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Daisy Sherlock, Scan Testet
and Reg HaIl at a party giuen
by Mervyn and Dod Plunkett,

West Hoathly, Sussex;
2 Nooember L957.
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Prefqce

his view of Scan Tester and his music, which
is published in conjunction with the double
album on Topic Records, is essentially my

own. Objectivity is a difficul t stance to maintain and,
inevitably, my own biases and value judgements
about music and dance in general show through.
Other people making a selection might have pro-
duced something quite different.

My relationship with Scan was based on friendship
and music-making, and it never occurred to me,
during his lifetime, to make Scan the subject of a
project, nor did I ever record him or interview him
with that in mind. In fact, I shied away from ques-
tioning him too closely as I felt, perhaps mistakenly,
it would have been a breach of our relationship. I
did, however, hope sometime to make a record of
him, and Scan was quite happy about the idea. The
recordings were made informally in private homes
and public houses, as a bonus to what were first and
foremost social events. None valued our music-
making more than Scan, who consciously recalled
old tunes when he knew the machine was running,
and once exclaimed at the end of a session with his
daughter, Daisy, and me, 'Cor, we're better than
Jimmy Shand!'l

However fine and remarkable Scan was as a musi-
cian, he was not unique. He acknowledged other
musicians he had known and played with, and, if he
appeared tobe a majorfigurein themusic-makingof
his locality in the latter part of his life, it was largely
because his old mates were dead and gone or had
given up playing in public. Scan was not simply a
musician; cricket, football, gardening, friendships
and his family were all important to him, and,
although he was not particularly mechanically
minded, he could turn his hand to pretfy well any-
thing practical to earn his living. His life was spent
within the culture of workers and tradesmen in a
small area of the Sussex Weald and I will comment
on this social background.

To a large extent, I have allowed Scan to speak for
himself. His recorded conversation, transcribed
verbatim with the minimumof editing, revealsmore
of his personality and values than I could hope to
capfure in dry prose. The tapes of Scan speaking
were made by Mervyn Plunkett, David Nuttall,
Alan Waller, Vic Smith, Rod and Danny Stradling,
Hilda and Hugh Gibson and me, and I have used our
initials at the end of each quotation to indicate the
source.2

It is now too late to gather much first-hand evidence
of Scan's early days, but I have tried to verify and
expand upon what he told me with documentary
evidence. My searches in archive material have in-
cluded parish registers, licensing registers, census
returns, Parliamentary Registus, Kelly's Directory of
Sussex and the Sussex Exprasl held in the East
Sussex Records Office in Lewes, Brighton Reference
Library, the University of Sussex Library and by the
RegistrarGeneral of Births, Deaths and Marriagesat
St. Catherinds House in London, and in local church-
yards.

I am grateful to Vic Gammon and Keith Chandler for
encouraging me to organise my material for publica-
tion.I particularly wish to acknowledge the former,
for the electric shock given to my dormant thoughts
on the nature of English vernacular music by his
doctoral thesis, Popular Music in Rural Society:
Sussex 181.5-1914, and for the advice and criticism
he has offered so freely. David Nuttall has shared
with me everything he noted during his association
with Scan in Scan's lastfew years, and hasdiscussed
Victorian and twentieth-century popular music with
me in the context of his collection of printed dance
music. Phil Lucas from Danehill, a local historian
with his feet set firmly in the working life of the area
and with close family and neighbourhood connec-
tions with Scan's associates, has been very generous
with his material and suggestions. Scan's daughter,
Daisy, and her husband, Arch Sherlock (who sadly
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died a year or so before publication), have been
enthusiastic about this production and have given
me much biographical and anecdotal material.
Numerous others, includin g Scan's relatives, friends
and neighbours, have contributed factual informa-
tion, photographs, advice and practical help.

Most of all, I remain deeply indebted to Mervyn
Plunkett for introducing me to Scan, his brother
Will, and Daisy, and for our shared experiences
pubbing in the villages and small towns around
West Hoathly from the mid-1 950s to the early 1950s.
Beneath the gentrification that was all too evident in
Sussex even then, there was still a country, popular
culture, its roots unbroken, but beginning to take a
hammering from vast social change. There were
plenty of marvellous old singers about and a few
musicians, too, but they tended to keep their heads
down. Mervyn had the imagination, sensitivity and
motivation to meet them on their home ground. As
a direct consequence of his activities, my rubbing
shoulders with those old boys left me marked for
life. In recent years Mervyn pondered upon the
nature of Scan's style and repertoire and he in-
tended writing a section of these notes. His unex-
pected death in December 1986 deprives us of his
stimulatingand inevitably contentious contribution.

NOTES

1. Shand's hitrecord,TheBluebell Polka,was played fre-
quently on the radio in the late 1950s. Scan had just
seen Shand's Band on television.

2. Plunketf s interview was recorded on 9.2.1958 and I
worked from his transcription. My recordings wcre
made on 19.8 .1964,27 .7 .7965 and22.7 .1966, and Wal-
ler's in October 1955, and I worked directly from the
tapes. The Gibsons'was made on7.4.1,967 and Nut-
tall's on 13.10.1958, and I worked from the latter's
transcriptions. The Stradlings' interview was recorded
late in the summer of 7968 and Smith's dates from
20.8.1971,andl worked from their hanscriptions; the
former appeared in edited form inFolkRools, 31 (Jan.,
1985), pp. 11-13, and the latter was edited for publi-
cation in Traditional Music, 4 (1976), pp. 4-10.

The focus throughout this book is on music and
dancing, and the text represents three distinct per-
spcctives. The first two sections of the biography
(chapters 2 and 3) reconstruct Scan's musicial activi-
ties in the context of his own home environment and
are based largely on verbal accounts, supported by
documentary evidence. Chapter 4 introduces me as
one of the leading actors, and thus creates an in-built
problem of how to maintain objectivity. I have cho-
sen therefore to write it in the first person, to avoid
any pretence thatit is anythingother thana personal
memoir.

The rest of the book, chapters 1 and 5 - 14, sets Scan
in a much broader context, namely that of tradi-
tional music-makingand dancing in southern Eng-
land and further afield over two centuries. It is a re-
markable fact that English traditional instrumental
music has escaped the attention of historians and
ethnomusicologists. My intention in engaging in
what I consider to be a tentative exploration of the
subject has been to propose an agenda for debate
and to put down markers for future research.

RegHaII

7 Duppas Avenue
Croydon
CRO 4BX

3. I decidcd upon ten-year sampling of the Szsser
Express (19ffi incomplete, 19 1 g 1 920 and 1930 incom-
pletc), skim-reading each edition, and focusing on
village reports. I also directed attention at events (the
Damond Jubilee, the end of the Boer War and
George V's Coronation and Silver |ubilee), a iazz-
aqe vear (1927) and an unsuccessful attempt at find-
i rig 6vidence o f d ancing at N utley ln n (1 90'5). ( Sussex
Express, Feb. - July 

'1.897, Oct.1900 - May 7902,1905,
Nov. 19@ - Dec.191O Feb. -July 1,917,791,4,May -
April792't,1927,Jan. -May 1930 and Jan. - May 1935.)
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7-f'l he area of the Sussex High Weald we are most

I concerned with in considering Scan's social
r !2qkg16und embraces the typical Wealden

villages of Horsted Keynes and Fletching, the Ash-
down Forest villages of Nutley, Fairwarp and Forest
Row, and Chelwood Common and Chelwood Gate
lying on the borders of the forest. In earlier times
three social formations were quite distinct, the
communities in the Wealden villages engaging in
mixed farming, iron smelting and glass manufac-
ture, the foresters living off the forest and the com-
moners at Chelwood asserting their grazing and
gathering rights on the forest while living outside its
boundary. Differences in social values and attitudes
are discernible to the locals even now.1 The last
hundred years have blurred these differences, but
the high degree of social and economic interaction
masks a measure of social tension.

Mick Reed has challenged the general historical
view that, in the early and mid-nineteenth century
England was predominantly a country of large land-
lords, cultivated by tenant farmers working the land
with hired labour. He concludes that the 'social for-
mation of the English countryside was a complex
one, rather than the simple polarisation favoured by
historians generally ...'2In the Sussex High Weald
perhaps a majority, but at least a large minority of
farmers worked small acreages using family rather
than hired labour. This might be seen as the survival
of an English peasant economy.

Although London's growingdemand for food pro-
vided a ready market for the produce of the Weald,
the general consensus of opinion among early and
mid-nineteenth cenhrry observers was that farming
in the Weald was'overwooded, ill-ploughed, chroni-
cally backward and worst of all, too reliant on hops
... [which] farmers steadily overproduced.'3 The
situation was compounded by strong resistance to
improved methods, and much farming was at little
more than subsistence level. Most working people
earned their living in multiple employment, often
partly self-employment. Tradesmen supplemented
their income by some involvement in agricultural

production and waged labourers usually rented a
small plot of land for their own immediate needs
and relied to some extrent upon corunon grazing.

Economic depression followed the Napoleonic Wars
and, in spite of a degree of independence amongst
working men, 'to have been a rural worker in the
nineteenth century must have been to have had an
existence of appalling toil, privation and precious
little iJy'; 

'until quite late in the century rural living
was extremely squalid.'a The oppressive New Poor
Law of 1834 was resisted by the poor and some
Guardians alike, often pushing farmers and trades-
people into collusive alliances with labourers, as
many of those operating the Poor Law relief system
were only marginally better off than the paupers
themselves. The Swing Riots of 1830, characterised
by 'collective bargaining by riot', threats and the de-
struction of threshing machines, were followed by
more covert forms of protest, often widely organ-
ised and practised, the commonestbeing poaching.

Mick Reed points out, however, that there were
other forms of conflict between labour and capital:
working men and women protected their economic
interests by undertaking piecework rather than day
work, which gave them some control over their own
working conditions; the common practice among
farm and indoor servants of changing their em-
ployer annually, with most hirings taking place on
the door-step, gave servants some advantage in
negotiating wages and conditions.s An exchange
system of barter and credit operated alongside the
normal flow of cash, with running, two-way ac-
counts periodically settled by services or goods.
Interest free loans and gifts were made to the poor
by neighbours scarcely more affluent than them-
selves, and 'tradespeople and small farmers might
depend on the poor for labour at crucial times or for
the supply of raw materials for their various enter-
prises.'6

The remote, impenetrable Weald, mud-sodden in
winter, was opened up by the eighteenth-century
turnpike roads. East Grinstead and Lewes, centres
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of commercial activity, were linked by coach roads,
first the long way round through Uckfield, which
required a coaching stage attheNutley Inn,purpo*-
built in the 1750s.7 A generation later, the shorter
route through Danehill was constructed, with the
New lnn,later renamed the Sheffield Arms,provided
at Fletching in 1 785 by the Earl of Sheffield. Danehill,
with the Red Lion Inn at Chelwood Gate, thus be-
came a staging post for the old Wealden manors of
Horsted Keynes and Fletching.

The process of gentrification began with the turn-
pike and continued with the railways. The rapid
exploitation of the Southern coast for leisure and
pleasure was made possible by the London and
Brighton railway line, opened in 1841, and the crea-
tion of a completely new suburban dormitory town
at Haywards Heath was possible only because of the
railway.

[B]y the end of the century no village or
farm was more than ten miles from a
station... [which] disgorged not just
passengers, but milk churns, seed
catalogues, agricultural machinery and
commercial travellers.E

Wealdenbrickg once carried slowlybybarge on the
River Ouse, were now easily transported to London
and Brighton to meet a growing demand. In 1882
Horsted Keynes station was opened on the Lewes to
East Grinstead line. Completion of the link with the
Londonand Brighton line the followingyear stimu-
lated Scan Tester's father to move five miles west-
ward, abandoning the turnpike road system for the
advantages the railway could provide for his fish
business.

Ashdown Forest was enclosed as a royal deer park
in the fourteenth century. The Enclosure Awaid of
1693 sketched the framework of landownership for
its subsequent evolution ,with6676 acres remaining
as corunon-land, and the rest, some 7000 acres, the
property of individual landowners.e By late Victo-
rian times much of the privately-o*tre-d forest was
divided into estates with large country houseq owned
by London businessmen and members of the gentry.
These provided work for house, garden and estaie
workers - woodmen, sawyers and builders - and
some estates had 'bothies' for their unattached male
staff.lo Small farms had dotted the Forest, ,carved
out of the wilderness at a very early date.,11Until the
Ashdown Forest Act of 1885 put an end to the
practice, squatters encroached on common land.
They graduated from branch and turf shanties cov-
ering hollows dug into the side of a bank, to corru-
gated iron shacks, before finally building in brick.
Crofters grazed livestock, dug building itone and
gravel for sale, lifted mould for manure and turf for

burning and cut litter (sedge grass and heather) for
cattle feed, bracks for cattle bedding and dogwood
for charcoal burning.l2 The more prosperous
woodmen might buy a 'cant' of wood, the right to
crop timber from a piece of woodland. Common
land on the forest, remote from villages and farms,
afforded some protection and freedom from harass-
ment to families of glpsies, and there was regularly
an encampment half a mile or so north of Fairwarp.

At theend of the nineteenth century, a large propor-
tion of the working population in this part of Suisex
were tied to their own property. There had been a
slump in farming from the 'l.870s,brought 

about by
cheap produce from the New World and the intro-
duction of refrigerated transport, and the conse-
quent decline in land values made it possible, for a
short time, for some working men to buy or rent
land of their own (and incidentally made itpossible
for town people to buy country properties). The
main crops of the area remained wheat, oats, barley,
mangolds, swedes,beans and hops with large areas

9f' pa_sturyge; sheep were driven up from Romney
Marsh in September, fattened and returned in March.b
There was also some enterprise in new venhrres,
such as poultry cramming and the development of
the loganberry.

Labourers'average wages in Sussex have been esti-
mated at 13s. 4d. in 1872,13s.6d' in 1882, 12s. in 1892
and 14s. in 1898.14 Average real income, however,
can not be readily pinned down, as many working
men were fully or partly self-employed and those
that were full-time employees usually had an extra
side-line; in any case rurny aspects of exchange did
not take place within the cash economy.While rural
life was inevitably based on land, agricultural pur-
suits were not necessarily dominant. Rural indus-
tries, domestic service and estate work, service trades
and a host of minor by-employments provided a
living for a large proportion of the population. It is
significant that while many of Scan Tester,s associ-
ates in music and dancing were employed on the
land for some of their working lives, none can be
identified as having been primarily a farmworker or
agricultural labourer.

Between 1801 and 1901 the population of Sussex as
a whole increased by nearly 400 per cent, from
150,000 to about 500,000. There was some drift from
the countryside to service industries in Brighton and
other coastal towns, and to work on the railways.
There were brief invasions of navvies - some Irish,
but most from the Midlands and East Anglia -
during the construction of the railway lines, but
once the work was done they moved on. No analysis
has been made of migrationpatterns within the irea
where Scan Tester spent his life, although local
history studies show ihe persistence of maiy fami-
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lies over several centuries.ls In the period 1891-1911,
the population of Forest Row increased from 2137 to
3035, and inNutley from990 to 1109.InDanehill the
total fell from 1214 to 1131, and in Horsted Keynes it
remained constant at about 930. Fatalities during the
Great War made a substantial demographic and
social impac! in Fairwarp, for example, 25 were
killed from a total population of about 700.

The village pub, much more than the church, had
increasingly become a focal point for all aspects of
the cultural life of country working men. At the
beginning of the nineteenth century, commercially-
brewed beer was available in urban taverns and
alehouses, and inns sited strategically round the
country provided food, drink and accommodation
for bona fide travellers, most of whom were not
working men. In the country, apart from home-
brewedbeer, cider and wine, beer was produced for
sale by hucksters for consumption off the premises
- to be drunk at home or in the fields - and it seems
very unlikely that country working men spent much
time or money in premises set aside for drinking.
The flowering of country pub culture, although
based on much earlier roots, was largely the product
of the 1830s. The Beer-houses Act of 1830 permitted
any rate payer to sell beer for consumption on or off
the premises, and the effect was that 24,000 beer-
houses opened in England and Wales before the
year was out, followed by a further 22,000 within the
next six years.16

By a strange irony the government had provided a
greatly increased number of congenial meeting places
for working men in the year of the Swing Riots, at the
very time they feared insurrection. One consequence
was the neglect and abuse of some wives and chil-
dren by those who spent all day in the pub, but the
1830s also saw the beginning of a popular move-

ment towards rationality and respectability in the
countryside, embracing slate clubs, horticultural
societies and sports clubs. Working men organised
themselves or were organised by their respectable
social superiors.

Village bands, first formed in the early nineteenth
century, owed theirexistence to public subscriptiory
upper-class patronage and/or the efforts of work-
ing men themselves. The same motivating concepts
of self-help, spiritual uplift and temperance devel-
oped further in the second half of the century with
the provision of reading rooms, recreation rooms
and working-mens' club rooms. Horsted Keynes
readingroom, erectedby the curate inthe 1850s,was
supplied with newspapers, magazines and a baga-
telle table, and had an upstairs room capable of
seating 150 for concerts, entertainments and vestry
meetings.lT In all the villages round about, working
men were involved in cricket, football and quoits
and young women in the far from genteel game of
stoolball; local interest in cricket was strengthened
by the appearance of W. G. Grace and the Australian
touring team at Sheffield Park in the 1880s and
1890s.

But, if by the end of the century it was no longer
largely true that 'rural life was extremely squalid,' it
was still hard going for the working man and his
family; living was for many still frugal, hazardous
and uncertain. A pointer tochangesthatwereon the
way was the position and status of Stephen Clark
(1850-1942), neithera working man nor a member of
the gentry,but school master at Horsted Keynes. At
the turn of the century he undertook additional
duties for the community as secretary of the friendly
society and the football club, church organist and as-
sessor and collector of King's taxes. By 1909 he was
also an insurance agentll8

NOTES

1. Some local people offer a 'racial' explanation for
perceived social differences, in the belief that the old
Chelwood families are descended from pre-Saxon
settlers.

2. Mick Reed, The Peasantry of Nineteenth{entury
England: A Neglected Class?', History Workshop,1,8
(Autumn 1.984),p.71..

3. John Lowerson, Victorian Sussex (1,972), p. 43.

4. Mick Reed, 'Social Change and Social Conflict in the
Nineteeth Cenfury. A Comment',lournal of Peasant
Studies (Oct. 1984), p. 121; lowerson, Victorian Sus*x,
P .10 .

5. Reed,'Social Change'.

5. Reed, 'Peasantr/, pp.624.

7. The turnpike road construction was authorised by
Act of Parliament in 1753.

8. Lowersory Victorian Sus*x, p.'19.

9. Roy Millward and Ad rian Robinson, The Hi gh Weald
(1971), p.1,74.

10. The word'bothy' is is used locally for the communal
living quarters of estate workers.

11. Millward and Robinson, High Weald, p. 779.

12. The term 'crofters' is used locally to refer to these
established squatters. Bracks is ihe local word for
bracken.

l l
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13. Information on local agriculfure derived from vari-
ous volumes of KeIIy's Directory of Sussex for the late
nineteenth and early twentieth century, and from
oral sources.

14. Lord Ernle, EnglishFarming Past and Present, quoted
in Lowersorg p. 45.

1 5. See D anehill P ar ish His t or i cal S o ciety Ma gazine, 197 8 -
present.

15. Brian Spiller, Victorian Public Houses (1972), p.9.

See also Brian Harrison: '[Bly paying two guineas a
year, any householder assessed to the poor rate could
obtain from the excise a licence to sell beer for

consumption on or off the premises. The conditions
of tenure, specified in the licence, were very similar
to those for innkeepers, but closinghours weremuch
more strictly defined.'Opening hours were 4 a.m. -
10 p.m. in 1830,5 a.m. - 11 p.m. in 1834, and 5 a.m. -
11 p.m.,or10p.m.if thepopulationwasunder2500,
in 1840. (Harrison, Drink and the Victorians: TheTem-
perance Question in England 181-5-1-872 (7971),p. 79.)

1,7. KeIIy's (1895).

18. KeIIy' s ('1,899, 7903, 1909).

The Creen Man, Horsted Keynes ;'i97 L.

Scan's parents bought the pub in 1891 aill Scan lioed thcre in early &ildhooil.
( P hot o gr aph: Hamish Black)

:1 -."
l

d !i!i!!::
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A portrait of Scan's parents, WIII and Sally Tester, taken by the N utley
photographer, Arthur'Daddy' Francis, between 1908 and 1915.
(Courtesy Daisy €t Arch Sherlock)
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ewis Tester was born at the crossroads at
Chelwood Common, Sussex, on 7 September
1887, thoughformostof his lifehebelieved he

was born in 1885. Whether this was a mistake or a
deception, the effect was that he was able to leave
school and contribute to the family income a year
earlier than he should have done.l His parents, Will
and Sally Tester, were married in 1870 and brought
up eight children: Jinny (Jane, born1872), Trayton
(30 January 1875), Harriet (l\m,Fred (Alfred,1881),
Bert (Albert), Minnie, Lewis and Will (1888). The
three oldest, at least, were born at Horney Corner,
halfwaybetween Nutley and Maresfield. The farnily
moved to Chelwood, then brieflv to Maresfield in
1888, and then back to Chelwood. From there thev
went to Forest Row for the next three years, befor-e
buying Leamland, a plot of land and a house at
Cinder Hill, from Arch Sherlock's grandmother,
and the Green Man, a public house in Horsted Kelmes,
in 1891.2

Will and Sally Tester earned their living in a variety
of enterprises. The pub was a source of steady
income, supplemented seasonally by the sale of
ponies bred in the paddock at the back of the pub,
but the family was already involved in two well-
established trades. It was the fish-hawking business
that brought the family to Horsted Keynes:

Scan: That's how we first come here; we
had a fish-hawking licence. We used to
go to pubs and fairs with whelks anc
oysters. We were known by it all around
Sussex. My father had forty years going
back and forward to Brighton fish
market so he knew a bit about it. I used
to know most of the fishermen in
Brighton. There used to be an old chap
there, and he used to be what they call a
picker-up; he used to pick up for these
big fish buyers, but he used to fill his

Brighton fish market; undated.
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[own] box up and, do you know, he had
one of the finest fish rounds in Brighton.
He was quite an elderly man then, and I
can see his old go'cart now, that he used
to push his fish out on. It was just like a
pair of old bike wheels on a frame, and
wire round to keep his baskets in there.
You see, his fish was always fresh and
good and cheap. Well, we bought it, and
we didn't have to pay for it to come up
by rail, bechuse it came up with us, you
see. There used to be a station here.
Well, it used to be a junction and at that
time of day it was very busy. We had a
horse and cart come down to the station
to meet us and we used to separate the
stuff out into two or three carts and
away we used to go. [VSl

Oh, we were known for it for years, my
father was. And we'd got gentleman's
places; we had to get there for lunch,
and one of my brothers used to have to
drive on in front and call at these places,
and get the stuff there ready for
lunchtime. We used to have to go out all
around, one one way and one another,
and sometimes, if we'd got a glut of
herrings or anything like that caught off
Brighton anywhere - well, we'd got a
herring deese at the Green Man andwe
could keep them in there for very near a
week - fresh.3 So we'd always got plenty
of fresh herrings, and then we used to
dry a lot for bloaters. Perhaps you'd get
four or five for a penny - with buying a
lot like we used to buy. Well, you hang
them up in the herring deese, and then
sell them penny a time. It don't sound a
lot, but if you got half a cart-load
hanging up there, thafs ever so many
pennies. [VSl

Yes, we used to do a good trade then.
And now, well, you do see a fishmonger
in the village; he comes from Haywards
Heath, but I've told him, I says, 'I don't
know howyou people make a living.'I
says, 'I've carried more stuff over one
arm than you carry on your whole pony
cart!' I've carried that much over my
arms in baskets, that you had to stop and
have a rest, you know, and have another
go. Then if you went to two or three
places and they didn't want none...Cor!
But we used to travel all round the
outskirts. We never used to go in the
villages much. Well, round the outskirts
they don't go in a shop to buy their stuff.

If they got some fish that they knew was
all right come to the door, well, it saved
them going out. We used to sell a lot of
stuff like that.a [VS]

Will Tester was also a brickmaker, supplying
J.J. Saunders & Sons of Brighton with pipes and
tiles, as well as bricks from his three brickfields: one
by the stationatHorsted Keynes, anotherbehind the
Green Man and a third near the Bicklayus' Arms
between North Chailey and Newick. This was es-
sentially a family concern, operating almost at a
domestic level, with the father and sons doing most
of the work throughout the year and additional
itinerant labour taken on in the summer months.

Arch Sherlock remembered the details of brickmak-
ing: clay was dug and mixed with London ashes
during the winter; this was known as curfing. Then
in the better weather it was pug-milled in a pan and
rollers driven by a horse or small engine. It was
knocked up by hand in moulds and trimmed to size
with cheese wire, and the wet bricks were then
placed into a hack to dry, before going into the clab,
a wood-fired oven, for firing and burning. A man
could make 200 or 300 bricks a day and there might
be four or five men working at a time. These travel-
ling brickmakers made good money and it used to
be said, 'Father paid the men their wages and mother
got it back over the counter in the Green Man.'s

MUSIC IN I}IE FAMIIY

In the bar at the Green Man there was a large wooden
table where, besides domin@s, they played a guess-
ing game called Ups for a gallon of beer, and there
was music, singingand stepdancing in the evenings
when Lewis was a boy.6 His parents were not musi-
cians, but his eldest brother, Trayt, was 'a bloody
knockout; he could play any instrumenfl [DN], in-
cluding the cornet, though he was primarily a con-
certina-player and stepdancer.T He was a young
man when Lewis was a boy and Lewis looked up to
him and paid great attention to his music. Their
maternal uncle, Tom Shoebridge, a shoemaker in
Nutley, was much older, having been born around
1829; he played a tambourine about two feet across
with three tuned bells strung on a wire on the inside,
and was so skilled 'he could knock hell out of the
tambourine' [RH] and at the same time sound which-
ever bell he chose.s

Trayt leamt the concertina, probably during his
teens around 1890, from a local lad five years older
than himself, Joe Marten (1870-1959), the son of a
smallholder at Chelwood Gate. Joe's son, Will Mar-
ten, recalled:

t 6
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Will Marten: He used to play some of
the old dance tunes, I'll tell you one -
Rustic Bridge.The Old Rustic Bidgehe
used to play, but he used to keep on and
on and on.

Besides the concertina, he could get a tune out of the
melodeon, fiddle, whistle pipe and band fife, and he
remained a friend of the Testers until his death.

On paying-out night of the Green Man Slate Club,
Sally Tester put on steak and Christmas puddings
for the tontine dinner in the bar and Lewis was kept
up late to stepdance on the table.lo By the age of eight
he could play the tambourine like his uncle Tom and
was proficient enough to go out to other pubs play-
ingwith Tomand Trayt. On one occasion they were
piling out of the cart when someone, amused that
Lewis was man enough to play music but too small
to jump down off the tail unaided, gave him a hand
and shouted out 'Come here, you little scantiloper!'
The name 'Scan' stuck for life.ll

There were lots of melodeon players round abouq
melodeons could be bought for as little as four
shillings, and Scan managed to get hold of one. The
first tune he remembered trying wasThe Sailor Cut
Downinhb Pime, and with his one and only dance
fine,Soldin'sloy, he went outbusking at Christmas-
time with hisyoungerbrother, Will, on the tambou-
rine.12 Scan used to borrow Trayfs concertina when
he was at work, and using his melodeon fingering,
he was able to play a few tunes on one side of the
concertina. After he had impressed everyone in the
bar of the Green Man,his father saw the promise in
him and bought him a concertina pitched the same
as Trayfs.

Scan Tester as a teenager; undabd.
(Courtesy Daisy I Arch Slurlock)

When grandfather was alive I think Dad
used to be the general dogsbody ... He
was the youngest one of the family. As a
matter of fact he was lame; he damaged
his foot as a child, so he didn't really go
out a lot. I think he stayed at home and
looked after the pigs, cows and
everything.

Joe was a practical mary good with his hands, and he
set hirnself up in 1898 as a cycle dealer and repair-
man. He cut hair, ran the slate club intheRedLion,
and drove a lvagonette -'takepeople to the station'.e
According to B€rt Wood, he was a good blacksmith
as well. He married at the age of 40 in 1910 or 1911,
and his sister-in-iaw, Fanny Lander, remembers that
before she left the area in 1914 he seldom went out,
but played music at home. Mary Elphick, Joe Mar-
ten's daughter, confirms this: 'When we were kids
Dad used to get his concertina out. He used to keep
on and on, going on, all the same tunes ... oh yes he
was quite good.'

1 7
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MUSIC ON ASHDOWN FOREST

Although the family was now settled in Horsted
Kelmes, Trayt used to take Scan up to the pubs on
Ashdown Forest when he was still very young. The
Foresters at Fairwarp and the William 17 at Nutley
were cottage-sized beer-houses.13 The Foresters was
a rough pub; locals used to say that if there was a
fight in the bar, instead of throwing everybody out,
the landlord, William Osbourne, used to lock the
door to keep them all in!1a They didn't take too
kindly to strangers in Fairwarp and, in particular,
they did not like young men from other villages
taking an interest in their young women. From a
Chelwood Gate perspective, 'there was always a
feeling about Nutley, and Fairwarp was rougher
still.'ls 'They'd look at you if you went cver Fair-
warp as much to say, "IrVhat the hell you want over
here?" ... They used to go from here of a Sunday
nightfor a pint of beer and punch up.'l6Eveninto the
1930s the Danehill lads had to muster four or five
strong to venture to a dance in Chelwood. Trayt, and
later Scan, however, had credibiliff aU round the
area.

Fairwarp was a great area for fiddlers; some were
old men when Scan was a boy and some he heard
then were around eighty years old. Scan realised at
the time that their music and dancing was not only
very exciting, but reached back into the past. They
were keen stepdancers, and this was where Scan
picked up most of his stepdance hmes.

Scan: They used to know any amount of
them, these old blokes did, and they was
all fiddlers, you know. Nearly all of
them was fiddlers. It wouldn't be
nothing to see four or five fiddlers in a
pub playing together. You never see a
concertina; you might see a melodeon or
something of that. I used to like to hear
these old blokes up there; you know,
they were blooming marvellous. There
used to be one or two elderly blokes -
jolly good! A lot of people didn't think
much to them, but I knew ... they were
blooming good! tRHl

WilliamWalter (1851-1927) from Browns Brook was
a Fairwarp fiddler from before Scan's time. He
moved away in about 1880 to workas a carter onthe
Holbrook Estate, Cross-in-Hand, where he contin-
ued as an active musician.lT Scan might well have
come across him if he returned home to see friends
and relatives. Browns Brook is a cluster of crofters,
cottages on the forest a mile or so north of Fairwarp.
Charlie Ridley, living there now, says'everybody
round about played somethingor other.' His father,
Herman, was the leader of Ashdown Forest Tem-
perance Band. Christopher Stephens, whose grand-
father lived at Browns Brook, says that in recent
yearc, as the old folk have died, piccolos and flutes
have been found among their effects. His mother,
Mabel ( 1 89F1 957), played the violin from music and
his father, Nelson, played the cornet in the Temper-
ance Band.rE

Fairwarp fiddlers:
william walter (left), whose death was rcported iz t&e srissex Express, 2s February L927,
and Scan Tester,26 May 1958.
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At Oldlands, just down the track towards Fairwarp,
there was a family of fiddlers a few years older than
Scan.

Scan: There used to be a family at
Fairwarp name of Gorringe, and one of
them was blind. He was using a gun one
day when the damn thingbursted -
blinded him. He was a fiddler. He'd got
two brothers played fiddle. This blind
bloke, he was a good fiddler - weren't no
mistake - and if I went into a pub
anywhere he was, soon as ever he heard
me speak, he'd say'Hello, Scan, how
you getting on?' He was always in a
pub. Well, you know, they used to have
a collection round for him then. [DN]

Blind Charlie (1875-1955) had actually stood in the
way of a stray shot over a hedge when he was 16.
With no question of compensation, he remained

Charlie Goninge, fiddler, and his motlur at
Oldlands, F airwarp ; undated. The cottage
had earth floors in two of its three rooms

Right: detail
(Courtesy Frank & lean Goringe)

single, earning his living making mats and baskets.
He played the melodeon as well as the fiddle, and
several mandolins were found in his cottage after his
death. Charlie's brother, Edward, played in the
Ashdown Forest Temperance Band and another
brother, Bill, wasScan's regularpartneron the fiddle
for many years before the Great War.le

Scan: You know, in the pubs on a
Saturday night they used to step for a
gallon - a gallon of beer.2o Three or four
steps - you didn't want no more beer for
the roomful. They used to come in just
as they left off work, after they'd had a
bit of tea and they'd all got hobnailed
boots, nailed and pelted, and it was all
brick floors! You could hear them! Yes,
it was a good bit of sport. [DN]

t 9
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It was worth watching. It was better than
some what you'd pay to go and see to
see these old blokes. Cause, you know,
if you get a man between sixty and
seventy, it makes you think when you're
young yourself. It used to make me think
when I was a young chap ... If the old
ones do it, well, it's interesting to the
young ones, I think. It used to be to me.
They was jolly good, some of them old
people, but you never see it now.21
tR&DS]

TheNutlqlnn, now known as the Shelley Arms,was
another Ashdown Forest haunt frequented by Trayt
and Scan; it attracted some of the same musicians
and customers, but it was a quite different kind of
pub.' It was an early-Georgian coaching inn, with
large, high-ceilinged rooms and presumabiya pass-
ing trade of travellers and boarders. James Cordeux,
landlord from 1894 to August 1900, was a connect-
ing link, as he had previously held the tenanry of the
Foresters in Fairwarp in 1882.

HOPPING DOWN IN KENT

Hops for the brewing trade were widely grown in
Kent and Sussex. Harvesting depended largely on
female and child labour, with a few men pulling the
poles, cutting the bines and collecting the full bins.
Hop farmers employed the same seasonal workers
yearafteryear, providingtransportand fairlyprimi-
tive communal living quarters. Many families de-
pended on the additional income, but hopping was
seen as a holiday, and for Londoners from the East
End and the south east it was a blessed relief from
the stresses of slum life. The season began on
1 Septernber and continued for three or four weeks.a

Scan: I used to do a lot of stepdancing
one tirne, and, course, when I was single
we always used to go up the hop
country there every year, and, course,
we used to get our living you see, for
plapng our nnusics and, ah, I've stepped
against dozens of gypsies up the hop
countr)' ... My eldest brother was a iolly
good stepdancer too. [AW]

My eldestbrother and me, we used to
take our concertinas and go up the hop
country, and we used to go in the pub
with our concertinas of a night, and go

Hop-picking at Cranbrook, Kent; undated.
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hop-picking during the day. Never used
to draw no picking money, not before
we come home. We used to earn our
living in the pubs. We never picked up
our hop-picking money until the
forenoon of the day we were away. Oh,
we had several pounds to bring home.
Oh yes, that wasn't no bother at all. We
used to go to a little place called Iden
Green, and it was close to Benenden
[near Cranbrook, Kent]. About a mile
from there is a little place called thre Oak.
We used to go up there. They'd got a
nice sized room and the landlord wanted
us to go there of a Saturday night. The
weekend we used to get the place full up
with hoppers. My brother was a
stepdancer and all and we would take
turns. One would dance and the other
would play. I've had some happy times
up there. Yes, the Oak. We used to go
there across the fields, well, footpaths.
Ten minutes or quarter of an hour's
walk. We usually used to go there every
Saturday night whilst we were up there.
tVS]

We used to sometimes have a month;
mostly it was between three weeks and a
month. It all depends how the hops
were. You see, if they had cogates hops,
well, they were srnall, but ordinary hops,
as long as your finger, it didn't take you
long to pick a bushel, but you had to
pick six bushels for a shilling. We used
to sit on the edge of the bins - one sit
there facing me and I used to sit facing

him. We used to have the old bin there
and all you had to do was snatch them
off and let them fall in. You'd be
surprised how quick we got a lot. Of
course, we was used to it, you see, but
you know,little kiddies, they used to
give them an umbrella and you'd be
surprised how quick they'd get that full
up. [VSl

You used to have three different lots;
one farm was for Londoners, and
another was for home-dwellers, and
another for all round Sussex. But my
brother, he used to pull poles for the
home-dwellers always, so, of course, we
used to stick in their set, and they used
to pay him a guinea a week for pole-
pullers, so he always had his money
coming in. I used to have half a bin and
then I used to help him pick his hops
[hop poles?l up, because you had to pick
them up clean, and then every chance he
got he used to slip and help me pick in
the bin, and then we used to share the
money. Of course, he had his guinea;
that was standing money; that kept us
well away, that guinea did, both of us.
tVS]

Yes, you could buy a pound of cake,
currant cake, for fourpence. Of course, I
was young/ and, well, I lived on cake
nearly. And some of the ladies, they
come from round our country, round
Nutley and Chelwood Common, so we
never had any bother to get anything

2 l
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cooked. We used to have a roly-poly
suet pudding of a Sunday, and a pound
and a quarter of beef steak each, fried,
then we used to put the pudding in this
gravy, mix it all together. Lovely! You
couldn't get a better meal. We used to
get potatoes. We used to go out in the
potato fields and dig them up of a night.
We'd always have plenty of potatoes.
IVS]

They had huts, you know. I used to have
a straw bed. They used to put some
faggots down, and then put a thick layer
of straw on top of it. Oh, you could sleep
all right. [VSI

You see, all the people that went hop-
picking then, they were used to it... Cor,
you could see them sit there on the
corner of the bin, and the old hops
rolling over in. Some of them could pick
hops you know! They could get a half
bin whilst I was looking at it. And we
used to do pretty well, because we went
up there when we were pretty young.
But it was more like a holidav. A lot of
people went there for their nofaays.
There was no work attached to it; you
was sitting down all day on the bin. This
was years ago, before I was married. I
was quite a young bloke then. Ah, that
was the time to enjoy yourself! [VS]

Bandsman W. Tester, Royal West Kent Regt.;
studio portrait, Malta, c. 1906-7.

(Courtesy Paul Marten)

Opposite: WiIl Tester, photographed by
Daddy Francis of Nutley; c.1908-15.

(Courtesy Daisy I Arch Sherlock)

SCAN'S BROTHERS, TRAYTON AND WI[[

Trayt, according to Scan, was a minor black sheep in
the family, a bit of a tearaway, who'never worked,.
Nevertheless he was their mother's favourite, al-
ways welcomed home after his wanderings. The
sight of Lewes Prison once prompted Scan to com-
ment to me, 'My brother did six months in there for
assault', but he knew nothing more than that.

Their mother had taken a lad, Ted Fox, into the
family, and he eventually worked his passage to
Canada where, according to Daisy, he setup a mink
farm, 'had the first combine harvester over there ...
and became a millionaire'.24 The Sussex Express,
throughout 1910 and probablyover a longerperiod,
ran weekly display advertisements promoting Can-
ada, backed by newsletters from an anonymous
Canadian farmer. Advertising copy such is ,160

acres Government land free for farming' and 'Cana-

dian wheat realised this year 60/- an acre for an
expendihrre of 30 / r must have been very tempting.

Trayt seems to have faded outof Scan'smusic circle
well before the Great War, and at some time he
worked his way to Canada to join his foster-brother.
He came home several times, and Daisy can iust
remember his occasional visits to her home. He was
living at Burghurst Cottages, Horsted Kelmes, in'1,924,but 

had either died or moved on by 1925.
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Scan: Well, I suppose he was, I expect,
sixty-odd when he died. He was like
Will, his breath went... He never played
a lot a part of the time. See, he wasn't fit
for playing and he never used to get
about much latter part of the time.6
tRHl

Will, baptised Willie and nicknarned Darky, came
up close behind ScarE, having been born a year later
in Maresfield. He went through the same experi-
ences, delivering fish and making bricks, and he
heard the same music in the Gren Man and at
Nutley. Daisy thinks he probably went hoppicking
with Scan and Trayt, but his daughters think per-
haps his stories of the hop-fields "arere secondhand"
As he was neither a cricketer nor a foctballer it is
unlikely he took part in the music-making associ-
ated with those activities. He worked as a baker in
Maresfield until October 1905, when he wentacross
to Maidstone and enlisted in the Royal West Kents,
in which he served as a bandsman. After ten months
in Malta, he bought himself out for €18 in April 1907
and returned home to marry May Baker in Novem-
ber 1907.26 Having been 'tutored by the picked solo
man of the world' [RH], he was a trained military
band clarinettist with a year-and-a-half's experi-
ence, as well as being an ear-player on the concer-
tina, melodeonand tambourine. Scan had a particu-
lar soft spot for him, and said many a time, 'My

brother was a better concertina player than I was.'27

THE BOER WAR

Scan: I knew the blokes who went to
the War. There was no conscription
then; they were volunteers. Well, there
was several of them volunteered to go.
They wasn't called up like these others;
they went on their own accord... I don't
think there was anybody went from here
what didn't come back. It wasn't like
these other wars.26 [RH]

When word went round that Sugar Woolgar was
coming back from the Boer War, 'the whole village
turned out'. He arrived at Horsted Keynes station
dr.rnk, and was pulled the mile or sointo the village
on a cart, with Scan heading the procession, playing
all the way on the concertina. Later, three or four
other Bmr War 'heroes' received the same treat-
ment. on the face of it this might have been more
appropriately a iob for Horsted Band than for a
fourteen-year-old boy. At about this time, ftan played
the side-drum and cornetbvear in the Horsted Band
(see chapter 7).

Scan: I can remember this blacksmith
bloke ... what helped start the band
lHorsted Bandl. When that lladysmith]
was relieved, they set the blacksmith's
anvils off. Well, they brought them
outside this blacksmith's out here, and,
course, we was boys. We run for our
life, when he set them off, Cor, there was
crowds of people out on the green. They
knew what he was going to do, and he
got both anvils out there and set them
both off. I don't know how he done it
but,I tell you, she was a tidy rattle, and
they did that at lots of places.2e [RHl

Well,I used to play with a chap; he was
a mandolin player. He was a good
musician, and he knew music well. He
used to play and vamp along with us at
Nutley. His name was Jack [Can].
Anyway, he was in Ladysmith. You
k-now, they surrounded Ladysmith,
didn't th.ey? Well, he was one of them in
there, and he'd never say much about it,
but I have heard him tell blokes a little
sometimes, when they've asked him.
tRHI
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THE FIDDTE AND GYPSY MUSICIANS

Somewhere around 1904 - 1905 Scan decided to take
up the fiddle. He said it came naturally to him,
having played with so many fiddlers for so long, and
two sessions in the woodshed were enough forhim
to get the hang of it.

