have to be there. That weekend 
Philip and I talked about style and the future of 
English dance in the United States. I didn’t know it 
then but that would be the first and last time I 
would see and hear him.  

So now that I know Chuck is around, I don’t 
feel so bad. He’s as etched in my mind as Phil ever 
was. Solid playing blended with that same 
wisecracking fill-in style, and of course you always 
know the downbeat will be there without its having 
to be pounded out. What a pleasure to work with a 
musician who has the sensitivity to make your 
playing look good, but who leaves room for some 
naughtiness to sneak into the mix. Chuck and I 
spent the next two days exchanging stories and 
learning each other’s history. I’m a fan of collectable 
moments but Chuck is no antique. He’s as vital and 
colorful as any other musician out there, and I urge 
people to go listen to that wonderful style because 
when it comes down to it, you can have the best 
dancers in the house but if the music has no life, it’s 
an empty hall. Judging the crowd over that 
weekend, I’d say Chuck easily fills the hall.  
 
 
Fred Perner, Santa Barbara CA 

Big, dark, loud, and threatening --- Chuck 
Ward? …. well, yes. Pub Night, 
1981 Mendocino English Week was interrupted 
with the loud roar of motorcycles 
and the uninvited presence of three dark figures in 
black leather with chains! 
And clubs!  I was alarmed and worried for the other 
campers and wondered how 
Brad Foster was going to rid the camp of this 
menace. Two big fellows and their moll crashed our 
intimate party, stopped the morris, laughed at our 
serving wenches, generally impressed us with their 
dominance, and then disappeared as quickly as they 
came. It wasn’t until the following day that I 
learned that those very bad bikers were none other 
than Chuck Ward and his cohorts Flip Alpern and 
Nikki Herbst, doing what they do best--giving us an 
unforgettable camp experience. 
  
 
Nikki Herbst, Iowa City IA 

Not surprisingly, all the time I spent with 
Chuck Ward was fun. Every year, back when, he 
would carry an electronic keyboard to his cabin at 
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Mendocino English Week, and we’d get together to 
play Bach, Quantz, Telemann, and Handel sonatas 
for flute and piano. Sometimes we’d play for the rest 
of the camp, but mostly we just played for the love 
of playing and the fun of gossiping in between 
numbers. The most fun performance I can recall 
was one Fourth of July celebration when I was on 
music staff and we played “The Stars and Stripes 
Forever” at uproarious volume as the campers did a 
Grand March—campers were waving flags and 
clapping thunderously while I played the ear-
splitting piccolo part and Chuck was the whole rest 
of the marching band, which was of course no 
problem for him. Quiet or noisy, it was always fun 
playing music with Chuck. 

You know someone’s had a lifelong effect 
when you can trace some of your own pet sayings to 
that person. I still think of Chuck (and hear his 
eyebrows-up, professorial tone) when, perilously 
under-ready for some performance, I hear myself 
say, “At the risk of over-rehearsal, let’s call it done.” 
Likewise, though many people say it, it was from 
Chuck that I learned the almost always true “No 
good deed goes unpunished!” With his maniacal 
laugh echoing in my head, it’s easier to bear the 
muck I’m usually in when that expression pops out. 
Thanks, Chuck. 

I share the following paragraph in response 
to a specific request from Sharon. Some may 
remember that Pub Night at the Mendocino camps 
used to be a fairly elaborate affair, with many 
costumed participants, skits, decorations, and lots of 
food and drink to go with the singing and joke 
telling. One year Fred Perner asked a group of four 
of us if we would be willing to show up as punks and 
bust up the party a bit, just for something different. 
We (all younger and thinner then) got ourselves into 
tight black leather clothes, dark glasses, and some 
pretty scary jewelry, our hair spiked menacingly. 
Chuck, who used to ride his motorcycle to camp, 
was all over this thing. I rode on the back of that big 
bike, holding onto Chuck as hard as I could, and 
with a roar Chuck drove us right into the middle of 
the pub. While he gunned the motor menacingly, 
the rest of us walked around creating havoc for a 
few minutes before I climbed back on the bike and 
we roared back out. Some people were so astonished 
they didn’t know who had just invaded the party. 
Oddly, we were never asked to do it again. Again, 
thanks, Chuck! 

 
 
 
 
 

 

Marshall Barron, New Haven CT 
Charles Ward has been one of my best 

friends ever since we first met at Pinewoods a 
zillion years ago. Besides having a fabulous sense of 
humor (and a zillion jokes), he also has enormous 
insight and knowledge. I treasure his friendship. 

Once years ago, Chuck was in Newbiggin [at 
Pinewoods Camp] to play English country dances on 
his accordion. With one hand, he grabbed one of the 
low-lying beams, hauled himself up, and played the 
first few bars of “Newcastle” with the other hand. 

Once he injured a finger when a beam used 
in organ-construction fell the wrong way. The next 
day he had to play in church, accompanying Bach’s 
Mass in B Minor. There was no time to refinger it. 
“What did you do?”  “I thought about it.” 

When Chuck visited Grace and me in New 
Haven, we went to the prestigious Instrument 
Collection, and I was amused to hear the verbal 
badminton between Chuck and the curator. Each 
would try to outdo the other with knowledge about 
the instruments there, and Chuck always won. 
When they came to a small portative organ, which 
had a very limited amount of air (there were now 
two more curators, pretending not to listen), Chuck 
was asked to play something for them. So he played 
“Daphne” (“Hit or Miss”), with delicacy and 
accuracy, and planned the tempo for the whole piece 
so that, on the very last chord, the pitch drooped, as 
the instrument ran out of air. (They were duly 
impressed, and Grace and I were so proud!!!) 

One further remembrance: Scene: Skit night 
at Mendocino Dance Camp. Chuck had found what 
he termed ‘a trash violin’ in a warehouse, and he 
fixed it up with match-heads glued to the bridge, 
and a strip of emery paper glued to the bow. He 
‘played’ the violin at skit night, with Stan Kramer, 
off-stage, playing a soulful melody, when suddenly 
Chuck tipped the bow, and the violin burst into 
flames. Horrified gasps from the audience! To be 
followed by even more horrified gasps when he 
dunked the violin into a conveniently placed bucket 
of water. Followed rapidly by someone grabbing the 
violin out of the water. Chuck protested, “But that’s 
just a trash violin!”  “I know; but I want to do that 
trick when I get back to England! 
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 I like to say that 
“good food makes for 
good dancing.” As anyone 
who’s gone to a dance 
camp or weekend knows, 
the food often defines the 
experience just as much as 
the callers, musicians and 
dance hall. To dancers who 
have only cooked at home, 
an industrial kitchen can 
seem like a strange new 
world—the mixing bowls 
are as big around as hula 
hoops, the flour comes 
in fifty pound bags and 
the lettuce is sold by the case, and the cooks can 
peel twenty five pounds of carrots in under fifteen 
minutes. Many folks may wonder, “What is it like 
to be responsible for feeding a hundred fifty of your 
closest dancing friends?” As someone who’s helped 
serve many a meal to hungry dancers, I’d like to share 
a few of my thoughts on the subject.

Menu Planning and Recipes
 A considerable amount of work must go 
into designing the menu for a dance event, but it 
can also be one of the most exciting stages of the 
planning process. After all, this is your chance to 
serve hand-picked dishes that you enjoy cooking and 
eating. Keep in mind, however, that just because you 
might like liverwurst sandwiches, does not mean that 
everyone will. The art of menu planning is one of 
balance and compromise. Ask yourself the following 
questions to help guide your process:

How many people are coming to your weekend? 
 The more mouths you must feed the better 
it is to pick recipes that scale well. What I mean by 
“scale well” is that you should be on the lookout for 
recipes that are as easy to make for fifty people as 
they are for five. For example, a large pot of soup is 
not significantly harder to make than a small pot 
of soup (it will, however, take a few hours to come 
to temperature, so plan accordingly). Dishes that 
require a lot of finicky technique, such as layering 
many sheets of phyllo dough to make spanikopita, are 
often not a good choice. Ideally, your recipes should 
tap into an economy of scale, so that if you double the 
recipe, cooking the new quantity takes less than twice 
the original amount of work. 

The Ins and Outs of Cooking for Dancers 
by Sarah Pilzer

What types of food do 
dancers like to eat? 

 Dancing is a 
high-energy activity; 
your campers will 
be relying on you to 
provide the sustenance 
they need in order to 
keep their heels from 
dragging. You can 
provide that energy by 
serving a combination 
of proteins (meats, soy, 
cheese, eggs, beans) and 
carbohydrates (bread, 

pasta, rice) at every meal. Choose carefully, however, 
because not all proteins or carbohydrates make 
equally good fare. I’ve heard many complaints that 
serving too many beans can lead to an “unpleasant 
aroma” on the dance floor! 
 Like your mother always said, make sure 
to eat plenty of fruits and vegetables. Fresh apples, 
pears, plums, peaches or oranges can easily be made 
available not only at meals but also for mid-dance 
snacks. A vegetable side dish should round out every 
meal and salad is usually a welcome addition.
 Snacks and desserts can also have a place in 
your menu. Cakes, cookies and brownies are all easy to 
make on a large scale. For some recipes it will be best 
to make several smaller batches of a single or double 
recipe rather than trying to make ten times the batter 
at once. If there are late night activities planned, a 
snack break will give dancers the extra boost they 
need to keep going. You can serve something as 
simple as potato chips and trail mix or as involved as 
fresh-from-the-oven pizza. For most people, any snack 
is a good snack.