Scan: One night I went out in the
woodlodge, took my fiddle out there,
and they said, nVhere are you going
then?' I says, 'Going out playing!' They
says, 'You can't play that damned thing!'
I said, 'I'll bet you a shilling I can 'fore I
come in.' Course, I'd been used to
playing with a fiddle, you see, with my
concertina. I knew iust where to string
up and all, and how to string up. I went
out in the old woodshed by myself, and I
played a tune or two afore I come in. It
was rather rough music, but I got the
tune out. I thought to myself, 'I know
where the fingering is'. [I was] about
eighteen, I should think. Seventeen or
eighteen. I could use my fingers then. I
could use my fingers very well fiddling,
'til, you know, my hands come bad.
tRH]

Balanced against this claim that he was self-taught is
the fact that he and Bill Gorringe separately told
Mervyn Plunkett that Bill had taught him to play the
fiddle. FIad Bill formally passed on a crmpleb method
of bowing and dressing a tune, Scan might have
been expected to have said as muctr, if only as an
aside.30 Late in life Scan could still play enough on

the fiddle to show he had had an animated, dynamic
style, characterised by a developed bowing tech-
nique. Since Trayt was a'bloody knockouY on any
instrument, he may well have played the fiddle;
certainly two of Scan's other regular associates,
Denner Head and Joe Marten, were fiddlers. Scan
probably did not play the fiddle very much after the
1930s, and by the mid-1.950s he could only manage
to play for a minute or two. Rheumatism caused him
creasing pain and equally severe frustration; his
fingers went down accurately on the strings, but he
was unable to get them up again.

Scan: You see, my hands come bad years
ago. You see, my fingers when I held
them up all went numb. Used to be the
marks of the strings in my fingers here,
and I played hours like that till I got, you
know, regular fed up with it and made
my hands ache so that I got fed up with
it. Thays why I left off and I thought,
perhaps, my hands would get better, but
they didn't. Matter of fact they gradually
got worse, 'cause I couldn't get my
fingers down, you see. I can get them
down now, but I can't get no pressure on
them. But I often wished, you know, that
I could have played. I'd iust like to have
played now, especially as being out
round with first one then the other. I
could have had a tune then. [RH]

Scan also played the mandolin, using the same
tuning and fingering as the fiddle. The mandolin
had some local popularity but Scan was not particu-
larly taken with it.

Gypsies in the
south of England;

postcard post-
marked 7906.
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The Smith brothers at the Men's Club, Flmbridge, Kent; 77 February L968.
( Phot ogr aph: D aoid N uttall)

Scan remembered thegypsies camped on Ashdown
Forest as being poori very few had caravans - iust
tents or bits of cloth hung over sticks - and many
relied on music to supplement their income.

Scan: That was nothing to see a gWSy
kid come round the streets with a
mouth-organ and tambourine.ss You
want to hear some of these gypsies on
that. They practically used to rattle a
tune more like I do, only they got this
stick. You know, it don't half sound
when you get a stick. You see, you got
nothing to muffle it. With your hand you
have, but with these sticks vou ain't.
tRH]

Fanny Lander: We used to have lots of
caravans round here one time ... By the
Red Lion [at Chelwood Gate] on the
right-hand side there used to be a patch
called Gypsies'Corner... Some of 'em

used to move, but some of them used to
be stationary up there ... Harris was one
of them, and there used to be Leech. He
used to go round the fairs ... selling
winkles and cockles.

Bert Wood: If they lost a kid, they'd
bury'em, and that was a sacred place for
them.

Charlie Bates: There was one up side
where old Deegs used to have a nursery
up Chelwood Gate. Well, there used to
be a regular place up there where they
used to stop, and they reckon ... they
bumt the caravan and her in there,
'cause for years you could always see
flowers there ... before my time, but they
always said when a gypsy died they
burnt the caravan and them in it ... Well,
it was a gypsy law, wasn't it?

The fiddle was relatively common amongst the
Ashdown gypsies and, if two or three of them got
together, they would usually play BightonCampin
unison in the key of G, the standard fiddle key for
that tune; but if there were four or five, one might
play the tune exactly the same, note for note, but in
the key of C. The fingering is the same, but trans-
posed one string below, and some of them by double-
stopping could play in G and C at the same time.
I-ate in life Scan was still able to play Bighton Camp
accurately in this manner.

Scan: You finger on two strings and, you
know, that was a rare thing for the old
gypsies to play... You know,I've heard
some of them gypsies damned good
fiddlers. I've heard some of them play
dance tunes, you know, but the majority
of them used come round, they got three
or four tunes they'd play and you never
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hear them play nothing else. But
Bighton Camp, well, that was the main
tune, and they used to have their old
finger right across on the other strings -
two strings - and, course, you know, if
anybody gets a clear tone, it's alright,
ain' it? .... Course, I tell you, you got to
shift your fingers over further. It's easy.
Well, ... one night,I suppose, I just tried
it. I found out I could do that easy
enough. I used very often to get in a pub
anywhere where there used to be
laughing and talking and I used to play
like that. I could play like that alright,
but, course you see, if you was going to
play a schottische or something like that,
you'd find out that was a bit awkward,
'cause you got to shift your fingers
quicker, ain'you? [RH]

One time of day before the 1914 War you
very often see gypsies about with a
fiddle or mouth-organ or mouth-organ
and tambourine, and these fiddlers - I
bet nine out of ten of them playedThe
Girl I ltft Behind Me like that.32 Just that
one; they didn't play no other tunes.
They nearly always played a mouth-
organ and tambourine or else a fiddle.
That was pretty near all the two
instruments ever I hear them. They was
no good with a concertina or anything,
you know. [RH]

If they come in anywhere and I was in
[there], and they see me, they didn't
want no telling who I wat you know.
They knew! They wouldn't stop there
long. They had a drink and stop there
and hear me play a tune or so, and they
very soon gone, tause they want get in
another pub, somewhere where they can
go round with the hat. They knew that
wasn't going to work in where I was,
you see! Course, I never bothered
whether they went round for me or
whether they didn't.I didn't play for
that - not like that - but you know that's
what they played for. They was always
out for that. Course, if they was in a pub
all the evening, they'd go round two or
three times if they could. But I didn't
want them to do that lfor me]. [RH]

You see, many a time I put it in the blind
box or something like that, and I've told
the landlord, 'I want you to see where I
put this money. This is the collection
what they've had for me, and I want to

put it in that box.' And he's give it out -
told them. Well, they don't mind giving
anything so much like that, but if they
think you're scrounging, they wouldn't
give nothing, and it was only pennies
when they did give anything. I mean to
say, 'taint like it was going to break
anybody, was it? But a penny was a
penny that time of day. [RHl

Without doubt Scan did busk in pubs, but much of
the time his playing was for fun, and he and the
people in the pubs had an unspoken understanding
of where they stood. He would certainly have been
embarrassed if his intentions were misunderstood
and the code were broken. His point about the blind
box refers probably to a much later date than 'before

the 1914 War'.

Scan told the story of how he once paused outside a
pub listening to the music, before deciding to ven-
ture in. The tambourine playing really took his
fancy; it was strong and lively, carefully phrased
and precise - everything Scan expected of a good
musician. Wonderingwho itcouldbe, heopened the
door and found a woman and her two daughters
playing in perfect unison! They were not people he
knew, so they were either travellers or hoppers, or
he was in strange territory himself. While the qual-
ity of the music stirck in his mind, the fact that they
were women was equally remarkable. In one taped
conversation about the old music he confirmed that,
indeed, there used to be 'some women fiddlers'.33
tRH]
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GETTING ABOUT, CRICKET
AND EARNING A TIVING

Scan, quite understandably, was sometimeshazy on
dates, and he would try to pin them down with
reference to important events such as the BoerWar,
the GreatWar or the date of his marriage. Trying to
work out the time span of his regular commitments
is particularly difficult, as they sometimes seem to
overlap with each other. He was playng the tam-
bourine with Traytatthe age of eight, in 1895, and he

always gave the impression he was out pubting
when quite a young lad. He had left school and was
earning his living at ten or eleven, and in those days
there was no age restriction on frequenting pubs.

Apart from going to Brighton for his father's fish
business andthe annual trip to the Kent hop-fields,
he confined his activities very largely to the villages
and hamlets on the western side of Ashdown Forest,
very oftenwalkingand laterusing abike. He would
go anywhere he thought there would be music and
good company, travelling light and often sleeping
out under a hedge. A trick he picked up from some
of his gypsy pals on the Forest was put to regular use
if he was late leaving a pub or apatty; he would lie

on the ground curled up inside his overcoat with
none of hisbodyexposed, thenblow warmair inside
the coat. It seems unlikely, but he always said that
even when the coat was frozen stiff in the morning,
hehad remained warm and had sleptwell ready for
work. If he felt no ill-effects at the time, he certainly
paid for it with rheumatism later in life.

Scan's first job outside the family was for one of the

big houses on the Forest, while he was lodging at
Agnes Cross with his sister, Harriet, and her hus-

band, Arch Blayber. Arch was the gamekeePer at
Brook House for the Clarke family, who had made

their fortune as coal factors. The sons were all cricket
fanatics and Arch also acted as cricket coach. As

Arch Sherlock said, 'That time of day they used to
have to find a job for the good cricketers.'

Scan was taken on as an assistant groundsman,
preparing the cricket pitch for the 'young gentle-
men' who came to stay. The mid-week matches,
with brass band in attendance, were for the toffs,
but, if numbers were short, members of the ground
staff were expected to complete the team. It was in

this way that Scan played cricket regularly with a
young i{arold Macmillan. Around this time Scan-earned 

a small supplementary income umpiring
matches and repairing the ground for Fairwarp
Cricket Club. Wicket keeping was hard on his hands,

and it is debatable which contributed most to his

pained hands later in life, rheumatism or cricket
injuries. A cricketball smashed his cheek-bone in the
late 1920s and he never went back to the game'

Abwe: Scan the cricketer; undated'
(CourtesY DaisY I Arch Sherlock)

Below: Extracts from Fairwarp Cricket CIub accounts book.
Scan earned 1s. 6d. for eachmatchhe umpired.

(Courtesy Frank I lean Gorringe)
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Abooe: Sussex Express, 16 July 1914.

Sometimes Scan supplemented his living by wood-
cutting and collecting bush faggots (the trimmings
from stakes and poles) for firing in the brick-kilns,
and in the summertime he cut litter on the Forest.
They'used to have waggon loads and waggon loads
used to come off the forest. Men was up there days
and days cuttingbracken and the heather.'e With no
set hours and no employer, he was free to go off
sometimes for a week or so busking with one of his
cricketing mates, Dennis - better known as Denner -
Head. The two of them travelled around playing in
pubs and sleeping in stables and lofts, presumably
making as much, or more, busking as they would
have done at their other activities.

Below: Fairwarp Crickct CIub, winners of the Northern and
Southern Cups, Nutley I Distict League,'L926.
Standing, bft to right: Unidentified, Edward Gorringe,
F . Gibbons, S. Walters, unidentified, l . Walters.
Sitting,Ieft to right: A. Kenward, W. Weller, E. Marwich
(capt.), W Sutton (oice-capt.), W. Walters, Denner Head.
(Courtesy Auilrey Castle A Peggy Head)
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SCAN'S MUSIC PAIS

Denner Head (1883-1969), originally from Colling-
ford Farm, Danehill,lived for mostof hislife in Back
Lane, Fairwarp, working as a woodman on the
Forest before going into the coal business. He had
his own lorry after the Great War, which he made
available to Fairwarp Cricket Club for away matcheg
and he and Scan sat at the back of the lorry, leading
the sing-song with their'musics'on the way home.$
Nobody now is able to describe his style or reper-
toire, though Arch Sherlock described him as 'great'

on the fiddle and Phil Lucas confirms that this was
his local reputation. His daughters say he was an
ear-player and also played the tambourine, and
Charlie Ridley remembers seeing him with a one-
string fiddle; in fact, Dennertried to teach him when
he was a kid. Like so many of his contemporaries he
enjoyed a good fight, and he could give a song
usually Goldar Slippers, if called upon.36He was re-
garded as a character - but so were most of his
contemporaries - and he frequented the Crocoililein
Danehill.3T In his early days he played regularly in
the Foresters and later on, in the 1940s, he played in
the Sfar at Piltdown, where his brother, William,
was the landlord.36

An old musician whom Denner Head knew from
childhood was Mrs Stephenson. She would have
been born in the 1850s and lived until she was about
90. Her father kept the Oak, a beerhouse in Danehill.
After she manied Edwin Stephenson fromNutley,

they kept a smallholding, Little Collingford, oppo-
site the Heads' place at Collingford Farm. Remem-
bered now as a 'real old farmer', she was also an old-
style tambourine player, and Roe Avis, whose family
moved into Collingford Farm after the Heads left,
remembers her about 1919 playing at family parties
with her daughter, Alice, a self-taught piano and
concertina player.3e

The Awcock Brothers from Danehill were yet an-
other musical family, taking their interest from their
mother, Mary Sherlock (born 1839), whose family
were involved in the music in chapel.4 Amos Awcock
sang bass, tenor and alto in chapel, and probably
never sanginsidea pub inhislife,butheyodelled for
his own amusement in the woods and had a reputa-
tion for eccentricity.

Charlie Bates: Amos used to play the
fiddle and yodel. Yeh, he yodelled as
well. Oh, he was marvellous yodelling.
Bert Woods: Well, they used to reckon
he used to come out onto the road of a
night with a sheet over his head acting as
a ghost.

His brothers, however, were much more down-to-
earth, musically speaking. Arthur (born 1872), a
gamekeeper, Alfred (born 1876), a gardener, and
Albert (born 1883), a carpenter and builder, were all
fiddlers. It seems likely that Alfred and Arthur did
not play out very much, but Albert Awcock and

Unidentified ciclcet tzam with concqtina and funio.

Photograph aquireil by Paul Daois from Mr Webber,'10 miks from
East Ginstead going to Gatwicr".
(Counesy StneChambrs)
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Denner Head were great pals and played together in
the pubs. Alberfs daughter, Margaret Lucas, con-
firms he held the fiddle down on his chest, always
tapped his foot when he played and could notread
mwic. Her memory of his repertoire is rather skehhy,
but she remembers Nelly Bligh, Stars anil Stripes,
some of the old minstrel songs and lf I wre a Black-
bird, and a night scarcely went by without his play-
ing the fiddle at home. He also played the tambou-
rine, a small one less than a foot across, currently in
his daughte/s possession.

Scan's stories of other musicians, characters with
such marvellous names as Fishy Mason, DidoWick-
ham and Trombone Billy, should be dated, in all
probability, from about the tum of the century to
sometime during the Great War. Scan was young
and eager then, getting around as much as he could,
learning not only tunes and techniques from other
musicians, but how to fit in with them. If there was
a time he experimented and tookmusical risks, this
was probably it

Melodeon players were plentiful enough. Jack Gurr,
better known in Horsted Keynes for his singrng
played in the Crown and very occasionally in the
parish room at a wedding or special event, butmost
of his music making was at home with the family.
'Father played all the old dance tunes' - polkas,
schottisches, the Martru and theV eleta- according to
his sory Bert (born 1907'). ]ack's wife, Emma, could
handle a melodeon as well, but as far as Bertknows
they did not keep musical company with Scan. In his
teens, BertWood (born 1890) of Danehill had a me-
lodeon with the added refinement of a vibrato de.
vice:

I had one that you iust twist on the side
and then it quivered ... I can remember
bupng it ... I give five bob for it -
new'un. Yeh, five bob off a bloke coming
round ... I think he got several like, and
he's going round tqring to sell 'ern ... Oh,
everybody played tm ... everybody had
a music of some sort. There's a kiddy
over here had a tambourine, and we
used to go over Horsted and play in
pubs.

Bert Wood also recalled a 'tall ginger haired bloke'
who 'used to get up on a wagon and play' the
melodeon at the fair on the Coach club feast day.

Scan: There was lots of them, and I often
wonder where all they old musics went
to. There wasn't so many double rows;
there was more single, but I used to have
a small one, a double-row one with the
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stoppers on. Well,I used to have a big
one one time - the last one I had - and I
had that after I played a concertina a
long time, but I got fed up with the old
melodeon. I sold that and kept to my
concertina. [RH]

There used to be a chap; he was a lot
older than me. He could play a
concertina on one side, and we used to
call him Bogre, and his name was
Woolgar, Harry Woolgar, but we used to
call him Bogie Woolgar, and he used to
have this old cheap concertina every
night wherever he went. He come up on
the Green; he used to have it up there.
We used to sit up there and make him
play. [RHl

Punch Browning, a bricklayer by trade, was another
Horsted Keynes concertina player, contemporary
with Bogie Woolgar. Scan associated an untitled
polkant with the former and lenrry Und, OIil loe, the
Boat is Going Aoer and Nof for loe with the latter.
Bogie Woolgar was living in Barcombe when Scan
spoke of him in 1959.

Scan: I used to know an old bloke at
Lindfield. He was a painter bloke, and if
he dropped out of work in wintertime,
he used to come out round plapng.
Fishy Mason his name was, and he was a
little, short bloke about my height, and
he always used to wear [an] overcoat
and cut the lining and drop his old
fiddle and hisbow down in there, 'stead

of carrying a bag or anything, see. Tha(s
how I used to carry it. You wouldn't
hurt the bridge. I used to carry mine
miles like it. Always did. I used to have
a gteen baize bag as well, but hardly
ever I took it. Never used to put it in a
bag; I used to stick her down in my coat.
IRH]

I used to carry my little cgncertina; I
used to have a green baize bag hanging
over my shoulder, then put my overcoat
on. I used to go in pubs and anywherc;
nobody knew that I got lmyl music, but
some of them got a bit wideo.They
used to come round and knock me
around the back. They said, 'I thought
you'd got her!'Very often if I went in
anywhere I didn't want them to know
that I'd got it, because very like I wasn't
going to stop. I bet a shilling some of
them twigged me.elRHl
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Up in the Forest at Three Chimneys, a pair of cot-
tages at Twyford in the parish of Forest Row, there
was a nest of musical activity. Next to Scan's sister
Jinny there lived the Ridleys. Three of the family
were ear-players on the mandolin: Joe, a bricklayer,
and his daughter, Maggie (born 1900), shared a
twelve-string instrument, and his son, Fred Gurr,
played the more usual eight-string version.{3 Mag-
gie had taken violin lessons after hours at Twyford
school from her teacher, Miss Newnham, which
helped her to some extent with the mandolin. Shortly
before the Great War, a young builder's labourer
came to lodge with them. He had spent his child-
hood in a home in Forest Row and af ter some time at
sea returned a proficient reading musician on the
trombone.a

Scan: [Joe Ridleyl used to play a
mandolin with him first when I heard
him. This chap used to play with him; he
used to lodge with him, and he used to
play a flat-backed mandolin... This
mandolin player used to vamp. He was a
jolly good player... Course I knew him
well, because he lived next door to my
eldest sister. [RH]

Trombone Billy, as he was known to everyone,
taught his landlord,Joe Ridley, to play the trombone
from music, and Joe and his two sons, Fred and
George Gurr (euphonium and trombone respec-

tively), joined Forest Row Band. On Sundays a
cornet player from Nutley used to cycle over for a
spot of practice, and it was on Sundays too that Scan
used to visit his sister, Jinny Thompsett.

Scan: So one day he fTrombone Billyl
says to me, he says, 'You're coming
down ttre Green Man Saturday night.' He
says, 'Bring your music.' So I took my
concertina in there and I played along
with them, and, you know, it didn't
matter what you played for that
trombone bloke, you know, he come in
along with you. If he didn't know the
tune, he'd come in for bass or alto or
something. Yes, he'd have a part, and
you wouldn't know from what he knew
the tune, you know, but he was learning
the tune all the time he was playing.
IRH]

In the years immediately before the Great War,.
Forest Row Band went out every Saturday night in
the warm weather, playing outside each pub in
Forest Row in turn, encouraged by iugs of beer sent
out by the landlords. Sunday night was another
matter, as they could not interfere with the church
service, so they took the crowd up to the Ashdown
Forest Hotel on the Forest. The supporters sang as
they rambled through the woods to Trombone Billy's
solo renderings of all the popular songs.

Forest Row Brass Band, c.1910.
(Courtesy Enc Byford)
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Scan: I believe that bloke could play
with anybody. He could play in any key
and, course, he was an orphan boy, and I
don't know where he was brought up,
but he was a grown-up man when I first
knew him, you see. I was a young bloke
then, and he used to go out in the pubs
by his-self playing. Didn't matter where
it was to him, 'cause he was a jolly good
player, mind you, and it wasn't hoarse.
It was good music. tRHl

Scan partnered Trombone Billy in pubs and busking
on Brighton beach. Their repertoire on the beach
was exclusively song tunes, but Scan insisted that
Trombone Billy was fluent enough on his old 'push-

me-off-the-pavement' to play solo for stepdancing.
He was in the army during the War and never re-
turned.

Scan: There used to be a chap lived
down at Leighton Road [Horsted
Keynesl; he was a harp player and a
banjo player, and he sent to this firm,

. where we used to send, and he got this
mouth-organ for me... He got one with
four sides; four different keys there was,
like. It was alright - very useful. I don't
know what become of it, but, course, I
had it a long time and, you know, you
was always tearing about somewhere of
a night, and used to play along the
roads, you know. [RHl

Although Scan heard others'vamp'on the mouth-
organ - playing the melody with a chorded, percus-
sive accompaniment - he could never get the hang of
vamping. In spite of playing the mouth organ very
often, he stuck simply to the melody line.

Scan: This chap used to play I don't
know what sort of harp it was - one of
these flat harps, you know, used to
finger with it. He was a very good
player, and he could play a banjo very
well too. He used to sit out on the Creen
here in the summertime up to twelve
o'clock of a night, sit there singing, and
he used to play the old banjo. [RH]

According to Bert Gurr the only person in the village
who sang with a banjo was Alf Alexander. Scan told
David Nuttall that at some time while he lived next
to Horsted Keynes post office, from 1923 or 1924 to
1953, the postman played the dulcimer. Daisy and
Arch Sherlock have no memory of this, so perhaps
Scan was talking about Alf Alexander; the dulcimer
might have been an autoharp or zither.as

Scan: I never played with a flute, just the
piccolo and the whistle-pipe. There used
to be a chap at Forest Row, Bert
Richardson his name was. He was quite
a young fellow, he wasn't old. He was
captain of the football club, and when I
used to play football for Forest Row,a5
the older ones what used to come and
watch the game, they knew me, you see,
and they said to me, they said,'Why
don't you bring your music then, Scan,
with you?' And old Bert Richardson
says, 'You bring it. I'll bring my whistle
pipe.'He says,'We'll have a tune.'So
when we used to go to the outmatches,
he used to play his whistle-pipe. He
could play very well, too, and I
wondered then, I thought myself, 'Well,

he must have had a whistle-pipe in C for
to play along with that C music.' [RH]

Scan, too, played the tin whistle at this time. Forty
years or more later, he had the urge to play one
again, thinking he could entertain himself. He was
quite disgusted that after several attempts, he was
unable to make a respectable sound on it.

There was a number of fife and drum bands round
about in Scan's early day+ including the Church
Lads Brigade in Horsted Keynes, a school band at
Fletching at the turn of the century and an unidenti-
fied band reported at the Diamond Jubilee celebra-
tions in Newick.aT It seems reasonable to expect evi-
dence to have come to light of men and boys who
could play dance tunes or song airs on a band fife,
but perhaps the discipline of the fife and drum
bands and the motivation of the participants, like
those of the village bands, produced bandsmen
rathcr than musicians.
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DIDO WICKHAM A,ND DANCING AT NUTTEY INN

Scan: A chap [used to play with me], a
piccolo player from Nutley. His name
was Henry Wickham; we used to call
him Dido. He was a real curly-headed
bloke, and he could bloody well drink
some beer, too. That's one of his main
things; that was the worst part of it. And
what he told me was, when I asked him
where he got his music from, he said,
nVeil, when I was coming home from
work one night,I met a fellow on the
road, and he stopped me and said he
hadn't got no money. He said, Would you
buy apiccolo off of me? I didn't know
what a piccolo was. I said to lrjm,l don't
knozr. How much do you want for it? Well,
he says, I want half a uoum for it, but,he
says, You can't buy one in a shap for km
guineas llke tf.' [RHl

So he says,'Course, I didn't think of
buying it at all, but I said, Let's haae a look
at it - what it looks like.' He says, "When I
had a look at it I thought to myself,I
don't know nothing about it, but damned if
that en't some good stuff.'Twas all made

of ivory.' Well, he says,' l' ll giae him half
A croTt)n and chance if,' and he said, 'I

hadn't got a lot more money then. I
brought the thing home and it laid about
in the drawer a long time.' [RH]

And this bloke [Iack Carr], he
understood music well, and he was in
the pub one night and old Dido was in
there having a drink, and they got on
talking about music like, and old Dido
was always a bloke fond of music and
his brother was a good musician; course/
his brother had been a brass band
bandmaster. So old Dido told him, 'I

bought a music off a bloke on the road a
week or two ago. He said it was a
piccolo!'They got on talking so much
this bloke said to old Dido, 'Next time
you come up here put it in your pocket. I
can tell you if it's any good or not.'So
old Dido told me, 'I carried that for over
a week in my pocket, and he never come
up there. The very night I left it at home,
he was come up there.'So he says, 'You

will see it now, 'cause I'll go and get it,
and when he opened it, he said, Cor
blimey, man, that's all iuory.' Old Dido

Nutley lnn, photographedfu Daddy Francis.
(Courtesy Gordon Turner tt Phil Lucas)
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says, 'Ivory?' He says, 'Ifd cost you
pounds, man, to buy an instrument like
that. Thafls a professional's instrument.'
Old Dido said,'I thought, WeII,bugger
me, I could make a bit on that.I never once
thought about learning to play it.' [RH]

He says to him, he says, 'Look, if you
like to take the trouble to come down to
my place, I'll learn you how to play that
in a fortnight, and I'll guarantee you
that.' Old Dido said, 'Thafs how I done
it. I went down his place every night and
on Saturday and Sunday night for a
fortnight and I could play several tunes,
time I finished.'He got the [sheet] music
out, and he learnt him the music and
how to finger it and all. Then he never
touched music afterr.r'ards, not till
sometime after ever we finished playing
together. His brother got a brass band up
in Nutley, and old Dido joined it, and he
had a bass instrument, and I never did
know what become of his piccolo. [RH]

Until 1911 or 1,912 there was one brass band, the
Ashdown Forest Temperance Band, which covered
Nutley and Fairwarp, with a practice hut midway
between the two villages. On the evening of an
amicable decision to split into separate bands for
each village, the bandsmen formed up outside the
band-hut, and, according to Charlie Gorringe, the

two halves marched off playing in opposite direc-
tions. Charlie Wickham became the bandmaster of
Nutley Band and Ernie Best of Fairwalp Band.

Scan: You know, we used to play
regular in the Nzf/ey Inn,what's called
the SheIIey Arms now. We used to play
there regular every Saturday night and,
you know, sometimes we had old Dido's
brother [Charlie Wickham], who used to
blow a cornet, and there used to be a
chap come up there and used to vamp
on the old piano...There used to be Jack
Carr; he used to vamp and play
mandolin. He was a good bloke, he'd
played in a string band in the Army; and
then we used to have old Tommy's sister
[Martha Stephenson] used to play a
concertina as well, and I used to play the
old fiddle, and another bloke, name of
Bill Corringe, used to play the fiddle
along with me. And old Tommy
Stephenson's father used to play a
tambourine, and his tambourine was as
far across as ... two foot, I expect, and he
used to rosin her up and he used to
rrrrrrrrrhhh! Yes! [RH]

Some nights there'd only be old Dido
and me ... Dido and me played there
night after night of a Saturday night by
ourselves, and I've known him sit there
playing to keep the party there'til I got
there of a Saturday night, when I've been
out [at] football several mile out and

Ashdown Forest Temperance Brass Band, c.1908.
( Cou rt esy N orrnan E dwar d s )
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Press reports of activities by the Nutley and
Fairwarp bands after the split:

(Sussex Express, L8 lanuary 19L4;L9 February
1.9L4; 2 Ociober 1914 and 19 March L914.)
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never got back soon. You see, old Dido
would sit there playing dance tunes and
that for them to dance right up'til I
come back. When I got back, they'd say,
'Look, where the bloody hell have you
been?' Sweat was pouring off his
forehead like peas dropping down. Cor,
he could play, you know. [RH]

You'd see him - he's right down like this
here playing - and I'm blowed if he
couldn't play, weren't no doubt about it,
seeing he was right above all of us. And
didn't that used to rattle in that room -

that didn't half rattle. tH&HGl

I've heard ever so many piccolo players,
and I've heard some good ones in bands
and that, but I've never heard nobody
could beat old Dido not with what he
knew. See, he played by ear. You know, I
don't think that ever he leamt a lot about
music, but old Jack Carr said, 'He would
have never learnt, if I hadn't have
persevered.' He said, 'I knocked it into
him.'48 [RH]

Every Saturday night they used to come
from Brighton. Two or three different
parties put up for the weekend, you see/
purpose come up there for round
dancing... and they had every dance
there was. We never used to play no sets
there ... and, course, that was a very
good turn, 'cause there used to be
sometimes five or six of us playing
together there, and I have known seven
play together... We used to have a tidy
band there. It used to sound very nice...
Course, we never had this every week,
[butl very often that lot used to get in
there. They used to come along with
their musics and, course, we all used to
know all the same tunes. We had a good
time! [RH]

No matter what the weather was, I used
to go. Walk - ten miles that is - both
ways. Sometimes I used to take my
fiddle and sometimes I used to take
concertina; it all depends - we had a
brother and sister used to play with us -
two concertinas - well, you see, that was
enough concertinas. IH&HGl
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Dancing at Nutley lnn originally took place infor-
mally in one of the bars, presumably the tap room/
but at some point there was a move into the large
reception room at the back of the pub for more
formal Saturday night dances.aeThere was a collec-
tion, so in all probability the musicians, rather than
the landlord, ran the evening.so

Dido and Scan appear to have been the core musi-
cians, but there is no evidence of who led the band,
though most, if not all, of the other musicians were
older than Scan. Nor is there evidence of how they
developed their repertoire and learnt the new
Edwardian round dances.sl Jack Carr (born c. 7872),
who had been in a string band in the Army, and
Charlie Wickham (born c. 7873), a member of Ash-
down Forest Temperance Band and then bandmas-
ter of Nutley Band, were both musically literate;
Dido (born c. 1875) was taught musical notation by
Jack Carr, although rejected it as soon as he got the
hang of his instrument. Jack Carr was at the Siege of
Ladysmith; the question is whether he taught Dido
before or after the Boer War. Scan acknowledged he
learnt tunes from Dido.s2

Scan's use of the word 'vamp' implies the pianist
played by ear, and the rest of the band almost
certainly were ear-players. Scan stated quite specifi-
cally that they played everything in G, which is
further evidence of their playing by ear. If any of
their material came from sheet music or gramo-
phone records and was not in G, it was transposed
to accommodate the concertinas and fiddles. Nei-
ther Will nor Trayt, in spite of his earlier association
with the Nutley fnn, seem to have been part of this
band. Tommy Stephenson was the gardener for
Lady Castle-Stewart at Old Lodge, Nutley, on the
Crowborough Road, and his sister Martha lived just
beyond his house on the same road.

TheNutley lnnband at its full extent comprised:
Scan Tester fiddle or concertina
Bill Gorringe fiddle
Dido Wickham piccolo
Charlie Wickham cornet
TommyStephenson concertina
MarthaStephenson concertina
unidentified piano

Jack Carr mandolin
- Stephenson tambourine

SERVANTS' BAtt AT THE COACH A'VD HORSES

The end-of-season servants' ball at the Coach and
Horses, an alehouse with a large upstairs reception
room at Danehill, was an important event in the
social calendar of the working people in the district.
Mrs Lander, oldest inhabitant of Chelwood Gate
(born 1896), then Fanny Smith, danced 'waltzes,

two-step and Veleta, Haste to the Wedding, the Qua-
dilles and the Inncers' at the ball in 1911 or 1912.

Fanny Lander: I was about fifteen then,
and there was a big room and, course, it
was all full; everybody was there, and
Scan was playing, and Bill [WilU and I
think somebody else, but I can't
remember that... I only went the once;
both my sisters and I went. We were all
good dancers in those days ... You really
got something out of the dancing in
those days.

Scan: You know,I used to play at the
Coachball.I played there for over 20
year, and I used to play from seven to
two, and we never reckoned to play one
tune twice. Me and old Dido Wickham,
the piccolo player, and Tommy
Stephenson, a concertina player. Only I
used tg play fiddle with them, you see,
... before 1914. Ah, but I played after that
as well. Made the twenty years up. [RHl

You know what I used to get? I used to
have to play there Boxing Night from six
to ten, and then the ball was what we
used to call the Second Christmas
Holiday - night after Boxing Night. That
was from seven to two, and I used to
have to play them two nights for fifteen
bob the two nights. And I used to get my
drink and a supper half way through
and a supper when I done, if I liked. But
I used to play there Boxing Night myself,
and Dido and Tommy used to play in
Nutley lnn, you see, that night - Boxing
Night; then they used to come and help
me Ball Night. Well, then we used to
share the two lots of money, you see, so
we didn't do bad, because sometimes
they'd collect round very near a pound
over there - them two - collecting round
the room, and I earned fifteen bob over
there, you see, so it was pretty well
thirty-five bob between the three of us,
so we didn't do too bad! [RH]



I

CHAPTER 2: 1887 - GREAT WAR

Will Marteh, landlord of the Coach and Horses for
over fifty years from 1876to'l.927,wasJoe Marten's
brother, and it seems more than likely that Joe and
Trayt played in the early day+ and brought Scan in
when he was about ten years old.s3 Thus, if he played
from 1897 to 1916, he would have 'made the twenty
years up'. It is unlikely that the three musicians
mentioned by Scan played together consistently
throughout the twenty-year period, or that Scan
always played the same instrument. His account
probably describes the last few years.

The last time he played with Dido Wickham was
during the Great War, and Scan linked their parting
with his own move to Horam Road in 1917 or soon
after. He could not place when they stopped holding
the balls. 'I think they did have a ball about once after
I played there.' [RH] On another occasion, he said,
he handed over to his brother Will and a melodeon
player. Will spent Christmas 1918 in Maretz in Ger-
many, but he could possibly have played the 1917
booking.sa Social changes already in process before
the War, but then accelerated by it, reduced the
number of servants considerably by 191.8, and so,
perhaps, the ball died through lack of support. Mrs
Lander confirms the Coach ball did not survive the
War.

MARRIED LIFE AT CHETWOOD COMMON

At 22 Scan married Fanny Turner, whose sister Amy
was his brother Bert's wife. Scan's mother-in-law,
Granny Turner, was a baker with a general glocery
shop at Chelwood Common, and Scan had done a
variety of jobs for her before he married, including
relining the breadoven with bricks, delivering bread
and picking up her lodgers from Forest Row station
with a pony and trap. Scan and Fanny's daughter,
Daisy, was born on 18 October 1910 in what is now
Rose Cottage, Horsted Kelmes, and shortly after-
wards the family moved into a rented place at
Chelwood Common.

Scan: Daisy's mum was a good dancer.
Yes, she was a fine dancer, and we used
to go out to a lot of dances then, 'cause,

you see, I only used to go out to a pub of
a Saturday night, see, then, and if there
was a dance on in the week we used to
go. Daisy's granny used to have Daisy,
while we went out to a dance. [RH]

Will Marten and Mary Elphick All
round Chelwood Gate was lots of small
holdings. They had fruit gardens and
they had cows, pigs, and we've had
haymaking - and the old forest was used

for cows - but nearly everybody had an
orchard and possibly a cow or so ... I
don't think this was a very poverty-
stricken area ... not really ... Nearly every
place had the pig pens ...When we were
kids we never felt very poor or very rich,
put it that way, but some of those who
were in tied houses and that were pretty
grotty really.ss

Scan always had a shilling or two in his pocket, but
was never that well off, and inorder tokeep a family
he took a job with a building firm in Crowborough,
walking a round trip of ten miles or more each day
for a halfpenny an hour more than he had been
getting locally. Yet shortly before he married, he had
seen an opportunity for a bargain - a neighbouls
piano was being repossessed - and more or less on
the spur of the moment he paid f'1,2 cash for it!s6

SERVANTS' PARTIES ON ASHDOWN FOREST

For several years after their move to Chelwood
Common, Scan provided Saturday night entertain-
ment for the servants below-stairs in some of the
large houses on Ashdown Forest estates.

Scan: This was iust before the 1914 War,
because it was while I was living at
Chelwood, and I was most times in the
summer working over at Horsted station
for my father. Why I went up there to
live was cheaper rent, and that was my
first wife's home there, you see. That
was when she was alive, and then the
War started and, course, it quietened
down then and I never went to these
places no more after the War.s7[RH]

I think the man that first got me to go to
play anywhere like that was at a place
called Chelwood Vetchery, and he was a
head gardener there, and I used to go up
there in the winter time, all the winter.82
He used to save my iob all the summer,
so as I could go to work in the brickyard,
and I'd come back there in the winter,
when there wasn't so much work in the
brickyard. Well, the gentlemen that had
the place built was Sir Stuart Samuels. I
expect you might have heard of him - he
was a big pot and, course, it was a fine
place. So when I was up there, the old
head gardener came inNutley Inn one
Saturday night, and he heard the music
going - course, we used to play in a long
room at the back - and he come down
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there, and stood listening to us and
having a drink. Well, I didn't know; I
never see him, and didn't know nothing
about it. So one day when I was working
up there, he come round and was stood
talking, and he said, "Would you play to
a servants'party in the house here for
me. They want to have a dance and they
want to invite the girls from the other
houses round about to make aparty,'
and I said'Yes,I will anytime, if you let
me know a day or so beforehand.' He
said, Alright.'[RH]

So it was he that started this going
round. He got this party up there. You
see, them houses was two or three mile,
well, two mile off the main road. You
look where they got to go back to of a
night, if they go out of their evening-out
or their afternoon-out, and then come
back of a night. It was all dark you
know; there wasn't no lamps there. If
they couldn't get the coachman or one of
the grooms to come out and fetch'em,
they'd got to walk. So they decided
they'd have a night like that, so they
invited these servants there. Course,
they told them what they was going to
do, and it gradually got round. I got
three or four places to go to, you see. So
I very near always got one of them
places in a fortnight to go to, and, you
see, you always come across the same
girls and that there, because they come
from the other houses to that party. They
used to invite one another. tRHl

Usually I used to have to get there ten
o'clock at night, but the worst part of it
was, it was always four or five o'clock in
the morning before the devils left off.
Well, you see,I hadn't got time to go to
bed when I got home. Many time I've
come home, changed my clothes, and
laid on top of the bed and had hou/s
sleep before I got up, and had my
breakfast, and go to work. Well, that ten
bob was all extra, you see. I very near
always had that ten bob once a fortnight
and sometimes every week. But I have
earned as much as three pound a night,
and I used to go to Press Ridge Warren -
that's at Wych Cross - and another place
called Twyford. That was an old
gentleman's place; only, that's right out

of the way, two mile or two mile and
half off the main road. And then I used
to go to Chelwood Vetchery and
Pippingford. A gentleman named
Captain Banbury was there when I went
there, and he was a nice gentleman ...
IRHI

Of course, you had plenty of grub. All
the grub was made by the servants, you
see. It was the cooks'doings. They'd got
to do that to keep the servants, if they
got good servants, and the cooks used to
work all the grub like that. I used to have
a damn great parcel, man! Well I've had
a damn great parcel I couldn't get my
arm round it for to bring home. I used to
bike round these places, you see, and I
used always to have got a bit of string
with me and straps on my carrier, so I
could strap it on. [RHl

I always had to take slippers with me,
because in the servants' halls, you know,
they used to get that blasted floor up; if
you'd got a pair of thin soles on, and if
you hadn't got rubber soles, soon as ever
you stepped on the floor you was across
the other side. And, course, they girls
used to work on them floors, you know.
They was lovely floors for dancing.
There were plenty times we never had to
buy much grub, only iust a piece of
meat. We never had to buy no bread or
tarts and cakes or anything like that,
'cause we always had enough to last all
the week, and it didn't matter which
place I went/ I always got a parcel. tRHl
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DANCE TEACHER AND PROMOTER

Scan: You see, early on, well as long ago
as I can remember, they didn't have
dancing like they do now, you see, every
each other week. They had only two
dances ayear, see, one in the autumn
and one in the spring, but, course, they
used to have a dance at Christmas-time,
and they used to have New Year long-
nights ... but in a village hall or anything
they only used to have two. Well, they
was half-a-crown a time that time of day.
Yes, I paid half-a-crown at that time a
day to go to a dance, and where two
gentlemen weren't allowed to dance
together. Well, you don't want nothing
[i.e., an organised ticket dance]... if
you're dancing every night all the week
in pubs, but this was, you know, what
you would call a posh dance, see. About
twice a year. That included
refreshments. Well, there was always
one or two in a village that time of day
would organise anything, get anything
up. You see ... two or three of them get
together. Well, they worked together
and get this dance up, find out how
much it cost for anybody to play. I never
played to many posh dances. I have
played to one or two.... [RH]

When I left off playing [at the Nutley
lnn?], old Bill Gorringe said to me, he
says, lVell, we may as well stick
together.'He come to Horsted Keynes to
live, and I come to Horsted to live, you
see/ so he said, nVe may as well mate up
together as usual.'se I says, 'I don't
mind.' So we used to go together us two
playing and, you know, round about
there, several miles round, if they had a
party, if we couldn't come there, I bet
you sooner ... they put it off so we could
come, so as they could have a dance.
tRH]

This must have been in the three or four years
preceding the GreatWar. Bill Gorringe moved from
Oldlands, Fairwarp to Valley Holme, Horsted Key-
nes, where, Arch Sherlock thinks, he worked as a
coachman, but by 1913 or 1914 he had moved to
Whiteman's Green Dairy, Cuckfield, where he was
to remain for the rest of his life. Daisy Sherlock
remembers going over to Cuckfield with the family
to have tea with the Gorringes and the Gorringes

coming to Horsted Keynes for return visits. This
would have been during the 1920s. Scan and Bill
remained friends, but appear to have stopped play-
ing together.o

Scan: There wasn't no bands; nobody at
all went out to play in old dances. I used
to hire two rooms - one at Horsted lthe
Assembly Room above the butcher/s
shopl and one at Chelwood Common,
and it used to cost me half-a-crown a
night the room and light. They used to
find lighf it was only paraffin lamps
like, and [I usedl to qharge sixpence a
night from seven to ten. That was three
hours. That was tuppence hour. That
wasn't bad was it? We used to get
several in there. [RH]

WhatScan did not say, on this occasion, was thatthe
sixpence included an hou/s tuition, for Scan taught
the round dances and setdances, and then there was
general dancing for the last two hours.