Do your attendees have particular dietary preferences/
needs? 
 I’ve often encountered the myth that catering 
to “special diets” at a dance event means sacrificing 
both tastiness and time. Cooks sometimes fear 
that in order to satisfy special dietary preferences/
requirements, they must make separate dishes 
which will lack key ingredients and be inferior to the 
main dish. Yet, from the diner’s point of view, there 
is nothing more frustrating than sitting down for a 
meal and realizing you can’t eat anything on the table 
because it is either not vegetarian, or not vegan, or 



not wheat-free, etc. So, how does one provide meals 
that meet the dietary needs of everyone, but still 
taste good and don’t require too much extra work? 
The key is to find dishes that cover the most common 
ground and need little to no modification in order to 
be “safe.” For example, it’s virtually impossible to 
make a vegan quiche, but pumpkin curry is just as 
delicious and doesn’t require dairy or eggs. If you 
plan a fully vegetarian meal (complete with protein, 
carbohydrates and vegetables) you can always add a 
meat dish on the side for people to choose if they wish. 
You will probably still end up making more than one 
dish but the more requirements that are satisfied by 
each recipe the better.

Making a Shopping List
 Once you have decided on a menu, the next 
step is to determine how much of each ingredient 
you need in order to make your chosen dishes. These 
calculations will not be exact because the amount of 
food consumed can vary wildly from event to event, 
but you should do your best to estimate based on the 
total number of attendees. 
 Often, you can use straight multiplication to 
determine ingredient measurements. If a recipe says it 
will serve ten and you have a hundred fifty people, just 
multiply each measurement by fifteen and you’ll have 
a rough estimate of how much you’ll need. Be aware, 
however, that some ingredients don’t necessarily 
need to be increased by the full amount. For example, 
baking soda and spices should be increased by only 
one and a half times when doubling a recipe. You can 
find more information on how to 
scale recipes on the internet or in 
Food for Fifty, an excellent book 
on cooking for crowds by Mary K. 
Molt.*
 If your first several 
attempts to gauge quantities are 
off the mark, don’t worry, you 
will adjust for next time and the 
experience will develop your sense 
of macro-scale cooking. Much like 
picking stocks in investment, 
however, past performance is 
not a guarantee of future results. 
There are a myriad of factors that 
affect how much food a group 
consumes, from what the weather 
is like that year to what time of 
day the meal is served. In general, 
overestimating is better than 
underestimating. You can always 
give away leftovers at the end of 
an event but you won’t be able to 
feed hungry dancers if you run out 
of ingredients. 

Sourcing and Ordering
 After tallying the necessary ingredients, you 
must find sources from whom you will purchase the 
food. A great way to start your search is by contacting 
local facilities, such as restaurants, grocery stores, 
camps, hotels, etc., that might have accounts with a 
regional food distribution company. If the facility that 
is hosting your event has an account, you may be able 
to place a purchase order through them. Alternatively, 
you might be able to setup a one-time purchase directly 
from the distributor. Buying in bulk from a distributor 
often allows you to buy products at cost rather than 
purchasing small quantities at a retail store priced 
with an additional markup.
 Working directly with area farmers is another 
great way to source ingredients. Often you can 
network through your dance community to connect 
with local farmers who will be willing to sell you their 
produce. If you live in an area with a regular farmer’s 
market or CSA contact the organizers to see which 
farms participate. Making a personal connection with 
a farmer can sometimes (though certainly not always) 
lead to discounts or a barter situation where the 
farmer offers produce in exchange for free admission 
to the event. 
 Make sure to plan how the ingredients will get 
from the source to the kitchen you’ll be using for the 
event. Suppliers who are familiar with the area can 
often deliver directly to the kitchen but you may have 
to pick up the order at a local retail store. Enlisting the 
help of dancers with pickup trucks or vans can be very 
helpful when trying to transport four cases of lettuce, 

two fifty pound bags of flour, four 
sacks of corn, five gallons of olive 
oil, and all the other ingredients 
you’ll need. To minimize the 
number of deliveries/pickups you’ll 
need to coordinate, try to purchase 
as many ingredients from one 
source as you can.

Managing the Kitchen
 Unless you are a superhero, 
you will need assistance to prepare 
the massive amounts of food you 
will be serving (actually, even if 
you are a superhero you will still 
want assistance). But assistance 
is only helpful if you know how 
to communicate your needs and 
delegate tasks. Your role as kitchen 
manager is similar to being a 
conductor of an orchestra. You 
have the full score and know all 
the parts so it’s up to you to direct 
people as to what and when they 
should play. 
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 Therefore, long before you turn on the stove, 
you should form a clear plan of attack that details 
what tasks will be necessary to produce each meal. 
Formulate this plan by breaking each meal down into 
its component dishes and then assessing what needs 
to happen for each recipe. Write a list of all these tasks 
(often called a prep-list because you are preparing the 
food for cooking/eating) to get a sense of which jobs you 
should assign to helpers. Pay attention to how long 
each task might take as that will determine how long 
before the meal you should start the preparations. 
 For example, if you wish to serve a lunch 
consisting of pasta, tomato sauce, green salad, and 
cookies, start by considering the prep needed for pasta 
(boil the water, cook the pasta), then the tomato sauce 
(cut the vegetables, sauté the onions, cook the sauce), 
then the green salad (wash and chop the lettuce, slice 
carrots and peppers for garnish) and finally the cookies 
(measure the ingredients, mix the dough, bake the 
cookies). After you know what needs to be done, figure 
out when you need to do it. Many tasks can happen 
co-currently, such as 
boiling the pasta water 
and cooking the tomato 
sauce.
 The more 
detailed you make 
your prep-list the less 
likely you will be to 
forgot a crucial step 
while preparing a meal. 
Imagine if you forgot to 
thaw the frozen chicken 
on the morning of the day 
you plan to serve it; that 
evening, when it comes 
time to make dinner, 
you’ll be scrambling to 
get it thoroughly cooked 
before the six o’clock meal time. Better to save yourself 
the stress and use a prep-list to track the little things 
while you use your mind to remember the big picture. 
 If you cook for dance events long enough, at 
some point, you will inevitably encounter what is 
known as a kitchen disaster. It could be dropping a full 
tray of lasagna five minutes before lunch or realizing 
the oven you thought was baking your bread never lit 
and is stone cold. Although extensive planning can help 
avoid trouble in the first place, when finding yourself 
in a challenging situation it’s best to be flexible  and
willing to improvise. Chances are, as long as you 
don’t panic, you’ll be able to recover from almost any 
disaster. If the bread is unbaked, serve the chips that 