Scan: I said to old Bill Gorringe,I said,
nVell look Bill, if you want to mate up
with me,' I says, 'You can come in along
with me, if you like, with these dances.'
'Well,' he says, 'I'd like to.' So old Bill
started coming with me like, and we
used to play to these dances, and that's
where we used to play thatlndian Polka
tune.61[RH]

The Alberts are a set dance like the
Quadilla or lancers, only the figures,
there's five figures in the sets, see. The
figures are some out of the Quadilles
and some out of the L,ancers. Well, I had
three months twice a week with a chap
[Bill Goninge?]: I had a set one end of
the room and he had another set down
the other end of the room ... All the
winter I played for them ... Sometimes
two fiddles, and a piano sometimes.
tMP]
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Busking on Brighton beach; undated. The banil consists of cello, two oiolins and mrnet, with
perhaps a piccolo or aiolin standingfutween tle two female musicians.
They are playing from memory or by ear.
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BUSKING ON BRIGHTON BEACH

Scan's busking at Brighton with Trombone Billy and
later with two legitimate, musically literate concer-
tina players spanned the Great War and, although
perhaps unknown to him, was in a time-honoured
tradition. Buskers did well from Brighton's earliest
days as a pleasure resort, their main pitch being the
beach and the promenade above it. The quality of
entertainment provided by solo musicians, bands,
minstrel troupes, animal acts, etc., was generally
high and the performers took themselves seriously
and did their best.62

The Brighton scene was still flourishing at the begin-
ning of this century and Tom Bridger and Charlie
West had a regular pitch. A pound bought them a
licence for a year, and they restricted their busking
to afternoons during the summer season. One of
them played on the Skgrlark and Tom Bridger used to
clean the windows of Woolwortn"s in the mornings.
Then at night they would split up and play in sepa-
rate pubs. Scan had known them for years, through
his association with the fish market, and just before
the 1914 War he started going out with them on
those Saturdays when the mood took him.

Scan: You see, the blokes what I used to
play with, of course, they knew music;
they played off of concertina music to
learn the tunes. Well, then I used to learn
them off of them, 'cause there was three
of us, and I used to follow them two
along. Well, after I'd heard it once, like, I
knew it that time of day. They was iolly
good players. Tom Bridger and Fred
[Charlie?l West. He brought up a farnily
of ten plapng on the beach. They never
used to do nothing only play on the

beach and in the pub. They played
Anglos, only they always played B flats.
I don't know why. [DNI

Johnny Doughty (1903-85) worked in Brighton fish
marketasaboy and he told BobFry heremembered
the buskers with the little chap in the trilby hat
following along behind. In an interview with Vic
Smith, he recalled:

There.was two of them. One used to sit
up in the bows of t}lre Skylark, if she was
on the beach and they were helping them
up aboard, and one was playing the
fiddle and the other was playing the
squeeze-box.6

Scan eventually bought a 40-key B flat Lachenal
from one of them for f,5 in order to play with them.
His C/G music would not have gone with their
B flat/F instruments, unless, of course, they had
tunes written in C and G. So what did he do before
he bought their concertina? Did he borrow one of
theirsordid heplay the fiddle, and if so, how did he
string the fiddle up to play in tune with them? Scan
was eager to learn as much as he could from this
different class of music. As a lad he had tried to learn
to read music in Horsted Keynes Band without
success, and now his second attempt was no better:
'I carried it in my pocket, 'til it rotted away!' [DNl

Buskers are not likely to split their takings with extra
members unless they make a difference to the total
collection. Scan confirmed it was worth his while to
go down by train specially for the busking and he
could still get back in time for any evening commit-
ment. He stopped going out with Tom Bridger and
Charlie West in '1.919:'l 

was a bloody fool to stop.'
IDNI

NOTES

1. Horsted Keynes school records for the period are not
at the school, nor are they in either Easi or West Sus-
sex Records Offices.

2. David Nuttall has found references to the marriage of
William Tester and Sarah Orpah Shoebridge and the
births offane, Harrietand Alfred intheSt. Catherine's
House inder; and he has a copy of Trayton's birth cer-
tificate. Lewis and Willie areiircorded in the Danehill
Baptism Register,but theother children are not. I have
been unable to trace the family in the 1871 and 1881
Census refurns.

\\e Parliamentary Register lists a Trayton Tester, dearly
not the Trayton Tester from Browns Brook (see note
25), as living with Scanls father in Forest Row in 1889

and 1891, and then at Martin's Fields in Nutlev in
1891 and 1892, and at Ashgrove in Horsted Keyn6s in
1893. The 1893 entry records that he had previously
lived at Chelwood Common, Burgess Hill and The
Green in Horsted Keynes. It seems very unlikely that
Scan's brother couli have registered to vot6 five
years under age and without a property qualifica-
tion. It appears, therefore, that there was another
Trayton Tester in Scan's father's household.

3. Deese: a ?lace where herrings are dried' (Cooper,
Glossary of P rooincialisn s... (1853)).

4. Other fish retailers in the district included the Seffords
from Cinder Hill and the Gurrs in Horsted Keynes.

4 1
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5. Bob Fry.
'Old Lewis's [Scan's] father was a clay digger up at
Station Field digging clay at 75/- a week.' (Mrs.
Coon, Memoriei bf hy Village: Horsted Keynes'
179561, Danehill Paish Historical Society Magazine,ll,
12, (Jan.1985), p.8.)

Travton Tester's birth certificate describes Will Tester
as i brickmaker and journeyman in 1875. (David
Nuttall)

6. Other pub sames recalled by Arch Sherlock, Bert
Wood ind dharlie Bates, inclirded shove ha'penny,
RingtheBull, marbles (onGoodFriday) and quoits at
thetrown, shove ha'penny and rings at the Coach,
dominoes (six tables),hart jand ringJat the Crocodib,
Toad in the Hole and Ring the Bull atthe Red Lion.

7. His plaving the cornet raises the question of whether
he hid in/musical training and iny degree of musi-
cal literac|. Scan's cornet playing did not come from
Trayton.

8. Compare this account with the Isaac Cruikshank
etchiirg, TriumVhatEntry of 700,000 Croans (Londoru
1791). 

-This 
shows the Foot Guards band, which in-

cludes a tambourine two feet across withbells on the
inside strut (National Army Museum, London, ref.
7507-28).

9. Charlie Bates.

10. Members paid in to a slate club weekly and drew out
at Christmas. In cases of need, members could draw
in advance.

11. Scan told several stories about how he got his nick-
name; this is the one he told me. In the early 1920s he
was called Tinkie.

12. Scan told Steve Pennells his partner was Ernie Baxter,
but he could not have been, as Ernie was 13 years
younger than Scan. Will told the same story to his

$andlon Paul Marten, in which he himself was the
tambourine player.

13. TlteForesters laterbecame an alehouse. It has now lost
its original character by being modernised. The original
WiIIiim lV building i jnow idwelling house stanling
beside the present pub, built in 1928.

14. Charlie Gorringe.

Pub landlords have played a crucial role in haditional
music: since they c6ntlol the venue, they have the
means to encourage or suPPress pub music. Below,
and in subsequent"notes, dr'e listed the known land-
lords of the relevant pubs to show turnover or consis-
tency of the tenanciis and to help date events from
oral sources.

Foresters:1882 james Cordeux; 1883 fohn Page; 1887
Thomas Weller; 1888-97 missing 1898 William
Osbourne; 1929 Herbert Rapley; 1932 Thomas Put-
tock; 1938 Fred Leake.

William IV:1878 or earlier Thomas Weller; 1889 Jane
Weller; 1902-07 missing 1908 Eli Carter; 1913 Frank
Blackman; 1923William Stock; 1928rebuilt. (Uckfield
Petty Sessions Register of Licences, East Sussex Rec-
ord Office.)

15. Mary Elphick.

15. Will Marten.

17. He was recorded as aqed 20 in the 1871 census rehrm.
H owever, his obituar"y (S l s * x E xp r es s, 25.'2'1927) r q.-

ords his age as 65, whereas he was probably 75.

18. Evidence from Mabel Tester's glandfather, fob, pro-
vides an insight into how the hamlet of Browns Brook
was squatted: 'I live in a plot of land I took in 25 years
ago. I have never been to court to take a grant, but I
pAy l/6 a year to Lord de la Warr.' (W' Raper,
Litieation, Ehrl de la Warr [v] Residents of Ashdown
ForEst 1878-9, Book 4, p. 15ZEastSussexR.0., Acc. no.
1954). William Walter-'s father also gave evidence.

19. Charlie Gorringe (Blind Charlie's nephew).

The evidence of Blind Charlie's father, Charles Gor-
ringe, establishes the Gorringe family at Oldlands by
1865 (Raper, Litigation, Book 4, p' 15).

20. In the Coach and Horxs beer was served in jugs of
various sizes, but was drunk from half-pint glasses.
Customers could offer friends a drop from their iug'
At the Crocodile customers would offer a newly-
arrived friend their glass, 'to drink down to your
thumb.' The offer was returned when the friend
bought his beer (Bert Wood).

21. Billy Bennington O. 1900), of Barford, Norfolk, re'
callixl stepdancers in hobnailed boots dancing 9n
brick floois and then making up 'a foursome'. (Tle
Barford Anget (East Anglian"Life, unnumbered LP;
1980s)).

22. Nutlat Innlandlords: 1887 Thomas Crouch; Oct. 1890
Alfrei Hobden; june 1894 James Cordeux; Aug. 1900
Richard Cox; April 1908 Lewis Walters; Nov. 1919
George Newman (Uckfield P.S.L'R').

23. Compare the son g, Hop pin g doan in Kea f, recorded by
Mike Yates in the 1970s (Mary Ann Haynes, Topic
12TS395; l,ouise Fuller, Topic 12TS285).

24. Ted Fox may have been a relative o1 Sally Tester/s
side of the fhmily. After the Second World War he
turned up unannounced offued Charlie Bates a weeKs
work to drive him round the district, and wanted to
take Scan back to Canada.

25. Details of Trayton's death remain a mystery, and I can
find no record at St. Catherine's Houie beiween 1924
and 1930.

There was another Trayton Tester (bom at Browns
Brook, 1.6.1866) livinginthe same localityat the same
time. He was the son of Job and fane Tester, the father
of Mabel and grandfather of Christopher Stephens.

Scan told David Nuttall he used to send concertinas to
Trayt in Canada.

26. Will's personal Army papers, including discharge
docum-ent, in the possession of his grandson, Paul
Marten.

27. BobFry.

28. War dead: 33 in Horsted Keynes in 1914-18, six in
1939-1945, and 48 in Danehill in 1914-18.

29. Scan told me in the late 1960s he had recently seen
anvils set off. Gunpowder and wadding were stuffed
into the hole on the side of the anvil and fired bv a
lighted fuse.

30. Some counhy fiddle players in lreland, contemporar-
ies of Scan, dere tauAhtio play the fiddle rathei than
left to pick it up uniided. For example, JamesyGan-
non, a carpenter of Achonry, Ballymote, Co. Sligo
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wrgte tunes in abc notation for his pupils, and taught
bow strokes, grace notes and hiplets. Scan's reper-
toire and thafof Gannon's pupil, Michael Gorman,
contained some common mateiial, includingHaste to
the Wedding, Keel Row, the V eleta and lenny Lind, and
Gorman played for the schottische, the barndance
and the Lancers.

31. The mouth organ and tambourine were held together
in one hand. eompare the manner in which the pipe
and tabor is held and plaYed.

In the mid-1970s MikeYates recorded duets byJasper
and LevySmithon themouthorganand drum, sound-
ing like a tambourine: Cock o' the North, a composite
of=the Campbells are Coming and Garryowen, Flowers of
Edinbur gh,' The Wind that Shakes the Barley andThe Girl
ILeft Behind Me (TheTrauelling Songster: An Anthology

froin Gipsy Singers (Topic 12TS304)).

32. Brighton Camp and The Girl I Izft Behind Me ate
alternative titles for the same tune.

33. Scan definitelv meant fiddlers and not violinists.
There is someionflict in the evidence whether women
went into pubs or not, and if so, whel' For a discus-
sion of the topic, see Ginette Dunn,The Fellowship of
Song: P opulai Singing Traditions in East Suffolk (7980)'
ch.2.

34. Will Marten.

35. A'music' is local vernacular for any musical instru-
ment.

35. 'There was always a fight outside a pub' (Bert Wood).

37. Landlord s of the Crocodile, a beerhouse: opened 1 899,
Henrv May from Horsted Keynes; 193541 Norman
May(Uckfietd P.S.L.R.).

BertWood and Charlie Bates neverheard music there
and Scan never played there. The pub was held for 42
years by the same family, who determined it was a no-
music house.

38. Mrs. H.C. Hardy fated 300-400 children at Danehill to
celebrate the Dimond Jubilee.'Children's games and
sports were eenerallv indulged in. Among thesc was
.ii^bing the"pole for a moister lcg of mlutton' The
trophy *as cairied off by Willie Der,Frank Baker and
Denis Head being second and third.' (Sussex Exptess,
22.6.1.897).

39. Mrs. Stephenson's son married Denner Head's sister,
Mabel, and their daughter, Cicely, played the piano
and piano-accordion ina pub, after she moved away
from the district.

40. Raymond Leppard, internationally-famed comPoser,
conductor and musician, is descended from thcse Sh-
erlocks.

41. Scan's version of this tune aPPears on Topic
2-72T455/6, side 1, track 2.

42. Scan sent plans to Lachenal, the concertina maker, to
have smali concertinas made, one for him and one for
his brother, to fit in their pockets. The makcr scnt him
full-size instruments (David Nuttall).

43. Maggie, Fred and George had the same parents and
wei6iliborn within wedlock; Maggie was surnamed
Ridlev and the other two were Gurr'

44. Thechildren'shomewasrunbyOliviaFreshfield,un-
married daughter of the family at Wych Cross Place'

45. Thedulcimerwasknownlocally: MasterSalesplayed
a dulcimer soloata pennyreadinginMayfield in1897
(S u ssex E xpr es s, 12.2.1'897 ).

45. Scan was a founder member of Danehill Football
Club and later played for Horsted Keynes and Ho-
ram. 'L.Tester' 

ilayed back for Danehill v' Fletchi!8
on Christmas Day,79C9 (Sussex Express, 31.12.7909).

47. Arch Shedock remembered ttre band in Horsted Keynes.
'[O]rder is only kept up with the greatest difficulty,
the children gbnerally being disodedient, rude and
impertinent. io impiove tf,e order and make the
school more populai, a Drum and Fife Band has been
started to accbmpany the School Exercises and Drills.'
(Fletching Schooit ogtoot 1881-94, entry for 20.10'1890;
quoted in Danehill P.H.S.M.,lll, 5, (Feb. 1988), p' 13).

Aband from Newick was reported in Szssex Express,
26.6.1,897.

48. Henry Mayhew interviewed a London street concer-
tina flayei in the mid-nineteenth century: 'In the
sumrireil sometimes gooutwitha mate of mine,who
plays the piccolo. He'i very clever indeed, and plays
ino'st extrio.dinarv.' (Lonhon Labour and the L6ndbn
Poor, III (1851), p. i83).

49. The back room in which the band used to play burnt
down in the mid-1980s. The outline of the walls re-
mains.

50. There was no notice or advertisement for the Nutley
In n dances in the Sussex Erpress duringthe firsthalfof
1905 or throughout 1910.

Most of the dancers lived locally, but who made up
the 'two or three different parties' who came from
Briehton and stayed for th'e weekend? The fifteen
mii6s or so, even by train to Uckfield and horse bus to
Nutley, was not a particularly easy iourney and was
not within the normal reso.tries of an averige work-
ing man. The possibility is that they cycled, but 'every

Saturday night' is perhaps an enthusiastic overstate-
ment.

51. See chapter 5 for a discussion of round dancing.

52. Scan to Steve Pennells.

53. Scan was earning his living at 10' At a similar age,
Michael Gorman fuas playing at all-night house dances
with adult musicians (see note 30).

54. Daisv Sherlock thinks Will played with Scan at the
servints' balls and Fanny Linder remembered him
playing there.

55. Interwoven dialogue; one would start a sentence and
the other would finish it.

55. Horace Jackson, Lewes, advertised new pianos from
f6 - f'14 (Sussex Express, -.11.1909).

57. Scan lived in Chelwood briefly before he married. He
lived in Horsted Keynes for a short time in 1910'

58. 'Vetchery' was the spelling and pronunciationbefore
the Great War. It is now spelt Vachery.

59. I have been unable to trace when Bill Gorringe moved
from Fairwarp to Horsted Keynes. The Parliamentary
Registers plac-e him in Horsted Keynes in 1913 and
Cuckfield in 1914.
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50. Daisy Sherlock never heard Scan and Bill play to.
gether. This might be accounted for by Daisy,s iron-
involvement in Scan's pubplayingor byftair giving
up his other musical fartrieri wfietr Duiry wis olI
enough to replace theh. Daisy rememberS going to
t1a aj To1ry1 Stephenson's aiter Scan had Jtoplcd
Playmgwrrn rum.

61. Scan described the lndian Polka as a round dance:
chass6 into the centre of the room for four bars,
chassd out for four bars and schottische round for
eightbars. There is a differentAmericandance of the
same name. The tuneisLouden's Bonnie Woods or Lord
Moira, composed by D"rncan Maclntre (A Collection
of Slow Airi, Reels dnd Strathspqs (1i95)).

52. Mayhew interviewed Whistling Billp a london street
musician, about busking at Brighton in the late 1850s:'At Brighton Regatta I and my mate made 51.10s. [f,5
10s.1 between us, and at Dover Regatta we made 81.
[f8]...1used togoout witha mate fhohad awooden
Ieg. He was a beautiful dancer, for he made ,em all
laugh. He's a- very little chap and only does the
hornpipe, and he's uncommon active, and knocks
his lgg against the railings, and makes the people
grin. He was very successful at Brightory because he
was pitied...' (Mayhew, London Labour III, p.203).

53. Musical Traditions, T (mid - '1.987), 
p. 25.

Cbmatis Cottage, Horsted
Keynes, Scan's home from the
mid-1920s until L953.
(Courtesy Daisy I Arch
Sherlock)
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he Great War seriously disrupted working
and social life in the villages. Troops were
camped and billeted in the area, horse artil-

lery trained on Ashdown Forest and battalions of
men marched almost daily through Danehill on
their way to the coast for embarkation for France.
Horses were bred and timber'..vas cut for the war
effort but the most significant effect was the drain
on the youn& and not so youn& male population.
The casualties were high - five sons in one Danehill
family - and those that came back after the war were
never the same.

Charlie Bates: During the War there
was only about four men left ih this
village... who didn't go in the A*y...
Woodgate Farm was run all by womery
'cause as you go up the main road, there
was a row of cottages and that was filled
right up with Land A*y girls... I can

remember it now; there was a big corn
stack there and manv come there
thrashing, and it wai all girls bar this
fellow what was driving the engine.

Scan failed his medical for militarv service and thus
stayed at home when many of his contemporaries
went to the war. Nevertheless, many aspects of his
life were affected. His cricketing and football mates
and the younger men who frequented the pubs and
the formal dances were depleted. Fanny Teste/s
unexpected and premature death from pneumonia
in 1917 broke the pattern of his life and called a halt
to some of his musical activities, which were proba-
bly on the way out anyway. His father died in 1916
and the fish and brick businesses were notcarried on
by the next generation, the brick fields, or some of
thematleast, havingbeenexhausted,and his mother
gave up t}rie Grcen Man. Scan could no longer fall
back on seasonal work for his father, and he had a

Workers at an unidentified Sussex sawmill; undated. Scan is seated, far right.
(Courtesy Tony Wales)
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Scan and Sarah, Hellingly,5 Apil1920.

Below: Daisy, Scan and Sarah, c.'1920.
(Both murtesy Daisy I Arch Sherlock)

seven-year-old daughter to bring up. Daisy went to
live with her maternal grandmother, while Scan
went into lodgings with Lias Baker, a local soft-fruit
grower and pork butcher, for whom he had worked
earlier as a drover, taking cattle to Haywards Heath
market. Scan had been an estate sawyeryearsbefore
and he now took a job as a sawyer for Box & Turner
Ltd, timber merchants, first at Sheffield Park and
then at Horam Road railway station, where he rented
a caravan.l

Scan cycled to Chelwood at weekends to see Daisy
and continued playing in his home district. Maggie
Ridley has memories of the fortnightly sixpenny
hops she attended at Twyford school in 1 9 1 8 or 191 9,
where 'Scan played the concertina with a fiddle
player'. They did the polka, 'very lively, kicking
their legs up', and the one-step. William ). Bird,
writing many years later about his first year as
headmasterof Danehill School in 1919, remembered

... the dances in the school, where the
lasses wore their best summer clothes
and rather heavy shoes. There was no
smart band in those days, but I
remember being lulled to sleep by the
wheezy tones which issued from the
concertina. I remember the smell of the
oil lamps and the sound of happy
laughter from the dancers. The dances
were really happy and inyful, and one
wonders, by the doleful looks on the
dance floor of today if the young folks
are as happy at the dance as we used to
be. I remember too, the hustle and
bustle of getting desks back for the next
day's sehool.2

While Scan was living at Horam Road he met Sarah
Philadelphia Clark (born c. 1898), through her brother,
who was the signalman at the level-crossing where
Scan lived in a caravan. They married on Easter
Monday,5 April 1920, at Hellingly Church, staying
on in Horam until 1923 or 1924. During that period,
Daisy remembers, she and her fatherregularlycycld
to Brighton on Saturdays to stay with Scan's sister
Minnie, then on to Horsted Keynes on Sundays, and
back to Horam on Sunday evenings. Thus, it would
appear, Scan kept his Brighton and Horsted Keynes
contacts alive.

The famiiy moved to Horsted Keynes when Daisy
was 1.3, asScan felt the need 'tobe nearWill'. Initially
they lcdged ",yith Scan's brother Fred at Salisbury
Cottage, :efore i::nrving into Clematis Cottage on
the Green by .+.he poo'l olfice.3 Another brother, Bert,
was third gardener at Sir Walter Scotf s house, Tre-
mans, and Scan was taken on as second gardener.
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Will Tester'smovements up until this time arenotat
all clear. His surviving daughters, Edie (born 1922)
and Peggy (7929),have no first-hand knowledge of
his early days or of his activities outside their home
in the 1920s and 1930s. He re'enlisted in the West
Kents in February 1916 and passed out in November
in Chatham with a first<lass signalling certificate
and experience as a despatch rider. He served in
France as a wireless operator and line layer in the
Royal Engineers, and he was twic€ wounded and
went down with pneumonia.a Back in France, he
received a concertina fromthe family,but it was lost
when he had to leave everything suddenly in the ad-
vance into Germany in 1918. There he bought a ban-
doneon from a German soldier who had losta hand
and could no longer play it. Thisbandoneon, with a
fingering system not unlike that of the Anglo-Ger-
man concertina, was to feature prominently in the
Tester family music-making over the next few years.
He returned home in November 1919 and lived on
the Green, subsequently moving to Church House.s
He had a number of iobs over the next few years - on
the Harmsworth estate, in a fish delivery business
with George Gurr, looking after the churchyard,
cutting hair on Sunday mornings and working on
the roads for the council.

Will's army pal, Jock Stewart, who had taught him
the clarinet, occasionally went down to Horsted
Keynes and played with the Tester brothers. He had
a quick ear and picked up some of their tunes.
Indeed, they might have learnt some of his.

Scan: He used to live in London and ...I
don't know how manY Years he served
in the West Kents, but he got a jolly good
pension. He served long time after his
time, and he ioined the Scotch Guards

when he come out from there, and he
used to play in the theatres. He'd go
anywhere - wouldn't matter where it
was - he'd go anywhere to PlaY, and
he'd take any instrument there was in a
band from what he wouldn't earn the
money, and, do you know, he was bad
for a long time, and when he'd begun to
get better, he went for his clarinets - to
play his clarinets - and he couldn'tblow
'em, and he was dead less than six
months.... You got to tongue the reed,
en't you, and he couldn't do it, You
know. See, he played all his life... but it
killed him all right... [RHl

He was about the roughest man thatyou
would see walk the street after he come
out of the army. He didn't mind what
he had on, anything done. He'd come
down to our place from London; well, he
used to wear a bowler hat and that. He
come down very likelY now, and very
likely he'd come down Christmas. I bet
you a shilling he hadn't had his hat
touched with a brush or nothing ever
since he wore it last time... We used to
have a game with him sometimes and
pack him up a weed in a PaPer to take
home. He'd take it home for a plant and
putitin a pot!6 [RH]

Will played the clarinet in duet with Scan's concer-
tina at this time, always in the lower register to
contrast with the concertina, just as later in the 'jazz

bnd' they contrasted the bandonmn with the fiddle.T
Daisy never heard her uncle Will play the clarinet
nor did she meet or hear Jock Stewart though she

Will Tester,
cutting hair in
the Army,
c.191.6-L9, and
(right) in 19L9.
(Both courtesy
Paul Marten)
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knew of him. Will's daughters, rememberJock well
enough - he used to bring his wife and children to
stay - but they never heard Will play the clarinet. He
did, however, get the concertina out at home and
waltz round the room, playing a tune and saying to
his wife, Come on, Mother, let's have a dance.'

Scan's daughter Daisy had started dancing lessons
in 1915, when she was four-and-a-half. Emily Peak
(n6e Warnett), born in 1886 the daughter of a local
shoemaker, was a teacher at Danehill School and
took a private evening class in one of the school-
rooms.8 All her pupils were girls and included Daisy's
aunts Clara and Nellie, who were still children.
Only adults' dances were taught - the polka, the
waltz, the Quadilles, lancers, V eleta and BostonTwo-
StE - andMrs Peak must have kept up with the lat-
est, as Daisy learnt the Martru, which came out in
191 7, while she was still veryyoung. Daisy had been
picking out tunes on the black notes at home from
the age of about five and, following her mother/s
death, the piano went with her to Granny Turner's.
Her aunts Nellie and Kath (in her early 20s) were
taking piano lessons, and her other two young aunts
could play. Daisy picked up by ear from them and
began playing duets on two pianos. Two pianos! It
seems unlikely that very many working families
would have owned pianos at that time, but Daisy's
impression is that 'a lot of 'em had got pianos'.

THE FAMITY BAND. TESTERS' IMPERIAT

The village music and dance scene that Daisy en-
tered in the early 1920s was quite different from that
her father had been brought up with in the 1890s.
She had played with Scan at home and knew much
of his old repertoire, but she was precluded from
pubbing because of her age. She has never really
liked pubs, but when she was still only 13 the land-
lord of the Sloop,William Awcock, moved the piano
into the passage so she could play outside the bar
while Scan played inside. At about the same time,
they played about once a month for Iady Gertrude
Decies, who organised fancy dress dances in a hay-
loftatDanehill for the village people. Lady D.C., as
she was popularly called, had come down in the
world, and was making a living as 'Madame Sylvia'
with a sweet shop and tea-room. The dances were a
money-spinning side-line for her.

Scan: I have played two places one
night. Yes, Will and me played once or
twice two places one night about a mile
apart, and, well, that was really when I
just started going out to play,like when
Will and me started directlv after the
First War, and, course, then I gradually
kept getting more and more ... It got
like that they kept wanting us to go, so I

Ernie Carter's wedding party at Chelwood Village HaIl, with Scan and his 'music' in priite of placz; unilateil.
(Courtesy Daisy €t Arch Sherlock)
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Testers' Impeial at home, c.1927-31. The local insurance agent, probably Richard lameson,
tried out his new camera on the band and 'it came out funny' . Sarah had sent for a year's
supply of sheet music, although Daisy 'couldn't play by note'.
(Courtesy Daisy I Arch Sherlock)

got Daisy to come and play. Well, we
got on alright the three of us. Well, it got
like, that Will said to me one night, he
says, when we was coming home from
somewhere, he says,'You know what
you ought to do, Scan?' He says,
'You've got a damn good start now.
You've got a hold. Everybody wants
you,' he says. "Why don't you have a set
of drums?' Course, that put me in mind
of it. I thought to myself, nVell, I don't
know. It wouldn't be a bad idea. We got
plenty places to go to play now.' So I
said to Daisy's mum, when we got
home,I said, nVell... Will suggests we
get a set of drums,' and she says, nVell,
I can't see why we couldn't.' She says,
'I'll be drummer!'Just like that. I said,
'Alright, we'll have one then.' So that's
when I had my first set of drums... [in
1.927 according to DaisyJ [RHl

Daisy's mum was as good a round
dancer as you'll find, and she got [an]
idea about music, you know. It wasn't
no good thinking you was going to learn
her to play to time or anything. She
already knew it and, you know, she

started on them drums - the very first
night I would have gone out, if I'd have
known it - the first night she ever had
the drumt I could have trusted her, and
she was good. [RHl

With the addition of drums, they had a'iazz band',
Testers' Imperial. Daisy remembers the dances they
played: the schottische, polka, fox-trot, waltz, the
Gay Gordons, Boston Two-step, Veleta, and the Cftar-
leston. The quickstep eventually took over from the
one-step, followed later by the slow fox-trot.

MADAME SYLVIA
D A N E  H I L L  F A R M ,  D A N E  H I L L ,

Begs to nutroulrce srhe has openei l  t l re abovc

prernises for

Nsw and Second-hand Clothing.
- \ I i l l i r rcry,  St : r , t ionely,  ' l 'ovs,  F ' lncy Goods,  nt  l } r lgain

I ' r  i r :e: r .  . . I lso F)ggs.  I ' lorvels aud \ tcgetobl(1s i { ,1d.
DoAs I loer, lcr l .  1&rrr  ( i ; r r t lerr r r  operr  in . \pr i l . .

Ci ie: r .p ' l ' r :as.  [ , ig l r t  | -urrc l reorrs.  l loorrrs.  to [ ,<: t .

Danehill P arish Magazine, 1922-24.
(Courtesa PhiI Lucas)
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Scan: Course, sometimes we used to
play a schottische or a polka. We used to
get asked for them sometimes with some
of the older ones what was there. But
they mostly consisted of one-steps, fox-
trots and the Esperance fEsperano ?l Barn-
dance and the Rosetta Two-step, and such
tunes as that, and the CanadianThree-
step. lMPl

At some places there were strong preferences: the
Maxina was danced only at Danehill reading room,
and at the Sheffield Park reading room they were
crazy about the set-dances, the Quadrilla, the Innc-
ers and the Alberts, and very often they had five sets
of dancers on the floor at a time. The Setford family
were the enthusiasts behind this regular booking,
and brothers-in-law George Setford and George
Wilkins, in their thirties, shouted out the figures. At
Chelwood Gate parish hut a whist-drive always
preceded the dance, which then ran from ten o'clock
'til one or two in the morning. Ernie Carter, the
master of ceremonies, occasionally took over at the
piano to giveDaisya chanceto dance.e Otherregular
venues were the parish room in Horsted Keynes,
where as team captain Scan offered his services free
for Horsted Keynes Cricket Club, and West Hoathly
hall, next to the Caf. The dances were always taken
seriously - no fooling about once the dancers were
on the floor - but the crowds got up to all manner of
tricks, like the time the Danehill lads had a few
drinks in the Crocodile and brought a pony onto the
dance floor.

Scan and Daisy picked up the latest dance-tunes
from the wireless. They would rush back home after
a dance had finished and tune in to the last ten
minutes of the Savoy Orpheans or Jack Payne's BBC
Dance Orchestra on a crystal set. If a tune took her
fancy, Daisy would go straight to the piano and play
it, then check it out next time it was played. If she
was unable to get it, Scan would buy the record in
Woolworttls in F{aywards Heattu or his sister, Mnrrie,
would get it in Brighton. There were four tunes on
each record for si.xpence; they would learn all four,
play then at that night's dance and sell the record to
someone at the dance the same evening. Some of the
tunes Daisy and Arch were able to name were
Shepherdof the HiIIs,Pasadena, The Sheik of Araby,
Margie, lf You Knew Susie, K-K-K-Kntie, Horsey Keep
Your TaiI Up and Tiptoe Through the Tulips. They
learntThe Charlaton from 'a super dancer at Danehill;
all ihe girls wanted to dance with him', and they
used the original tune.lo

Scan: Will used to come out sometimes
with the old bandolium. It was lovely
with us, you know. I played fiddle all
the time; I never used to play nothing

else that time of day. We used to have
piano, violin and drums, and the
bandolium when my brother used to
come.ll Easier for me. It used to be hard
work for me to play [without himl. [MP]

Daisy recalls thatWill seldomplayed with theband
and certainly not when they went out with the
drums. One job he attended regularly was at the
Sheffield Park reading room; Daisy thinks that Scan
and Will had worked out their own selections of
tunes for the set-dances sometime previously, and
as Scan preferred playing for round-dancing, he
probably appreciated his brother's support with the
set-dances favoured by the Sheffield Park crowd.
Will was often unwell and was unable to keep up the
pace, and the pace was tough.

Scan: We used always to be out three
nights, and sometimes four we have
been, and we used to go to work
everyday, you know. [MPl

Daisy was working in service at Valley Holme,
Horsted Keynes, and would get off at six in the eve-
ning. The dances would sometimes go on till two or
half-past two; she would cycle home, then get to
work for a seven o'clock start. Yet, as she says now,
it never seemed to worry her.
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The bandoneon was a rarity in Sussex, and only Scan
and Will could play Will's instrument.r2

Scan: My brother sold it three or four
times to blokes and he knew they'd
never be able to play it, 'cause there
wasn't only him and me could PlaY it!
He sold it three or four times, and
bought it back for about half the money!
IMPI

Will was certain he would be able to retrieve it in the
same way if heraffled it,but this time he pushed his
luck too far.

Scan: Well, it was one Saturday night
this raffle come off, but Will told me
several weeks before he was going to
raffle it. nWell,' I said, 'I wouldn't mind
having four or five tickets, but you know
how it is, if I was to go and have four or
five tickets, and happened to win it,
they'd say it was wangled.' AnywaY I
said, 'I'll have a ticket, but I shan't come
to the raffle.' Well, this Saturday night
when it was raffled, they threw dice for
it. Daisy and me was playing down the
Sloop and Arch [Sherlock] went up to the
raffle. Course, Arch knew us like 'fore

ever he went out with Daisy or anything.
Presently there was about nine or ten got
out an old Ford car. Will was with them,
and Arch come in the door carrying this
music. Course, soon as I looked at it I
knew what it was, so did Daisy and her
mum. Daisy says, 'They got the old big
music, Dad!' nVe[, I expect your Uncle
Will's going to play.' Arch come round:
'Here you are, this is your pize.' 'MY

prize?'He says, 'Yes.' Arch threw for me
and somebody else throwed, and theY
was tie, so they chucked up again, and
damned if Arch didn't throw and beat
this all. I said, nVell, that's a bit of luck,
ain'it?'Will said, "Well, there they are;
they all see it was fair. You won it fair
enough.'[RHl

Testers' Imperial had a regular booking at the Sfar
fnn, a small pub set back off the Piltdown - Nutley
road, apparently in the middle of nowhere.l3 With
very few locals around, James Rourke's dances at-
tracted customers from Nutley, Fairwaqp, Fletch-
ing, Maresfield and further afield.

Opposite: Scan and the bandoneon.

(Counesy ScanTester)

Daisy: [It] used to be packed out. Half
the time they couldn't all get on the floor
... and it was a big room ... with a stage
and everything and a dressing room...
and a lovely floor for dancing.

Scan: I used to have a place at Piltdown.
Well, there used to be a pub called the
Sfar and this publican was an Irishman.
He was ex-Irish policeman and his name
was Rourke, and he had one of them big
army huts out the back, and I went
down there one Saturday with mY
concertina - Will and me did - and he
said to me, 'Cor blimey', he says, 'You're

the blokes I want!' He said, nVould you
come down here and play in that room
for me?' I didn't know nothing about the
room. Will knew him, you see; I didn't.
He says, 'You're Will's brother, ain't
you?' I says,'Yes.' nWell,' he says, 'He's

told me about you.' I says, 'Oh, has he?'
He says, 'I'll get a good piano up in there
for you, if you'll bring your iazzband
down here. He say+ nVhy not come
down here once a fortnight, Saturday
nights from eight to twelve?' nVell,'I
said. 'Look, I'll tell you wha! I'll come
down and see you one night in the week.
I'll bike down here to see you. So I went
down there and I agreed to go down.
tRH]

A notice in the Sussex Express for 19 August 1927
confirms Scan's account:

PILTDOWN: One of a series of the
fortnightly dances to raise funds for a
piano was held at the Star Hut on
Saturday. A special orchestra was in
attendance.

Arch Sherlock He was a character, he
was, old Rourke... Well, he used to get
so drunk, he couldn't serve behind the
bar ... Somebody said he was a police
inspector, but I don't know ... When he
used to get towards the end of the
evening, he used to give you drinks,
never used to buy 'em.la

Scan: You know, we used to go down
there. We used to have, well sometimet
120 and 130 [at al shilling a time from
eight to twelve, and he was an artful old
bloke, he was. You know, he used to
send to these big firms and he used to
get stuff [soap samples, for examplel for
advertisements - to give awaY for

5 l



I

I NEVER PLAYED TO MANY POSH DANCES....

advertisements - and used to have spot
prizes and all like that, and he used to
give some of this stuff away for prizes -
the best of it - and the other, perhaps,
he'd give away in the room. You know,
they buggers used to flock there every
fortnight. They used to come from miles
around. [RH]

Scan: There used to be a Brighton band;
they come to Danehill to play to a posh
dance up there. Some gentry,I don't
know who it was now, got this dance up,
so we went up there, and I knew the
fiddler of this band from Brighton. The
band was called the Excelsior Band, and
he'd got a piano and he played the
violin; he got a banjo player and
drums.lsHe knew me, and so after we'd
been in there a little while, he come
down to me and stood talking to me just
for a break in between the dances, and so
he says to me, he says, "Why haven't you
brought your fiddle then?'I says, 'Oh,

that wouldn't do to bring it up there,' I
said, 'I shouldn't be nowhere with you
people.''Oh,'he says, You would! I'll
tell you what,'he says. 'I wondered if
your wife would come up and give us a
couple of tunes on the drums.' He says,
'I want to know whether [our drummer]
thinks a woman can handle drums.'So
she went up and I expect she was up
there, well, biggest part of an hour
playrng, and he told me afterwards, he
says, 'That cut his comb!'He said, 'He

thought there wasn't nobody else could
do them drums only him, but I knew
there was.' He says, 'He ain't said no
more about it, not to me! Not about his
drumming.' No, she was pretty good.
tRHl

And this banio player from out this
Brighton band, he was a iolly good
player. You'll be sure he loved music. He
used to get three or four blokes come up
with him, and they used have a car and
come up there lthe Starl, and he used to
bring his old banjo up there. I can see
him now; soon as ever he got in that
room/ he made straight for that stage. He
used to come up there along with us,
and I'm damned if he wasn't help, you
know. He could play; there wasn't no
mistake. 'Cor,'he says,'I wish I lived up
there [here]! You wouldn't have to go

out by yourself many times. He says, 'I

should be with you.'He was a regular
lover of music he was. I don't know as
ever I've seen him ever since we left.
tRH]

Local jazz bands were doing very well, but Testers'
Imperial had an edge on most of them. Scan thought
it was because they keptbetter time fordancing, but
in all probability there were other characteristics -
qualities in the music and social compatibility - that
appealed to the locals more.

Scan: We could have had two places of a
night all the week, if we'd liked to have
gone. Very often we had three places to
choose from to go out one night in the
week somewhere. [RH]

In theearly daysScan, Daisy and Sarah used to cycle
to the dances, until they got a motor-bike and side-
car; later on, as they moved further afield, they
would hire a taxi. Eventually, perhaps because of
the Depression, the bottom fell out of band work.

Scan: You ser�, jazz bands had died out a
lot before we left off... The money
wasn't enough ... to keep on going. [RHl

The band's final resting place was the Sloop, a beer-
house standing more orless alone by the RiverOuse
on the Horsted - Chailey road. In the mid-1920s
William Cork had taken over the pub from William
Awcock and continued the Saturday night dances.
Two small rooms/ with a pianola in one and a piano
in the other, were opened into one on Saturday
night, but even then the room was too small for the
drums - they used just fiddle or concertina and
piano - and the crowd stood three or four deep
between the dances.16 The band played from 7.30
until closing time at ten. As it was a pub, admission
was free. There was no official arrangement for pay-
ment, but there was always someone who thought
to take up a collection for the musicians.

Testers'Imperial packed up in 1931 as Daisy came
of age and took a living-in job in service in Lindfield.
If she had a long weekend off she might play at the
Sloop,but Will stepped into her regular place and
kept the session going for a while. Daisy married
Arch Sherlock in October 1935 and rroved to Danehill,
where Beryl was born in November 1937. They
rented Wheelwrighfs Cottage in Horsted Ke5mes,
and thenmoved intoa tied houseatCinderHilliust
before the outbreak of war. Daisy occasionally had a
tune with Scan, but her mother never touched the
drums again after 1931.
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Scan's commitment to the family band had not
completely eliminated his old practice of pubbing.
Bill Gorringe's nephew remembers Blind Charlie
Gorringe playing with Scan 'for the crowd to dance
around to' on Saturday nights in the late 1920s and
early 1930s in the Foraters and Charlie Bates at-
tended dancing sessions in the Coach and Horses in
1926:

I've seen old Tom Tucker and his missus
up the Coach doingit [the polkal in the
top room. Well, old Scan was playing
then. The old polka ...L,2,3,4,5 - theHeel
andToe Polkn ... Well, old Tom Tucker
learnt me it... They used to get up there
at it. I mean, most of us, all boys, well
youngsters, and old Tom and them up
there like. It was hardly no women up
there. It was dancing with each other ...
when I was about seventeen - seventeen,
eighteen. Well, we used to go to the pub
at seventeen, but it was always
'eighteen', like. Veleta, Schottische, all
them we used to do up there ... Yeh,
dancing with fellas. It was no women up
there.17

D anehill S chool, c.1 9 0 8 -10.
Rabbity Baxter,back row, far right.
(Courtesv PhiI Lucas)

THE THIRTIES, FORTIES AND FIFTIES

Strangely, after the break-up of the family band,
Scan seldom played in Horsted Kelmes. He drank in
t}lre Bitish Legion, and occasionally played there for
a sing-song, but it was very rare indeed that he took
his music in to the Green Man or the Croazl. He would
usually do a turn at the tontine share-out, but most
of his music-makingin the village was athome with
Qaisy or at some special event,like a wedding or an
anniversary. Neither was Will very active; the two
brothers used to go out together sometimes to play
somewhere. Will played the penny whistle at home,
but he was unable to transfer his concertina skill to
the piano accordion he had bought, and he saw the
instrument as a useless liability. He was the boiler-
man at St. Martin's jam factory at Cinder Hill during
the war and supervised working parties of Italian
prisoners-of-war on the land.

Scan reckoned he played at the Stone Quarry, Chel-
wood Gate, for forty years, on and off, which would
have been from the early 1930s until the time he
died. The pub was taken over inNovember 1930by
a local man, Alf Baxter, who probably encouraged
Scan to staft going there on Saturday nights.16 Alf
Baxtels brother, Ernie (1900-54), better known as
Rabbity from his poaching exploits, played withhim
on the tambourine throughout the period, finding
an appropriate beat for whatever Scan played, songs
as well as dance tunes.le

Some of the other musicians who frequented the
Stone Quarry were Jack Wheeler, who had his melo-
deon retuned in B flat in order to play with Scan and
also played the triangle; Punch Browning, who must

53
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Scan and Sarah at Daisy and Arch's wedding, October 1936.
(Courtesy Daisy I Arch Sherlock)

have beenquite an old man atthattime (concertina);
UncleJack Smith (melodeon); and BertBennett (tri-
angle). Will went there sometimes with a melodeon
player from Nutley called Coleman, and well into
the 1960s this man's brother, Leslie Colemarg also a
melodeon player, would pick Scan up whenever he
felt like it and they, according to Scan, 'played

together for several years'.