were going to be the midnight snack. If the lasagna 
hits the floor, whip up a quick tuna or egg salad. If 
you can think quickly and draw on your knowledge 
of the ingredients stocking your shelves, it’s possible 
that the majority of the people at the event won’t even 
know you made a mistake. 

Gaining Experience
 If you’re inspired to start cooking for dancers, 
the best way to learn is by experience. Every time you 
put on an apron, you’ll learn something new, whether 
from your own observations or from a tip given by a 
fellow cook. Many of today’s dance community cooks 
started out as volunteers and worked their way up to 
being head chefs. Now they are eager to teach the next 
batch of volunteers; that could be you! Personally, I 
learned most of what I know from working in the 
Pinewoods kitchen. Opportunities to cook abound if 
you’re willing to jump in and learn as you go. 
 For more information these are some of my 
favorite books about cooking: On Food and Cooking: 

The Science and Lore of 
the Kitchen by Harold 
McGee; The Best 
Recipes by the Editors 
of the Cook’s Illustrated 
Magazine; and as 
previously mentioned, 
Food for Fifty by Mary 
K. Molt.* 

* McGee, 1977, 
Scribner; Cooks series, 
from  1999 on, Boston 
Common Press; Molt, 
various editions, 
Prentice Hall.

 Sarah Pilzer has been cooking for dancers 
since the tender age of fourteen. She was a familiar 
face in the Pinewoods kitchen for many years and now 
serves as the kitchen manager for the Youth Dance 
Weekend. When she’s not whipping up delicacies, she’s 
a program coordinator for the Wildlife Conservation 
Society of the Bronx Zoo in New York and is an avid 
morris and sword dancer.
 Sarah has had many requests for some of the recipes 
she’s used at dance events. Vegeterian Burgers and Apple 
Crisp can be seen with this article when we post it on our 
website in January, www.cdss.org/current-issue.html.

Photos by M.-J. Taylor, ashevillecontra.com.
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Cooking for Dancers (Addendum) 
 
 

Sarah Pilzer has had many requests for copies of some of the recipes she’s used at dance events. Here are 
two of the most popular, Beet Burgers and Apple Crisp. 

 
 

 
Beet Burgers 
 
Veggies: 
about 10 medium to large beets 
1/2 lbs. carrots 
1 large onion 
3 cloves garlic 
 
Wet Ingredients: 
4  eggs 
1/3 cups soy sauce  
5/8 cups oil 
2 1/2 cups cheddar cheese 
2 cups fresh parsley 
 
Dry Ingredients: 
2 cups cooked rice 
1/2 cup all purpose flour 
2 1/2 cups sunflower seeds 
1 1/4 cups sesame seeds 
2 teaspoons salt (this is a guess, I very rarely 
measure salt or pepper) 
1 teaspoon pepper (also a guess) 
 
Grate beets, onions, carrots (a food processor is very 
helpful here). Drain the grated veggies or else the 
burgers will end up being too squishy. Put drained 
veggies in large bowl. Mince garlic and add to 
veggies. Cook rice (can be done a day ahead).  
 
In a large bowl mix together veggies and rice. Add 
soy sauce, oil, sesame seeds, flour, sunflower seeds, 
salt, and pepper. Chop parsley and add to bowl. Toss 
ingredients until uniform.  
 
Add eggs and cheese. Mix well until thoroughly 
combined. Using about a 3/4 cup of the mixture, form 
a patty between your hands. The patty should have 
about a 3 inch diameter and be about 1/2 inch thick. 
Set the patty on an oiled sheet tray. Continue 
making patties; line them up on the sheet tray in 
rows. Bake at 350° F until crispy ~20 minutes. You 
can freeze unbaked patties for up to 2 months. 
 

Apple Crisp 
 
Topping (Crumble): 
1 1/4 cup flour 
1 1/4 cups brown sugar 
1 1/4 cups granulated white sugar 
1 1/4 tsp cinnamon 
1 tsp nutmeg 
1 tsp salt 
1 lbs (4 sticks) cold unsalted butter 
 
Filling: 
25 apples 
1 1/4 cup sugar 
 
Rinse and peel apples. Cut apples into eighths and 
then cut each eighth into thirds. Cut butter into 1 
inch cubes. In a food processor combine butter, flour, 
brown sugar, white sugar, cinnamon, nutmeg and 
salt. Process until mixture is crumbly (like coarse 
sand). You may need to do this in a couple of batches 
depending on the size of the food processor. 
 