There were other musicians around. Alec Hood, a
Scotsman fromElgin, played the Highland bagpipes
in the open air atNutley in the 1930s,20 and Bob Fry
remembers a Great War veteran coming round every
so often, busking on the Green at Horsted Keynes
with a euphonium. Hisnumber, popular thenin the
late 1930s, was Poor Little Angeline. A neighbour of
Scan's, Wilf Walder, could get a tune out of pretty
well anything, including the violin; his father, Ernie,
euphonium player in the old Horsted Band, was
Scan's workmate, but apparently Scan and Wilf
never played together.2l

After the War some of the land girls organised a
dramatic society in Horsted Keynes, and Scan, to-
gether with a trombone player and a double bass

player, took part in one of their shows. That was
where he learnt Buttors and Boun, which dates it as
having been in 1948 or soon after. Bob Fry worked
with him at Broadhurst Manor around 1950, and the
boss, 'Mr 

John' [Clarke], gave a harvest supper for
his employees at the parish room; Scan certainly
played at that, and at the Ashdown General Land
Company's annual concert.z Scan and Sarah were
always the first to put their names down for coach-
trips out of the village to the seaside and stately
homes, and it was then Scan came into his own,
standing at the back of the coach, playing all the old
popular songs on the way home.

Around 1950 Sarah Tester was taken seriously ill
and Scan took three years off work to nurse her,
during which time he played hardly at all. Sarah
died in 1953 and Scan gave up Clematis Cottage to
move in with Daisy, Arch and Beryl at Cinder Hill.
At least now he could have a tune with Daisy, but he
still did not go out playing that much. They took an
annual farnily holiday at Lancing, on the coast, and
until the late 1960s Scan looked forward to his ses-
sions with the pianist (who doubled on the electric
organ) intheThree Horseshoes on the sea-front.
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NOTES

1. For a description of the sawyer's trade, see George
Ewart Evans, Where Beards Wag AII (1973), pp. 28-31.

2. William f. Bird, 'Danehill and Chelwood Gate in
1919: I Remember', Danehill Parish Historical Societv
Magazine,III, 2, (Oct. 1986), pp.20-21.

3. I have no evidence of Scan's musical activitv in the
Horam Road area from 1920 - 7923/24. He-played
football forthelocal team, and he maythereforehave
played music after matches, which i,lras the practice
in his home area.

4. Will's personal Army papers (Paul Marten).

5. The P arliamentary Register,'1,9'1,3, givesWill's address
as 'Church cottages'.

5. 'AIl our bandsmen are Guardsmen. I/Vhen the Kine
holds an investigature [sic] or gives a dance we alY
ways have to find substitutes. You know theyare not
reg-ular soldiers. They have a lot of free time. It is
rather curious - anold tradition. Theyare paid by the
officers and if there was a war they would not be
classed as soldiers but as bandsmen. ihey get a slight
allowance from the government. They'cin all pYay
several instruments.' (Manager, Wimbledon Glider
Rink, 28.2.1939 (Mass Observation, Sussex Univer-
sity Library, 5F XXXVS, p. 2)).

7. David Nuttall.

8. Assisted by her cousin, Mavis Lucas, Phil Lucas's
sister.

9. Ernie Carter was a bus conductor, formerly an estate
gardener, and was Daisy Sherlock's nextdoor neigh-
bour when she was a child.

10. Daisy Sherlock.

The Charleston was composed in 1923 by black Har-
lem pianist, fames P. Johnson.

1 1. Use of the bandoneon depended on whether it was in
tune with the piano. Daisy says Scan never played the
concertina in the jazz band.

12. I saw two second-hand bandoneons in Windo Mar-
tin's music shop in Drrke Street, Brighton, in 1958.

1 3. The St ar Inn is now a dwelling house, Grove's Farm.

14. James Rourke held the tenancy from 1924 to Septem-
ber 1928. His wife carried on until November, when
William Head took over (Uckfield Petty Sessions
Register of Licences).

William Head's daughter and son, Rene (piano) and
Bill (drums), and George Avis (violin) played forF
nightly, week about with Testers'Imperial. (George
Ails) ihese Heads were moreof Denner Head's mir-
sical relatives.

15. The Excelsior Band played in Maresfield, Mayfield,
Framfield and Hadlbw-Down in 1927, as freqirently
reported in the Szssex Express. One notice described
them as 'from Crowborough.' Scan probably con-
fused them with a BrightonEand playingin thL area.

15. Daisy Sherlock. This instrumentation does not con-
flictwiththeinformationin note 11. This was aduet,
not the jazz band.

17. Note Scan's remark, when talking about a posh
dance, 'where two gentlemen wer'en't allowril to
dance together.'

18. Th9 Stone Quarry, opened c|1870, was rebuilt just
before the Great War and demolished in 1989. Chris
Newnham took over the tenancy after Alf Baxter.

19. RabbityBaxterkepta tambourine(identifiedasaSal-
vation Army model by Steve Chambers) belonging
to Scan at the Stone Quarry. Shortly after Rabbity's
death, Scan rekieved it and gave it to me. 'l had it in
mind to give it to yorl if anything happened to old
Rabbity.' I don't remember ever meeting Rabbity
and I never heard him play, but I learnt miny y"a.t
later he had been at our session in the Crown on
22.2.7958.

20. Alec/Alex Hood came to Nutley as a chauffeur,
married l,aura Wickham, moved'into the originai
Wlliam IV building, then operating as a Cyclists'
Touring Club hostel, and went into business as a
market gardener. He practiced the bagpipes on the
Forest oiat the far end of his fields to Ei a'way from
the houses, possibly into the 1940s (Chrisiopher
Stephens).

21. DavidWalden.

22. Scan worked mostly on building work for the Clarke
family until long after his official retirement age.

Scan on holiday, mid-1930s.
(Courtesy Daisy €t Arch Sherlock)
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1 Victoria Cottages, Horsted Keynes,
where Scan lioed at the end of his life.
( P hot o gr aph: Hami sh Black)
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n 1955 MervynPlunkett, whowas living inWest
Hoathly, recorded two local singers.l Pop
Maynard had a degree of local fame for his

success in the World Marbles Championship, held
each Good Friday at Tinsley Green, but at 83 he was
also a remarkable singer with a large repertoire of
old songs. He frequented theChrryTra atC-opthome,
and his frail form, dignified posture and slightly
introverted delivery, even of a comic song, com-
manded attention whenever he got up to sing. Gmrge
Spicer was quite different. In the prime of life at 49

and working as a cowman, his singing, mostly at the
Punch Bowl,Selsfield, was much more extrovert and
abrasive.2 These two singers did not exist in isola-
tion; they performed at appropriate times among
their friends on their home ground, and there were
many other singers about. The new teacher at West
Hoathly school, Jean Hopkins, from East Grinstead,
stayed with Do€ and Mervyn Plunkett, and with
their encouragement started singing songs from,
and in the style of, her grandfather and great-uncle,
Harry and Charlie Burgess.

Harry Holman (left) and Pop Maynard Tecording for the BBC in the Cherry Tree af Copthorne on 4 February '1,956.

(Photograph: East Grinstead Courier)
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I was living at home in Northfleet, Kent, and it was
through Ken Stubbs, who worked nearby in Gravesend
but lived in East Grinstead, that Mervyn and I met.
Towards the end of 1955, MenSm organised a do in
the Swan atEast Grinstead with Bob Copper, one of
the now famous singing family from Rottingdean, as
the guest, and I was invited to warm up the proceed-
ings on the melodeon. Things took off from there. I
began spending time in West HoatNy and Mervyn
organised more pub sessions. In February 1955,
Peter Kennedy recorded one of our sessions in the
Cherry Tree for the BBC, and Pop, George Spicer,
Jean and Merv5m appeared thatJune on the Sunday
morning radio programme, z{s I Rooed Out.

Pop Maynard had stepdanced and played the tam-
bourine when he was younger, and there were still
stepdancers in the Cherry Tree.3 At the BBC record-
ing session, one of the regulars from the nearby
Ab e r gaa enny Arm s, attr acted to the Clr erry Tr ee by the
bar extension, picked up a tin tray and played it like
a tambourine and sang'From Wibbledon to Wob-

10.30 , \s I  Rol ' l :D o(rT
] 'ou ; r re inv i tcd to l is ten to songs
nn r l _  t r r r r s i r :  sL i l l  s r r ng  and  p tnyed
In the l . l r i t i .qh Jslcs

S--Son(r  f rom Srrrrcr
Pc'ter linnna(ly rocarlls ;rn rrvenlng
spont ,rt The Q11n77r, Trar: !n thC
vi l l ; rgo of  Copthorne,  and lntro-
drrces sorrrc of the songs he heard
Dan . . . . i n t o r l u , l , , r  by  Th .  l l n y tnnk ( : t s

I ) i t , ' r ' t , .11 I ry l r . r l r . r  5n;111ir . ly
l i l i l r ' l  nr l i l  Int r f r l l r f r . l

Iry l\ltriG Slrxiornl;4
I ' rpr l r r r . , . r l  i ry  l lar( ! l i l  t togora

( l l l iC rac616;ng;

Radio Times, 22lune 1956

Opposite: lack Norris, Halleigh's, Brook
Street, Cuckfield; Iate 1"950s.

Jack Nonis and friends; Iate 1950s.
(Both courtesy Florence Norris)

bledon is eighteen miles' when Peter Kennedy and I
played Soldier's loy, but at that stage we had not
come across any other musicians.

It was impossible to follow-up every lead and inv!
tation to meet singers. Every pub session produced
something new and Mervyn met and recorded many
old singers, the most notable being Brick Harber, Jim
Wilson and George Tompsett. AtCuckfield he came
across Jack Norris, Peter Gander and Bill Hawks,
who sang regularly in their local.a

At 59, Jack Norris was twenty-odd years younger
than his mates.s A foreman joiner and coffin maker
by trade, he was friendly and humorous and loved
the old songs, and new ones as well. He was a re-
markable musician, the melodeon player that ap
peals to me more than any other I have heard. He
could play any song-tune that came into his mind on
his double-row C/ C sharp Hohner, and sing at the
same time. It was as if the fingering came automati-
cally as he opened his mouth. He was essentially a
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On Saturday 24 August 1957, Mervyn assembled for
the first time the West Hoathly Country Band of
Music, or as Arch Sherlock was always to refer to it,
the West Hoathly Scuffle Group'. I remember the
evening at Bow Cottage, the Plunketts' home, as a
heady, boozy do. Mervyn held the band together by
thumping on my melodmn case. The music at times
was marvellous, but sometimes it collapsed into
total anarchy.

There was little trouble finding common ground -

we all knew Tfte Girl I left Behind Me and Cock of the
North - and we took risks, the most successful of
which was our schottische rendering of Jack Nor-
ris's song, The Fox. The greatest risk, however, was
in inviting a neighbour we knew nothing about. DoE
Plunkett taught Bill McMahon's children and had
heard he was good on the spoons, but for all we
knew, and slightly suspected, he was terrible! He
turned out to be dynamite, and good fun as well.e
Keys were the main difficulty: Scan had his B flatlF
music and anout-of-tuneC/G,I had my usual G/D
melodeon and a slow-action C/R and Jack was
more used to playing in C sharp than C, but had a G
mouth-organ, as did Snowy Howick from West
Hoathly. Michael Plunkett, who played with me,
then as now, in The Rakes, could manage G on his
recorder, but had to tune his fiddle down a tone to
get C with his D fingering.lo

We were all encouraged, and some of us very ex-
cited, by our first efforts, and over the next few
rnonths the band grew in size and we began to be
knownin thedistrict. The personnel wasfairly fluid
depending on who was available and how many
Mervyn could pack into his car. At Rusper we met
Bill Agate. During the War he had played for route
marches in the Home Guard band on the mouth-
organ and tambourine, playingboth instruments to-
gether in the old style! My lasting visual memory of
Bill is of his enormous hand, fingers like a pound of
pork sausages, whacking away at a tiny tambourine.
He had a tendency to push the beat, but his music
had plenty of life and drive, in complete contrast to
his slow speech and infirm frame. Jack Norris's
mates from Cuckfield, Peter Gander (triangle) and
Ftrcrace Gladman (mouth{lgan and silent jera/s harp),
took part, and the third member of The Rakes, Paul
Gross, ioined us on the fiddle. In several pubs other
people, who remained strangers to us, would occa-
sionally join in on the mouth-organ or take a turnon
the melodeon, and any number of make-shift per-
cussion instruments, such as the tea-chest bass and
the penny and beer glass, appeared. Although we
played in the Crozr.rn, Horsted Keymes, and the Sfone
Qarry, Chelwood Gate, we gravitated to Copthome,
Balcombe, Cuckfield and Three Bridges, very largely
away from Scan's home area.ll

singer and his repertoire of old-fashioned dance
tunes was very small.He had the commonly known
Cock O' The North and Keel Roa, and a schottische,
Another Cup of Coffee and a Little MoreTw, but hisbest
number was another schottische, which Mervyn
named the Brook Street Pollu.6 He was usually reluc-
tant to play his one and only stepdance tune.7

Cne $aturday afternoon in July 1957, Don Joneg
deliverinq greengroeery at the Plunketts'back door,
hearci me -playing a few ttanes in the kitchen. 'Who's

that? My wife's fatlaer plays like that!' Idis tiather-in-
law was Will Tester. The subsequent even-ts were
particularly significant for Mervyra and r,.e, and
resulted in a burst of energy and ir:terest for Scan
which carried him through to tPre end of his life.
Merryn followed the lead to Scan, rather than to
Will, and called on him one evening soon after at
Cinder Hill, quartbottles of beer under his arm and
his tape recorder in the car.E Whatever was said that
night established in Scan's mind our interest in his
old repertoire, and the four- pieces he r,ecorded on
that occasion were fz and out the Wipdows,,the,Mon-
key Hornpipe, Bighton Camp and The Man,in the
Moon.
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L,eft to right: lim Wilson, Michael Plunkett,
George Spicer, PauI Gross and Reg HalI, at the
Princess Louise, Holborn, London; 7 March
7958.
( Phot ograph: Ed dis Thomas )

Hopkin's family, the Burgesses. ArtWinter, known
to the Testers way back, was the resident melodeon
player at the Trcuor Arms and his gutsy old-fash-
ioned pub music prompted Will to make what was
to be his final flurry on the tambourine. A year later
he was dead.

Mervlm was asked to make a contribution to A
Sussex Concert in Cecil Sharp House in March 1958,
and thus we had another outing to London. Jim
Wilson from Three Bridges, George Tompsett from
Cuckfield and Pop Maynard had never sung in a
formal concert before, but they put their songs over
as if they were in a pub, and Bill Hawks and Peter
G ander's rough Cuckf ield pub harm ony in Come All
You lolly Ploughboys was in striking contrast to the
gentle South Downs style of Bob and Ron Copper,
who were also in the concert.

Ourband thatdayincluded Scan, Bill Agate, Snowy
Howick, Michael Plunkett and Paul Gross. Seamus
Ennis, the Dublin piper, also appeared, and Scan
was quite taken by his Irish music. He had never
seen or heard of uilleann pipes before, and after
some thought said he would have had no difficulty
as a young man picking up Seamus's tunes, if he
heard them enough times.

Later in theyearwehad a second crack atthe EFDSS
Engtish Music Festival. Some of the rules had been
ironed out and the conditions were much more
relaxed and comfortable (although Cecil Sharp House
is never that comfortable). Scan and I played a duet
on tambourine and melodeon that was broadcast
that night on the BBC Overseas Service, but the
highlight of the day was the 'alternative festival', a
party at my house in Croydon. It went on into the
early hours with Harry Cox, Pop Maynard, Ernie
Glew from Shoreham, Scan, Cyril Phillips and Fred

Jordan, many of my Brixton relatives and plenty of
other singers and musicians besides.l2

In October 1957 Mervyn arranged a coach trip to
London. We entered Pop Maynard, Jean Hopkins,
George Spicer, Bill Hawkes and the full band in a
competitive festival at Cecil Sharp House, head-
quarters of the English Folk Dance and Song Society.
We shocked many of the people there and confused
some of the adjudicators, who were used to genteel
settings of folk songs. One of them,TheTimes music
critic, criticised Pop Maynard for allegedly not
knowing his words and for having a Poor standing
posture. Very few of the audience had ever heard a
country singer before, and even fewer had ever
heard country pub music. Some of them, it seemed,
were excited by it. It was a great day out marred by
some pretty tense moments. The band let its hair
down in a pub outside Redhill on the way home and

Jack Norris wise-cracked the last leg of the coach
journey - 'This must be Cuckfield; there are houses
on both sides of the street.' Later that month there
was a lively session in the Caf, West Hoathly; Alan
Lomax was impressed by MervyrLs tape of the
occasion and broadcast the band's rendering of Bill
Agate's favourite, f WishThey'd do lf Nozl, in his BBC
programme, BaIIad Hunter.

In the Crou;n, Horsted Kelmes, in February 1958,
some of the young lads, apparently resentful of our
intrusion on their territory, set out to sabotage the
evening. Mervyn's song, WiU the Wuuer, was the
first casualty, abandoned after a few verses amid
hosfile comments: 'We've never had this sort of
music round here before'. A middle-aged woman/
one of the regular customers, quietly went over to
the piano while the row was going on, struck up Wi//
the Weaaer in Mervyn's key and stayed with him
until he finished thesong.Will Tester, on hisoneand
onlyoutingwith the WestHoathly CountryBand of
Music, took hold of Mervyn's tambourine and gave
us a tantalising glimpse of the old Tester family
magic. The next month Mervyn took the Tester
brothers to a session in Glynde to meet up with Jean
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The following afternoon" 11 October 1958, there was
a grand concertof British music at the Royal Festival
Hall. Pop Maynard sang a verse or two of Rolling in
the Dns before Jeannie Robertson was brought on to
finish the song!13 Pop was confused and upset and
Jeannie was clearly embarrassed by such unimag-
inably crass stage direction. Scan, however, was
given a respectable length of time. Left alone on the
stage before an audience of over 2,000, he stepped
towards the microphone and said, 'I'll play you
No. 3 Stqdance . . . Now I'll play No. 5 Pollu', and
finally, 'I'll play you a very old waltz tune', and went
intol Wonder Who's KbsingHer Noa;lla

At Christmas 1955 and New Year 1959, Mervyn
captained a team of mummers, The West Hoathly
Tipteerers.ls For a couple of nights we went round
various pubs and houses by anangement. At the
Punch Boal, Selsfield, they had no idea we were
corning. Mervyn burst into the public bar, heavily
disguised, and declaimed, 'In comes I, Old Father
Christmas', and Gmrge Spicer, standingat thebar,
drinking with his mates, shouted out, 'It's old Plun-
kett!' At the Viruls Cross, Sharpthorne, we did ttre
whole thing - surprise entrance, sword fight, thelot,
and nobody took a blind bit of notice. Yet the same
night, a youth club crowd turned the record player
off and made us do it twice!We performed before
the assembled family and servants in'one big house
and the butler served bottles of brown ale in his
pantry - and half of us good socialists! Scan came out
with us the second year. I remember waiting outside
the Green Manin Horsted Kelmes, freezing cold in
the pitch dark, waiting our turn to make an entrance.
I was in Marks & Spencer pyiamas as the Little
Turkish Knight and Scan, as the Little Turkish
Knighfs Mother, was in an old fur coa! looking Iike

a cross between Arthur Askey and Bud Flanagan.
We were both the worse for drink and I had no idea
where we were. Do you know this pub, Scan?' 'I

blooming well ought to,I used to live here!'

It would have been impossible to keep so many of us
together for long. Some of the old chaps were in their
late seventies and eighties, and sadly many were not
to be around for much longer. Brick Harber and
Peter Gander died within four months of each other
in 1960. Pop Maynard sang a faltering Shooting
Goachm's CockUp athis ninetieth birthday party at
the Cherry Tree in ]anuary 1,962, and before the year
was out he had gone. And so they all went. Most of
the organising energy and inspiration had come
from Mervyn and, when he moved to Cambridge-
shire in 1959 and then to Scotland in 1960, itbecame
difficult for him to keep up his activities in Sussex,
although he was still around, on and off, for the next
five or six years. He had come across Cyril Phillips,
who was then farming 350 acres at Firle, and was
invited with Scan to a supper Cyril put on for his
employees and friends. Cyril, whilst being a per-
fectlygenuine countryman, had a rustic stage-coun-
tryman act with a load of comic songs. Being a
farmer, he got on quite well with the Young Farmers
and members of the Pony Club, and he arranged
several engagements for us to play for dancing at
harvest homes and hunt suppers. My mother/s
brother-in-law, Bob Keightley from Brixton, and
Steve Pennells from Carshalton, Surrey, both fiddle
players,Hilda Gibson, a friend of Scan's fromTwick-
enham, who played the concertina, and Bob Daven-
port, a singer from County Durham then living in
London, sometimes came out with us.16

Reg and Scan, music festioal,
Cecil Sharp House, Camden Tousn, London;
10 October 1958.
( P hot o gr ap h: Ed dis Thomas)
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The sessions organised by Ken Stubbs from 1950
onwards, after Mervyn had left the area, were al-
ways in pubs where there were local singers, al-
though norrnally there was only si.nging at tontine
share-out tirne. Ken had been associated with our
West Hoathly rnusic-making from the very beg.-
ning and he knew Pop Maynard very well, having
spent time digging his garden and taking down his
songs.17 Naturally enough, his first sesiions we.e
with Pop and Harry Holmary the potman in the
Cherry Tr ee at Copthorne. It was Pop who put Ken on
to Jim Wilson, his friend from years back, when Ken
had asked about the song B arbara Allen Jim, a retired
railwayman, used to drink in the plough at Three
Bridges, and he would quip and wisecrack with his
mates all round the bar, procrastinating until he had
built up enough interest and anticipation to burst
ya !h9 Xeyhole in the Door or Neuer Go A-rushing.
The Half Moon at Balcombe was convenient for Bill
Agate and a couple of singers, Corn BottingandJack
Arnoll. At th e CherryTreein Rusper, HarryManvelle
played music-hall songs and between-the-Wars stuff
in a rough, lively style on the melodeon and sang
about his'cock-a-doodle-do'.

Ken's postcard invitations went out to the faithful,
and Scan, dependenton others for transport, turned
up nearly every month. He appeared to know the
tunes of all the old country songs, even those sung
by strangers, and often he would ioin in with the
concertina behind Pop and the others in songs more
usually sung unaccompanied. At the Stone euarry,
Chelwood Gate, Ken heard an old man sing While
Gamekcqers Lie Sleeping identically to the perform-
ance he had just recorded from Tom Willett on a
caravan-site miles away in Middlesex. The singer, it
transpired, was Noah Willett, Tom,s brother!16

In January 1955 I took Scan to the Fox at Islington
Green in north London. Thursday evening was ilub
nightin the upstairs room; there was a small admis-
sion charge at the door, a few regular singers and
musicians, and a master of ceremonieskept the pace
going. Each week a different guest was invited and
went home better-off by a few pounds. Scan went
down so well he was invited back on eleven more
occasions, sometimes with Cyril Phillips, and once
or twice with Daisy and Arch. Our band was made
up of Scan's London mates - Steve pennells, Bob
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Keightley, David Nuttall, Bob Davenport, Michael
Plunkett and Paul Gross - and Scan was usually en-
couraged to give a song or two. On his eightieth
birthday we gave him a big party, and when the club
at the Fox closed down in March 1958, some others,
the Tappers, Rod Stradling and Tony Engle among
them, continued to invite him for another couple of
years to the Klng's Head, just along the road.

Melody Maker, September, 1965.

THE FOX,  I s l i ng ton  c r ccn ,  N . l .
Nuw Losl  Ci ty Ramblcrs,  Bi l l
( l l i f tOn ,  l l ob  D i l venpo r t  ana l  Thc
l t ; r kus .  N r : x t  w rck :  THE  WATER-
SOi l  FA}I ILY, JACK ELLIOTT.
fronr I t i r t lcy.  SCA||  TESTER. Resi-
d ( f  n t s .  Mcmbc rs  6s .  6d , ,  Gues t s
7s .  6d .  Come  Ea r l y t  I

Opposite, top: At theFox, Islington; L965.

Bottom: Stane Pennells and Scan, theFox; L965.
(Photographs: Douglas Baton. Courtesy Daoid NuttaII)

Below: At the KeeleFestiaal, luly 7965.
(Photograph: Brian Shuel)

The event that Scan seemed to enjoy most of all was
the Keele Festival, in Staffordshire, in July 1955. It
was a three-day affair, Friday night, Saturday and
Sunday. We lived-in, full board, on the college cam-
pus, with good food, good company and music and
dancing everywhere. Scan, Steve Pennells (fiddle),
Bob Davenport (singer and triangle) and I went
together and played for the Friday night dance, and
then played as and when we liked in the bar and at
a couple of more formal concerts.leMichael Gorman
(fiddle), Felix Doran (uilleann pipes) and Margaret
Barry (banjo), three of the finest Irish musicians
around at the time, were on the concerts with us, and
a tape exists of Scan playing the tambourine with
them. Although there was very little call for Scan to
play in Horsted Keynes at that time, there was great
local interest in his trip to Keele, and there was a
waiting list of people in the village to borrow the
souvenir album printed later in the year.

There were a few more concerts and festivals in
which we were involved together: Guildford, in
October 1965, where Jack Elliott, a retired miner
from County Durham, sat in with the band on the
ukelele-banjo; Devonport, in December 1965; and a
return to Keele, this time with The Rakes, in July
1966. Cyfl Phillips had given up farming and, with
time on his hands, he was able to partner Scan fairly
often. After Jack Norris died, Cyril had his melo-
deon and learnt to accompany himself on some of
his own songs. They went to Ted and Ivy Poole's
club in Swindon, Wiltshire, and the next day a
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Scan and Cyril Phillips; 1967.
(Courtesy Daisy & Arch
Sherlock)

Below:Melody Maker,
10 luly 1967.

special session was laid on for them at the Eagle at
Bampton in Oxfordshire. They were guests at the
Cecil Sharp House festival a couple of more times,
and at the Sidmouth Festival in Devon.

Cyril and Scan stayed at my house when they came
to London, and after the 1953 festival we ended up
playing at a weddingparry, or, more correctly, a
day-after-the-wedding party, at the Consf itution in
Camden Town. There was still plenty of food and
drink left, and the guests who had come over from
Ireland were still around, so the parents of the bride
were delighted when we turned up with Jimmy
Power (fiddle) and Johnny Gorman (concert flute),
two well-known local musicians, and Scan's singing
of The Lakes of Coalflln pleased the Irish crowd.

After the 1966 festival I took them to my regular
Saturday night pub job at the Graae Mauice in Pop-
lar in the East End. The crowd, all locals, were
mainly Irish, and the band, led by Jimmy Power,
played Irish dance music, but was always called on
to accompany two Cockney singers on Ragtime Cow-
boy loe and I Lef t My Heart in San Franclsco. Scan and
Cyril went down well, as they did the following
morning at our other regular Irish session in the
Faaourite, off the Holloway Road in north London.

Merrlm Plunketfs meetingWalter and Daisy Bulwer
at their home in Shipdham, Norfolk, in 1958 led to us
both visiting them several times over the next few
years; the LP Englbh Country Music resulted from
one such trip.2o Walter (born 1888), a retired tailor
and barber who still kepthis hand in, had a range of
interests, the greatest perhaps being the fiddle and

SCAN TTSTER

f ) i l  and  a round  h i s  c i gh t i e t h
v  b i r t hday .  many  f o l k  f ans
a l c  aa tho r i ng  i n  va r i ous
p laccs  t o  do  honou r  t o  scan
Tcrtcr .  thet  f inc t r .d i t ional
pcr formci  on lhe concer l ine.
Bu t  nowhe rc  w i l l  l r i bu to  bc
pa id  mo ro  mcan ing tu l l y  l han
among  h iB  own  f o l k -a3  i t  was
lag t  Sunday  e t  t hc  How Inn .
Hu rs tp icrrGpoi  nt .

Scan  was  h imsc l f  l n  g roa l
f o rm*a  sho r t  man  w i t h  t * i nk -
l i ng  eyes ,  -who  wa l ks  f i rm l y
and  qu i t c  b r i s k l y .  con t rad i c [ -
I ng  cyc r y  onc  o f  h i s  c i sh t y
yqars.  His r inging voicc ( fo-r
wh i ch  hc  i s  ha rd l y  known  a t
a l l )  i s  qu i t c  r cma i kab t c .
.  -Among  t ho3e  who  sha red  h i r
b i r t hday  cakc  and  p resen t cd
h im  w i t h  a  handsom-c  ca ryed -
wood plate wcrc Dlck Richard-
10n ,  a_ fane  . t r ad -s : y l e  s i nge r ;
Ray  chand le r -  who  oJck i
ban jo  i n  an  o i i g i na l  y i r i uoso
manne r  t ha t  i s  es  Eng l i sh  es
Ba rnoy_  XcKcnna  l c -  l r i sh ;
Rogc r  Wa l son .  a  g rand  r i nge r /
9ongu r l t e r  f r om  No t t i ngham.
Ha r r y  Hon rde l t  and  be rck
Lockwood Jtcercd thc €ycnt
chcc r f u l l y .  and  a  hos t  o I
youngs te r s  -  f i f t een  l o  n i ne -
tcen-y-ear-o. ldr-camc gtadly to
5 tn9  t o r  t hag  man  l ou r  t imcs
t h o i r  a g c .

Thc  mos t  t ouch i , | g  mo rnen l
o f  a l l  came  when  t he  Chanc -
t onbu ry  R ing  l l o r r  j s  Xen
danced  a  spec tacu la r  l eao f roo
3 p c c i r l l y  f o r  S c a n .  A s ' t h e i
p l i lcd his "  f lowcr -  power ; '
h i r t hday  ch . l r  a t  t he  i t a r t  o t
t he  dence .  each  i n  t u rn  mad€
a graceful  bow ao Scan, echo_
ing  t he  good  w i shes  b f  t t e
scorcs of  s ingcrJ prcJcnt-
and  i ndccd  o f  r he  who l c  f o l k
sccno for  a f ine old f ian.

_ERIC  WIXTER
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piano duets he played with his wife. He had been
taught the fiddle, with some violin technique, by his
father as a small child, but soon after that, while still
very youn& he began to play by ear and to invent
and improvise second parts, which later he also
managed on the viola, cello and double bass. Much
of his experience matched Scan's: he had played in
all sixteen of the Shipdham pubs, and before the
Great War had played at $ervants' balls and on the
piccolo, clarinet and slide trombone in the village
bands. Betweenthe warshe hadbeenamemberof a
shing orchestra organised at the church and well
into the post-war years he had led his own dance
band of cornet, fiddle and piano, first on mandolin
and later frombehind a setof drums; he claimed he
had played at a hundred weddings. Although he
shared many musical values with Wallace Chisholm
(see chapter 9), he leaned heavily towards Scart's
way of thinking and doing things, and he would
have been in his element in the Nutley lnnband..

It was Daisy Bulwer who suggested I should take
'Stan' - they could never get his name - to see them
for a get-together. Scan was always game for any-
thing. 'If you're ever going anywhere, I'll always
mate you', he often said to me, and we made the trip
to Shipdham in July 1965. The three of them estab-
lished social and musical rapport very easilt and
they all recognised the uniqueness of their encoun-
ter. Initially I helped them - perhaps directed them
would be more honest - into common ground, and
there was complete compatibility in their render-
ings of the old country potboilas, Jmny Und, Brighton
Camp and the Heel and Toe Pollu, for example, and
not surprisingly the more recent but old popular
songs. Music hall singalongs,Tipperary and the like,
sounded both spontaneous and well-practiced. They
even strung their Harry Lauder songs in the same
order as each other!

Gradually they moved into more challenging terri-
tory, trying to recall the complexities, the inhoduc-
tions and bridge passages, the key changes and the
various strains of Hiawatha (A Summer ldyl!), Stars
and Stripes, Washington P ost and BastonTuy;-S! q an:J
similar composed pieces.2r Clearly they had once
experienced a demand for this sort of rnaterial.
Walter could remember the meloeiy lines fror"n the
printed scor€s, but his fiddle harrnonies were cer-
tainly not as writtery and Scan had demolished sorre
of the chromatic structure and plastered over the
cracks. Given more time together they wouid have
almost certainly compromised on working arrange-
ments of a good numbet of march and old-time
dance compositions. Strangely they did not stray
beyond the First World War, except for Scan's foray
into the Swinging Sixties with his then current fa-
vourite, taken from a singing group he fancied, The
Seekers.

lackNorris playing for an old people's ilo at Cuckfbld;
Iate 1960s - early 1970s.

( Court esv F loren ce N orris)

From about 1955 Ken StubbJs pub sessions settled
down to a regular pattern of two or three a month,
alternating between the Cherry Tree at Copthorne
and the Crcumat Edenbridge.n CyilPhillips, Gmrge
Spicer, Steve Pennells, Alan Waller (fiddle) and I
from the old gang used to go occasionally, and there
were a few other local singers like Louise Saunders
(laterFuller),and TobyHayward, a mandolinplayer
from South Godstone in Surrey, who shared much
of Scan's later repertoire.a Transport was difficult
arrd Scan was dependent on others to pick him up
and see hirn home.

These sessions were more formal than most of us
'nereused to.Ken acted asmaster of ceremoniesand
encouraged everyone to give a song or play a tune.
Several younger musicians, some sympathetic and
sensitive, cthers competent in their own way but
n".usically incompatible wi th Scan, used to join in. At
tlrese dos and at various folk song clubs - the Lewn
Aars in Lewes and the Central Club,Peacehaven, for
example- Scan'smusic wasadmired and welcomed,
but he was usually called on to do a turn rather than
to play for the entire evening. As a result his working
:epertoire was reduced to a couple of dozen old
faithfuls. The skills he had acquired in a lifetime of
pubbing - pacing an evening, building an atmos-
phere, exploiting an endless repertoire, playing the
crowd, side-stepping hostility, etc. - were never put
to use, but it probably suited him well enough. At
that timeof life heenjoyed theattention and convivi-
ality, and he could afford to coast.
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Around this time, David Nuttall, from Merton Park
in Surrey, a banjo player in his early twenties and
briefly the fourth member of The Rakes, began play-
ing the concertina. He went to the Sfo ne Quarry fairly
often from about 1967 to play with Scan and Bill
Avis. 'Cor, you don't want to catch that last train
home tonight. You can stay with us'; so David used
to put up for the night with Charlie Wheeler, a
tambourine player whose uncle, Jack Wheeler, had
been Scan's mate on the melodeon years before.

Scan: I always go there every Saturday
night, unless I've got something on
special like. I do stay away sometimes,
when I've got a iob and that I can earn a
few bob at like, because I donlt earn
mrrch up there, but they treat me good
and the old landlord's a good bloke and
I like ig thafs why I go up there. I've got
pals come up there. tR&DSl

I always get a good crowd up there, and
I don't mind as long as I get a good
crowd to play to. I don't like sitting
playing to myself. [VS]

Bill Avis (died 1985) from lvlaresfield was Scan,s
regular partner at that time. The crowd wanted a
sing-song with the old pub favourites, and Bill could
oblige on the piano-accordion. He and Scan were
good pals, but there were differences in theirrhyth-
mic approach and Bill's style, typical of 1940s piano,
accordion players, lacked Scan's sense of urgency
and pulse. 'You know, I've tried to liven him up. I
keep telling him, but it's no use.' [RH]

Denner Head frequented tle Stone Quarry in the 1g60s
when Scan was playing there.
(Courtesy Audrey Castle €t Peggy Head)

Below: Toby Hayward at the Men's CIub, Edenbtidge, Kent;'17 February 1,968.
( P ho t o graph: D aaid N utt all)
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David NuttalL Scan would start things
off with a few of his dance tunes, which
Bill didn't play, after which it was
mostly songs for the rest of the evening;
I was simply expected to join in - and
they had a few years start on me! 'Reg

brought this kiddy along who was dead
keen to learn,' I overheard Scan telling
Denner Head one night. ?lay in or you
won't learn'emr' was kan's advice to
rne. Well,I learnt them.

One Sunday while Scan and I were
taking a walk round by the church in
Horsted Keynes, sharing twenty Senior
Service, payment from the night before,
'These blokes, David,' he said, These
biokes think I can play concefina, but I
canlt play anymor€, not how I used to,
like. Mind you keep it up now; ifll be an
interest for you when you retire.

On one visit to Horsted Keynes we all
went to a pub in Crawley to sit in with a
band in a pub there led by a piano-
accordion player... Bill [Avisl wisely
played the washboard... Scan was in
with every number. I particularly
remember them doing a break-neck
Who's Sorry Noar. Scan was with them all
the wav.

Like so many of his neighbours, Scan was an enthu-
siastic and expert gardener, with a plot of land
behind the parish hall, and two gardens at Victoria
Cottages which he divided with Arch Sherlock. He
always prided hirnself on his skill and the quality of
his produce, a^nd in iris eighties he was still active.

Scan: Well, I've got a bit of an allotment
up the village, and I go up there and
spar about. Thafs all I do. I don't work
for nobody; I don't want the money. I go
up there; there's plenty wants doing, but
I don't do it all in one day. I,ve got a
chair up there, and I just have a go, and
then I think to myself, 'Well, I'm going to
have a smoke now.' I sit down in the
sun. Yes, I never worry. I think, 'Well,

there's another day left, and if I don't
finish it, someone else will.'I never
worry about it. [VS]

It's surprising what you can grow, but I
want manure now/ and that's expensive
stuff. I wouldn't mind buying a couple
of loads, if it was any good, but that last
load I had, I didn't know I had it. Well,
ifs only wet hay. You can't farm like
that. If you go on taking stuff out the
ground, you want to put something
back, whatever gardening it is. What I
do, I've got an old bin made of eight foot

73e Stone Quarry, Chelwood Gate;197L.
( P hot ogr aph: H amish Black)
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CHAPTER 4:1957-1972

lengths of galvanised, and I chuck
everything in there. Every little while I
get my fork out, and I turn one end in,
and, do you know, that's damn good
stuff when you get it out and dig it in.
tVS]

Each winter towards the end of Scan's life, the cold
and the damp wore him down a little more; the
rheumatism in his finger joints got worse and play-
ing the concertina was very painful. He seldom went
out in the wintertime, but as the warm weather
broke througtv he sprangback to life, and his neigh-
bour and friend, Bob Fry, would take him to various
music evenings.

Bob Fry: Towards the end, you see,
when I used to take old Scan out - in fact,
the very last one we did, iust before old
Scan died - he'd begun to fail a bit and he
hadn'tbeen too well. There was a do on
at the Coppers', and Scan had been a bit
rough, and I rang through, actually, and
told them. Course, Daisy was a bit

worried and she said, 'I don't know
whether Dad will be able to go' ... I went
to see her in the afternoon before he was
due down there, and I said, "Well ...
what you reckon?' and she said, nVe[,
Dad said he'd like to go.' She never
minded if he went with me, and we went
down there and we had a terrific
evening, absolutely terrific. Scan was
really on form ... It was really amazing,
because he really hadn't been at all too
good, but as the evening sort of wore on,
it began to give him a lift you know, and
it wasn't, well, only a week or two after
that he died. That was his last public
do.2a

Scandied at home after a verybrief illnesson 7 May
1972 and was buried five days later in Horsted
Keynes churchyard.s

Cor, there was several there. They come
from miles around. Yes, there was a tidy
crowd alright.26

NOTES

1. Mervyn Plunkett (192G{%) taperecorded many sing-
ers and musicians in Sussex, Norfolk, Dorset, Corn-
wall, Oxfordshire and Hampshire. He and I jointly
produced four issues of Efftnic: AQuarterly Suroey of
English Folk Music, Dance and Drama in 1959 and an
EP , 4 Susxx Singers (Collector Records JEBT) in1961.,
featuring George Spicer, Pop Maynard, fean Hopkins
and Jim Wilson. Plans are in hand to deposit his
papers and recordings in a public archive and to
issue the recordings on cassette. His obifuary ap-
peared in Folk Musiclournal,Y ,4 (1'988), pp. 538-540.

2. LPs by these singers were issued in the mid-1970s:
Geoqge Maynard" Ye 9bjeas of Englmd (Topic 12T285);
George Spicer, Blacl<berry Fold (Topic 12T235).

3. 'Best music there is - fiddle and tambourine.' (Pop
Maynard to me 1955.)

4. The Cuckf ield Pailiamentary Register, 1915, lists Bill
' Gorringe, Peter Gander and Bill Hawks as living at

Whiteman's Green.

5. William George Jack' Norris was born in November
1898 at Chiltington, West Sussex, and moved to
Cuckfield with his parents as a child. His father was
a steamroller driver and played the melodeon at
home. Jack was an aircraft mechanic in the Royal
Flying Corps in the Great War. He worked for 33
years for Stephen Knight, buildcrs and undcrtakers,
in Cuckfield. He was ih demand to provide music at
weddings and in pubs. He died in lanuary 1972.
(Florence Norris)

Opposite: At Daae Wall's Club in Edenbridge, Kent;
early'1970s.
(Photograph: Ian Mason)

6. The first part of Another Cup of Coffee is the second
part of the Original Schottische Polka, which aPPears
in the manuscriptbook of Michael Turner, the nine-
teenth-cenfurv fiddler from Warnham, Sussex (Anne
Loughran and Vic Gammon, A Sussex Tune Book
(1982), tune no. 34.).

]ack Norris to me: 'It takes a good melodeon player
to play The Girl I l"eft Behind Me.'

7. This stepdance tune was played by ftan (Topic
72T455 / 6, side 4, track 2) and Bill Gorringe (side 2,
track 2c).

8. Mervyn was accompanied by his friend Dougie
Moncrieff. In later years Arch Sherlock remembered
the second person as Peter Kennedy. In fact, Peter
Kennedy called on Scan much later.

9. Bill McMahon was born in Liverpool in 1 920, landed
in Normandv on D-Dav and after the War moved to
West Hoathly. Round ihe house! Mind those chaise,
please!,' which he shouted before every perform-
ance, harked back to the Irish country kitchen dances
of his father's early days. Bill's ambition at the time
was to play the spoons with a trad jazz band. He
could also stepdance.

10. The Rakes, a London-based barndance band, was
formed in 1956 and is still active.

11. The informal leadership drifted between Mervyn,
Scan and me. In retrospect I can see that from Scan's
point of view, he played in olz band. Apart from a
few sessions in the Stone Quarry, we never played
much on Scan's territorv and I thus never met any of
his old music-making pirtners, except Bill Gorringe.
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12. Harry Cox (born 1885), retired farmworker, singer
and fiddle/melodeon/tinwhistle player from Nor-
folk; Ernie Glew, singer from Shoreham, Sussex;
Fred Jordan, farmworker and singer from Shrop-
shire.

13. Singer from Aberdeenshire.
'1,4. I Wonder Who's Kissing Her Now was published in

1923, and was popular again in the 1950s. Testers'
Imperial used it for the last waltz (David Nuttall).

15. The text and description of the play came from Harry
Burgess, Firle, Sussex.

16. Bob Keightley (191,449), market trader. His school
violinteacher refused tocontinue teachinghim when
she caught him playng Hold Tlnt Tiga by ear Though
never a pub pianist, he had a remarkable London pub
piano style and he sang some little-known London
comic songs, two of whichare featured inTheBolden
Lad (Arts Council film, directed by John Tchalenko,
1980). Bob and I lived in the same house from 1958 to
1967, and thus Bob got to know Scan.

17. Ken Stubbs: The Life and Sonp of George Maynard',
Folk Music lournal,lX, 4, (1963), pp. 180-196.

18. The LP The Rooing lourneymen - The Willett Family
was recorded in7962 (Topic 12T84).

19. Scan gives a colourful account of our arrival and the
dance in an interview with Rod and Danny Stradling,
published in F olk Roots, 3'1.., (Jan. 1986), p. 1 2.

20. Topic'12T295.

21. There were at least two early 78 rpm records of
Hiawatha issued in Britain, which could have been in-
fluential in popularising the tune among country
musicians: Vess L. Ossman (USA), G&T.GC5387
(1903); Band of H. M. Coldstream Guards (UK)
(1910), reissued on World Records SHB41. Mike
Yates recorded a version under the trtle The Ponv
MarchftomJasper Smith (southern England) in the
mid-1970s (Topic 12TS304).

22. Ken Stubbs ran sessions in a number of Sussex pubs
until about 1978.

23. Toby Hayward played in a dance band before the
Second World War. Ken Stubbs and I recorded him
in the early 1950s at his home in a non-stop medley
of 75 popular songs and tunes.

24. Interview with Bob Fryby Sean Goddard, 12.1 1.1985.

25. His obituary in Nea.r Musical Expressran to six-and-a-
half column inches.

25. Scan quoted out of context.
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CIub outing from theEclipse, Montgomery Street, Hozte, Susxx, in 1913.The party includes
a concertina player, with a good quality 30-key Anglo, and a trombonist. Scan' s teaming with
Trombone BiIIy at about the same period was eztidently not unique.
( Cou r te sy G r aeme Kirkham)
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Inlroduction

can's accessibility and longevity as an active
musician provide an opportunity to docu-
ment and discuss the music and dance activity

of a small rural area over an eighty-year period.
There were two distinct threads of musical tradition
within the working population of that communify:
the first essentially aural, with skills, techniques,
repertoires and attitudes deeply rooted in country
working people's language, lore and life, and the
second, a modification of the elite culture of the
gentry, musical literacy allied to the values of gen-
teel respectability. Some musicians were self-taught
and played by ear, while others were trained and
were musically literate. Some sang in church in one
style, and inthe pub inanother. Thetwoelementsof
tradition lived side by side, sometimes within the
same person. The overlapping was as complex as
the social structure itself. There was another signifi-
cant dimension, namely, the relationship between
the upper and lower strata of society, in that the
music and dance culture of both allowed for origi-
nality, invention and self-expression, and there was
room for cross-over of values, sometimes in the
form of parody.

Scan was a central figure in his home community,
but he was far from being the only musician. There
were many others, at various levels, who served the
needs of local working people. His area was bounded
by his limited mobility but there is ample evidence
of music and dance activity in neighbouring villages
and towns, as indeed there is for the rest of Sussex,
England and Britain as a whole. Influences from
other areas must have penetrated Scan's part of the
Sussex Weald, which may have been isolated, but
wascertainlynotinsular. Scan, deeplybedded in the
aural tradition, had the dancing scene tied up around
Horsted Kelmes, while Wallace Chisholm, music
teacher and band master, held a similar position a
few miles away in the town of Uckfield (see chap-
ter 9). They were polar extrernes of a continuum;
their co-existence, representing among other things
differencesbetween town and country, offers a clue
to understanding the nahrre and causes of cultural
diversity and regional style within the British Isles.

Scan is described, outside his own community and
time, as a 'traditional' musician, and certainly his
repertoire and style and the uses he made of his
music ally him to others in Great Britain and Ireland
who are similarly labelled. The strength and vitality
of traditional music owes something to the way its
practitioners side-step, parry and confront assaults
from the outside, and in so doing absorb, re-model
and adapt material to fulfil changing social de-
mands. Traditional music' is a descriptive term and
to attempt to define it here, in an attempt to place
cultural and aesthetic values upon Scan and his
associates, could easily deteriorate into a quest for
purity.Labelling, in this instance, is more likely to
cloud issues than illuminate them.

Some of the evidence assembled here will illustrate
the close proximity, geographically and socially, of
the 'other' culture, the music and dancing of the
country middle class and gentry, and its overspill
into sections of the poorer/ working community.
Newspaper reports give an idea of some of the
musical and social events in neighbouring areas and
further afield in Sussex. Seldom in the form of
advertisement, but written as news items after the
event, they were sent in by local correspondents,
perhaps the postmaster or a shopkeeper, whose as-
pirations and values were directed up rather than
down the social scale. The blandness and stodginess
of these accounts were further compounded by sub-
editing into a conventional style. Interestingly, Horsted
Keynes, Danehill, Nutley and FairwarP were par-
ticularly poorly reported in the Szsser Express. This
may have been due to the absence or indolence of
local correspondents, but it mi ght also be concluded
that the musical activities of Scan and his associates
were dominant in his area, and being too far down
the social scale did not warrant reporting.

Scan's was essentially a man's world. Friendly So-
cieties, villagebands, cricket and football clubs,slate
clubs and smoking concerts - institutions associated
with music-making - were exclusively male. But
some women were involved in public music-mak-
ing, and women became increasingly more so as the

-t 1.
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period progressed. What thenof that male preserve,
the taproom in the public house? As the pub was a
major outlet for music, we need to know for certain
if women had any presence there at all.

Bert Wood: Oh, they wouldn't have 'em

in pubs at one time... They used to stand
outside. You take the drinks out to 'em...

It caused trouble, soon as a woman got
in there.

He was talking abouttheCrocodile, Danehill, in par-
ticular and pubs in general. His son-inlaw, Charlie
Bates, says things changed after the Second World
War, but not after the First. How is this to be recon-
ciled with Scan's story of women tambourine play-
ers and evidence elsewhere of women broomdancers
and stepdancers?How could thewaltz, the rhottirhe,
the polka, the Waltz Vienna and the HeeI andToe P olka
have sustained their edstence for so long as pub
dances, if women were not around? Were women
only in the pubs atvery specific times and on special
occasions/ such as wedding parties? Scan's mother
actually worked full-timein the GreenMan, although
the licence wastreldbyScan's father, and forconsid-
erable lengths of time the licensees of the Sheffield
Arms,Nutley lnn,t}rrePrinceof Wales at Cackle Street
and William fV vrere women.l

In Scan's family, the father sang three sons played
instruments and another was a singer, while the fifth
son was by reputation too shy to do anything. But
what of the mother and two daughters? Are we to
believe they never sang, or stepped or knocked a
tune out of a music? Their contemporary, Emma
Gurr, played the melodeon at home, while her
husband, Jack, occasionally played in the Croutn.

D aisy an d Ar ch Shcrlock at V ict oria Cotta ges ; 1-97 1.
( P hot o gr aph : H amish Black)

Interior of Sheffield Park
Reading Room; L987.
Testers' Imperial had a
regular booking there .
(Photograph: Reg HaII)
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Was this a representative pattern? Did women make
music and sing largely in the privacy of their homes,
while the men had a more public outlet? Martha
Stephenson's presence in the danceband in the back
room at the Nutley Inn appears to have been an
unusual phenomenon, yet Scan made no comment
about it.

Slightly higher up the social scale, the daughters of
shopkeepers and tradesmen learned the piano and
some were playing publicly at village events by the
turn of the century. At a dance in the schoolroom in
Fletching in 1909, for example, 'Miss Langridge
presided at the piano', but the genteel report in the
local newspaper missed the point, that the dancing
from 7.30 p.m. to 1.30 p.m. meant a six-hour slog for
the musician.2 Daisy Sherlock, an ear-player, be-
longed musically in her fathe/s camp. Her public
image, however, was no different from that of other
girls and young women who, having received piano
lessons, were available to take part in the post-First
World War boom in village hall dancing.3 Women
fulfilled part of the expanding demand for musi-
cians, although their role was generally confined to
playing the violin and the piano. Speaking proudly
of the exceptional role his wife had adopted, Scan
could say, 'You never see a woman drummer.' [RH]
The Great War did, of course, soften attitudes and
changed public house behaviour,.and notlong after
the War, Testers' Imperial were playing for mixed
dancing at the Sloop - not in a private room but in the
bar.

There is no doubt music and dancing provided Scan
with strong personal satisfactions, not just in achieve'
ment but within local society. From early childhood
musicplaced himamong the men, and hewas privy
to their conversation and values. This edge on his
peers carried him into adolescence as 'one of the
boys'; music admitted him to a diversity of small
social systems, and in old age kept him in young
company. Music and dancing were fun and the
musician was at the centre of it all, popular and
sought after. Scan gave of his best, very often with
no question of financial gain, but behind it all were
economic possibilities and realities. The collection
made for him in a pub, his own enterprise as a

NOTES

1. The following are examples of women who were
licensees: Susannah Coomber, Shet't'ield Arms, "1872-

86; Ellanah Marchant, Nutley Inn, 1,878-82; Ellen
Marchant, Pr ince of Wales, 1 886- 94; Jane Weller, Nu t-
ley lnn,1889-1901 or later (Uckfield Petty Sessions
Register of Licences).

2. Sussex Express, 19.1,1, .1,909 .

See also Srssex Express,1,.1.1,914, where the musician
at a Boxing Night dance at Framfield was Miss D.
Berry.

dancing teacher and dance promoter, the week's
supply of food he took home from the servants'
parties, the packet of fags from a pub landlord, all
supplemented his wages from other sources, and
the formation of the family band kept the economic
possibilities within the family. Scan never owned
property, but in other ways he shared many eco-
nomic valueswith the lastof theWealdenpeasantry.

To make sense of Scan's musical activities it is
helpful to categorise them into five sections:

L. Pubbing:L895-1924.

Saturday nights, tontine shareouts, weddings,
etc.

Old songs, stepdances, the ReeI, t}rre Broom
Dance and couple and round dances.

2. Organised dances:1897 -L924.

N utley Inn, servants' balls, servants' parties
and his own dance promotions.

Couple, round and set dances.

3. Testers' Imperial: 1924 - 7931.

Semi-pro family band, public dances.

Modern ballroom, couple, round and set
dances.

4. Coasting:193l -1972.

Outings, the Stone Quarry, domestic.

Current popular tunes and old favourites.

5. Revival:1957 -1972.

Folk clubs, festivals, concerts, etc.

Exposure beyond his own community.
Recourse to his old repertoires in new social
circumstances and settings.

These classifications are not discrete or mutually
exclusive, and there are at least two important add!
tional strands, namely, the village band and busking
on Brighton beach. The events of sections 4 and 5
have been covered, but analysis of sections 1,2 and
3 requires further examination of dance repertoire,
tune repertoire, instruments and style.

3. The following are examples of female musicians at
public dances: Miss Buxton, banjolele, A. Boltory
drums, and R. Green, piano, in the church room,
Wha tli n gton (S u ss e x E xpress, 7 .2.1930) ; Miss Whi te,
piano, aid A. Bolton, jazz [drums] at the same venue
(SussexExpress,2.5.1930); E. Huss, Miss E. Tester and
Mr. Rusich in Brightlington (Sussex Erpress,7.3.19N);
and Mrs. Anderion's Band from Wadhurst in May-
field (Sassex Express, 1 4.3.1930).
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'stepdancing,Tap Room',by charles l. staniland, vublished in The Graphic,22 october 1gg7.
The uenue is tfte King's Head, Hoz,terton, wroxham,Norfolk, and the fiddler is the landtorrt,
Mr. Jimpson . Note the 'Ring the BuII' game.
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Donces ond donce tunes

ountry stepdancing has been widespread
through the southern half of England and in
Ireland. There has been a range of styles, but

the common characteristics - the relaxed posture,
the low centre of gravity, the loose swinging armg
the rhythmic beating and scuffling of the feet on the
floor and the glazed facial expression - unite the
diversity into one recognisable phenomenon.l At its
simplest, yet often most effective, the steps are little
more than rhythmic battering and shuffling, picked
up by watching others or invented by the dancer.
Scan, like many others, learned precise steps and
phrases from older stepdancers. Others, particu-
larly in Ireland,learnt in childhood from itinerant
dancing teachers, paying a small price for each step,
and they were taught to dance sequences of steps,
first leading with one foot and repeating the phrase
with the other. It was good fun for the dancer and
the onlooker alike, and a spirit of daring and infor-
mal, and sometimes formal, competition entered the
proceedings.

In the Foresters at Fairwarp, in Scan's young days,
they did the Reel (or Eour Hand ReeI, to give its
generic name), which combined the centuries-old
hey, a soft-shoe walking and weaving figure, with
stepdancing.

Scan: Course, they used to come in the
pubs, you see, with their heavy boots on
- the old pelted boots and all - and yorks
and all on, and you see 'em out in the
room that time of day doing the old
stepdances, and they used to, if there
was enough of 'em, they'd form a figure
eight or form a four angles, you know,
cross angles, and, you know, there was a
lot of different ways they used to
dance.2 [AW]

There used to be what we called a reel. It
was ordinary four corners, four of them,
and they used to step, and then the
second part they change over and go in

and form the figure eight. And really,
they was old people that done it, mind
you. They young ones, they used to ioin
in. Get two in a set, see, so as to learn
'em. [MP]

They did the Broom Dance, cocking their legs up in
time to the music as they passed a broom from one
hand to the other under each leg in turn for eight bar
phrases, followed by a walking figure. It was some-
times danced by four people at a time, when the
walking figure became a hey. Scan's accounts of the
ReeI and the Broom Dance give little precise detail;
both dances have had wide currency in southern
England at least, and, I suspect, in the case of the
Broom Dance, in southern lreland too, and presuma-
bly embraced some measure of local and personal
variation.3

By the time I met Scan he was too old to stepdance.
He would get in the mood with the music and try a
few stepsbefore losing his balance and giving up in
disgust. There was still stepdancing to be seen in
country pubs in the 1950s and, of course, it survives
in pockets even now and surfaces particularly when
travellers get together. However, the heyday of
stepdancing in Scan's area was long past, and sev-
eral local people well into their seventies claim never
to have seen it. My guess is that Scan had little or no
call to play his stepdance hrnes from just after the
Great War until he met Mervyn Plunkett in 1957.

Scan: You know, when you get older,
the times are different and you don't get
in the company where there is any
stepping. [AWl

Scan's stepdance tunes, in all probability, originated
in the second half of the eighteenth century. Accord-
ing to George S. Emmerson, 'The earlier hompipe
[i.e. before the mid-eighteenth century] was a pecu-
liar syncopated limping gait to a tune in triple time
- three/two, six/four or twelve/eight.'aWhile horn-
pipe dancing existed in both village communities
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and on the stage, he wonders whether Thomas
Arne's New Hornpipe, performed by Mrs Vernon at
Covent Garden in 1760,'was the first of the new
genre of common-time hornpipe'. Both country and
stage hornpipes were high dances, performed high
off the ground in soft-soled shoes. The metamor-
phosis to the close-to-the-ground stepdancing in-
digenous to southern England and Ireland during
this and the last century occurred when working
men began to wear heavy leather soles and domestic
buildings used timber or brick flooring. Soil floors,
corrunon even in Scan's day, or soil covered flag
stones would give little sound back to a stepdancer.
Emmerson says stepdancers in the last century pre-
ferred wooden surfaces, like a table or a door taken
off its hinges, or dancing in hob-nailed boots on
brick floors.

Withoutbeing specific, Scan gave the impression, by
calling a certain type of tune in his repertoire 'step-

dance tunes', that stepping was done exclusively in
fast common time. Evidence from elsewhere indi-
cates the use of other rhythms and, of course, Scan's
own broom dance tune is in 6/8.s Scan had few
names for his stepdance tunes and late in life re-
sorted to numbering some of them.

Scan: Well there it is. I've never heard
the names, you see ... You see we just
played for our own amusements.
Course,lot of these tunes the old people
didn't... know the names, you see ... The
majority of 'em was fiddlers, you know.
tAW]

Scan claimed he knew 'any amount'of stepdance
tunes, but in later years his recall ran only to those
appearing on the Topic records and a version of
Waltzing Matilda.6 Among these tunes, Soldier's loy
is standard and has been common through Britain,
Ireland and America; one of his untitled stepdances
appears elsewhere as the Cliff Ho rnpipe and i s known
within Irish traditional music;and the Monkey Horn-
pipe,which takes its name from a pub dance, shares
the last four bars of each part with the Sailors'
Hornpipe. Scan's No. 1 Stepdance has phrases and a
structure like some other tunes, but No, 2 strikes me
as being unlike anything I have heard elsewhere.T

Another of Scan's untitled stepdances seems to be
ffte southern English hornpipe, often apparently the
only stepdance tune known to some musicians.s
Scan's Reel seems to be standard in southern Eng-
land as the tune for the Four Hand Reel, although it
too is used for stepdancing.e Could these have been
prototype country hornpipes, originating with, and

circulated by, country fiddlers, the first of the new
common-time hornpipes? Neither appears to have a
proper name among country musicians. If, in fact,
they were prototypes, they needed no specific titles.

The former was published around 1781, untitled,
but associated with a stage dancer, Robert Aldridge,
who was active in London and Edinburgh. It was
later named after John Bill Ricketts, an Englishman
engaged in circus promotion in the United States in
the 1790s.10 The title Rickett's Hornpipe is American,
so not surprisingly it is unknown among English
country musicians. Irish musicians, among whom
the titles, Ri ckett's Hornpipe and Manchester Hornpipe
are known, may have learnt it directly or indirectly
from print. The question remains: where did Aldridge
get it from? Does the country version pre-date its
stage use? The Italianate structure of the Reel, based
on tonic, subdominant, and dominant chords, sets it
aside from other country hornpipes, and perhaps
ensured its integrity. Could the word breakdown',
which we understand now, among other meanings,
as an alternative to hornpipe, and which appears in
several country titles, have been its original title or
the original derription of the genre?

Adaertisements for sheet music and dance instructions for
Pop Goes the Weasel andLa Temp6te.

Note that both Coulon and lullien were ot't'ering
their own oersions o/ La Temp6te.
(lllushated London News, 19 March 1853)
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COUNTRY DANCES

Scan had many tunes in 6/8 and 2/4 time, dating
from the eighteenth century, which have persisted
in popular usage until the present day. Many have
had varied careers. Theyhave beenused forcountry
dances (using the term in its technical sense), for
songs and jingles, and been played by country mu-
sicians for stepdancing.ll Later, some were adopted
for the polka and quadrilles. Whether they oiginnted
as published compositions will probably never be
known. Manywere published and circulated among
literate ballroom and theatre musicians, and co-
existed in the repertoire of brass, military and fife
and drum bands in villages and towns and in the
A*y. Among the tunes Scan played , Seaenteenth ot'
March or St. Patick's Day was published in 1748,
Garryowen in 1800, Bonny Dundee in 1854 and The
Iish W asherw oman in 1 789. 12 The regimental march
of the Royal West Kents, which Will Tester must
have played hundreds of times in the West Kents'
band, was a medley of two such funes, A Hundred
Pipers andBonnets so Blue.13 O'Neill claims The Girl
I Left Behind Me,probably the most widely known of
old country tunes in southern England, as lrish,
dating from the early part of the eighteenth century:

[B]andmasters, at the request of the
officers and soldiers, began to use the
melody as a parting tune, and by the end
of the [eighteenth] century it was
accounted disrespectful to the ladies of
the regiment to march away without
playing'The Girl I Left Behind Me'.14

Some measure of the currency of this material canbe
taken from the repertoire of 'Old Sarah' (born 1785),
who learnt the hurdy-gurdy in 1806 to busk on the
streets of London. Of the first eight tunes she learnt,
excluding the National Anthan, Scan knew at least
five: Garryowen, St. Patrick's Day, The GirI I Let't
Behind Me, Haste to the Wedding and the minstrel
song Oft, Susannah!In the late 1850s she reported:

The first tune I ever played was'God
save the King', the Queen as is now; then
'Harlequin Hamlet' fGarryowen), that
took me a long time to get off; it was
three weeks before they put me on a new
one.I then learnt'Moll Brook'; then I did
the'Turnpike-gate' and ?atrick's day in
the morning': all of them I learnt in the
Union. I got a poor man to teach me the
'New-rigged ship'. I soon learnt it,
because it was an easy tune. Two-and-
forty years ago I played 'The Gal I left
behind me'. A woman learnt it me; she
played my cymbal [hurdy gurdyl and I

listened, and so got it. 'Oh, Susannah!' I
learnt myself by hearing it on the horgan
...I always try and listen to a new tune
when I am in the street, and get it off if I
can: it's my bread... 'Hasten to the
Wedding' is my favourite; I played it
years ago, and play it still. I like nVhere
have you been all night?' Ifs a Scotch
tune... At some places they like polkas,
but at one house I plays at in Kensington
they always ask me for 'Haste to the
Wedding'.ls

I heard Scan play Pop Goes the Weasel, Rakes of MaI-
low, Cock o' the North, Keel Row, Old Mrs Cuddledee
and No Luck about the House among these old tunes,
and almost certainly he would have played many
more late in life, if only he could have triggered his
recall. In common with Old Sarah, however, he
placed a special value on Haste to the Wedding:

That's one you want to strike up when
you get out somewhere and you get a
nice lot. Then they want to know! Most
people like them old jigs, you know.I
used to know several Irish and Scotch
jigs, but they're all gone. [VSl

Thomas Wilson's Companion to the Ballroom, pub-
lished in 1815, gives the notation of a large number
of country dances available to elite society. An eve-
ning's dancing at a private function or at a subscrip-
tion ball in public assembly rooms would have
involved a repertoire of many different dances, all
variations on well-known dance figures. Some of
these dances were known and performed lower
down the social scale, and Scan's dance repertoire
before the Great War included one 'country dance'
of this kind. Fanny Lander remember ed the G aI op, or
Haste to the Wedding, danced to Scan's rnusic at the
Coach and Horsa servants' ball:

You lined up, men lined up and women
lined up, and you took hold of her, and
you went through an archway. I think
that was Haste to the Wedding. It was
rcally lovely in those days. You really
got something out of dancing in those
days.

Scan taught tlire Galop in 1959, after a thirty-five year
lapse, at a social evening in Gravesend. He demon-
strated with the minimum of verbal instruction and
moved with a gliding, lilting walk and an occasional
slip step. He described the musician's task as keep-
ing the music going until each couple, no matter how
many were in the set, had danced in first position
and had galoped to the bottom of the set.15
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Scan: When you danced one of them
Galops, you danced a lot, you see... If you
get a roomful, the devils lasted so long.
tMP]

There was another Galop that appeared on local
dance programmes among the gentry in the late
nineteenth century, but that was a couple dance,
also known a s the Galopade, which dated f rom 1 829.17
Scan's dance may well have been a hybrid, combin-
ing the galop movement from the Galopade with the
country dance formation. For dances of later origin,
such as the waltz and quadrilles, Scan played med-
leys of tunes, but as far as the Galop was concerned,
he followed the old country dance convention of one
dance, one tune.

There has been no studyor adequate explanation of
the social relationshipbetween the country dancing
of elite society on the one hand and the country
dancing of country working people on the other.
Clearly, there was some corrunon ground. Circula-
tion among the elite can be explained by the exis-
tence of professional dancing teachers and profes-
sional musicians available to sell their services. The
'season' required its participants to acquire social
skills, dancing being one of them, which were then
practised in public for the duration of the season.
The dances were therefore taught and rehearsed. No
such explanation fib further down the social scale,
where economic resources were not available and
leisure opportunities were much less frequent. The

dances may possibly have been picked up by house
servants, or may have been learntbyliterate country
fiddlers from instruction books, and they were prac-
tised at dancing booths at fairs and weddings.

Two mid-nineteenth century descriptions of coun-
try dancing by country working people mention just
one dance each. Mayhew's informant, "Whistling

Billy', a London street musician, who played in the
West Country in the late 1850s for local and migrant
Irish harvesters, had this to say:

My country dance was to the tune 'Oh

don't you tease me, pretty little dear.'
Any fiddler knows that air. It's always
played in the country for country
dances. First they dance to each other,
and it's hands across, and then down the
middle and then it's back again and
turn. That's the country dance, sir.18

Thomas Hardy had his Christmas party-makers in a
Dorset cottage dance to the same tune under an-
other title, The Tiumph.le On the face of it, both
groups appear to have known only one country
dance and the custodianship seems to have rested
with the musicians. If this was a general rule, and
this is by no means proven, Scan's single country
dance fitted the convention. He, too, played Pretty
LittleDa1 but for him it was simply another polka
tune.m

Scan and Reg playing forThe
Galop al a social eaening in the Art
S cho oI, G raa esen d, Kent ;
27 Februaru 1958.
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QUADRITLES, IANCERS AND ALBERTS

T:he Quadille is a dance of four or five figures for
four couples in square formation. It was introduced
into British high society from France, at Almack's in
London, in 1815, with a 'spin-off' version, the lanc-
ers, making its debut at a society ball in Dublin the
following year. The music publishing houses sup-
plied a constant stream of variations on the theme,
thereby satisfying the elite public's demand for fash-
ionable novelty. Charles d'Albert's Albert Quadilles,
based on existing figures, was one such variation
and matched the two original sets in popularity and
staying power.zl The difficult steps, which led to
Cruikshank's characterisation of quadrilles as a
grotesque romp, required too much learning and
eventually atrophied to simple walking.z The music
was in the light classical mode of the time: some
pieces were composed especially, but some were
adapted, on the cheap, from popular operatic arias
and national airs.23

Quadrilles were slow to filter down the social scale
in southern England. In the middle of the last cen-
tury, there was a revival of interest in quadrille
dancing among the elite, and by the early 1880s it
hadbecomeaminornational movementatthe lower
end of the urban middle class and the upper work-
ing class. The Volunteers (the forerunner of the Ter-
ritorial Army, formed in the 1850s), offered a mantle
of respectability forshopkeepers, artisans and small
contractors, providing organisation, locations and
ready-made bands. Professional dancing teachers
found extra custom for their classes and rewarded
their pupils with 'long nights' and end-of-season
quadrille parties.2a Elsewhere, in Ireland and the
West Indies, for example, these set dances were
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taken into the repertoires of rural working people
and moved further from their upper-class ballroom
origins. They were modified and adapted to existing
vemacular styles, taking on characters of their own.E

In small Sussex towns there were quadrille bands -

for example, Chisholm's at Uckfield, Finch's at Hay-
wards Heath and Anderson's at Forest Row - and
quadrille classes and long nights were held in the
villages.26 Scan almost certainly did not attend the
quadrille class held in FletchingNational Schools in
1905, but he did see the sets danced at Horsted
Keynes feast days, and they were established as part
of the repertoire at the Coach ball, in all probability
by the time he started playing there.z7

The string band of the Royal Engineery which played
at the Inhabitants' Ball in Lewes in 1897, used exclu-
sively light classical material,as might be expected
at such a select function.2EA view of the repertoire,
instrumentation and orchestrations used by a small
town working musician, contemporary to Scan, would
have been possible if only Wallace Chisholm's per-
sonal collection of sheet music had not been dis-
persed after his death (see chapter 9). Recordings of
regimental marches made in 1915-7, however, in-
clude material in 6/8 time that is probably a fair ap-
proximation of the quadrille music played by Vol-
unteer and village bands.2e

There are commercial recordings of vernacular
musicians from Scotland, where quadrilles entered
the popular field very late and thus survived much
later into this century. Peter and Dan Wyper, from
near Hamilton, were straight-laced melodeon play-
ers with, I suspect, a smattering of literacy, and they
were in the music business as retailers. Peter Wyper
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recorded Lion Quadrilles in 1910 and Blackthorn Stick

Quadilla in 1912, and Dan Wype. recorded the
Pibroch Quadrilles in 192\, both using traditional
funes, i.e., jigs, polkas and reels. However, at about
the same time Dan Wypet recorded The Oiginnl
lnncers using the original published melody line
with simplified piano vamp, which eliminated the
excesses of the composer's harmony. William
Hannatt's Thistle ltncers and Lothinn Quadilles, re-
corded in 1924 with button accordion, fiddle and
piano, are closer to the vernacular style, utilising
what seems to be written quadrille material, modi-
fied to the taste and techniques of people used to
traditional music. Patience Quadilles, recorded in
1930 by a Glasgow neighbourhood band run by a
cycle dealer, Bob Smith, reverts to the classic prac-
tice of using selections from operetta. However, the
drive and attack of the semi-legitimate violin play-
ing and the loud, wild drumming are anything but
Sullivanesque.3o

Scan: Course, I used to play the
Quadilla and the lancers and the
Alberts... Course, they was a little later
dance, but they're very old dances, you
know. The Alberts were the prettiest of
the lot. [MP]

Me and my brothers ... we used to play
all the old set dances, Iancers, Quadilles
and the Alberts. Oh, we used to play the
whole issue, and at that time of day
there was always certain ones in the
room were real set dancers, and you had
to play a certain amount to keep them
coming. Cor,I used to like playing that
time of day, because nearly everybody
was a round dancer, and as soon as ever
you started, you'd get a floor full up. I
used to like playing them better than I
did any, but a lot of round dancers
didn't know the sets, so you used to
have to be careful or you could make it
bad that way. [VSl

We had to be careful what we played, so
as not to upset anyone.3l

Scan's tune repertoire for these set dances is now
lost, except for one figure of thelancers recorded by
Peter Kennedy. Daisy says they used mostly songs
and march tunes, and she remembered specifically
I Loae a Lassie for the chain figure. The first figure of
the Lancers was danced to the tune which the mid-
nineteenth century fiddler Thomas Shoosmith, of
Arlington, Sussex, noted in his manuscript book as

I ohn of Paris, which was also the regimental march of
the Rifle Brigade.32

82

While the waltz canbe danced by just two people to
a tune on the wireless, quadrilles require much more
formal organisation. Once community demand began
to wane, set dancing was on the way out. Newspa-
per evidence indicates that all the other local qua-
drille classes ceased to function before the Great
War, so Scan's dancing classes with Bill Gorringe
catered for a new, albeit rather old-fashioned, clien-
tele, some of whom demanded the set dances right
up to the time Testers' Imperial disbanded in 1931.

THE WALTZ, POTKA AND SCHOTIISCHE

Round dancing was the creation of the same class of
dancing teachers and balletmasters, tuned in to con-
tinental high fashion, who introduced the quadrille
to nineteenth-century society. The waltz, first seen
in England in 1812, introduced new concePts. Part-
ners embraced each other and danced as couples
around the ballroom, independently of other couples,
and this independence allowed a degree of personal
choice in the movements and steps. The polka and
schottische followed a generation later, in 1844 and
1848 respectively.33 The process by which they be-
came known further down the social scale is not
known for certain, but there was a considerable time
delay in their dissemination. A generalised account
of dancing in private rooms in London pubs, pub'
lished in 1861, gives some indication of the differ-
ences in style between the social classes, and the
tardiness among the poor in catching on to the
fashion of those better off.

'Twopenny-hops' are much resorted to
by the costermongers, men and women,
boys and girls. At these dances decorum
is sometimes, but not often, violated...
There is nothing of the leisurely style of
dancing - half a glide and half a skip -

but vigorous, laborious capering.... The
music is always a fiddle, sometimes in
the addition of a harp and a cornopean...
The other dances [apart from
stepdancingl are jigs, 'flash jigs'-
hornpipes in fetters - a dance rendered
popular by the success of the acted Jack
Sheppard' - polkas, and country-dances,
the last menbioned being generally
demanded by the women. Waltzes are as
yet unknown to them.e

Those making their living in the dance business
invented dances, some in new, exotic rhythms, but
all based on the format established by the waltz, the
polka and the schotfische. Some new dances barely
saw the end of a season; others had more appeal and
remained in fashion for several years. Thre Varswi-
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enne and the Heel and ToePolka, in common with their
parent round dances, have survived as vernacular
dances modified by counby workingpeople in places
throughout Britain and Ireland until modern times.
The last nineteenth-century round dance to concern
us pointed a new direction for our imported dances:
the Military Schottische, better known as the Barn
Dance, was introduced in 1888 from the United
States rather than the Continent.3s

Scanhad a large selectionof tunesfor round dancing
and claimed he could go on all night without repeat-
ing any of them. The sources of this material have
never, to my knowledge, been discussed in print. In
fact, within the folk dance movements in England,
Scotland and Ireland, with the notable exception of
Peter Kennedy's field collecting in the 1950s, the
material has been ignored and largely despised.
Some exploration, however tentative, is long over-
due.

Nineteenth-century printed social dance music fallt
broadly speaking, into two categories. First, there
are compositions following the current academic
rules and fashion, melodies complicated, even drama-
tised, by the use of chromatics and modulations, and
prettified by trills, the rhythmic stress being that of
academic rather than vernacular music. The second
group are essentially diatonic, except perhaps for
chromatic grace notes and chromatic lead-in notes;
harmonic structures are simple and the general
construction of the pieces is nearer that of traditional
music. Some of these tunes may have been in the
public domain before being filched by publishing
house hacks, but who can now tell? A polarised
typology such as this is a useful tool for analysis, but
oversimplification carries with it dangers, and it
should be understood there are gradations between
these two extremes.

Jullien's Original Polka (1.844), in all probabilily, set
criteria for subsequent polka music composition.
Easy to master for even a moderately proficient
amateur pianist, its construction has the hallmarks
of schooled composition, and it lies midway be-
tween the suggested polar extremes. Pitched in the
key of G, the first sixteen bars are based on alternat-
ingG and Dchords,butstarton Drather thanG and
resolve on a G chord. The second twelve bars are
pitched in D, but written with a C key signature, and
are built on a three-chord structure of D, A and G.
Although the themes are diatonic, they could not be
mistaken for traditional tunes. The reversed order of
the chords in the first part and the change of key in
the second part, coupled with frills, dynamic vari-
ation from pp to ff , a leap of a seventh from F sharp
to E in the seventh bar and three equally timed Gs in
the ei ghth bar, stamp the piece with a marked pcriod
feel. The heavily accentuated first beat in each bar is

rhythmic caricature; it is so foreign to vernacular
music, it could never have been sustained within
popular culture.

The testimony of an adolescent, earning his living
playing the concertina on Thames excursion boats,
provides evidence of an ear-player picking up mate-
rial from literate professional musicians around 1852-
1853. The tune he singles out, Charles d'Alberfls
SultanPolka, subsequently became a standard coun-
try pub dance favourite. Or is this perhaps an ex-
ample of a composer cashing in on an already popu-
lar tune?

I'm nearly fifteen now; but I can
remember when I was seven, being
particularly taken with music.I had an
uncle who was captain of a steamer that
run to Richmond, and I was always on
board with him; and they used to have a
band on board... I used to go and listen
to them. I learn all their tunes by heart.
They mostly played dances, and very
seldom any sentimental songs, unless
anybody asked them... When... the
musicians put the harp down in the
cabin, I'd get playing on it... I learnt
myself several tunes, such as the'Sultan
Polka'. I must have been eight years old
then. I didn't play it with both hands: I
couldn't do the bass.36

The lad goes on to talk of the present (1861 or a little
earlier), and singles out the Varsooienne as being a
popular request by the ladies.

Another of Mayhew's informants, an Italian organ
grinder, describes the popularity of various types of
music among the social classes. His organ rolls
would probably have been cut from printed scores,
but here again is evidence of the exposure of Scan's
type of material on the streets of the capital.

There is two'Liverpool Hornpipe'. I
know one these twenty years. Then come
'The Ratcatche/s Daughter'; he is a
English song. Ifs get a little old; but
when it's first come out the poor people
do like it, but the gentlemens they like
more the opera, you know. After that is
what you call 'Minnie', another English
song. He is middling popular. He is not
one of the new tune, but they do like it.
The next one is a Scotch contre-danse. It
is good tunes, but I don't know the name
of it. The next one is, I think, a polka; but
I think he's made from part of
'Scotische'. There is two or three tunes
belongs to the 'Scotische'. The next one
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A POLKA.-fn consequencc of tbc numcrour
prilc rr Uet. JAfBf lAl for irnnciion ir thir FuLirnrbl -c_8, h'rrr

f."li:it'i'li,rt.'#,:T#s'f,$'itH:'"'i,Bif ';""{i$ttii:',gt;'.}x*F
To conmcacc NEX,T ItrOI| DAY. rhd'2tDa ilrtur..t ber rcddcrcr, 10, &ratn.rtii
Orforl-rtrret, rhcrr t.rEr rDtl tffiicuhrr nry bc erc$trincd--Tbr Ecbacr Delruta-ti
Wcilocday Errniog, u uruet.

20 April

Drblirhel thir drt, Dd.r lL'

TfOW To DAI\'CE THE POTKA !-All the Quailriller'
-fl- GcrrnrlWelt*r.IlirllrlilRrch.&.&c..rccorrlinrtotbrllcthoAollI.fOULOli.
friil. xilti-Jor iui oiirio of thc iii;iublc La PoLKA. 'ii Eclt to .Dt ?vt o( thc
coutry br poit, flcc, cu rciciriat r rmittroa of lL ld.

4 Moy

T A POLKA.-MRS. JAMES RAE. the First  to introduce
t-/ Lt follt rnroslrr frcu ?uir. Lrrr to ulouicc thrt RBUNIOI{E lr. hllal rt
hcr Rcridcacc, t0 ^, I?rocrr-rt!.rt. Orlorl.irrccc oa Moldry ud l'rilu cranlnn for tbc
cxclurivc Drrcticr of thir irt.r.rtiEa d&c., L rrurht iE Priir, h irr dort puri itrh. Lr

. 16- C ORALLI, trh, url u drncrd bylh pnpih in tbi {lirc of ?eiriu ui*7.

4 May

6iicr.rcu.rc. Io rdrlitior !c DriY.tG iartmcriorr ber Foltt B€oDioot' for tbe crclqrirr
nrrcticr il tbc..l)rrrioa.rooE PolL\" "Pelt|, Cotilbn," 19{ - Velrcl D,ul TrnPrj
irc hrld. undcr lirrilrnirhctl D.tmnllc, rl lcr lcr rcriicucc, on ilonihyr rul FriirJrt
ch. '  i r rrr  rrd r i i r ienlm au hi  mcrrtr i rel-  l fer - f . rr .bt-  hirhtr to h. ld l l  tharbtrt rirp. eurl girricuhn'cur br- ircrrrrilci. Hcr lcircrat, bhbrito bcld lr tLr
l{euorcr-rqurrr lo6nr, ir aor crstitr ucd io }l rncholcr rqurn, on lrlon,ilrrr tnl Th lrrderl

A P O L K A.-Mh. JAMES RAE has the honour to
rnBosDcc tb.t rb? Lrr BBXOVED'frort lio. S0, B.rtcr..rt!&r, to No, 16, Err.

8 lune

I NEVER PLAYED TO MANY POSH DANCES,,,.

8lune

4.r l I lJ I t l i l )OWA POLKA, I)arrced bv i \ ld l le.  Ceri to and
I }[, Er, L.oo, rt b.r Jlrj.rtt 'r thilrrr.-Jurt publirhi, l. rhc clrtrmior }Iuic of t}ir

{evonritc Pollr, rrren;td fot 3h. tuDofortt, rolo. priic Xr. i rluel, 1r. 6rl.*., ?hc Dcvcil tril
prciti.lr of loll$."-AtbabErtn, Ju[G l.-" Tlu r!$i0 of rhc lt?dorr fclh ir iurner.
rurablythcmot frrcrful rla lhrrrct.rirt ic, Ccrtria it ir tbrt thr Rrdowr ir iof,.
t i tclgthepretticrtof lotkt."-Tirrrcr,)hy3{,-Lonilon: Clrrrrlr,Sg,Nctlonl-8trct

'L5 
lune

The polko
comes fo
London, 1844

Reports of the polka craze among
elite London society in 1844 illus-
trate the promotional methods em-
ployed within the music and dance
business and the professional
rivalry between composers, pub-
lishers and dance teachers. En-
dorsement of originality and au-
thenticity enhanced saleability in
this field of high fashion, and each
of the leading figures set out their
case.

The lllustrated London Nears made
some claim to being first in the
field, with its publication of Jac-
ques Offenbach's music for the
Polka Dance, and news of the polka
being the rage in Paris (23 March).

Mrs James Rae began teaching Ia
Polkn on22 Apnl, claiming to have
introduced the dance to London
elite society. This was a first step in
a campaign of escalating self-pro-
motion which proceeded through
the year.

TULLIITN'S ORtGiNAL t 'OLKA,- ' l 'he nl ib e<l i t ion of
U JUl,LlLNft orl<{nd }OLf,A lr!.TDubli.hea.-llc imtrrlrcruccmof rhir crh.
brrt?d aanca brring lcduci meny uprilcililcd Deruar to.all to tltc publio rpurisur inri.
trtlol+ M.JullhD lrrr pcblhbcdlbc-orirllrl rollr tr bir orn o6ci'3. llitllor,rrr*r.
Rondrttsctt anil, in ord[ ro a.euratbc'Duolic rrgi.nrt tbc pordbiiily of ourchuinc rhc
fel'q cotla publirhcil uldcr ro ruof rlirrrjrirl foi3nr, hc lrir tttrchirl hir' rirleruie to
cech copy of hir oritiud Polh. Nooc cea tbcrcfora bc rclhd ot whrcb bna lor bil tuto.
tnpb, Corrct copier of Julticn'r origird lollr to bc brd oill of tlc rcrpcclr,blc Euric.
rrlbrr i! rhc Lhgdorn, by skiaq for Julllra'r origind Pollr, rigncd b7 thc duchoe

22 lune
TIANCINC fAUGHT in the rnost fhshionablc str le.  bt '
J /  Xr -1Vt t t lE ,  t t ,Brc r .c r . r r rce i ,Go ld :n . rquerc .  Pr i ra : r  Lmro l r  r t  ^ l i to t in  io
bd i r re rdGer t lemrro( rnyrge , * i .h iB tpr i r rcg .qdcxycd i t iun ,  ln  i rcu i l1  Acrd :my
ol Nondryr rnd Frldayr. Lcrront ln thr l ' ,r lkr'rud, Vrhe I Dcur Tcnpr cri ir i lar.-A
ctdof tcrmr nrr,l bchril on eppljcrtion. Tbcrmrn may ba en(r1rd for i,r itrrc irrt i ir.