Distribute apples evenly among two greased 9 x 13 
pans. Sprinkle 3-3/4 cups of sugar over each pan. 
Spread out topping to cover each pan. Bake for 
approximately 30-40 minutes until it is golden 
brown, bubbly, and fragrant. Cool for 30 minutes 
then serve. Makes about 20 servings. 
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 When I dance, my low back gets tight, and 
in between dances I stretch it out to get comfortable. 
Sometimes, a person watching me will say, “Gee, 
I wish I could do that.” Here’s the secret: You can. 
Everyone can. And the more often you find the release 
that lengthens your back and legs, the more flexible 
and comfortable your body will be. 
 Lower back pain and shortened hamstrings 
(the muscles in the back of the thigh) are connected 
because the hamstrings stabilize the pelvis (a good 
thing, to some extent), and keep it from tipping too 
far forward. If the hamstrings are tight, however, the 
pelvis has far less mobility, which then keeps the lower 
back from moving comfortably. If you dance (and one 
presumes if you are reading this, that you do), make 
lengthening your hamstrings a daily practice.
 Pop quiz: what activities shorten our 
hamstrings? Dancing, of course. Also standing, 
walking, sitting, running, swimming, cycling… and 
yes, lying down, too. What activities lengthen our 
hamstrings? Absolutely nothing that we do in the 
course of any day. In order to keep the hamstrings 
healthy, we must make the effort to lengthen them. 
While you can feel some stretch in the hamstrings 
even when the knees are bent—particularly if you’re 
quite stiff—you’ll get more effective lengthening 
when the quadriceps (the muscles in the front thigh) 
are engaged. Emphasis: for the hamstrings to be 
lengthened optimally, the quadriceps must be firm.
 Here’s how to find the action that engages the 
quadriceps (see CDSS News, November/December 
2008, standing over your feet): sit on the floor with 
your legs relaxed and straight in front of you. Feel 
your front thigh muscles—pliable. You also may be 

able to move your knee caps slightly from side to 
side. Now lift one leg one inch off the floor and see 
how the front thigh becomes tight and the knee cap 
stabilizes. These are the quadriceps doing their work. 
Practice this action while standing: lift the knee caps 
and observe the front thighs engaging. (Note: this is 
not the same as “locking” the knees, mentioned in the 
Summer 2009 issue.) 
 Previous ‘Yoga for Dancers” articles that will 
give you the background for poses described in this 
piece: (March/April 2009, page 10, back over roll; and 
Fall 2009, page 20, correct action of the spine). 
 Here’s a step-by-step process for daily 
hamstring lengthening and low back elongating. 
Stand tall, with your feet under your frontal hip 
bones. Balance your hips over your ankles (for most 
of us, that means taking our weight back), take your 
heels out slightly so that the outer edges of your feet 
are close to parallel, and lift your kneecaps, which 
engages your quadriceps. Keep the kneecaps lifted, 
bend forward at the hips (not the waist!), keep your 
back straight, and bring your hands to a support—a 
chair seat, a stool, a step (see photos 1 and 2). Legs 
straight, arms straight, back straight.
 To make the back straight, you’ll use the 
action of drawing the thoracic spine (found in between 
your shoulder blades) forward, toward your front 
body. With your hands on the support and your arms 
straight (don’t bend your arms to bring your chest 
forward!), take the outer edge of your shoulders up 
and away from the support and your thoracic spine 
down and toward it. Roll the shoulders away from the 
ears; when the shoulders move away from the support 
where your hands rest, see that your shoulders also 

release away from the 
ears to keep the neck 
long. Check in the 
mirror or have someone 
observe you: is your 
back flat, with the 
spine drawing forward 
between the shoulder 
blades? If not, find a 
higher support until 
you have the correct 
action of the back (photo 
3 shows how not to do 
this action). You can 
even put your hands on 

a wall and make an obtuse angle 
with your back and legs (photo 4). 

Yoga for Dancers: Long Legs, Strong Back
by Anna Rain

(l-r) Photos 1 and 2—Keep your back straight by using a chair or stool as support. 
Photo 3—Incorrect “domed back” action; don’t do it!  