22 June

T A POLKA.-TIID LADIIJS' GAZETTE OIl FASIIION for
I-,, j  Jl lr (Pricc lr.. lort frac lr '  5d.l corhinr Nuric of ?olkr Drnce rnl Inrportelt
N, v€ltlcr ciren iu no dtf,cr rorl : 50 bceutifutlv colourc4 Cortumer, Prtt"D. of }fotninfl
Errrinc. Fromrnrdr. rnd Ect-ti le Drvr.eri I lr lr, Eonnatt, Crpr, rld Fshioorblcll i l-
l inrrti ' i ' lrh Drtcripiioor, frlcr, Palry, &c. Ttra L.di.r ' Grtfttr coutrir. thc Prri l
Herhionr btforc rar oth:r sork.-G. Errur", I lnlyrell rttatt, Efrlrd-

6luly

f)OLI iA I \ fATlNnl. ;S, 16, IUnnchestcr.square.- I \ f rs.  JAIIDS
I  t (A l i  h i r  t l r c  l ronr ,u t  t f  a r r lourc in t  to  h r r  t , r l ron .  e in , l  F r ionJ . .  rh r t  rh r  [e r  l tE-
ITOYED t?o t | t  50  A,  J | tnc r r . t r r t t l ,  lo  10 ,  MAl t i ( : I l l : s l ' ] : t t  r l r lUAt r f : .  ] t r r .  J ( re , r
I tdun innr  fu r  t l ta  c rc lu r i rc  p r rc l i c .  o1  thc  Pu l l r  rnd  Vr l r r  h . l r r  r r r i r r i r t r rd  rn , l  t , , rnout r r l
i . i rh  t l r r  t r .AL?. I  rucer r ,  r i l l  bc  con i inur , l  e r r ry  D l ( I l lA I  l lO l t l , f  l l {G,  t ro rn  Tr .o  lo  } ' i t ,
u'Clock, Allr. Jlrucr ltu.'r Acrdelry for l lrrlcinK and llrrrcirrr (ro nrlny rrrrr crtrblir lrrd
utrdcr t lra rrrort drrtinSuirherl prtrorrgc), and lrirhrno lrrl i  r,t rhe l luoJci,r.rurir l ioj i,J
r i l l  i r  fu tu rc  bc  gur t iuuc i  r t  hgr  I t r 'd rocp .  *h r tc  te tu r r  r t r i  p r t r i cuhr r  u ry  bc  r .ccg .
u iucd . - I ' r i r r t c  tc r ru l r  J r i l y ;  e lo  f r ru i l i t r  A t t rndc i l  e t  l lome.

6luly
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The claims of Jullien - composer of
the Originnl Polka - gained addi-
tional support when Mlle. Carlotta
Grisi and M. Perrot danced the
polka to his 'original' score at Her
Majesty's Theatre (27 April).

Then, setting one of its advertisers
against another, the Nanr printed a
'true description' of La Polkn, pro-
cured by Mrs Rae from M. Corelli,
a dancing instructor to the nobility
of Paris, the week after it had
printed an advertisement for M.
Coulon's instruction book
(11 May). By December, Coulon's
book had reached its fifth edition
and the price had been reduced
from Ls. to 8d (7 December).

By the end of the year, new polkas
and polka hybrids poured off the
printing presses and the market
was big enough for everybody, in-
cluding plagiarists and forgers.
Jullien's success was assured, with
or without his protests.

(All advertisements and references,
lllustr ated London N ews, 1844.)

3 August
16, uat{ L-H l B'r'cK. tQurxl.

] t i f  RS. JAI\{ES RAII hegs to iuurounce that she hrs LEFF
IYI TOwN lor 'IONBBIDOE WELLi, lo (rl l l  b.3 cerDtrr urrrncns. eri larL
duccrhaPOLKAtoh ' r ruu?sor r  pup i l r ra  Kce l  I r r .  Brc r i l l  r r l r r l in fo r  r l c l , i i i [
Wcrlr tr rhc l lc$rr Hctri. 

' foobridgr Wrllr, rorl tben procrd to Uridrr,olt rnd tochccri
Urr. Rea ri l l  be ir l.oadoo.r.rt l 'ur:dry rod fridry, for tb: purpor of conriluiql h;
Le.!o!rr rt ha! r.. id.Lcq It i, l frncbcr:rr-rqurrr..u^d tho- tccoring rat r.r tcl i la,- Ti
Acrdrrqf rall b. n.umlal rr urd rh. 6rrt rc.L ia l)ccmber.

7 September

ri8t'iii'it$3iiii"llu'dil]t,""ifi ri:l',ifr I6,Liiliti,'J.:h,
,L .drlrn e a.rnrplcre Cnurr ila Pulkr.rirt bcettiful r.prcxrra,tio.ra.n,t .'"*lla,l-rlructlonl hor to rr"cot6 rha irrlour i6r.rer, ro thrt r hir o. lrort"rliirj:I5,tr
hrconra I pr.Ssiror. tltr 1q1! rbnnr.r p'iisl.6irngrndiurn or rhccril;ii i?iill i^lt1l^l
the ilurcr of dl thc Qudrillcr. Grll,rprd.r, rlrr urlrr. Poloreilr. 

-frlhr._-.-:;':iF-:ftf

d^rner.rror? rrrrlarled; rdoprcd,et courr irrr bc hed, by ordcr. or rr.i tL,irJ,rill 1T!
thi Dublirh.., C. llrrrrarr'to f,rd lJon cnn.t flc.t.rr?.cti rho till rcad rt.-Jj'.l ',,ot {
fracl on ttcript nf lr, or pnrrua r.rrnpr rf .rtoil r.lui 

--'- -"rr tFrL

21 September

CHAPTER 5: DANCES AND DANCE TUNES

21 September

QIX I 'OLKAS for l r . ;  wi th plai
LJ rbrm, io No. {5 of  TUB PIAI i ISTA. tcqr l

X I'OLKAS for lr.; with plain Inarructioor for Drncirr,
tbrm,io No. {5 of TUB PIAITISTA, tcsrh Eli:lou.-No. {6 co.tdrr Tro C{'
lctr of follr Quadriilrr comporcd bl llur.r{, for tr,-Dithcr l{uubcr rrot l-JZ

,\!, rbrrorio No. {5 of TUE PIAI{IiTA, Tcsrh Erli:lou.-No. {6 co.tdrr Tro c
plerr ictr of foltrQuadriihr. compoccd b7 llurrrrl, for tr.-Eithcr l{uubcr rrat fri
rj!!!-ql_rLrlopr .'l-d..[.d to llrc Editor t3, P.rclaoilcr-rot.-Eupplcmcntr lo $ eti

bt tlurrr{, fot la.-.Eilhcr lsuubcr rlat frc tr.
t3, P.rclaoilcr-Fr.-Eupplcmcltr to ft e.. L.rat rfrup., collrrr! r-ilnt{aa r.Ur t[o3b, &-?Illil lTA. Lrch 2t. or bt Dcrq trrr, thint rtrupr, coltrh Thlr

Yfilro4 forniug Tro of hir Soolirh Eat:irriamintt ooplcto.Yfilro4 forniug Tro of hir 
- 
Soolirh Ea t:irriamintG ootlct!

t r r rxooDr:  Tunrra l t ,  Pouirr r .

2Nwember

^f U.LL-IEN'S ORIGINAL POLKA.-Moneieur JULLIEN
1J i$th. hooonr lo.!!oEocc tblt hJ b_s jurt publirhci tLc rcvrlt l cdition otLirOri3iorl Pollx, i i th.drrcriprton by E..Couioo. iplc;dlit, i tr,r itr.t.A b;' i i ;";.; i
Tht iorqcrr. ruccrrr o( thir cilcbratci pollr hrvfu'r t iauccdtirt -,euriiuiiliiiil-i., ifJ.ll r"ui:a h. publtrhci .t,. ori.iuJl'fol'll"l,ot','.XlTbh""ta' ll.idor'rrrct. Ncv Buurt-rrr.cec: rail i! oraar ro-ll."rii-b;p"bii;tJ.i;ir-itii|,:ffi
bil ity-ofp_.urcheritrt iacor.cc! sopicr, hiLit irrechcd t i. . i ini,ure ro Grch GoD, i troor.rnthercforu bc rrticd ou rbicb li'i rurbir iltop-.i1,i. d;;ffi;";i;-;ii&;.ilLfiori3inrr Port_r to br hrd oorv rr rLG Fipscrrbrc ittuitc ncirar. ro ir,'.'iirli*. 

-eiii]iii
l . r lcBoyr_lPolh; h,.o.S,rt ic Dn.iuirpom DolLr; No.- l .rhe E,re Sf V,rooi ' i 'o ' f i i i
I.l;'lii,:"',lii"il,i: -# "';;itjl.,? ,'# E",'l* }i".*,*;*T,,j4[iti*l"i:lli+;
plrfirri.s_6r Droor.. Julr-im'r_uriiiur! porlr bittnr or-ilrli.l;ii it. ;;.-;h" f;i;;il;*orc:-'Thc cclcbrercil lollr, pirformcd at cr'y T-hcirri 'u 

G"i;;; InJ xr[iiiti;ibiiil
&c."- r \ l .Jul l r l r f .c .b coogcl l : i to informrfcpirUt iJ i i i " r "o; . . f , i " ; ; -D*r i i? l i r f i i i l l
arrc Decr pcrrorocq, rt -flcrlta!, tD{ thrs thc aborc.mentioDea pollr+ br jlll ieu. arc tf,e

f,ll'"jL'l'.Tl:'"*",U:lR'"ii*:lf"lll-*lf $:',,.,lllf-l:'JrT;li*ttLm..}ji
thc DoLc of l_,ciorter'r Belh, thi consrerr of Jen.t enil rf,I picoch rnberrrro*r huiril
C--_ltr1 of lrle_o-rfiel:l'r Ft6, 1d g th-r gellr, 

!..jtr..,.ii 
-fiicr. 

t-;il;il.-fii.rf,of Qlruricarir, )lucbionc[ dr 6rti4 C_orrrrrcre lyrlror, Couurcr; i;;tq bt;;;ilh-;;:
!u1y. Err_l 8rfi.r, Eul of Derrpo-uth,-_I61{ F_olcJ, Lort Xilmrinc, iid B.kr;;;: i;d,
!!elfur,J,e!1 D_r:nrille, I,edy ts. Irirtdiog_, Lrd; fhrrtorta C;.ii. LJi'l"tf;il;: i;i;
!l_ory* tmirh, Hor._!Irr..Crrlctoq l{o-o,-Xn. bau*, Hon. lt.. Lri,'Ui-o-'!ri;:ll"-"i;
Xrr. Ama, {rr Arebin, }[rr,.gtrt*i -"ollcr, ]I4. tlnrbi6 OrrtC lli., Xnf f;;ili l;:
rtooo, llirr Eiw., N* Charle-r Grcofcll,. M4. {rtfr-ili l, !In. }tfiftirr.-Chi;i.;il;[\
lr{.rr. Porcl,_llrr. .Bercorhrw, Ittrr. Erbuiirn Soirl, Mi, Ci.uifonir,i Uu Uinio;;,;N;;
lvtrdhrm., It. Frllorn. Urq., errd_ rll t_hc_ leriiag Bilh of tbr hru.'toE; ;i;-rilh;;;i
Acrderry.Urll. rhc Crtc-dqriE-r Brll, rha Polirh pr:ricy nell, rhcOrioil d;;a 6;;-r;;;;:rion rtiliral. &c.'&c. ,!.c.i iu wDicb rlonr, JULLTtN rir Herr xerto t-"rc lla-G
Louorr lo csniuct thc ebore-mooriolcd Ior,x.r, end rherc rhrt hrrc ".'cr-prii"i. ii riii
bccn e.hrl to Dht. th. rprriour initatiorr publirbtd urd* r -*i .i*'""Jiiii"i.1"i
drr tu i rcd Li t lcr

'T I I ID INNISKELLING POLKA FOTT THE PIANO.
I lORTE.-Jurt Publirbcd, lllrc 1.1 rr pofo1gr11 by tlrc Rudr of lb. colldrrul

Gurrdr erd Ernbkellcl Dngmnr,-Xr; brLril rt Xc Crraou.'r Uuric Llbrert lZl.
!{qrth..tr?cq llrllhton, rni rllrcrprctrblc lluric-rtllcrr

] \JEW IUUSIC. -ANNEN POLIiA (Straugs).-Not icc b
J" \ hcrcby girca tbrt thr rhorr Pollt ir ou crclurirr coiyrijhr, rr'd rr lmtt cnrb
tud ri?o cll prrroor prhlirhirg ra,l relllag rlrc uma. uber ihu our rdirioo.rill br pr
cu??d forlhjirh. To tborc rbo troct tha mclodt tr r illotrl tir rc br1 to rrlct tbrl r
thc tlrclrntioa nrlr by rbo ruthor hirurrll: - ' I rc*if; roi rlcclrrt rbri rst Arre lolh
Op. 137 coarirr. of orlgild lharnt itrcntal by ryrclf.-Yrcnhai rh. 8tb ol Oaobrr,l}I
$igncd Johro Rrr.urr, ln tbr prcrtnca of 1'ob. lirrlir3crJ-E COOKI rrd Co. !|
Princcr rlrcrt. Hlsorcr*qllrq. Loodol, publirlrtrr by Bolal licrb.rr to hqr Uorl Gnrjrf
Ifejcrty t\c Quccn, rril rolc aropricton of r I tbc lrrcrr ul rao* lubbubh oroporitil
oI Etnurr, Ltancr. Lrbit:al7. !tu.erd, ientorg rud Crnillc telrubcrt.

2 Nooember

Itr/E LSIt QUADRILLES.-The very popular rct, lor playing,
Y V ri l l  bc fc"rd lB th. " PIAltO,t f)cccmbrr, Driec lr. or lc {1., Po.3'rica l l.o

Trll3sqs6'1 frvouritr Plrurt tsdrr:r. tb:rct of rir; thc cclatrrcllVcirbrdrr ?ollr. ui
Lc  lmr  lo l t r .  by  C.  Hur tc r .  lo r  Dhtc l  r t  V ic rnr ;  th r tc  beru t i (u l  l r i rL  Po l l re rbrLc lmr lo l t r .  by C. Hurtcr .  lor  Dhtc l  r t  Vicrnr ;  thr tc berut i (u l  l r i rL Pol l rerbr
ipur rr Polke,-thc Wetcr(orrl Polie, rad thr Xrlleul Follrt roil Mr. Allcn'r rcry
ro i r  Uo!a-" Inthr  Groro nar tho Rhcr,-er  luDt bt  h i t !  r i lb  !4r l - rPt l rurc.
lor o f Ddurlo for lr, dcrptrt tork gubllrhrd' 13 Dltcr il rrcrJ lunbcr. Bublirhci
lDu.rcorrr, 10. [iddl..rot, Holbon.

30 Nooember
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I NEVER PLAYED TO MANY POSH DANCES....
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CHAPTER 5: DANCES AND DANCE TUNES

is, I think, a valtz of Vienna. I don't
know which one, but I say to the organ-
man, 'I want a valtz of Vienna'; and he
say, nvhich one? because there is plenty
of valtz of Vienna'. Of course, there is
nine of them. After the opera music, the
valtz and the polka is the best music in
the organ.....

It won't do to have all opera music in my
organ. You must have some opera tunes
for the gentlemen, and some for the poor
people, and they like the dancing tune.
Dere is some for the gentlemens, and
some for the poor peoples.3T

A number of Scan's round dance tunescanbe attrib-
uted to mid and late nineteenth-century printed
sources, and all of them, it would seem, fall within
my second category of composed tunes, at the ex-
treme limit of the polarity .The Heel and Toe Polka is
none other than Sultan' s P ollu by Charles d'Albert,
which ran to countless editions and remains in print
today. In current popular tradition it is also the tune
for the children's iingle:

One, two, three, four, fiae,
Once I caught a fish aliae.
Why did you let it go?
Because it bit my fingu so.3E

T:he V arsoubnne w as witten by Francisco Alonzo for
the dance invented by Desire, a Spanish dancing
teacher in Paris, and was introduced in London
around 1853.3eSubsequently there were many other
variations on the original composition and as early
as 1851 Mayhew reported a version of the corrupted
title, Waltz Visnna.ao

Ailaertisements for a aariety of D'Albert compositions,
including the L5th edition of his 'celebrated Sultan's Polka,
which has exceeded all other polkas in popularity' , and two
sets of quadrilles based on'national airs'.

Illustrated London News, 12 lanuary'1856.
(The 58th edition of the Sultan's Polka aras announceil in
lfte Illustrated London News for 18 December 1875.)

Jenny Lind, the 'SwedishNightingale', took London
society by storm in'1,847, after her English debut as
an operatic soprano at Her Maiesty's Theatre. Anton
Wallerstein's composition, Polka de Jenrry Lind, ap-
peared in London, having probably been published
previously on the Continent, to celebrate her success
and to exploit the outbreak of Jenny Lind fever'.
Phineas T. Barnum's promotion of her in the United
States in 1850, may well account for the tune's popu-
larity in America.alWallerstein, in keeping with the
convention of composers at that time, wrote three
parts to his polka. Musicians in the oral tradition, a
hundred years later, and as far apart as Sussex and
Chicago, Norfolk and Donegal, play versions of
Jenrry Lind Polkn compatible with each other, but,
following their own conventions, use only the first
two parts of Wallerstein's piece.a2

Rosalie, the Praiie Flower,by G.F.Wurzel, dates from
1855; Scan's version and those of other country
musicians are amazingly close to the original.a
Another of Scan's untitled polkas - in fa ct, Bic a Brac
PolkabyCharles Coote,Jr. - introduces several struc-
tural differences from the original composition.e
The key change into the second part has been elimi-
nated, presumably to accommodate the single-row
melodeon, and the last four bars of each part, al-
though related melodically to the original, are quite
different, and have been reconstructed to follow
local melodic conventions. The third part and a
bridge passage have been left out altogether. The
minstrel song, Buffalo Girls, as kan played it, con-
tains a subtle variation from the printed melody in
the first part and a total invention for the second.s

T-I'ALBERT'$ ALBUII tbr l.\.i0._Just pub-
l-f- l lrhe,l..pricc l3r.-Elotsu:ly brund in \t 'arcrod sii lki lud wlih
l.vfi. lett ef l l luttrrt ionr by l ltr lrdErd. fho Frent poputirity of U.
U'.t lbet: 'r fdinrcr Ailrurtrr htrr inrl[ced tt i l l_trt '  r:,.r carO irr rirc pru-
t luc l ien  ! f the  I , rJ t rn l . . to r l  t l l $  pub l i rher : i . c ! r .s ro r . r r l  th r r  thc  A l ium
fo? lS,ri \. 'r l t l{} forrad th€ tnult elugaut ro,l,r!trrtctiyc Ilutici l prCAqut
gverproJlccrl. l-t contrlnt I uuqrbrr ofeutirrlt nert l 'Arr$, rrew
Pulhu. rtw rtu:rdri l lrr, &c,. &c.. c,)nrporr{ .ri ru j ly h-v !t. U,.i lbti l .
gru! fr:a of f).u{c.-( ' lAt'I,rLL i0, -\ew Liou.l-rrr.etl

'ALBERT'S CIIiCASSIAN POLK,l,. Jusr
I-l po,'rllshed,.rplendidly itlqrrra:r,t, Drica 3.. .{^ rirrl eod cnm-
pr.uion lo U'-\l[Ert a ci: el)rrtql Su:,rn'. [rr!la. shicb lrra ercr=rlcrl
rll otlrer polLu in grpderlty. $.o! fa,r of porlrgc.

ct|^r.pttLr f0, liew BouJ.rtrccr.

T}AIBERT'S BONIiIE DU:;DEE QUAD-
I-zl Rk.LE. horu?inr:l!- illurtrlt? t. l,rico {r, lt. D'Albcrt.r lar3
Bso ce! t  set  o l r luul ' i i ler  r t r  So'ch a ' r . .  jur t  pur, l i thed.

Cu^r'l 'rLL, 3), l-ew Uonrl.rtreet.

'A.LBBRT'S SULTAS'S POLKtr -Tho lith
-l--l Edirlon of lhir frroririru piltr: ebo rho Kf:((i plf,pltl
POLK,\, l-itb Erlitlon. I'rlct 3r. ,:ach, :raudJirt:y.ilrrtrrrrd; t.uii
otclratrrq i| '  i  pJ|trB€ fr.t

Clr.r[ 'r ' lLL, 50. Scw B;ad-.rreet

T}ALBERT'S EliGLa\D. A Quadrillo on
I l  -Elg l i rh l i r r  

"Thc morr . . r l r ! , ra icd rud rno,gsFirkt :ogof
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Not for loseph was composed by a music-hall per-
former, Arthur Lloyd (1839-1904). The chorus - 'Oh

dear no, oh dear no, not forJoseph, not forJoe' - was
taken up as a political jibe and directed at Joseph
Chamberlain.6One of Scan's untitled waltzes couples
a theme from an Italian song,Il Baccio, by Arditis,
with another that appears on American old-time
fiddle recordings.aT

George Grossmith's 1886 song }rrit, See Me Dance the
Polka,hasbeen improved, not only by a subtle shift
in the melody but also by an additional part com-
posed by Bill Gorringe, and Down the Road, by
Frederick Gilbert, popularised by Gus Elen in the
music halls in the 1890s, has similarlv had a second
part added to it.

Scan: There's two parts to a tune, and if
there was a tune I learnt and I ... didn't
have the other part, well, I made a part
up to it. [MPI

In the case of another of Scan's schottisches, the
second partasplayed by Scanand Bill Gorringe is in
the major key, as opposed to the minor key part in
the original. David Nuttall identifies this tune as
Rainbow Schottische, by Henry Kleber, and Winter's
N i ght S chottische, arranged by Charles Coote, identi-
cal melodies dating from around 1856.48

One of Scan's waltzes was known as Sweet Smiling
FacabyHarry Cox of Catfield, Norfolk.aeTwo other
old waltzes Scan learnt from Trayton:Nutley Waltz,
which Scan associated with dancing atNutley lnn,
and Th e Man in the M o on, for which a broadside tex t
has been found.so The schottische recorded by Bill
Gorringe is a relative of the country dance tune,The
Steamboat,slOne of Scan's favourite polkas was also
played by Walter Bulwer. It shares one eight-bar
part with On the Green, a multithemed piece the
Norfolk hammer dulcimer player Billy Bennington
learnt from a village band, which in all probability
learnt from a written score.s2

Some of the tunes Scan used for round dancing pre-
sumably had little currency beyond a small network
of musicians. Others circulated far and wide, even
across national borders and oceans, apparently with
little assistance from comrnercial media. If there was
a degree of insularity within Scan's early environ-
ment, and if his repertoire of round dance tunes now
strikes us as unique, he and his mates were, in fact,
in the mainstream of a popular culture that existed
among rural working people throughoutthe British
Isles, and he shared tunes with musicians he could
never have met. (See Appendix A.)

THE VETETA AND SEQUENCE DANCING

The combination in 1900 of the best-selling Merry
Widow Waltz, and Arthur Morris's dance invention,
the Veleta, brought about another fashion in ball-
room dancing.s3 Based on the existing form of round
dancing the V eleta spawned a generation of deriva-
tives: the Military Two-step (|ames Finnigan, 1906),
the Bosfoz Two-step (Tom Walton, 1908), La Rir*n
(W.F. Hurndall, 1909), the Progressiae Barn Dance
(C.J. Daniels), the Ery er ano B ar n D ance (T. Almond )
and many more.s Scan and his friends accepted
them as similar to the old round dances; Scan, in facf
called them round dances, although professional
dancing teachers favoured the term'sequence danced.

Scan: I played the Cake Walkand the Iz
Rinka. Of course, the La Rinkawas a
skating dance, and I used to play them
one time of day, but they didn't last
long; they went out of date. [MP]

Indeed, many lasted no time at all, but a half dozen
or so passed into popular tradition and are still
danced. The highly mannered posturing demanded
by the Old Time Dance Committee of the official
Board of Ballroom Dancing and projected on the
television show, Come Dancing, has forfunately not
affected the more natural style to be seen at socials
and wedding parties, when middle-aged working
people get together. Scottish accordeon players, from
the Wyper Brothers in Edwardian times to William
Hannah in the 1920s and Jimmy Shand in the 1930s,
recorded music for these couple dances. The records
byJimmy Shand and his Band issued between 1947
and the late 1950s, including La Rinka, the Barn
Dance, In Va, Eaa Three-Step, Gay Gordors, St. Ber-
nnr d' s W aI tz, Military Two-Sf ep and many polkas and
waltzes, are evidence enough of a market for these
'old-fashioned' dances.

The two decades either side of the turn of the cen-
tury produced a greatnumber of music hall and Tin
Pan Alley songs/ which became lasting, universally
popular favourites. Daisy Bell, Old BulI and Bush,
D ear OId P als, Th e Honeysuckle and the B ee, In the Shad e
0f the Old AWleTree, After theBaII, Comrades,lust Like
the Ity, Man who Broke the Bank at Monte Carlo, and
Two Little Girls in BIue, come easily to mind, and
there were dozens more. Sheet music, gramophone
records and personal appearances of Florrie Forde,
Harry Lauder, Haoy Champion and others at the
variety theatres spread the songs around, and Scan
had many of them, which he fitted into his dance and
sing-song repertoires. He heard the gramophone
early in this century, although he did not buy one
until the 1920s, and he went to the variety theatre in
Brighton. His interest was in tunes, rather than
performances and throughout his life he had no
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particular favourite professional musician or singer.
In spite of the many records of his own kind of
material available nationally by Peter and Dan Wyper,
he told me he had never heard of them, nor had he
heard of Alexander Prince, a prolific recording artist
on the duet concertina. Fairground organs were
more to his taste.

Bert Woods: There used to be fairs come
round. He'd be out there listening, and
the organ's going round, and he'd have
it ... Yetr, he'd have it on there next day.
Yes, stand out there listening to it.

Ooer the Waoes, a Mexican waltz of 1891, was one
particular tune Scan learnt from a fairground organ:

Scan: I got on the roundabout and I sat
there till I learnt to play the bloody
thing! [DNl

NOTES

1. The Norfolk men are great at stepdancing. It is
curious to watchthe impassiveness of their faces and
the utter stolidity of the upper part of the body and
arms, and contrast them with the marvellous rapid
patter and stamp of the feet on the floor.'(Charlds J.
Staniland,'Norfolk Nooks', The Graphic, 22.10.1,887,
P.457).

2. Yorks' are strings tied round trouser legs, just below
the knee, 'to keep the dust out of your eyes.' (Jack
Norris).

3. "Women definitely did it even in the days of long
skirts; it was a matter of feminine pride that women
could outlast the men when in competition.'
(Humphreys Family,'A Broom Dance From Devon',
English Dance I Song,XYlll,6, (7954), p. 205).
'A dear old Svmondsburv woman in full black skirt
and tightbodice did a spirited broom dance.'(M. E.
Mayne,'An Old Dorset Music ian', E.D.€t 5., XV, "1,

(1951), p. 152).

There are photographs of two mid-Suffolk women
performing the Broom Dance in fohn Hows or{ s, Many
A Gad Hor*man: A Sunry of Traditional Music Mnking
in Mid Suffolk (1985), p. 33, 46.

For examples of sound recordings of Scan's tune for
the Broom Dance, see Appendix A.

4. George S. Emmerson, 'The Hornpipe', FoIk Music
J our n aI, ll, 7, (797 0), pp. 12-34.

5. Irish country stepdancing is commonly in hornpipe,
reel and jig-time and less commonly in hop-jig-time.
A sound recordingof Irish stepdancing in waltz-time
is the McNulty Family Mayo/New York),Thc Stone
Outside Dan Murphy's Door - Waltz CIog, Rex U234
(1937). Dick Hewitt (Norfolk) can apparently step in
any rhythm.

Yes, it was only a penny a ride then,
mind you. That was before the War, and
I sit on there till I learnt it, and I don't
know how many rides I had, but not
many, because I heard it - heard this
regimental band playing it at
Crowborough sports - and I'd sort of got
hold of bits and pieces and, you know,
that all come to me when I got on that
blinking roundabout, listening to the
organ playing it. [DNl

There's nobody likes music better than I
do ... For example, when we used to
have the clubs and fairs, those organs.
I've always said, 'I wouldn't mind
having one in my front garden.' Because
it's marvellous things they are... Well,
he's a clever man that makes them. [AW]

5. Scan: 'That used tobe a real old pub song didnlt it
at one time.' [DN]

WaltzingMatilda was published in 1917 (i.e., after the
Gallipoli campaign). Does Scanls stepdance tune
pre-date its publication, or did Scan base it on the
3ong air at atime after he had stopped playing for
stepdancing?

7. The earliest known printed version of SoWier's loy is
in McGlashan,Collection of Scots Measures (c.1781).

Scan's untitled version of the Cliff Hornpipe is on
Topic 2-12T455 / 6, side 4, trackT .

Charlie Wills, Ryall, Dorset, told me the Monkey
Hornpipe was danced to the KeeI Row by two men
facing each other, squatting and holding both hands
with each other. They kicked each leg out in turn in
time to the music unhl one gave up.

Scan's No.1 Stepdance and the London Clog are differ-
ent hornpipes, sharing some common characteris-
tics. Stephen Baldwin's Liaeryool Hornpipe lies be-
tween them and makes the connection.

For examples of sound recordings of these tunes, see
Appendix A.

8. Scan's untitled version of this hornpipe is on Topic
2-1,2T455 / 6, side 4, track 8; Bill Gorringe's version
is on side 2, track 6c.

9. For an account of Bert Pidgeon, melodeon, Alfie
Tuck, tambourine, and a set of old-timers perform-
ing the Four-Hand ReeI at the Women's Institute
Symondsbury, Devon, see Mayne, 'An Old Dorset
Musician', p. 140.

For examples of sound recordings of Scan's tune for
the Reel, see Appendix A.
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10. '[D]anced by Aldridgd McGlashan,Collection of Scots
Measures ). Information on John Bill Ricketts is con-
tained in Emmersory The Hornpipe'.

For examples of sound recordings, see Appendix A.

One title for the htne, Pigeon on the Gate, used in
Suffolk, belongs toanlrishreel. Thesyntactical struc-
fu re of the name (noun/preposition/article,/noun)
is used for Irish reels and jils, and very rarely for
hornpipes.

11. A country dance can be described simply as a line of
men facing a line of women. Usually ih'ere are four
eight-bar figures, the fourth being a progression,
where the top couple finishesat the bottom of the set,
and thus everv couple evenfual dances in the top
place, or every othei couple moves down one plac^e
and the remaining couples move up one place.

12. These are the earliestknown references to the follow-
ing funes:

St. Patrick's Day; Rutherford, Two Hundred Country
Dances (see Francis O'Neill: IrishFolkMusic (7910),
P.234).
Garryourn appeared in a pantomime, Ilarlequin Amulet
(O'Neill, p.234).
Bonny Dundee: Moffat gives the date and credits the
composition to Charlotte Sainton-Dolby ( Minstrels of
S cotland (1896), p. 242).
Irish Washerwoman: Thompson, 24 Country D ances for
1789.

Tlte lrish Washerw omanrepresents two musical tradi
tions in its composition. the first part, which harkstions in its composition. The first part, which harks
back to Dargason or Sedany (John Playford,The Eng-
IishDancing Mnster (7550-51)), is in whatin Irish andIishDancing Mnster (7 )), is in what in Irish and

Corn Rigs, King's Own Royal Lancashire Regt.
Ap Shenkin, Welsh Regt.
OldTowbr, King's Shropshire Light Infanhy.

(Regal G7304, G7310 and G731.0 respectively by
Regfmental Band of H.M. Welsh Guirds tc.iSt6-
17)).

Dashing White Sergeanf, The Berkshire Regt.
OVinner 307$ Band of H.M. lst Life Guards (19i7)).

15. Henry Mayhew, London Labour and the London Poor,
III (186r), pp. 159-150.
'Come, Haste to the Wedding... is more frequently to
be heard upon the chimes olcountry churihes tfran
any other, and usually played when a wedding is
about to take place. ln1767,itwas introduced inio a
pantomime calledThe Elopement, performed at Drury
Lane Theatre, and we have not yet seen any older
copy.' (Chap pell, N ati onal En glish Air s, p. 7/9).

For examples of sound recordings, see Appendix A.

15. I remember Scan's Galop as follows:

Longways for as many as will.

8 bars: Join hands in lines and dance with a springy
walk forward and back twice.

Q bars (or more, depending on the number of couples):
Partners join both hands across the set, galop up the
sct, following the top couple who casts left, galoping
down the seI to the'bottirm and up the selto iheii
original positions.

8 bars: The twq lines stand in position while the top
couple galopsbetweenthem tir thebottom of the set.

I am unable to remember whether there was a fourth
part! Fanny Lander mentioned an arches figure.

17. Philip J. S. Richardson,The Social Dances of the Nine-
teenth Century in England (7960), p. 69.

The Galop was on the programme at the Batchelors'
annual ball, lcwes, in 1914. (Sussex Express, 8.8.1914).

18. Mayhcw,III,p.202.

19. Thomas Hardy, Under The Greenwood Tree (7896),
chapters 7 & 8.

TheTriumph appears in Preston, 24 Country Dances
for theYear 1793.

The country dance, Sir Roger de Cuteiley, was still
commonly danced at genteel private gatherings until
comparatively recently. Rev. J. Ward Petley talked
on 'Old Suss6x Custoins'at tire Women's fnstitute
mecting at the Siar hut, Piltdown 'Afterwards mernbers
joined in dancing Sir Roger de Coverley.'(Susxx
Express, 21.3.1930).

20. For recorded examples of Scan's tune Pretty Little
Dear, see Appendix'A.

21. Richardson, Social Dances, pp.58,70-74.

Charles Louis Napoleon d'Albert was born near
Hamburg in 1809 and came to London in 1815. He is
described as a French dancing-master and composer.
He spent time with the ballet in Paris and became the
ballet master at the King's Theatre in London lin the
1 840s1. (Stanley Sadi e, ed., The N ew Groae Dictionary
of Music and Musicians, I (1980).

Scottish music I term 'ethnic' style, i.e., based on a
two-chord structure. The second is ltalianate, em-
ploying a more complicated chord progression.

For examples of sound recordings of thelrish Wash-
el'uroman and Scan's 17th of March, see Appendix A.

13. Scan played A Hundred Pipers. I do not know if he
knew Bonnets So Blrc.

14. O'Neill, Irish FoIk Music, pp. 778-9.

W. Chappell noted of The GirllLeftBehind Me: This
air has long been in use on the English stage as the
Morris Dan"ce, andintroduced in alivillag" f6stiuitint
and processions. It is also played when a man of war
weighs anchor; and by each regiment on leaving the
town in which they have been quartered: indeed, no
air has been, for the last fifty years, more universally
popular.' (Chappell, A Colieaion of National English
Airs (1838)).

The following are examples of country and country
dance funes ised as regimental ̂ ar.fiur,

Kinnegad Slashcrs, Gloucestershire Regt.

lViJh I o ckey T o T hc F air, King's Own Yorkshire Li ght
Infanhy.
Speed Thc Plough, Suffolk Regt.
Huntsman's Chorus, King's Own Royal Rifle Corps.

(The above from National Army Museum, Lon-
don, ref. 6501-38.)
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22. G. Cruikshank, Elegancies of Quadrille Dancing, en-
graving (1817) (Reg Hall Collection).

23. The nearest we are likely to get to the original sound
of the music is the Smithsonian Institute's recorded
recreatiorg using original scores and authentic pe-
riod instruments. This, of course, was not a function-
ingdanceorchestra, and theperformances sadlylack
dii-rce quality. Jullien's famous orchestra of the i850s
might, perhaps, have interpreted the notationwith a
littl'e mbre liit. (Smithsonian Social Orchestra And
Qua&ille Band (Washinglo+ D C)' l9th{-entury Atneri-
can Balboom Music: W altzcs, Marches, P ollas and Othct
Dances, 1840-60, Nonesuch H-71,373 (1974).

24. Perseverance Cricket Club, annual ball,Bridge House
Hotel: Mr. Goll's quadrille band was in attendence
and played upwards of 24 pieces of music, compris-
ing <iuairilles, polkas, lanc6rs, caledonians, redowas,
schottisches, al-berts, valses and galops.' (Bermondsey
and Rotherhithe Adoertiser, 5.3.1881 ).

25. Larry Lynch, in his recent book on Irish set dances,
states: Throughout the nineteenth... century rural
people danced sets in their houses and at public

|atfierings'. This is based on a misinterpretat:ion of
secondary source material.I am inprocess of piecing
together ihe evidenceand inanticipationof complet-
in[ ttre research, I suggest the intioduction of qua-
drille dancing in rural Ireland dates from the last
quarter of the lgth century. (Lynch, Set Dances of lre-
land: Tradition and Eoolution lie}D , p. 2).

25. Some further Sussex Express references to quadrille
dancing in Sussex:

Burwash quadrille class (6.3.1 897).

Winding up Burwash quadrille class (6.4.7897)'

Battle quadrille class long night (7.1.1905).

Rotherfield quadrille class end of season dance
(7.1.190s).

Haywards Heath quadrille class end of seasondance
(4.3.190s).

Heathfield and Waldron quadrille class (28.4.1911).

Harry Martirl WestHoathlyTipteerers, told me that
the Lancers was danced to melodeon and piano in
East Grinstead during the Creat War'

27 . Sussex Express, 1 1.3.1905.

Dancing classes were still being held there in 1910
( Sussex Express, 1 1.2.1 91 0).

28. Sussex Express, -.2.7897.

29. Band of H.M. Irish Guards, Regimental Marches of
King's Royal Rifles, Royal lrish Rifles, East Lancashire
Regt., East Surrey Regt., Royal West Surrey Regt.,
Winner 2805 (1915).

Regimental Band of H.M. Welsh Guards: The Buffs'
Royal Sussex Regt., Queen's Own Royal West Kent
Regt., Regal C7308; Royal Irish'Rifles, East Sutrey
Regt., Regal G731,0 (c.7976-17).

30. LionQuadrilles, Columbia-Rena 1435-& (4th Figure is
also on Topic t2T376);Blackthorn Quadrilles, Colum-
bia-Rena igqe-g; Pibroch Quadrilles, Regal G7581-2;
Original Lancers, Regal G7585-7; Thistle Quadrilles,
Parlophone E3150-1; Lothian Quadrilles, Parlophone
E37 47 -8; Patience Quadrilles, Beltona "1512-3.

Other examples; Fred Cameron (Elgin), S cottish Qua-
drilles, Zonophone 309-311 (1909); Bob Smith,Ideal
Loncers, Beltona 1691-2 (1931) (srrt Figure is also on
Topic 12T320); Bob Smith, Highland Quadrilles,Bel-
tona2337-9 0934).

31. Interview with Scan Tester, Mid Susw Tittes, 2.9.7971'

32. Anne Loughran and Vic Gammon, A Sussex Tune
Book(7982), tune no.67.

Recorded examples of the tune Scan used for the 1st
figure of the Lancers include:

Band of H.M. Irish Guards, Winnet 2722(7914)'
RegimentalBand of HM. WelshGuards, Repl G7310
(c.1916-7).
Fred Pidgeon (Devon), Circassian Circle, Folkhacks
FSA087 (19s4).

33. Whereas the polka took elite society by storm, the
schottische appears to have caused no such stir, at
least as evidenced in the contemPorary press' The
earliest reference I have found is a classified adver-
tisement offering lessons inlz Schottische (Illustrated
London Nears, 21.10.1848).

34. Henry Mayhew and Peter Quennell, Mayhew's Lon-
don (n.d), p.42.

35. Richardson, Social Dances, p. 113.

35. Mayhew,III,p.182.

37.  Mayhew, l I I ,p .776

38. For examples of sound recordings of the HeeI and T oe
Polka, see Appendix A.

39. Richardson, Social Dances, pp. 97 -8.

An early band recording of the original tune is: Mu-
sique de la Garde Republicaine (France), IaVarsooi-
ana, Danse de Salon'ile Alonzo, Lutetia F3081 (un-
dated).

40. For examples of sound recordings of Scan's Walfz
Vienna, see Appcndix A.

41. Sadie, ed,New Groae, X, pp. 865-856.

42. Wallerstein was born in Dresden in 1813. He was a
professional musician, who began composing in
1830, and specialised in composition from 1841'
(Sadie ed., New Groae, XX, p.779).

43. Song sheet, with piano accompaniment (David Nuttall
Coli-ection); broa-dside (Stev6 Roud Collection).

Recorded examples of this tune:

Billy Ballantine/Jimmy Hunter (Northumberland),
Schottische, Topic 12T283 (1954).

Dan Wyper, Sebction of Schottisches, Rena 1345 (1910)'

44. Scan's version of this tune aPPears on Topic
2-12T455 / 6,side 4, track 2.

I have secna copyof the sheetmusic fortheBricaBtac
Polka with the acquisition date of 1885 in handwrit-
ing. I worked frcim a manuscript copy from John
Howson.

45. Buft'alo Girls was first published in 1839 (Alan Jab-
bour, accom panyi n g notes f or the LP Amerian F id dle
Tunes (Library of Congress L52).

45. Peter Gammond, Your Own,Your Very awn!,
pp. 24-25 (David Nuttall).

9 t
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47. Scan's version of this tune appears on Topic
2-12T455/5, side 4, track 3. 

- -

For examples of sound recordings, see Appendix A.

48. Scan's version of this fune appears on Topic
2-12T455/6, side 1, track Z iid Bill Gorrhge,s on
side 2, hack 5d.

For examples of sound recordings, see Appendix A.
49. Scan's versicn of this tune appears on Topic

2-12T455/6, side 3, hack 8. 
' '

50. The f irst part of Scan's N utley V{aIt z is the first part of
L'Amour'Endormi Waltz, c. t-gto by teor. du t'errail,
one of the r15 pseudonyms ci Chailes Lrthur Rawi-
ings (DavidNuttall).

A broadside t ext of Man In The Moon is in the posses-
sion of Steve Roud.

51. Bill Gorringe's version of this tune is on Topic
2-12T455/6, siCe 2, track 5e.

The Steambaaf is printed in Ma.rd Karpeles, Tarclve
Traditional Dan czl (1-93 1), p. 2',t .

52. Walter Bulwer (Norfolk), untitled (1952),Topic 1.ZI2�AA;
Billy Bennington (Norfolk), On the Grien (7972),
Topic 12TS229.

53. David Nuttall identifies the tune Scan used for the
V eleta as the Inspiration V eletaby Everitt. Examples of
country recordings of the same piece are:

Percy Brown (Norfolk), Waltz for the Veleta Qg72),
Topic 12T229.

Michael Gorman (Co. Sligo), Veleta Waltz (1952),
Folktracks FSA077.

54. X believe that details are available of some six hundred
sequence dances... Only the best of them reach the
bafiroorn, and of those which do, very few survive
for iong.' (Victor Silvester, OldTitne flancing (1949),
P.4o).
Silvester (1949) and Michael Gwynne si',re instruc-
tions for some of.the dances in Scan's reiertoire, and
give dates anci composer credits (Gwfin e, OId Time
anil Sequence Dancing (1950)).

One of the two concertinas Scan owned at the end of his life, a 30-key ClG, maileby C.lefties, c. 1900.
Nous in the possession of Wiil Duke of Barcombe, Sussex.
( P hot o gr aph : G r aeme Kirl<ham)
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Chopter 6:
Fiddle, concerliho,
melodeon ond tombourine

n spite of itsintroductionatthe verypinnacle of
English society - at the courtof HenTVIII - the
violin met with resistance among the elite. Its

brilliance of tone, greater volume and carrying quality,
found little favour with lovers of the established
viol. Discussing gentlemen players of the viol before
the Restoration, Anthony Wood wrote, 'They es-
teem a violin to be an instrument only belonging to
a common fiddler.'l Violins were initially imported,
and were therefore expensive, but within sixty to
eighty years of their first appearance in England
there were apparently enough fiddles in the hands
of working men for the phrase 'a common fiddler' to
have meaning. John Playfcrd, author of dance manuals
for the elite, wrote of the treble violin inhislntroduc-
tion to the Skill of Music (1660) as a 'cheerful and
spritely instrument much practised of late.'

By the middle of the seventeenth century the violin
was established as the dominant instrument in main-
stream art music and the dance music of the elitg the
instrument of the professional, trained musician. In
its other guise, as the fiddle, it was the most popular
danceinstrumentatthe lowerend of the social scale.
Trained professional musicians presumably modi-
fied their viol techniques for use on the violin, but
had there ever been a popular hadition of viol
playing? 'Common fiddlers', I suggest, invented
and developed their own playing technique and
evolved a new repertoire, partly by the adaptation
of existing material and partlyby the creation of new
genres, within a generation or two.

Early evidence of 'common fiddlers' in Scan's local-
ity is found in the personal account book of Ciles
M@re, rector of Horsted Keynes, 7656-1.679, which
provides not only the names of two fiddlers in the
village, Cain(e) and Old Joseph, but some clues
about their activities.2Moore records payments to a
fiddler or fiddlers at eighteen weddings, although
he officiated atmany others withoutmaking similar
payments. The questions arise: what were the status
and function of the fiddlers at the weddings and
why did the rector pay them? Keith Thomas's gen-
eral comment, that the Puritans 'objected to the

bagpipes and fiddlers who accompanied the bridal
couple to church,' suggests that the Horsted Keynes
fiddlers might have processed to the church with the
couple and the rector's payments were tips, just as
he doled out to the trowling boys'.'However, on
25 April 1664,Moorerecorded'Giv'n atH Pellings
feast to the Fiddler 5d his son 4d', which at face value
would establish the fiddlers as secular performers
employed for the festivities following the wedding
ceremony. A third possibility, supported bywhatis
known about Sussex church bands, but unsupported
by the fact that the payments were recorded in
Moore's personal accounts and not those of the
church, is that the fiddle music was used in the
church service. What seems clear is that, as a leading
member of the local gentry, he patronised the village
musicians.

There is no reason to doubt the directline of descent
from Cain and Old Joseph to Scan, the Gorringes,
Denner Head and the Awcocks, but equally we
must not assume it. What changes in style and
fashion, social function and status could have oc-
curred in 250 years?

A fiddler closer to Scan in time and not too far away
geographically was Michael Turner (7796-1885),
shoemaker, parish clerk and sexton at Warnham in
Sussex.a He was seen towards the end of his life as a
local character, perhaps a link with a disappearing
past, and a brief biography was published, for sale
on a picture card:

He was in great request at Village Fetes
all the neighbourhood round, and at the
big houses, to play the music at their
dances; and between times he would
perform a first-rate iig playing his fiddle
the while, or sing a capital comic song.s

As leader of the church choir, consisting of fiddle,
clarinet and cello, he claimed he could 'play the tune
on his viol, sing the 'seconds' himself and beat time
with his head for the rest'. He was musically literate,
to some degree at least, as he left two manuscript
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lohn Hope, aged 97, of Beaconsfield
Terrace, Cr oss-in-Hand.

(Sussex Express, L9 August 7927)

books dated L845-9 and 1852, containing tunes for
quadrilles, polkas, waltzes, country dances and
psalms. Some, if not all, of these pieces were copied
from print and included expression markings in the
notation.

Turner was respectable and respected, relatively
poor but at the upper end of the working corunu-
nity. His biographer was from further up the social
scale and may not have been privy to all of Turne/s
activities. Did Turner ever play in pubs? He played
for his own jig dancing, so did he also play for
stepdancing? Clearly he was employed by the gen-
try to play at their private balls, yet he also played at
village fetes - a foot in two camps. Christopher
Stephens of Fairwarp remembers his father talking
of the 'old days' when Mr Cap Hemsley (fiddle) and
Old Frog Spat from Five Ashes went to the big
houses to play, booked by the gentry, Christopher
thinks, to add local colour for their house guests.
Did Turner allow himself to be patronised or was he
a real craftsman employed because of his practical
skill as a dance musician? Did he have two working
repertoires, one by ear and memory for the village
working people and the other from print for the
gentry? Did he follow the expression marks on the
sheet music, or did he play with a flat tone and even
volume?

The manuscriptbooks indicate a heyday during his
early middle age, half way through the nineteenth
century, with an up-to-date repertoire of recently
published pieces (Ia TempAtu, pnny Lind Polka and
theOiginnlSchottischePolkn,f orexample),butwhat
did he play as a young man, and did his repertoire
progresswith changing fashionslater inhis life? His
biographer makes no comment about whether he
had any musical partners, except for mention of the
church choir. It is difficult to visualise him making
secular music without contact or association with
other secular musicians. Did he play in a dance band
of any sort?

In 1927 a newspaper reporter chanced upon a fid-
dler with elements in his experience common to
Michael Turner, who mightwell have metor known
Scan and the Fairwarp musicians. John Hope, a
carpenter, moved to Cross-in-Hand, near Heath-
field, around 1887 from nearby Hadlow Down, where
he had been born in 1829. Aged ninety-seven when
he was interviewed, he first of all sang to the reporter
Whatis theLife of aMan to his own fiddle accompni-
ment, and then talked of his early days playing for
dancing atBlackboys and Hadlow Down:

Though he has never belonged to an
orchestra, Mr Hope used to be in great
demand at the country balls, where he
had to play on an old fiddle, owned by
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CHAPTER 6: FIDDLE, CONCERTINA, MELODEON AND TAMBOURINE

his father a hundred years ago ..... Asked
to name his favourite tunes, he named
"The Soldiers' Joyi' 

"The Triumph," and
a ditty, the first line of which runs, "Oh

beautiful star in Heaven so bright.".5

What little I know of Scan's fiddle style is based
largely on the three occasions I heard him play Tfte
Girl I Left Behind Me, double stopped in G and C, the
two occasions he played 32 bars of a schottische,
and the advice he gave me.7My lasting impression is
of a stylist. His tone was flat, with no hint of vibrato,
the melody line was broken up rhythmically, and
there was more to his right hand than single bowing.
His comment, 1 used to use a short bow, not like
Reg's' [MP], implied its physical size, not his me-
chanical method. In the Hee I and T o e P olka he showed
me how on the first two beats he would make heavy
down bow strokes right across the fiddle, catching
the G and D strings open and the A string fingered
as B, and on the first two beats of the fifth bar he
would do the same on the open G, a fingered E on the
D string and a fingered C on the A.

Mervyn Plunkett heard of Bill Gorringe from both
Scan and Jack Norris, and his unexpected,lightning
visit to Bill's home in Cuckfield resulted in the
recordings issued by Topic.E Within about fifteen
minutes, with only a few false starts, Bill played the
sequence of tunes on the record, together with a
rough Cock o' the North and an abandoned Phil the
Fluter's BalL which have been omitted. No conversa-
tion was recorded, except for the comment'I seem to
forget'em all'. Mervyn took me round to see Bill
shortly afterwards but it seemed unlikely that he
would ever be persuaded to play the fiddle again.
His recorded performances are really quite remark-
able, not only as the only surviving recordings of an
old Sussex country fiddle style, but as music in their
own right. At 87, infirm and out of practice, with his
elbow resting on the table to support the fiddle, his
mind was alert enough to be able to present a brief
cross-section of his early repertoire.

His style conforms to expectations generated by the
recorded evidence of a handful of his contemporar-
ies and peers from other parts of southern England.
He produces a flat tone with no finger vibrato,
occasional droned open strings and a punchy, ani-
mated dance rhythm, employing subtlemelodic and
bowed variations and Scotch snap,e and he uses
mostly single bowing, with occasional tied bowing
on triplets. The tunes, as they appear on the record,
are pitched in the keys of F or C, although he fingers
as if he were playing in the keys of G or D on a fiddle
tuned in concert pitch. Either he tuned the fiddle
down a tone, or the tape recorder was running fast.
The use of G and D fingering establishes that these
keys were used by the Fairwarp fiddlers.

CONCERIINA AND MELODEON

The single-action English concertina, essentially a
drawing-room instrument, was patented in 1829. It
was some time, however, before the German double-
action concertina was designed and subsequently
developed in England as the Anglo-German concer-
tina.It is not known for certain how and when the
latter instrument, the type Scan played, found its
way into popular use in the countryside. Mervyn
Plunket tentatively suggested

... the sequence of penetration as roughly
1850 - 1885; German rectangular
concertinas ... being replaced by British-
made instruments from then onwards,
but the concertina being swamped quite
rapidly by the melodeon from 1885 -
1890 onwards reaching apogee before
vvw1.10

A young lad, the son of a labourer, earning his living
playing the crncertina in london in 1851, told Mayhew
about the popularity of the concertina in the 1850s:

I was about getting on for twelve when
father first bought me a concertina. That
instrument was very fashionable then,
and everybody had it nearly. I had an
accordion before; but it was only a
1s. 6d. one, and I didn't take a fancy to it
somehow, although I could play a few
tunes on it. I used to see bys about my
own height carrying concertinas about
the streett and humming them....I play
entirely out of my own head, for I never
had any lessons at all. I learn the tunes
from hearing other people playing of
them. If I hear a street band, such as a
fiddle and harp and cornopean playing a
tune,I follow them and catch the air; and
if it's any sort of a easy tune at all, I can
pick it up after them, for I never want to
hear it more than twice played on an
instrument.ll

If the concertina was common on the streets of Lon-
don in the late 1850s, Mervyn Plunkett's estimation
of its arrival in the countryside about 1850 may not
be far out. Scan was in all likelihood from the third
generation of concertina players. Those he men-
tioned in tape-'recorded conversations were Joe Marten
(born 1870) from Chelwood Gate, Albert Browning
and Harry Woolgar from Horsted Keynes, and his
own brother Trayton, all a generation older than
him; and his youngerbrother, Will, and Tommy and
Martha Stephenson fromNutley, who were roughly
hisown age. Scan implied that, althoughheadmired
the playing of Browning and Woolgar, and learnt
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tunes from them, they were not technically ad-
vanced; Woolgar could only play on one side of the
instrument.

I suspect that Joe Marten and Trayton took a rela-
tively simple technique - perhaps little more than an
uncluttered statement of the melody, based on the
established fiddle style - from the first generation of
country concertina players, and made something
more of it. Joe Marten was good with his hands,
inventive and musical, and seems the likely candi-
date amongst the Chelwood - Horsted lads for ex-
ploring the instrumenfls possibilities. Trayton was
in the right position to have been the one whc
adapted the Fairwarp fiddle stepdance tunes for the
concertina. The articulated melcdy line, dressed by
triplets and fill-ins between phrases and underlined
by parallel octaves, (the two notes of each cctave
played on different sides of the concertina) anC
harmony represented by the odd, almost accidental
use of thirds in place of octaves, characterise the
Tester style. These techniques, together with the lift
generated by the attack, staccato notes, the sharp
intake of air in the bellows and the heavy punctua-
tion at the end of an eight bar phrase, were, in all
probability, Trayton's gift to his younger brothers.
The recorded duets by Scan and Will of tunes from
their childhood are played in near unison. If Scan
used his musical creativity in many ways, in absorb-
ing 1920s dance tunes, for example, it was not em-

ployed in modifying his old material. It is probably
safe to assume that, when we listen to Scan and Will
in duet, we are hearing Trayton's music.

Scan heard very few other concertina players, at
least not players of the Anglo-German concertina in
a country style, although he probably heard English
and duet concertinas at the varietv theatre and on
the wireless.

Scan: I like to hear a concertina played
(especially my younger brother; he used
to play a lot), especially if I was in
another room listening. Well, I expect
that was the only time I heard the
concertina played. [VSl

When we used to play together we
always used to play in C; nearly always
play in C. I used to play a B flat
instrument a lot. My youngest brother
used to play a B flat instrument with me,
and, well, thafs what I used to play on
Brighton beach ... and that was a jolly
good instrument. That was one of
Lachenal's make. I sold it about a month
or six weeks ago [speaking in July 19561
and it was a five-fold bellows. You see,
my wrists are a lot weaker than what
they was when I used to play that, and it
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was blooming hard work to play it. You
know, I had a job to [move] it to and
throw lfrol. And then I had this
rheumatism as well, so I thought, nVeil,
I'll sell it'. I took it down on the coast lto
a clubl one night with me, and I thought,
nVeil,I'll take it down there, and I'll play
it, and see if I can sell it. 'And blowed
me, if I didn't get a buyer come for it
directly. I sold it to him. I didn't leave it
that night, so I told him,I said, nVe[,I'll
bring it down or you can come up.' He
says, "Well, I'll come up to your place
and I'll pay you for it.' So he come up
and got it and paid for it. [RH]

So I've just bought - well, a week or two
back, up London - I bought another one.
Only its a Jeffries and it's a thirty-key
instead of a forty-key, but it don't make
much difference. I can get what I want to
play on a thirty-key alright.I don't need
a forty-key, not now. [RH]

Scanplayed the melodeon as a child andyoung man,
buthe much preferred the concertina and fiddle. To
a limited extent he was intolerant of some of the
rough melodeon players, who had been fairly thick
on the ground. The three basic instruments, the
fiddle, the melodeon and the concertina were im-
proved during his life time. The earlier instruments
had less power and volume. Gut strings were re-
placed by steel on the fiddle, the brass reeds were
replaced by steet in the concertina and the old three
or four-stop, rather fragile ten-key melodeon was
replaced by the sturdier and louder Vienna button
accordion.12

Opposite: Scan's musics; 197'L.
( Phot ogr aph: H amish Black)

KEYS, HARMONY AND PART.PTAYING

On the question of keys, the key of C was imposed
on traditional music by the manufacturers of fixed
pitch melodeons, concertinas and the Clarke's tin
whistle, and thus created a tension between players
of the new instruments and the established fiddlers,
whowereused to the keysof G and D.Scanadapted
to the company he was in. He played in C with a tin
whistle or melodeon player, most of the time in
Testers'Imperial and usually with Bill Avis (piano
accordion). He would have used G with a fiddle
player, and sometimes with Testers' Imperial to
accommodate the bandoneon, which was pitched in
G, A and E. He played in B flat on Brighton beach
and in duet with his brother Will, who had a B flat
concertina and a B flat clarinet. The key of G can
sound harsh after a while, but it cuts through a
crowd more effectively than C.

Scan: [G] is alright for singing, but C is a
bit too high ... You can nearly always get
them in G; that's why I play in G a lot, if
I'm going to play for anyone to sing. [VSl

Scan used to say he could play in any key, but that
claim was based on his experience of the keys other
musicians used, rather than on academic theory of
music. There is no doubt he could often pick up the
key of a singer, perhaps forcing him or her into
concert pitch, and then following the course of the
song.

The older instrumental music in country pubs in
southern England was essentially linear, with the
rhythm carried by the emphasis and phrasing of the
melody line. Harmony in the form of either parts
and counter melodies or chordal accompaniment -
prior to the introduction into pubs of pianos, man-
dolins and banjos - was absent. That is not to say that
harmonies are not implicit in the structure of the
melodies: harmony was represented by drones on
the fiddle and occasional thirds, fourths and fifths
added often accidentally and sometimes apparently
haphazardly on the concertina and melodeon, and
by the grunted, ambiguous basses of the melodeon.

There is evidence of 'bassing' on the cello in Scottish
fiddle music, southern English church bands and in
Yorkshire, Cornwall and Norfolk.l3 There is also
evidence of part singing in Sussex, by, for example,
the Copper Family of Rottingdean and Bill Hawkes
and Peter Gander from Cuckfield. In Scan's early ex-
perience there were some part playnng and vamp-
ing, introduced from brass band and string band
music (for example, Trombone Billy andJack Carr),
and during the Edwardian era the influence of the
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Brighton variety theatres and the gramophone rec-
ord would have been felt. In answer to a specific
question, however, Scan confirmed he had never
seen or heard a cello or double bass played in a pub
or dance band.

PERCUSSION

In as far as there ever was an accompaniment - and
itmay well havebeen veryconunon indeed - it was
percussive, on one or more of 'four instruments:
tambourine, triangle, bones and spoons.r4 Bert Wood
and Charlie Bates both volunteered, in reminiscing
about the old days, thatthe tambourine, spoons anC
bones were corrunon around Danehill. Peter Gander
from Cuckfield took his triangle plapng seriously,
playing along with Jack Norris's melodeon through-
out an evening, and late in Peter's lifeJack asked the
local blacksmith to make him a new one. Similarly,
Rabbity Baxter would play the tambourine with
Scan at t}:re Stone Quarry onall his material, even in
waltz-time, double timing on the slow numbers.
Mervyn Plunkett heard of a nest of musicians at

BiII McMahon (spoons) and
BiII Agate (tambouine) at the
Half Mooru Balcombe; 1.959.

(Photograph: Reg HaII)

Selmeston, induding Eric Crouch, who played fiddle,
tambourine and spoons, and Art Winter and his
three brothers frorn Hailsham assembled well into
the 1950s for their Christmas session in the Tranr
Arms, Glynde, a family band of melodeon, bones,
triangle and tambourine.ls

Ref erences to the tambou ri ne hrrn up u nevenly right
through southern England and, although there was
a degree of stylistic variation, a common purpose
prevailed. Unlike military music and itsderivationq
where the drums are employed largely to keep time,
and art music where they are used for tonal and
dramatic effect, country percussion is an integral
part of the music, on equal terms with the melody
inshuments, contributing to the momentum, the
dynamics and most of all the rhythmic swing. Scan
and Will's tambourine and Bill McMahon's spoons
on the Topic recordings illustrate the point.

Bill McMahon had several other percussion devices.
He would hold one of his spoons between two fin-
gers,leavingthehandlehangingloose,and he would
strike it with the handle of the other spoon, produc-
ing a triangle-like effect. By clapping his hands in
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front of his open mouth and by changing the shape
of his mouth, he could create a popping noise with
variable pitch. This sort of invention seems to have
been endemic. Certainly during the 1950s and 1950s
I witnesssed in many country pubs various make-
shift percussion instruments, always phrasing around
and on the melody. There was a certain amount of
floor thumping on the beat, but never hand-clap
ping on the beat (as television and film reconstruc-
tions of period rural frolics would have us believe).

The Testers' tambourine technique employed three
basic phrases. The most exciting was the beaten
tattoo on the taut vellum using the second joint of
the right hand middle finger as if it were a drum-
stick. That was very wearing on the wrist and finger
join! the second phrase - rattling the jingles, with a

few odd accented beats - brought some dynamic
variation to the music as well as physical relief to the
tambourine player. Returning to beating the skin
gave a great lift.

The third technique produced a rhythmic propul-
sion similar to a tailgate trombone glissando in New
Orleans music, slightly anticipating the beat on the
first beat of a phrase. It required fiddle rosin to be
rubbed on the vellum in advance. The player licked
his or her thumb, then, pressing it hard against the
vellum, pushed it from the bottom of the instrument
to the top. The effect was twofold: a dynamic roar,
accompanied by shimmering jingles.l6 Bill Agate's
method, a relentless four beats to the bar with the
back of his hand on the vellum, was outside the
mainstream.lT

NOTES

l. Quoted in Francis W. Galp in, Old En glish Inst r ument s
of Music (7970), p.94.

2. The lournal ol Giles Moore, Ruth Bird, d. (1971),
pp. 31 5-1 8, 32O, 322-23, 326, 329, 331, 333, 335,
34t , U9-50, 352-53.

3. Keith Thomas, Religion and the Decline of Magic (79h),
p . 6 .

4. Vic Gammon, Michael Turner, l9th Century
Sussex Fiddler' Traditional Music, 4, (mid 1976),
pp.14-22,32.

5. Playing the fi ddle and dancing at the same time is not
such a rare phenomenon; it was an essential skill of
l8th and l9th century dancing masters. Examples of
country musicians include Michael Coleman and
Michael Gorman (Co. Sligo), Jinkey Wells, (Oxford-
shire) and EmileBenoit, (Newfoundland). Lucy Farr
(Co. Galway) says her aunt could lilt, play the fiddle
and stepdance at the same time.

6. Sussex Express, 1,9.8.1927.

7. On one of these occasions, in 1958, Mervyn Plunkett
recorded 32 bars of a schottische, but the tape is no
longer in existence. Scan was also recorded playing
Danny Boy on the fiddle. This was several years later
and is unrepresentative of his intention, as his bow
hand was shakingbeyond his control (Mervyn PIun-
kett Collection).

8. Bill Gorringe lived-in at Miss Turner/s dairy at
Whiteman's Green on moving from Horsted Keynes.
He later lived at Brandsmea4 Cuckfiel4 and worked
as a milkman until retirement (Florence Norris).

9. Scotch snap is a rhythmic device - a semiquaver fol-
lowed by a dotted quaver - used in strathspeys,
schottisches and somir Irish hornpipes.

10. Letter, Mervyn Plunkett to me, 75.7.79t36. Mervyn
did not state his evidence and was offering an in-
formed guess. See also Mervyn Plunkett, 'A Note on
the Accordeon, Melodeon and Concertina' ,Ethnic,I,
4, (1959), pp. 4-11.

11. Henry Mayhew, LondonLabour and theLondon Poor,
III (1861), p. 183.

12. Scan probably changed to topquality steel reed con-
certinas fairly early in his career. I have no idea when
steel violin strings replaced gut; it may be that Scan
never changed from gut. Vienna accordeons began to
replace the old melodeons in the 1930s, long after the
heyday when 'everybody had a music'. On Topic
72T 455 / 5 I ack Norris and I play Vienna accordeons.

13. Recorded examples of ensembles using a cello:

Tintagel and Boscastle Players (Cornwall) (1943),
Topic 12T240.
Walter Bulwer (Norfolk) (1962), unissued, Topic.
Billy Harrison (Yorkshire) (mid 1980s), Musical Tra-
ditions 201 (cassette).
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14. '[T]he Parish Boyes towards a Drumme 9d.' Journal
of Giles Moore, Bird, ed., entry for 26.2.'16&, p.322.
What kind of drum and for what purpose? Were the
Horsted parish boys organised?

The tenor or side drum does not appear in the
evidence of rural social music, i.e., in pubs, etc. The
two hobby horse ceremonies currently making use of
tenor drums take place in towns (Minehead, Somer-
set, and Padstow, Cornwall).

15. Mervyn Plunkett and I went to see Art Winter on
10.5.1-950,buthe could notbe persuaded to play. The
landlord of theTreoor Arms was said to have had a
mid-1950s tape of the four Winter brothers.

Compare F. f . Collings, 'The Concertina in Cornwall
around 189A, Concertina Nea.tsletter, 7 (Aug. 7972),
pp. 9-10. His favourite combination'ntras concertina,
bones, triangle and tambourine.

A common ensemble in early Amencan black-face
minstrels consisted of fiddle, single-row accordeon,
tambourine, bones and triangle (Hans Nathan, Dan
Emmett and the Rise of Early Negro Minsftelsy (1962),
illustrations p.148-9 (1844-5), p. i52 (1Ea3).

Ted Duckett (Hampshire), four recorded perform-
ances on the bones (1,972), Forest Tracks 3001.

15. The tambourine was and still is played in country
districts in lreland, in styles close to those ofEnglish
players.

Recordcd examples:

Coleman Country Traditional Society, (Co. Sligo)
(197 1), Leader LE A 2044.

Jack Cooley, (Co. Clare) (1973) Gael-Linn CEF 044.

John Reynolds (Leihim) (192n, Folkways F'\ / 8821,
and (1928) Columbia 32247F and 33250F.

Seamus Tansey/Eddie Corcoran (Co. Sligo) Q96n,
Leader LEA2005 and Topic 1,2T784.

Gerry Wright (Co. Limerick) (1,976), Topic 12T5306.

Geny Wnght/Mary Hefferrnn (Co. Limerick) (1987),
Swilly SVvC C05 (cassette).

17. lc.lktape FfA 102 (reel-to-reel tape).

Eather Fletcher's Band,llckfield, undated.Thefund was listed in Brooker's Directory in 1888 (but

not in 7892) as the'original Toutn Band' , as oppoxd to the Toutn Band which was also listed.

Rea. P. Fbtcher, Roman Catholic piest at Uc$ield from L885-93, stands nert b lattes Haestier, the
bandmaster (in white hatband). Two of the colnets were already old-fashioned, with oalaes on the far
side of tfu bell pipe, and there are no trombones.
(Information and photograph courlesy Norman Edwards)
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Church bqnds ond villoge bonds

he continuum from the'common fiddlers, of
the seventeenth centuryto the Christmas get-
togethers of the Winter family band in the

1950s embraces a broad spectrum of lower class,
self-taught, often domestic, usually amateur, music-
making. Vic Gammon's academic work on Sussex
church bands focuses on other aspects of country
proletarian music.l The facts are simple enough. The
music accompanying divine worship in Sussex
churches at the beginning of the nineteenth century
was part of popular rather than high culture. For the
more than three hundred parishes in Sussex there is
evidence of over one hundred choirs, and there may
have been many more. These choirs (or quires), en-
sembles of male and sometimes female voices, often
included instruments, sometimes justone, but more
often in various apparently arbitrarily chosen com-
binations. Tenor, alto and bass voices, fiddle, flute,
clarinet, cello, bassoon and serpent exploited pos-
siblities for rehearsed and well-practiced orchestra-
tion, in the form of solo and repeated chorus lines in
the psalmand anthem repertoire and two, three and
perhaps four-part harmony. Purchase and mainte-
nance of the instruments and music books were
sometimes financed from parish funds.

A degree of musical literacy existed among the
players and some would have learnt the basics of
their craft from instruction books. Others, probably
the majority, learnt on the job by trial and erroi,
listening to and observing others at choir practice or
at home. Lining out, the practice of reading out the
words line by line in anticipation of the congregation
singing them, points to a general illiteracy (or per-
haps just a shortage of psalm books), but the sur-
vival of some manuscript books indicates that some
musicians could make use of written notation.2

Contemporary perceptions of the nahrre of this music
are polarised, with two opposing views expressed
in the written record. The untrained voices and the
exuberance of the performance produced a wide
range of tonal texture. Some members of choirs
doubled in the community as dance musicians, and

there is more than a suggestion that the dance qual-
ity came through in the church music, which was
characterised by an organic momentum, perhaps
even a rhythmic swing.3 The music may have been
raucous, ioyful and rough, but it was a source of
satisfaction and pride for its participants, inspired
by a combination of secular and spiritual motives
and emotions. It was their music, expressed in their
terms, and for many it was their great joy and the
height of their personal attainment The opposing
view was held by the clergy and the squirearchy,
whose cultural roots, aspirations and aesthetic judge-
ment came from a quite different value base. They
saw rural church music as crude, unrefined and
irreligious, quite unfit for association with divine
worship.

Church music provided a point of contact for two
cultural value systems in conflicf inevitably the
more powerful triumphed. Vic Gammon offers a
political interpretation. When church bands were
secure in their purpose and status they represented
an organised power base among working people in
rural communities. Pluralism and absenteeism dis-
tanced the clergy from their congregations, and
parish clerks and choirs filled the vacuum. A move-
ment within the Anglican church in the second quar-
ter of the nineteenth cenhrry, based on a twin ration-
ale involving theological redefinition and notions of
middle dass culhrral superiority, reinforced the social
class divide. It encouraged the clergy to wrest back
from the people their authority as the rightful lead-
ers of the church.a The old-style choirs had to be de-
stroyed; working men's organisation within an Es-
tablishmentinstihrtion presented a threatto Church
management and middle class authority in general,
and was also an affront to its sense of respectability.
The clergy and the gentry rallied round; barrel and
manual organs were provided, organists and choir
masters appointed and a new form of religious
music, the hymn, was devised and promoted. Vic
Gammon concludes thatby theend of the 1860s very
few of the old-style churih bands and choirs sur-
vived.5
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The churchband musicians were faced with a number
of courses of action. They could comply with the
new order, or find alternative outlets in Noncon-
formity or in secular working men's organisations.
Some gave up music altogether in despair, others
perhaps spent more time in the pubs. It would
appear that with the demise of the church bands and
the social organisation associated with such music-
making, there was a consequent decline in their
ability to hold together as organised dance bands.
Part-playing and bassing among dance musicians
became a rarity. However, as one door closed, an-
other opened: the energy that had gone into the
church string and wind bands was diverted into
secular bands using brass, woodwind and percus-
sion, calling for their participants on the same body
of rural and small country town working men, arti-
sans and shopkeepers. The transition can be seen in
Horsham, a small country town less than fifteen
miles from Horsted Keynes, where the Town Band
around 1835 or 1840 used instruments thatbelonged
essentially to the brass band - keyed bugles, trum-
pet, trombone, french horn and bass drum - and
others - fife, flute, clarinet and serpent - that would
have been equally at home in a church band.6

Village bands caught on far and wide throughout
the rest of the century. The early pattern was set
down during the Napoleonic Wars, when regimen-
tal bands, financed by the officers, provided music
for garden parties and receptions, as well as on the
parade square. In the four or five decades following
Waterloo, civilian patronage produced similar en-
sembles in Sussex: fully literate musicians capable of
satisfying the needs and sensibilities of the county
elite. The movement continued with the formation
of the Volunteer regiments. Further down the social
scale, popular subscription and/or sponsorship by
socially-minded members of the gentry made pos-
sible the formation of village and town bands as
temperate, uplifting and honourable social pursuits
for respectable working men.

Musicianship was dependent on limited literacy,
rote learning and some ear-playing. Even relatively
late photographs of such bands show instruments
without music clips and musicians with no pouches
for carrying music cards, and seem to indicate an
aural approach to musicianship. A defence of ear-
playing came from a mid-nineteenth century Lon-
don street musician:

The class of men in the street bands is,
very generally, those who can't read
music, but play by ear; and their being
unable to read music prevents their
obtaining employment in theatres, or

places where a musical education is
necessary; and yet numbers of street
musicians (playing by ear) are better
instrumentalists than many educated
musicians in the theatres.T

There is little reliable record of how village bands
sounded; the exact composition, at least in the early
bands, would have depended on the availability of
instruments. According to the same London street
bandsmary the tornopeans or cornet-a-pistons came
into vogue' in the late 1840s, followed shortly after
by ophicleides and by saxhorns in the late 1850s.
Clarinets and valve trombones persisted into this
century, and a photograph of Lingfield Town Band
taken before the Great War shows euphoniums,
drums and mouth organslE It was the brass band
competitions, regional and national championship
events, that regulated the instrumental constitution
of brass bands and encouraged developmentof the
style heard today. The sweet, bell-like tone, consis-
tent throughout the whole range of each instrument,
is a modern affectation, unknown to the village
bandsmen in the years leading up to Scan's intro-
duction to brass band music. Henry Burstow's
working man's eye view of Horsham Town Band,
around 1835 or 1840, with its alcoholic inspiration
and rustic repertoire, makes the connection with
Scan's musical world:

[I]t was as a big drummer to the Old
Band that Ike used to afford us the
greatest satisfaction. When there was a
band job on he would be sure to have
sought inspiration in an extra glass or
two, and then he would delight us boys
by his extraordinary drumstick
flourishes, and his industrious
accompaniments to the Band's favourite
melodies - "Hearts of Oak", "Bonnie

Dundee", "Bonnets of Blue", "Rory

O'More", "The Brighton Camp", etc.

These tunes, with perhaps a few others
used to constitute the Band's repertoire.
Music in band parts being in manuscript
only was hard to get and very expensive.
It appeared, too, to be the subject of
much misunderstanding among the
bandsman, and some of the harmonies
were certainly rather hard for the public
to appreciate, especially towards
evening at the Broadbridge Heath and
other club feasts where the Band was
engaged to play.e
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HORSTED KEYNES BAND

Horsted Keynes, according to Scan's account, ap-
pears to have been late acquiring a band of its own.
If there was an earlier version of the band, no record
has come to light for the 30 years before 1890.10 Two
fradesmen, Stamford Bish, a bootrnaker (bom c. 18R),
and a blacksmith, were the leading lights. Scan's
comment that Stamford Bish'was a good musician,
but he wasn't no good till they formed the band'
implies thatScan knew himbefore he learnt to play.
The blacksmith was probably Old Tom Murrell's
younger brother, who played the bass horn, while
other members were Ernie Walder (euphonium),

Joe Awcock (tenor horn), his son, Joe, Geoff Wick-
ham and Tommy Briggs (cornets), and a man named
Wood on the drum.

Scan: We was living at the Green Man
when the Boer Was was on. I wasn't in it
[the Horsted Band] when it started, but
they'd got a band here then, when the
Boer War was on, because I can
remember that well... I think one of the
main ones was this shoemaker and this
blacksmith.I think, they two got
together - what I could understand
about it - got one or two in the mind of
it, and they had a meeting in the
workingman's room to see what they
could do and how many they could get.
Well, they found out they could get a
dozen or more. Well, they could go out
with ten, you see, so that's how they
formed the band. [RH]

I went in the band as a drummer. Well,
you know, I used to get hold now and
then of one of their cornets, and, course,
I could pick out a lot of stuff on the
cornet by ear. I got hold of the scales
quick on it. You know, you've only got
three valves, and the bandmaster
wanted me to join the band. Well, he
wanted me to join like the others to learn
music. Well, he give me some music, a
sheet of music with scales on, and told
me, 'When you think about it, if you got
the time, you can keep having a look at
that music.' He says, 'You'll get used to
seeing it and you'll begin to know.'Well,
the man what was the bandmaster of the
band, he used to be a shoemaker and
used to go down there, and he used to
be pointing this music out to me, trying
to learn me. He was a cornet player and,
course, I couldn't learn that music, you
know. I wasn't no good. I tried! I tried
hard enough to learn it, but I couldn't,

and they all thought I was going to learn
music, because I was good on any music.
I was playing a music, but as for to learn
the music to read it off, I couldn't, and I
never did, and that was the reason why
that I come out of the band a lot, because
I was no good to the band if I'd got wait
to leam the tune [by ear] before I played
it .11[RH]

I expect I was with the band two years,
'cause I had a side-drum a long time,
but, you see, that was early.on. Well,
according as the band got on, they
started going out to play to clubs and
fairs, but I was never in the band when
they played to the clubs and fairs. I have
known them hire two or three blokes
from Ardingly to make up enough for
they to go to two clubs one day. You see,
they used to get about three pound and
there was usually ten of them, so there
wasn't a lot of money each, was there?
But there was, I should say, about
fourteen of them all told. [RH]

This man, a man name of Grynyer, he
lived at West Hoathly station and he had
the pub there what they call theRailway
Hotel, and he was a violin player.r2 He
was as good as any pro. He was a good
bloke, and he properly understood
music. He'd been used to tutoring
people music, and they got him to take
them over, see, and he got them on well
enough that they could go out. Then he
used to come down so often, you see,
and put them through their paces. But
this snob lStamford Bish] he was a good
musician, but he wasn't no good till they
formed a band, but blowed if he wasn't a
good bloke afterwards. He got hold of it
a bit quick, see, and he took interest in it.
tRH]

[It was] that bloke from West Hoathly
that taught me a roll and that. I(s only
'daddy, mummy, daddy, mummy', you
know. It wants a bit of practice, but it's
as easy as shelling peas, if you know
how. A lot of it why I couldn't learn the
music, I think, I was too interested in
cricket and that, and I wanted to be off
to cricket of a night instead of being
banding, you see. I hadn't got sense
enough to know different, and that was
a lot of my trouble not learning. I'm sure
it was. [RH]
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Printed music - that's what cost the
money! When they had to get music, you
had to have a certain amount of copies -
enough for a small band. Well, it cost a
tidy bit of money, you see. That's where
their subscriptions what they used to
collect round went for, you see. The
blokes didn't have it; it went in the band
fund. So that's what they used to buy
their music with, you see. Course, you
were sure wages weren't very much that
time, but they had to buy their uniforms
themselves. Mind you they all had
uniform. Yes! A blue uniform with a
peaked cap and braid round their arms
and cross their shoulders and all down
their trousers each side. [RH]

Then when they broke up, I don't know
what become of their musics. Well, I
expect some of them kept them. If you
had an instrument belonged to the band,
why, you had to take that back when
you finished, but a lot of them bought
cornets, you know, second-hand cornets
... and that, and a lot of them got their
own instruments, you see. The musics
what belonged to the band, this
bandmaster had them, because he'd got
a span roof to his shoemake/s shop, and
he put a platform up there, and put these
musics up top, and that's where they
was the last time I see them. But, course,
he's been dead for several years now. I
don't know whatbecome of them, bar
this big drum, the old drum. The old
drum is still about here now what we
used to have. They had a new drum and
they still kept the old one for bonfire
night and rough nights and that, and this
new one/ it was a posh drum, a later
drum, thinner and bigger, see. They had
a Church Lads Brigade here formed, so I
expect it was this shoemaker told them
they could have this drum. They had the
big drumand the side drum. [RH]

I've never known where their
instruments went to what belonged to
the band. There couldn't have been
many, I know, but there was some,
because a lot of these bass players
wouldn't buy a bass instrument, but
now a euphonium player - well, they
might buy their euphonium, if they was
interested, and if they thought about
playing music afterwards. Course, a
euphonium is a useful instrument, ain'
it? And there was a trombone player.

They'd only got one trombone, a slide
trombone. They got one, two, three...
they got four cornets before I went in.
Tha(s first cornets, and a soprano
cornet. You know what a soprano cornet
is - ifls higher!And when they first
started they had two clarinets in, but
they didn't stick to clarinets long. I
expect they wanted too much learning,
perhaps. So both of these give up clarinet
playing and took another instrument.
tRH]

The old drummer, Old Tom Murrell - we
used to call himJolly Beggarl3... We was
on the march one night in the summer
marching for practice. We went right up
the village and up towards Keynes Place
- Birchgrove - up that way, and I was on
the left-hand side with the old side
drum, and this bloke was beating the
drum, and a screw come out the end of
his drumstick. The old drumstick, when
he put his stick up, flew right out and
right over in the field, and he kept
hitting with his fist. I didn't know what
had happened, and presently he got hold
my shoulder and tore me round much as
to throw me arse over head. He says,
'Go on, get the head of my drumstick.'
Well, I had to run out and go back and
over the gate and up the field and find
the drumstick. When they got up the
road so far, the bandmaster, he rushed
forward and give him a nudge and the
drum lbeat] three times for the stop.
That's how he used to signal, see. When
they stopped he said, "What's the
matter?' nVell,' he said, 'I lost my
drumstick.'And they had to comeback
and help me find it. [RH]

There's only one that I know of [still
alive in 1964land he's a very old man.
Ninety, pretty well, I'd say, and I ain't
seen him now for some time. He was a
euphonium player and his brother, a
younger brother, and him, they was both
euphonium players and, course, that was
one of the main instruments in a brass
band, because so often they had to play
the leading part and, in fact, I think it
was one of the finest instruments in a
band, because you had more solos on a
euphonium than you had anywhere.
And they had two baritone players, one
tenor and they had one, two,I think they
had three or four bass players. Well, they
had an E flat and a B flat and then they
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had a double bass, see, the biggest one of
the lot. [Therel used to be a blacksmith
played this big bass, and the last
photograph I see of the band was this
bloke what used to play this bigbass,
and he'd moved to Hailsham. He'd got a
business at Hailsham, and when I went
to see him one day there, he says, 'I want
you to look at this photograph.'And
thafs the only photograph of the band
that ever I see, and this was several
years ago now. Course, the bloke's been
dead now for a long time, because he
was a man when I was a boy, you see.
IRHI

I forgot when Horsted Band packed up,
but they never had no band after the
First War ... I couldn't tell you how
many years the band run; it run several
years, tause I was only quite a boy
when I went in it.14[RH]

These other bands round about here all
was going a long time after this one.
West Hoathly was one, Ardingly and
Turnels Hill and then the next one was
East Grinstead up that wayls ... Forest
Row. I think West Hoathly and Turner's
Hill were the top bands. West Hoathly - I

NOTES
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Vic Gammon's view is that the symbolic ending of
the old church choirs was the publicationof Humns
Ancient and Modern in 1861 (Popular Music, p. 59).

can remember them having all new
instruments - all silver - and the bloke
that took over bandmaster for them used
to play with us here. Tommy Briggs his
name was, and he was a cornet player.
He'd got - I don't know whether it was
three or four - brothers used to be
members of West Hoathly Band. Well,
they got enough they could go out
anywhere and play. Mind you, they was
good musicians, and then old Tommy,
he used to play in Horsted Band. Well,
West Hoathly wanted him to come there
as bandmaster, so when they had their
new instruments, he took them over.
Well, then he'd been there a year or two,
and he got a job at Crowborough, and he
went to Crowborough, and he took their
band over, and they all had new silver
instruments, and goodness knows what
happened to him then.l6But I know him
well, bloke used to wear glasses. He was
a little taller than me, but he wasn't very
tall. Cor, he was a good musician. All of
them were, and I believe there are some
of them living up there now this side of
West Hoathly. Briggs their name was.
They used to have a brickyard there.
IRH]

5. Henry Burstow: Reminiscences of Horsham (1971),
pp. 49-50.

7. Henry Mayhew, London Labour and the London Poor,
III ('1861), p. "163.

8. This photograph was in the possession of Albert
Farmer (born 1893), the one-man-band from Ling-
field.

9. Burstow, Reminiscences, pp. 49-50.

10. Vic Gammon's newspaper searches revealed no ref-
erence to a Horsted Keynes band for this period.

I 1 . Norman Edwards explains that the basic technique is
the same for all valve brass instruments. From early
on all band parts were written in the treble clef, which
made it possible to teach all musicians from scratch
together in one group. The exception is the trombone
part, written in the tenor clef; 'even then it was
customary for the youngtenortrombone player tobe
told to tnock off two flats and play in the treble clef'.
(Letter, Norman Edwards to me, 16.7.1989).
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1.2. KeIIy' s D ir e ct o ry of S u sse x f or 1,891, and 1 901 li sts John
Grynyer at the Railway Hotel (now called the BIue-
belt).

The East Grinstead Volunteer and Town band under
the conductorship of Mr. J. Grynyer played at Danchill
Flower Show (Sbuthern Weei;Iy'N eios, 29.7.1891).

13. Thomas Murrell (born c. 1855) was a coal merchant,
carman and market gardener.

14. Horsted Keynes band played at the Horsted Keynes
village sports on Coronation Day,22.6.191,1, (Sussex
Express, -.6.191,1).

15. There was a band in Turner's Hill in 1849 (Gammon,
Popular Music).

\]t9 lu22e1 Express referred to Fletching Band in 1 897
(25.5.1,897).

16. 'CORONATION - BRASS BAND free for Corona-
tion Day - Martyn, 7 Croham road, Crowborough.,
(S u ssex Exp ress, 15.5.1.91'l).