The spine must move optimally before you proceed to 
the next step.
 Now for the lengthening of the low back. With 
arms and legs firm and back straight, bring your 
attention to the top front thighs. As if you had a 1” x 
8” board pressed against your thighs, draw the thighs 
back while you lengthen your chest forward. Use these 
actions together: thighs back, chest forward. If all is 
in place, you will feel a couple of sensations (aside 
from tremendous length in your hamstrings!). First, 
the abdomen will scoop to the back body—this is an 
energetic action; don’t try to make it happen by holding 
your stomach in. Second, the low back will receive 
traction from the lengthening of the hamstrings and 
the spine.
 To those of you who are more flexible: See that 
the opening of the back comes from the upper spine 
and that you are not tipping the pelvis forward and 
taking the low back toward the front body. Tipping 
the pelvis this way feels like you’re getting a stretch, 
but this action prevents the full traction lengthening 
of the low back (photo 5 shows the incorrect action).
 Come out of the pose with the same attention 
you gave to entering it: Engage the front thighs; bring 
your hands to the crease between hip and leg; roll 
your shoulders back; and while you draw the thoracic 
spine toward the front body, inhale and come up 
with firm, straight legs and a lengthened back (photo 
6). When you keep the legs firm and engaged while 
coming up, the legs support the back and the back 
gets stronger. If your legs suddenly bend while you 
are coming up with a straight back, the back takes the 
heat and can be injured. Many exercise leaders and 
doctors will recommend rolling up with bent legs and 
a curled spine, and, indeed, the back is protected with 
these actions. Your back, however, will never become 
stronger unless the muscles are challenged to lengthen 

and support weight against the pull of gravity.
 Take a few minutes a couple of times a day 
to lengthen your hamstrings and give your back 
a stretch. If you work at a desk, use your chair, a 
pulled-out drawer, or a step to support your hands. 
With daily practice, the hamstrings eventually 
become accustomed to being longer (and will then 
demand their due length!), and when the hamstrings 
are lengthened to their capacity, the low back has a 
shot at ease and length too.

 Anna Rain will go to the mat for a good 
valdresspringar. She plays with the English country 
dance band Hot Toddy and dances with Dread Pirate 
Rapper. She would like her own make-up artist for the 
photo shoots for these articles. You may contact her 
at innerlightyoga@msn.com. “Yoga for Dancers” is a 
regular feature if the CDSS News. Photos courtesy the 
author.

Correction
 In “Yoga for Dancers— 
Align the Spine” in the last 
issue, one of the photos was 
unclear. The correct placement 
for arrow #4; the correct spot is 
shown in this photo.
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(l-r) Photo 4— Higher support for your back.  Photo 5—Incorrect action; don’t do it! Photo 6—Coming out of the pose. 
Photos courtesy Anna Rain.
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One Hundred Years of Morris 
Dancing in America

by Rhett Krause

 This new year may be used to mark an 
anniversary worth celebrating: the centenary of the 
morris dance in North America. A precise date of 
the beginning of a cultural event is often difficult 
or impossible to pin down and can be the subject of 
disagreement. Just try, for example, to find consensus 
on what year baseball or football began. And it is no 
different in this case. 
 Some will no doubt point to the 1589 voyage 
of Sir Humphrey Gilbert to Newfoundland, where 
he famously planned to bring morris dancing and 
hobby horses to “delight the savage people whom we 
intended to winne by all faire means possible.” If so, 
our celebration would be a tad late, as the centenary 
should instead have been before even the birth of 
George Washington’s father. But there is good reason 
to doubt morris occurred on that voyage (if for no other 
reason than no native peoples were encountered), and 
even if it did happen, it established no tradition and 
contributes nothing to the current situation.
 The nineteenth century saw examples of 
what has been termed “theatrical morris” in which 
a company of actors includes something they call a 
“morris dance” as part of a play taking place in Tudor 
or Stuart England. These dances were of unknown 
provenance, though likely to be inaccurate creations 
of the company which simply came and went leaving 
no trace or influence behind. Thus they are not worthy 
of a meaningful anniversary celebration. (Of curious 
note, it was the use of dance and song in a production 
of A Midsummer Night’s Dream that first brought 
Cecil Sharp to America).
 An  additional odd reference is of a morris 
dance performed for May Day celebrations at the 
Manchester (New Hampshire) Universalist Church in 
1898. It is impossible to know what this was, but again 
it does seem clear that it was not part of an ongoing 
tradition.
 If it is thus very difficult to agree on what 
was the first morris event, or if an event were 
isolated, poorly documented, of doubtful accuracy, or 
of relatively small importance, then it is reasonable 
instead to try to decide what year is most significant 
for the start of a custom, even if it not include the first 
example of it.
 In my opinion, three distinct events of 1910 
combine to make it the year most worthy of celebration. 
I have little doubt that additional research will turn 
up even earlier occurrences, and indeed probable 

dancing in 1908 and 1909 is mentioned below, but 
in the sense that 1492 remains the most meaningful 
year in the European Discovery of America, so I think 
1910 is the most meaningful for American morris, no 
matter how many Leif Erickson equivalents in morris 
may subsequently be discovered.

Educators and Humanitarians
 The first event was the growth of morris 
dancing in the public schools and elsewhere as part 
of an international folk dance component of physical 
education. This is a large part of the history of morris 
dance in America which remains little researched 
and underappreciated in its scope. For example, I 
suspect many would be shocked to think that what 
were probably the largest massed displays of morris 
ever anywhere were in Central Park early in the 
twentieth century by the students of the New York 
Public Schools.
 The Progressive Movement of the late 
nineteenth and early twentieth centuries attempted 
to address social woes of the era related in part to 
urbanization, industrialization, and immigration. A 
small offshoot of this philosophy was the benefit of 
physical exercise especially for the urban tenement 
dwellers and school children who may find little of it 
otherwise. This was not just for physical fitness, but 
for potential improvements in behavior. In 1910, Dr. 
C. Ward Crompton of the New York Public Schools, 
lectured that “Exercise diminishes crime” and that he 
believed that not only health but morals were helped 
by exercise (New York Times, May 15, 1910).
 International folk dance as part of this 
exercise had two additional perceived benefits. First, a 
reconnection of immigrants with their own traditions. 
And second, that folk dance was a form of exercise 
considered suitable for girls of that time
 Mary Wood Hinman of Chicago was one 
example of the remarkable Americans who were part 
of this process. She began teaching folk dance at Jane 
Addams Hull House in the 1890s, in agreement with 
Addams’ 1909 opinion that “recreation is stronger 
than vise and recreation alone can stifle the lust for 
vise.” She would collect Headington dancers from 
William Kimber in 1909, and by 1910 morris dancing 
by Chicago school children under her direction was 
well documented in the press, which noted “a series 
of graceful movements which Miss Hinman has been 
able to dig out of the rural districts of England and 
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bring to America.” (Chicago Daily Tribune, February 
26, 1910; I am indebted to Andy Bullen for his research 
into Chicago dance.)
 Elizabeth Burchenal would have a similar 
role in New York City after quitting her position as 
an instructor at the Teachers College of Columbia 
University to research and promote folk dance the 
rest of her life, holding several positions of importance 
in New York and founding the American Folk Dance 
Society. Much of the dancing in the 
New York schools in these early 
years is due to her and her opinions 
that “The city child is handicapped 
by restricted play,” and “girls get too 
much amusement and not enough 
play.” (New York Times, February 
23, 1913)
 Jim Brickwedde quite 
plausibly believes Burchenal may 
have taught morris in New York as 
early as 1908 and collected dances 
in England about the same time, but 
I have no proof of this at this time. 
This very early dancing in New York 
is supported by the first American 
publication of an individual morris 
dance, “Laudnum Bunches,” in C. 
Ward Crampton’s 1909 The Folk 
Dance Book.
 A measure of the importance 
of these early physical educators and 
humanitarians can be glimpsed in 
the earliest records of the American 
branch of the English Folk Dance 
Society (later the Country Dance and 
Song Society). The meeting to first 
form the Society in 1915 was chaired 
by Crampton, and Burchenal was 
elected one of the four officers, with Hinman to join as 
Treasurer in 1916.

Brower’s Book
 The second event is the publication of the 
first American morris book, Josephine Brower’s 
The Morris Dance: Descriptions of Eleven Dances as 
Performed by the Morris-Men of England (H.W. Gray 
Co., New York). The book gives instructions for eight 
Headington and three Bidford dances and beneath 
the Table of Contents, a note mentions that “These 
descriptions are taken by permission from the work 
of Messrs. Cecil Sharp and Herbert C. McIlwaine.” 
Indeed, the book is extremely similar to The Morris 
Book (Part 1) and covers precisely the same eleven 
dances.
 The significance of this book is not that it 
offers any new knowledge (it does not), but that it is 

intended for an American audience of morris dancers 
in 1910. Also, while it may have been used as a 
reference by school teachers, there is nothing in its 
text or style to suggest that it was meant primarily for 
use in schools.
 Brower was an American-born midwesterner. 
Little is currently known about the extent of her 
involvement in the morris dance, although Andy 
Bullen has discovered an intriguing reference in the 

Christian Science Monitor of June 15, 
1914 to a lecture given by Brower in 
Chicago in which she is described as 
“the first woman to introduce morris 
dancing to America.” (Of course, this 
lecture was illustrated by the morris 
dancing of Florence Warren Brown; 
see below.)

Mary Neal and Florrie Warren
 The third event was the 
Esperance trip to America which 
began with the arrival of Mary Neal 
and Florence Warren in New York 
City on December 12, 1910. 
 Much has been written 
about how Cecil Sharp and Neal’s 
Esperance Club had initially 
cooperated from the earliest days 
of the revival of morris in 1905, 
and how by 1908 they had become 
often bitter rivals.  A simplification 
of the differences would be that 
Neal appreciated the benefits of the 
spirit of the dance and getting large 
numbers dancing, while Sharp 
wished to accurately record and 
teach the dance at a high standard. 
In Neal’s admittedly biased words 

(the dances) “are not an entertainment given by a few 
highly trained exhibitors while the rest stand around 
and stare. The point is that the whole people join in. 
It is an eminently democratic thing and can live only 
as long as it preserves this spirit. The introduction of 
pedantry, of sophisticated art, would utterly kill the 
movement.” (New York Times, December 21, 1910). 
In turn, Sharp in 1909 privately considered the 
Esperance dancers as “rank Philistines and must so 
be regarded.”
 The American trip would prove the high water 
mark of Esperance influence, and Neal’s position in 
England would soon rapidly decline until she ceased 
all involvement in morris with the beginning of the 
First World War in 1914. But in 1910, Neal’s prestige 
in the world of morris dancing was roughly similar to 
that of Sharp, and for her part, Florrie Warren was 
arguably the most experienced and renowned  English 

Photo of Florence Warren with an unidentified member 
of her NYC morris team, taken between December 1910 
and March 1911; courtesy the author.



teacher of the morris dance. 
 Neal and Warren were shocked to find on 
their arrival that several planned events had been 
cancelled as Sharp had written ahead expressing 
doubts on Esperance standards and authenticity. Neal 
would write back to England on December 30, 1910 
that “Cecil Sharp has done his best to poison people’s 
minds over here. But we are here and he is not!… I do 
not think he will ever come now.”
 Despite this initial setback, Neal kept a 
steady schedule of lectures and Florrie taught in at 
least New York, Boston, New Haven, Hartford, and 
Albany. There would be much press coverage and the 
occasional high profile event such as Florrie leading a 
team of morris dancers at Carnegie Hall.
 We know now that Americans such as Hinman, 
Burchenal, possibly Brower, and probably others had 
taught morris in America prior to Neal and Warren’s 
December arrival, at least earlier within the year of 
1910. It would seem that Neal did not know of this in 
advance but got some inkling shortly after her arrival. 
The New York Tribune on December 15, 1910 would 
note that “Miss Neal says that she does not see how 
the English peasant dances hitherto taught in America 
can be genuine, for she is sure that she is the first to 
dig them out from the byways of the mother country.”  
 Whatever the degree of teaching by Americans 
to Americans before December 1910,  the teaching by 
England’s premiere instructor who had taught since 
1905 and learned from traditional dancers was a 
different level of transmission and a worthy part of 
our centennial.
 In one very indirect sense, Warren had already 
taught morris to Americans. For Sharp’s hastily 
written first edition of The Morris Book (Part One), 
the only edition available until 1912, he had noted 
some of the dances directly from Warren rather than 
the traditional dancers, and this had been copied into 
Brower’s book, so Warren’s dancing was reflected in 
these two resources used by Americans. Sharp would 
come to regret this and correct it in his second edition. 
In a more direct sense, at least two Americans had 
traveled to England to attend the summer school 
at Stratford-on-Avon in 1910 where Warren had 
been chief instructor and thus learned from her in 
England.
 The American tour was to end in March 
1911 when Neal and Warren boarded a ship for their 
return journey to England. But this trip was not to be 
for Florrie, as she was to play her role in that most 
romantic of all American morris stories. A young 
Yale law student named Arthur Brown had been 
entranced by Florrie at a New Haven performance and 
corresponded with her since. In the middle of a golf 
game in Connecticut he made a life altering decision, 
threw down his clubs, and raced by train to New 

York to board the ship himself, instantly proposing 
to Florrie who accepted and came off the ship before 
it sailed. They would marry the next Valentine’s Day 
and Florrie can be fairly claimed as special by both 
England and the U.S. 
 As a follow up note, Florrie and Arthur Brown’s 
three American daughters would be special guests at 
the Marlboro Morris Ale about sixteen years ago, and 
two of them are alive and well today (Cicely Joslyn of 
Dekorah, Iowa and Vida Olinick of Edgewater, New 
Jersey). In February 2009, Mary Neal’s descendents 
donated her papers to the English Folk Dance and 
Song Society at Cecil Sharp House in a great act of 
symbolic reconciliation at Mary Neal Day. I traveled 
there with Vida, where she was the honored guest of 
the EFDSS and a key speaker at the event.

Conclusion
 I am not one to join in the bashing of Cecil 
Sharp which periodically comes into vogue. If his 
work has flaws, it is still a voluminous, outstanding, 
and most remarkable achievement that has affected 
English dance and song in America and Britain more 
than the work of anyone else. We owe so very much to 
him. Yet the time for his centennial in America has 
not yet come, and instead we should now honor the 
memory of those who preceded him in 1910 such as 
Warren, Neal, Brower, Hinman, and Burchenal—those 
whose contributions are too easily slipped under the 
rug and stories forgotten, accidentally or not, due to 
the later dominance of Sharp and his followers, and 
their institutional legacies of CDSS and EFDSS.
 This year is just the start of a series of 
American morris centennials of note in the next few 
years. These will include the first arrival in America 
of one of Cecil Sharp’s teachers, A. Claud Wright in 
1913, the arrival of Sharp himself in 1914, and the 
founding of the American branch of the English Folk 
Dance Society in 1915. 
 Make note of this centennial and recall the 
earliest pioneers in American morris. Do think of 
ways you can use this once in a lifetime occasion for 
publicity for your own morris team and as reason for 
special events this year. It’s a long time until we can 
do it again in  2110. 

 Rhett Krause wrote several articles about 
morris dancing in Country Dance and Song magazine, 
including, among others, “Morris Dancing and 
America Prior to 1913,” Part 1 (CD&S, volume 21, 
1991, pp 1-18, ) and Part 2 (volume 22, 1992, pp 
20-25). A former dancer with Marlboro Morris Men 
and Greenwich Guard, he is interested in American 
(wooden shoe) clog dancing.
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