Ashdortn Forest Fiendly society gathered in front o/Nutley rnn,before making
the rounds of the aillage; c. 1897 . Photograph by Daddy Frincis.
(Courtesy Gordon Turner and PhiI Lucas)
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riendly societies, organised by working men
and encouraged by Rose's Act of 1,793, pro'
vided financial benefit based on mutualiW

and principles of self-help, but they also provided a
social life closely connected with village bands, and
their feast days in late spring and early summer
were important events in the working man's calen-
dar. A newspaper report in 1910 gives some idea of
the size of the endeavour in Forest Row:

The Equitable Association is a local
friendly organisation which has been in
existence for close on seventy years and
has accomplished much useful work.
During the year 1909 the sum of
f82.15s.1d. was paid to sick members.
The total worth of the Association is
€2,388.1s.51d. which represents an
average of f,20.4s.9d. per member.
During the past year the Association's
income exceeded expenditure by just
over f80.1

In Horsted Keynes, according to KeIIy's Directory ot'
Sussex for 1889, 'The Village Benefit Society hold
[sic] its anniversary meeting on the last Monday in
May''

Scan: I can't tell you how they started.
They started before I could remember,
but they used to pay so much a quarter,
and they got sick benefit and, I think,
when they got so old, if they stopped in
the club and retired as a club member,
they used to get about one-and-six a
week or something of that as long as
they lived, you see. They had a burial
fund and sick benefit and this pcnsion,
that's all you got. Well, that went on like
that, and when these other clubs formed
- the National Deposit and the Equitable
and such clubs as that - the young
people didn't join these friendly
societies. Well, as a matter of fact, I was
a National Deposit bloke... [RHl

You see, all the old members were
dyt.g off and it got like that they hadn't
got a lot of members and then, of course,
what they done where they had got a
little money, the club broke up and what
members there was in the club, the
money went to them. Well, you see, the
band money come out of the club, but it
got so short of members, you see, there
was no money coming in the club... I
don't know what they paid. It wasn't a
big amount, but every member had to
pay so much a quarter... [RH]

When they had their feast days, you see,
the money for the band come out of the
club. Well, they had a dinner, you see,
and that come out of the club, but they
all was supposed to attend church - the
service at feast days. But if they didn't,
they were fined a shilling, so there was
ever so many fined a shilling! They'd
stopped up in the pubs, because the
pubs was open from six in the morning
to ten at night that time of day ... Well,
then they used to start about 10 o'clock
in the morning, and they used to form
up at the headquarters - course, there
was flags up all at the club. [They used
tol march to the church for the service.
They used to come out of the service,
and all the main subscribers round what
subscribed to the club, you see, they
used to visit them. The band used to
march round ... to their front door, and
they used to stand there and play about
a couple of tunes, then march round to
the next place. Course, soon as ever
they'd played about a couple of tunes or
whatever they was going to play - they
never played long - they was formed up
and marching to the next place, you see.
Well then, they always strike up a march
tune from where they come from till
they got away. Then, course, they'd wait
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till they got a certain distance away from
the next house, and then start up playing
another march, you see. That's how they
used to do it. [RH]

There was a banner in front of the
members of the club, the club banner.
There used to be two blokes carry that,
but that's all there was. And all the club
members, well most of them, used to
travel round with them, you see, because
if they didn't, they wouldn't get no
subscription lbenefit?] next year. So most
of them used to follow the band, and,
course, [a] lot of outsiders used to follow
as well, you see. It's similar to a bonfire
procession in that way. Well, that used
to last to over lunchtime sometimes;
perhaps, they got somewhere to go after
lunch, see, they used to fulfil that, then
what time they'd got up to teatime and
that, they'd play out at the club ground,
you see. Only perhaps, they'd be
playing that end of the club ground, and
the roundabout would be down this end
- the roundabout organ, you see - so they
wasn't huddled up close together, and
then after teatime they used to have to
play for dancing up to ten o'clock. That
was what the band had to do. [RH]

The dances were the schottische, the polka, the
waltz and the sets.

Scan: They used to play a rare llt of set
tunes ... and they always got plenty of
sets out. [DN]

Scan, however, never played in the band for danc-
ing, just for marching. Strangely, little of the band's
repertoire rubbed off on him.

Scan: Well, I know some of them. I've
thought about them sometimes. I know
bits and pieces of some of the marches,
but I've never played them, mind, as I
know of. I used to play one old waltz

what they used to play, but I ain't
played that for years now. But
sometimes I think of a piece of some of
the tunes what they used to play. Well, I
know one tune - this was when I was in
it - Soldiers in the Park. Washington Post,
I've played that with them. [RH]

The formal notice of Horsted Keynes Club Day in
1901, published in the SussexExpras, throws quite a
different light on the proceedings and contrasts
sharply with Scan's account.

The members of the local Friendly
Society held their annual feast on
Monday. Headed by Horsted Keynes
Band, the members marched from the
Crown Inn, their head-quarters, to
Horsted Keynes Church, where a service
was held by Rev. F. D. Smythe, who also
gave an address. The Annual dinner was
held at the Crown Inn, the Rector
presiding and submitting the principal
toasts. Mr. B. Clarke acknowleged the
toast "The Horsted Keynes Friendly
Society", Mr. J.K. Esdaile, J.p., replying
to that of the honorary members and
Councillor Whfttington of Lewes
answering for the visitors.2

During June and July of the same year, the Sussex
Erpress carried reports of the Horsted Keynes Band
playing for the friendly societies at Nutley and the
Sheffield Arms.In June 1905, 'songs were sung by
Messrs. Bestie, S. Bish and C. Spriggs' at the club
feast at the Crown, but there was no mention of
Horstcd Band in the press report.3 A month later the
Sussex Erpras ran the following notice:

The Horsted Keynes Benefit Society,
which had been in existence for upward
of fifty years/ has been dissolved. At one
time the membership was over 120, and
it gradually dwindled down to 23. The
share-out to each member was nearly'l.2s.a

NOTES

'1. Sussex Express, 18.3.1910.

2. Sussex Express, -.6.7901.

3. Sussex Express, 3.5.1905.

4. Sussex Express, 22.7.1905.
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uring the nineteenth century, and well into
the twentieth, elite counby society employed
professional orchestras from London and

Brighton or Army and Volunteer bands of profes-
sional standard for their balls and private parties.
Further down the social scale, at the level of trades-
men, small-town jobbing, professional musicians
were used in small combinations, ioined sometimes
by local literate musicians, who may have been
semi-professional or even amateur. They circulated
the latest published material and represenbed not
only fashion, but respectability. These trained musi-
cians did stray into the villages, and appeared at
such events as workhouse concerts, even sharingan
occasional press notice with abones playeror rrputhor-
gan soloist t They operated mainly in the small
country towns of Uckfield, Haywards Heath, Newick
and Forest Row and the closed village of Fletching,
where the presence of the Earl of Sheffield was feltat
formal village festivities.

Among the reported musicians were men otherwise
engaged in the music business: T. E. Gearing (piano)
from Lewes, R. Whiteside (piano) and Wallace Chish-
olm (violin) from Uckfield - all music teachers - and
HoraceJackson, a pianodealerwitha music shop in
Lewes. Finch's Quadrille Band was led by a member
of a flourishing building and retail firm in Hay-
wards Heath, and W. Bates (violin) was a job master
in Newick.2 Although their identity remains a mys-
tery, W. Allen's Quadrille Band's appearances at
Tradesmen's Balls in the Brambletye Hotel, Forest
Row, in 1897 and 1905 set them very clearly in an
identifiable social stratum. The band that played for
dancing at the Heathfield Football Club's annual
dinner in 1901 mnsisted of B. H. Naylor and W. Lovell
(violins), T. Sinden (cornet) and W. Sindcn (pic-
colo), who were probably all members of the club.
Thomas Sinden was an estate carpenter, an artisan
rather than an independent tradesman, and he and
the piccolo player may well have learnt their instru-
ments in a town or village band.3

If Scan was central to the music making and dancing
in the countryside around Horsted Keynes, Wallace
Randolph Chisholm (1,877-1934) held a similar posi-
tion in the country town of Uckfield. These two
individuals operated from very different value bases,
however, one an ear-playing countryman, rooted in
the oral tradition, utilising what he heard and what
he could invent, the other a musically literate small-
town working man tied to the restraints of the
written score and academic technique. They lived
close enough to each other to have had contact, but
in the absence of positive evidence to the contrary, it
would appear they functioned within different so-
cial networks, seldom overlapping geographically.
Though both were working men, originally from
similar backgrounds, they operated within two
separate levels of working society and their social
affiliation put them in differcnt musical camps. Wallace
Chisholm, perhaps, stood for what Scan meant by 'a

posh dance' and what Daisy later called 'a dear
dance'. The complete absence of newspaper cover-
age of Scan's activities indicates that he could func-
tion without outside attention, whereas the profes-
sionals, perhaps, were dependent to some extenton
press notices, and mayeven havebeen instrumental
in making sure the editor received them.a

Wallace Chisholmcame to Uckfield with his family
as a youth from Shipbourne, Kent, where his father,
William (1832-1.91.4), had been a gardener. A family
story describes Wally sitting on the back doorstep at
the age of five, holding a cigarbox up to his chin and
scraping it with a stick, as if it were a fiddle. The
model for this game may well have been his father,
who came as an adult from Shetland, where at that
time there was a flourishing fiddle tradition. By
what means and to what standard he received his
music education is not known, butearlyon he made
a career choice between music and Kent County
cricket. In Uckfield, by then a member of the Aca-
demic College of Violinists, he set up in business as
a music teacher, operating from his home at
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Abozte: Uckfield Town Band; c. 1909.

Back row (Ieft t o right) : G. Dumsday, E. Olioe, E. Blackford, H. F rench,
L. Blac$ord, P.H. Shoosmith, Paul Route, E. Aais; front row (Ieft to
right): A. Picknell, A. Olioe,Wallace Chisholm, A. Wren, unidentified.
Note the valoe trombone, flute and clarinet.
( Courtesy N orman E dw ar ds)

Below: Uckfield Town Band, Ringbs Cross Sueet Pea Shoat'L912..
Backrout (left to right): E. Azsis, unidentifed, M. Grant, unidentified,
A. Picknell, A. Olioe, --- Burgess, C. Parsons, E. Blackfard,
P.H. Shoosmith, G. Dumsday; front ruo (Ief to ight): E. Olive,L.
Blackford, H. French, WaIIace Chisholm, -- Dumday, Paul Route,
Harry Cousins (later banilmaster at Burtoil.
(Photograph: Mnnoah Duplock,Five Aslas. Courtesy Norman Edwards)
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135 Framfield Road. His son, Hugh (born 1921), a
church organist in demand in and around Uckfield
until his death in September 1988, was thirteen when
his father died and had only hazy pictures of his
fathe/s activities, but he filled in some background.
He said his father taught the well-off children in
their homes, but every child in all the families in
Uckfield took lessons from him. 'If they couldn't
afford it, it didn't matter. Mother said, "Where's the
Sunday joint coming from?" And he would answer,
"Castyour bread upon the waters, my dear.""Every
child' is an exaggeration, in view of the fact that his
contemporary and associatg R. Whiteside was teach-
ing just up the road at number 31.

In addition to teaching music, Wallace Chisholm led
a band, taught dancing, including the Quadilles,
worked part-time as a photographer and was band-
master of Uckfield Town Band. He is reputed to
have been able to cope with any string or wind
instrument and also composed organ music for the
church.s

Respectability characterises the following 1910
newspaper account:

Newick Dance. A very enjoyable dance
arranged by Messrs. A. E. Tidy, P. D.
Turner, A. Gower and G. Bannister was
held at the Reading Room on Thursday
night. The room was admirably
decorated for the occasion by Mr.
William Chisholm and others including
Mrs. A. Tidy, Miss Humphrey, the
Misses Avery (2), Miss Landridge and
Miss Beecham. The attendance
numbered almost 50 and thanks largely
to the diligence and zeal of the
committee and efficient manner in which
Mr. G. Bannister acted as hon. secrctary,
the event was in every way a great
success. Dancing was from 8 to 3 o'clock,
the music being supplied by Mr. Wallace
Chisholm's Quadrille band. Light
refreshments were served as required.6

Some of the participants can be identified: William
Chisholm was a head gardener, Alfred Tidy was
assistant overseer and clerk to the Parish Council for
Fletching, Danehill and Newick, and kept a farm,
while G. Bannister was a shopkeeper.T

Wallace Chisholm knew nothing of ear-playing. His
large collection of sheet music was destroyed years
ago, but in all probability he played from violin and
piano scores, the standard items in music publish-
ers' catalogues. A programme survives of the an-
nual ball given by R. Whiteside in connection with

his dancing class in Uckfield Drill Hall in 1914.
Chisholm and Whiteside played what looks like a
typical selection of Edwardian written material,
enlivened by a pseudo-ragtime hit for the Inncers:

Waltz The Girl ontheFilm
Two-step ........ The Goat's Wedding
Lancers...... ...... Eaerybody's Doing lt
Veleta Chiming
la faaourite
Quadrilles ...... Welcome Home
Waltz Little Grey Home in the West
One-step.... ...... Tinkers
D'Alberts ........ selected
Hurndilla
Waltz Nrgfrfs of Gladness
Interval
Lancers...... ...... Marching
Waltz Flower of theNile
Barn dance ...... Spring Flowers
Quadrilles ......Top of the World
Waltz Smiles, then Kisses
Two-step ........ Kelly l^and
D'Alberts ........ selected
Waltz lmperial
Waltz Wuemy CaraaanhasRested
Lancers...... ...... Gipsy Loae
Waltz SunshineGirl
God Saae the Kng I

Uckt'ield Chamber of Commerce Guide;1924.
(Courtesy N orman Edwards)

UCKFIEI-D 'tt DLf'|RICT

PIANOFORTE TUNING
AND REPAIRS

SINCI,\' OR BY CONTRACT

Wallace R. Chisholm.
ORCHESTRA for BALL ROOM

and

GARDEN PARTIES.

| i l(;t tt,:sT REFERInNCES.

I j6 F ramfield Road,
UCKFIELD.
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Postcard from WaIIace Chisholm; c. 1912.
(Courtesy N orman Edwards)

So much for repertoire, but what about style? There
isa familystoryaboutthe time he puthis thumb out
of joint at football and went ahead with a planned
violin recital at Framfield Church the same night,
with the bow attached to his hand with rubber
bands. This illustrates the true professional's stance
- the show must go on - but what does it say about his
bowing technique? Was it, in fact, closer to that of
Walter Bulwer than that of Yehudi Menuhin?

Hugh Chisholm was reasonably certain that the
final versionof his father'sdanceband wasa trio; his
father (violin), Mrs Crowhurst from Framfield on
the piano and her son, Bertie, on the drums. George
Avis, one of Wallace Chisholm's violin pupils, played
at a dance with this combination in 7927 when he
was about fifteen and he thought the band usually
consisted of two violins, piano and drums.

NOTES

1. I have assumed that workhouse concerts were char-
ity events for the inmates; even so, the audience may
have included the Guardians and other local digni-
taries.

2. A job master ran a carriage and haulage business,
with a fleet of varied horsedrawn vehicles.

3. Occupation identifications from Kelly's Directory of
Sussex. The followingare Sussex Express notices:

20.2.7897: W. Allen's Quadrille Band at Forcst Row.

15.5.1897: W. Bates, violin, and T.E. Gearing, piano,
at the Ladies'Social Club, Newick.

5.1.1901: W. Bates at a social, Fletching Schools.

30.3.1901 : Heathfield Football Club Dnner (see te xt).

7.7.7905: W. Bates, violin, T.E. Gearing, pianq and
George Isgar, cornet, at the village balllupported by
Earl of Sheffield, at Fletching Schools.

7.1.1905:. Finches Quadrille Band at a Fancy Dress
tsall in Lindfield.

112

28.1.1905: Horacelackson s Shing Quartette at Chailey
workhouse.

4.2.1905: T.E. Gearingata Football Smoker inLewes.

8.2.1905: W. Batcs, violin, C. Pickett, cellq Kemp E.
Brooks, cornet, at a smoking concert in Newick.

11.2.1905: Finch's Quadrille Band at the Volunteer's
Ball, Cuckfield.

25.2.1905: W. Allen's Quadrille Band at Forest Row.

11.3.1905: W. Bates, violin, and T.E. Gearing, piano,
ata CinderellaDance for the Quadrilleclassat Fletch-
ing Schools.

1.4.1905: W. Bates, violiry C. Pickett, cello, Kemp E.
Brooks,cornet, and H. Robinson, piano,attheHand-
in-Hand Slate Club smoking concert in Newick.

4. It is curious that in the period from the 1890s to the
1920s, KeIIy's listed dancing and music teachers, but
made no reference to musicians, bands ororchestras.

5. Hugh Chisholm.
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6. Sussex Express, 27.1.1910.

The following Sussex Express notices place Wallacc
Chisholm in a variety of contexts:

3.2.7977: a dance at Blackboys.

24.2.7977:with Mrs. C. Van Loock and Miss Evre, he
played 'up to date music' at the second of a series of
socials and whist drives at Framfield.

14.4.1911: the Rat and Sparrow [shootingl Club din-
ner in the Grffin, Fletching. Sixty sat down. 'Some

enjoyable music was given during the evening, and
included violin solos by Mr. Chisholm, recitation by
Mr. Parker, and songs by Messrs. Reddich, Weller,
SmittU C. Wood, Relf and others. Mr. St. fohn pre-
sided at the piano.'

77.7.191 4 and'1, 6.4.197 4: Mr. Chisholm's Quadrille
Band at the National Schools, Fletching.

71..2J1.921:with R. and H. Whiteside at a Fancv Dress
Ball in Uckfield.

8.4."1921: with Henry ll/hiteside, piano, at an Easter
dance in Uckfield TownHall, arrangedby R. Whiteside.

11.3.1927,1.4.1927,205J9n,74.10.7927and28.10.1927:
Wallace R. Chisholm's Orchestra at the Britishkgion,
Isfield.

6.5J,927 and 10.5.1927: Wallace R. Chisholm's Or-
chestra at Nutley.

9."12."1927: Mr. W. R. Chisholm's Dance Band at
Framfield.

3.1.1930: Wallace R. Chisholm's Dance Band at New
Yea/s Eve function for the British L,egion at Framfield.

17.1.193f; with P. G. Ladbroolg piano, at a social,
whist drive and dance at Laughton.

7.2.1930: Wallace R. Chisholm's Orchestra at Uck-
field Public Hall.

Occupation identifications from Kelly's.

Susse x Express, 79.2.797 4.

.1

8.
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Songs ond singers

he bias in this text so far has been towards
dancing and instrumental music, to the ex-
clusion of songs and singing. Mervyn Plun-

ketfls search for singers barely touched Horsted
Keynes and, as far as I can tell, did not extend to
Danehill, Nutley and Fairwarp. Scan had spoken to
him of his boyhood friend, Harry Knight, who was
a good singer, but to the best of my knowledge the
only singer he recorded from that area was Scan
himself. Mervyn knew the Sloophad, or had had, a
reputaion for good singers, but he was unable to
follow up the lead.l

Most of the singers he recorded in neighbouring
parts of Sussex were in their seventies and eighties.
Some, like Pop Maynard, Jim WilsorU Peter Gander
and Bill Hawkes, were active in public, singing in
their local pub as and when the occasion was right,
on a Saturday night or Bank Holid,ay Mo'nday. Sorne,
however, like Mrs Lester cf East Grinstead, had
probably never sung in public in their lives, restrict-

ing their performances to home and family. Mervyn
went out of his way to speak to a great variety of
people about old country songs, and thus in a short
time came across many singers and recorded a con-
siderable number of songs. All the indications were
that had he had the time and energy, the trawl
would have been endless. A real constraint was the
limited number of social relationships he could sustain
with the singers who gave him their songs.

The problems are threefold in trying to reconstruct
the patterns of singing behaviour, repertoires and
styles in Scan's experience. The first is the heavily
biased reporting of song collectors, essentially people
on the outside who occasionally had opportunities
to look in. Merv)m, certainly the most radical person
involved in this pursuit in the 1950s and 1960s, was
critical of the distorted representation of the singing
tradition contained in the published workof earlier
English folksong collectors.2 Yet, in the nature of
thingp, Mervyn introduced distortions in his own

A session in theHalf Moonat
Balcomfu in 1959.

BiIl McMahon, Snowy Howickand
Merayn Plunkett listen, while Dot
Wood of West Hoathly sings.
apposite: Bill McMahon, lim
Wilson and Meruyn Plunkett.
( Photographs : Reg HaII)

l t 5
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work and his collecting was based on his own aes-
thetic values. Fairly early in his progress as a collec-
torofsongs, hedrew conclusions and operated from
assumptions, particularly about the nature of sing-
ing in pubs, which could be challenged.3

The second problem concerns the dearth of contem-
porary documentary evidence. Newspapery of course,
never reported singing in domestic situations or in
the taprooms of public houses. They did, however,
cover public events of a certain social standing,
though in spite of the singers and the songs being
listed, there was never any real critical assessment
or hard evidence of what went on. The song titles
give clues to repertoire, but not to style.

The third difficulty is in taking adequate, reliable
oral testimony so long after the event. Those local
people I have spoken to recently are either too
youn& having beenborn in the 1920s and grown up
in the 1930s and 1940s, or, like Daisy Sherlock, sel-
dom frequented pubs. These informants, when they
can remember what they heard in their youth, usu-
ally mention the titles or a few lines of drawing room
ballads and music hall songs. The two polar ex-
tremes in the musical culture of country working
men and womery the oral tradition and the literate,
already discussed in relation to instrumental music,
are evident in song and singing. The older, earthier,
oral tradition had always operated as a cultural
underground, not easily visible to the rest of the
world. Singing in church and the performance of
the latest, topical, composed comic songs and par-
lour ballads at formal suppers and smoking concerts
carried social kudos. The underground, however,
was resilient in the face of a variety of cultural
assaults, and was very near the surface, often break-
ing through veneers of respectability after a few
drinks had been taken.

At the musical evenings in the blacksmith's shop in
Horsted Ke5mes before the Great War, Arch Blay-
ber's gramophone provided some of the entertain-
menf bottles of home-made wine assured the nights
were prettyraucous.a What, however, wenton at the
Horsted Keynes Cricket Club concert, arranged by
Mrs Noakes, the postmaster's wife, 'which gave so
much pleasure to local residents' in April 1910?s The
same month a newspaper report of a social evening
at Heathfield Star Football Club, very much a work-
ing men's organisation, listed the patriotic parlour
ballads and coon-songs rendered by the members,
butamong them was a countrysong,lf lwasaBlack-
bird, sungby Mr R. Robins, and a stepdance, more
commonly associated with the taproom, by Mr J.
Porter.5 Edwardian propriety, sentimentality and
jingoism plainly co-existed with the alternative val-
ues of many village people.

BOeSr@ Ir81ff:t8.
A S0OI.IL !oo! Dlre oo Yfhilruu ll,_.A.EOOIIL !oot_ plre oo Sfhrtruu lfi]trdrt rt th.

I'rrLh l(ooE, r.nd. it trla f\trt plcrnur.t 0o-f .luncr rrur tlrx,roj lng t! lilfo fl\ttt Dtggrurr) tO l.Ift.Ra
p!.\" o(. grrtAiootru' rti Eordd lfuyn^a loib
ln<,r bot te mrlo norty tn r dpnl'rqi'oirrl.

Sussex Express, 4 lune L914

The smoker - the smokingconcertatslate club share-
outs at Christmas-time - was one formal occasion for
singing. The share-out at the Star lnn, Piltdown, in
1909 was 18s. 5d. - almost a week's wages for its 43
members - and 'during the evening plenty of singers
were found and a very enjoyable evening was in-
dulged in.'? Arch Sherlock attended the smokers in
the Cr own, Horsted Keynes, which ceased to be held
in the 1920s, and he could name the songs and the
singers. Bert Gurr (born 1907) has been able to flesh
out the bones. Johnny Clark, Lord of the Manor,
bought old ale for everyone in the kgion at Christ-
mas and he was the slate-club president. Reuben
Baker, with his finger in anything in the village
where fun was concerned, was the chairman. Bert
Gurr thinks of his father as having had the most
prodigious repertoire locally. Tather used to sing
all sorts ... They used to pester the life out of him to
sing in lhe Green Man.'

Arch Sherlock When I was in my teens,
you know, one of the boys ... old Jack
Gurr, we used to get him over the Green
Man and to get him to sing we used to
pull the blinds and get him filled up with
beer. Saturday dinner-times. He used to
play quoits out in front of the Green Man,
you see, and you know how they used to
mark; they marked the stick by notching
it, twenty-one up. Well, he was so
bloody drunl he didn't notch the stick;
he notched his finger! Tha(s true! He
used to sing that one, Giae Me a IQg or
Can. He had dozens of songs he used to
sing. We used to try and egg him on,
you know; get him about three parts cut
and keep on winding another pint into
him.

Among the songs BertGurrrecalls his father singing
were Dof and Carry One, about someone with a.
wooden leg,The lay and the Mistletoe,The Mistletoe
Bough, Brighton's Fine Town, OId Queen Victoia's
lubilee Song and By Studying Economy I Liaed Like a
L"ord, the latter to the tune Pop Maynard used for
Shooting Goachen's Cocks Up.E There was also the
Pince of Wales's Ball, which he got from his father, a
policeman, who had sung it on the stage at the
Marylebone Theatre in London. Bert's cousin, Fred-
die Gates, who had come back from the war with
experience as a farrier and taken over the smithy,
usually sangcomrades at the smoker; Trayt Moore,
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not generally renowned for singing, used to give
D on' t G o D own in the Mine. Alf Alexander had son gs
with the banjo, and then years later, a much younger
man, George Payne, sang TheLittlePigs MalcetheB*t
of Pork.

Given that Joe Marten was a life-long friend of
Scan's - Scan left a concertina with him on perrna-
nent loan till Joe died - some sort of understanding
of his musical activity is relevant. In common with
Will Tester, reconstruction of part of his life story
based on the evidence of his children is unbalanced,
primarily because the social conventions separated
pub life from home life. Children, including Daisy
Sherlock, had little first-hand experience of how
their fathers behaved in pubs. joe Marten married in
early middle age, in 191O by which time he had
probably ceased being 'one of the lads' (implicit in
his association with Trayton and Scan). His chil-
dren's memories are of his singing at home. His
daughter, Mary, confirms'he had a nice voice'and
would 'sing in parts', and his son, Will, recollects he
did not sing any of 'the old, real country songs.' If he
ever had a repertoire of such material, it did not
intrude into his home life.

Mary Elphick All songs, the time when
he was singing they were all very sad.
Will Marten: They were all based on
that sort of thing. All tunes were based
on something that was sad.
Mary Elphick: You see, during the last
century there was a lot of $rc)verty,
terrible poverty and ...

lackNonis entertains at CucUicld in the 1960s.
(Counesy F lorence N onk)

Will Marten: It was based on that.
Mary Elphick: The songs/ they were
based on that sort of thing.
Will Marten: Well, that's the one:
'Father, dear father, come home from the
pub/ The clock in the steeple strikes
one.' What it was, the old father was in
the pub all the time; the boy ran to him
asking him to come home, 'cause his son
is dying.
Mary Elphick: Yes, and he died in the
end.
Will Marten: And at twelve o'clock, he
said 'Dad! He's dead,' wasn't it? It
went right through the hours, you see, as
he sang it. Proper old pub songle

Further local snippets come from Christopher
Stephens of Fairwarp, who cites his fathe/s party
pieces as The Broom Dasher that Liaed in the Wood and
Buttercup loe, and Fanny Lander, who mentioned a
singer, Sam Cork, who lived at Birchgrove in Hor-
sted Keynes before the Great War, who 'was a great
pal of Tester's.' Around 1910 she used to watch out
for a street singer in Chelwood:

There used to be a man come up from
Brighton every Thursday, and he used to
sing over the post office. His name was
Oliver and he sang that special song
everywhere. I can't remember what it
was now.

Finally, Polly Marten's father, Mr Pollard, from
Danehill:

Will Marten: The wife's dad belonged
to the choir ... He was the background
to the choir ... Big man, big chested man
- bass. Oh, he was smashing ... He
really had got a voice ... It was a nice,
rich deep voice.

This hotch-potch of recollections, although it hardly
amounts to conclusive evidence, does point to a di
versity of practices and attitudes towards singing.
The piece about the street singer from Brighton
poses more questions than it answers, and Joe Marten's
'part-singing' leaves us guessing. However, two
pieces of information about Nelson Stephens - first
that he was a member of Ashdown Forest Temper-
ance Band, and second that he sang at least two old-
fashioned country songs - provide an illustration of
the two musical traditions being contained within
one person.

Scan, of course, sang a few songs in his time. Bold
Robert Emmett, probably his fathe/s song, had been
his great favourite, but late in life the words and tune

117
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eluded him. He had fragments of Tally Ho, Oxford
City and They'oe All Got a Mate but Me, a ditty
remembered from childhood:

The last I had, she drwe me mad.
In aain I tied to stop her,
For she run arnay in a aery funny way,
And got slowly boiled to dmth in a copper,lo
tDN]

As an old man, rather surprised to think that anyone
would want to hear him sing, his two stand-bys
were his brother Bert's song,The OId Rustic Bidge,
which he delivered with great rhythmic control and
dignity, and TheLaka of Coalflin,learnt when he was
a young man at a wedding party from a young
woman who wrote out the words for him. Barbara

Allen, which he sings on the Topic record, was not
one of his songs. It came to him during the car
journey to theFox, IslingtonGreen, and he rehearsed
it in his mind, only to forget the last verse during the
performance later the same evening.

Scan's singing at the Fox in 1 955 was a great surprise
to Daisy. 'He used to whistle a lot', but she had
never heard him sing before.ll The real singer in the
Testcr family was Bert, usually known as Tiger, but
at this distance in time it is impossible to iudge what
his singing was like. Scan told Peter Kennedy he
sang Kitty Wells,l'm a Man that's Done Wrong to my
Parents, The Sailor's Graae and I'ae been Lonely Since
my Mother Died.l2 Arch Sherlock remembered that
his usual songs were Soz eSoldierswere Suted around
the Camp Fire and If Those Lips Could Only Speak.

NOTES

1. The following singers were listed as having per-
formed at a sfiokeiat the Sloop; Messrs. R. Se"tfbrd,
M. Setford, Elphick, Martery E. Hills, jun, Marchant,
Tully, W. Farmer and 1-ittle Jack'.' (Sussex Express,
25.2.190il.

2. For discussionof distortioninfolksongcollecting see
Vic Gammon, 'Folk Song Collecting in Sussex and
Surrey, 7843-1,91, 4', History W orkhop, 10, (Autumn
1980); David Harker, 'Cecil Sharp in Somerse! Some
Conclusions' F olk Music I ournal, ll, 3 (1972), pp. 22O-
240. David Harker, Fakesong: The manufacture of Brit-
ish' folksong' to the present day (7985).

3. Mervyn left an unpublished book on English tradi-
tional singing, which it was his intention to revise
and publish.

4. Arch Sherlock.

5. Sussex Express, 8.4.1910.

A similar event was reported in 1 91 1 (Su ssex Express,
12.5.1911).

Scan was living in Horsted Keynes at the time of the
first of these concerts and probably at Chelwood
Gate for the second. Was he included among the en-
tertainers?

A 1909 press report places a member of the Noakes
familv in a different social context from Scan: Miss
Noak-es provided the accompaniment for the songs
and dances of 'the girls of Horsted Keynes who took
part in the Morris games and rendered folk songs in
the Assembly Room the other evening...' (Sissex
Exyas,10.12.1909) While local working people played
out their own music and dance tradition, as part of
their normal life-style, members of the lower ririddle
class favoured theieconstruction ofthe English rural
traditionrepresented by the Cecil Sharp/ MaryNeal
folk song and dance movement.

6. Sussex Express, 15.4.1910.
At a smoking concert at the May Garland In n, Horam
Road, among a list of low-brow composed material,
Mr. Godly sangThe Waterford Boys (Sussex Express,
27.3.1897).

At a Rabbit Supper at the Bat and BaII Inn, Chid-
dingley, Mr. Goldsmith sang When lones' Ale Was
N ew (Sussex Express, 6.3.1,897).
A concert at Waldron included material by Gounod
and the first appearance of the local minstiel troupe.
Wr. H. E. Rogers caused roars of laughter with his
humourous song, The pantomime and gave an en-
core The Village Pump.' (Snsser Express,28.4.1977).

7. Sussex Express, 24.12."190E.

8. George Maynard, Y e Subj ects of En gland (1956, 19 62),
Topic 12T2t%.
The Rt. Hon. George Joachim Goachen, M.P., J.P.,
lived at Seacox, Flimwell (Kelly's,7895, p.356).

9. Come Home,Father waswrittenby HenryClay Work
in 1854 (W. K. McNeil, accompanying notes forThe
Cold Water Pledge, aol 2,Marimac Recordings 9105
(cassette). This cassette includes a recording by Bela
Lam and His Greene County Singers (Virginia), Poor
Little Bennie, Okeh 45135 (igZnf (Craem"e Kirkham
and Keith Chandler).

10. Written by I. n. Geoghagan; sung by a music hall
artist, Sam Torr, in the 1880s.

I think Scan le arntThe False Bride fromJean Hopkins
in the late 1950s, although he had heard it before
(Folktracks FSA 085 (cassette)).

11. Daisy Sherlock to David Nuttall.

P.W.Joyce noted the songfrom the singingof Peggy
Cudmore, 13, in Glenosheen, Co. Limerick, in 1-854
(OId lrish FoIk Music and Songs (1909), p.227).

Recorded examples include:

PaddyBeades (lreland), Th eLakesof Cool-Finn ('1.938),
Regal Zonophone IZl08l.

Amy Birch (Devon), Royal Comrade (c. 1975), Topic
1,2T5349.

12. Folktracks FSA 085 (cassette).
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Chopter I l :
Colendqr cusloms

hristmas received barely a passing mention
in the Sussex Express at the beginning of this
century. Inthe villages, brassbandsand carol

singers went round the pubs and big houses, Danehill
handbell ringers played at the Coach and Horses on
Boxing Day and there were servants'balls and long
nights into the New Year. In Cuckfield, Peter Gan-
der, Bill Hawks, Jack Norris and their mates had
some special Christmas and New Year songs for the
pub. While Shepherds Watch Their Flocks by Nigftf to
the tune Lyngham and The Trees Are All Bare were
among them, and Scan knew and played both tunes.

An old winter custom, Apple Howling, was still
practised at the turn of the century. At Danehill the
visiting howlers sang:

Root fast, root bear,
Eaery twig, apple big,
Eaery bough, awles enow,
Hatfuls, capfuls, fiae bushel sackt'uls.l

Giles Moore, rector of Horsted Keynes, paid the
'Howling Boyes' sixpence on 5 January 1657 and MAY DAY
again on Christmas Eve, 1.659, for their visit to his
orchard.2Two hundred and fiftyyears later their de-
scendants were calling on Scan's father:

Scan: When we was at the Green Man we
used to have a lot of apple trees and that,
fruit trees. Well, everybody did that time
of day. I mean to say, they don't plant no
young trees now in cottages. Every
cottage had apple and pear trces, and
my father planted a lot of apples. In fact,
there's some there now what he planted.
IRH]

Apple howling - that's what we uscd to
call it. They used to thresh the trecs till
they brought out some beer or wine or
something. That was the idea of that.

That was New Year's time. That
happened lots of places; it was a
recognised thing like carol singing and
I've never seen it except about once or
twice, but I know while we was at the
Green Man,I can remember father
coming in and he says, 'You better draw
off a gallon of beer, you boys.' He says,
'They'll be just coming round the back
now.' But he was artful; he'd had the
beer drawed off and called them in. He
says, 'You needn't trouble to go down
the garden. You can come inside here.'
They didn't hurt the trees; they never hit
them hard enough to hurt them. You
wouldn't see where they'd knocked any
bark off or anything. But I dare say some
of them [i.e. the trees] used to cop it, you
know, especially if they'd had a tidy
drink. [RH]

May Day in Horsted Keynes was marked by a May
Queen on a farm wagon and a maypole on the
Green, according to Daisy Sherlock, who remem-
bered it around 1923 or 1924.In Fletchingithad been
a much grander affair, sponsored by the Earl of
Sheffield:

Not withstanding the rough weather on
Monday, the village children turned out
with their garlands and Maypoles. They
started at an early hour in the morning,
visiting all the houses in the village, and
then journeyed to Sheffield Park, where
each one received a small sum of money,
special prizes were kindly given by the
Earl of Sheffield and Miss Allenborough
for the best garlands and Maypoles.3

i l9
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I NEVER PLAYED TO MANY POSH DANCES..,.

One of the participants, recalling the event in old
age, described it as follows:

The children would decorate small poles
with wild flowers and early in the
morning of May Day they would form a
procession and go all round the village
carrying their decorated poles and
singing 'the first of May is here today,
please remember the May Pole'. People
would give them a penny or twopence
and things to eat and drink. They would
go as far as Searles, then back through
the village to Sheffield Place. There they
would lay their decorated poles on the
lawn and Lord Sheffield would judge
which was the prettiest. They would
have May Pole dancing on the lawn of
Sheffield Place and afterwards came a
lovely tea. Grown ups would decorate
prams and bicycles and there would be
more flowers and Jack o' Greens and the
adults would join in the fun.a

THE ANNUAT FAIR

Although fairs at Horsted Keymes, Chelwood Gate
and Lindfield received a boost from their associa-
tion with the Friendly Societies' feast days, the fair
day was not abandoned with the demise of the
societies.s In Horsted Keynes, in the years just after
the Great War, a handful of volunteers mowed the
Green a few days before the last Monday in May,'for
the sake of the children' and for free beer from the
parish funds. A collection was taken up round the
big houses and village by the schoolmaster, the
parson and a fewothers, which paid forfree rideson
the roundabout for all the village children until tea-
time.6

The gypsies used to congregate in
Bonfire Lane during the previous week,
under the eagle eye of Mr. Turner, our
village policeman; he was a thorn in the
side of all gypsies in the district.T

Scan: The same people came every year
... They come from Merton, Surrey...
[The man] that had the roundabout, his
name was Alf Bond, but I can remember
it before ever he came. It used to be
Harris's and Bailey's people used to
come there with the roundabout, and
there was anbld man come from this

side of Edenbridge. He used to have a
big hand roundabout and two blokes ...
they used to have one each side of the
roundabout and turn this by hand. Only
it was extraordinary big roundabout.
tRH]

Reuben Baker (1877-1955), a coal merchant, nick-
named the 'Mayor of Horsted', was behind much of
the organised social activity among the village pmple.
After Horsted Band disbanded, they hired Ardingly
Band and Reuben Baker provided them with free
beer. At the end of one fair day they refused to play
one more 'last tune'. 'Bugger 'em,' said the Mayor,
and that was the last of their free beer.8

BONFIRE NIGHT

For many years the bonfire societies in Lewes have
dominated activities on November the Fifth for
miles around. The importance of Bonfire Night to
the working people of the town is illustrated by the
extensive newspaper coverage over several weeks
in 1900, compared to the passing reference to Christ-
mas. In Lewes the event has an overtly anti-Papist
theme, with ritualised declamatory speeches in
memory of the Lewes Protestant martyrs of 1555-7
and the burning of a large effigy of a currently
unpopular national or international figure. It is also
a winter fire festival with trolleys of burning embers
pulled recklessly through the streets, firecrackers
and a torch-light procession in fancy costume with
banners and brass bands.e

Bonfire Night was also hazardous in Horsted Key-
nes in Scan's youth, the result of high spirits and
drinking. He once went dressed up in a paper pier-
rot's coshrme carrying a real banjo, which ended up
on the bonfire when his back was turned, and Arch
remembers, when he was young, the lads would
'ru n through the ashes when they got drunk'. All the
shops used to close, but on one occasion the grocer/s
on the Green stayed open, which was frowned on by
local residents. Scan and some of his young mates
rigged up a large rocket, a 'Lewes rouser', on wheels
and lined it up on the Green. It sped across the road,
straight through the open door and into a display of
biscuit tins at the back of the shop.i0

Many villages, including Horsted Keynes, had bon-
fire societies at one time. By the 1930s, the forces of
respectability had triumphed over the disreputable
elements essential to the spirit of Bonfire Night. The
Fairwarp Band, for example, gave up its annual
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'Fifth of Noztember custom at Brighton' by H.G. Hines.
Illustrated London News, 5 N or:ember'l-853.

torch-light procession to Maresfield,'after the year
the hedgerow lining the route caught light. Before
the War, bonfire night in most places had become a
domestic affair with fireworks and bonfire in the
backgarden. Few villages have retained their bon-

fire societies and surviving societies celebrate in the
weeks precedingNovember the Fifth, so they can be
free to foin the huge crowds attracted to Lewes
Bonfire Night.

NOTES

1. Anonymous, Memories of My Village' (c. "1956),

East S'ussex Records Office, ref . W.L 53/7. Quoted in
Danehill Paish Histoical Society Magazine (F eb. 1'987),

2. The lournal of Giles Moore, ed. Ruth Bird,, (1,971),
pp.  315,  319.

Moore gave 4d. on Boxing Day,1661,(p.323) and 4d.
on 20 December 1565 (p.329).

3. 'May day was celebrated... by the customary exhibi-
tion'of [4] decorated carts, i15l garlands ind [a0]
maypoles...' (Sussex Express, 5.5.1905).

4. Hylda Rawlings, 'A Born Teacher: The Memories of
Louise Downer...', Danehill P.H.S.M., II, 10 (1985),
pp.31-2.

5. Horsted Keynes Fair Day used to be on 1 May. Moore
recorded the following entries in his journal:

1,May"1656, 'Giv'n my wyfe for a FAIRING 3s. and
the Boy 5d.' (p. 313); 1 May 1557,'my wyves Boy a
fairing 4d.' (p. 315). He also recorded an August fair
in1664, 'Giv'n Philip Godleyes wyfe at Horsted faire
ls.' (p.327).

6. Daisy and Arch Sherlock.

7. Mrs Coon, Memories of my Village: Horsted Key-
nes' (1956), Danehil l P.H.S.M.,II, 10, p. 1.

8. 'In the evening there was dancing the Ardingley
Band supplying the music' at a Horsted Keynes
garden fete (Sussex Express, 9.7 ."19"14).

9. Of the first five bands I heard on the street at Lewes
Bonfire NightinL987, four were playtng tunes from
Scan's working repertoire: Sussex by the Sea, Tippe-
rary, Under the Double Eagle and Scotland the Braae.

10. Bob Fry.

t z l
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The Fiae Ashcs Minstrel Band celebrating the Siloer lubilee in June 1935.
Standing (Ieft to right): lohn Fenner, melodeon; Lewis Wren, banjo (organiser);
Bert Moore, side drum; BillTicehurst, melodeon;
AIf Berwick, hndlord o/ Five Ashes Inn; WiIf Wren, bass drum ;
Harry Wicker ; Amos Fenner, melodeon.
Kneeling, front: Harold Read.
(Sussex Express, c. 1977)
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Chopter 12:
Minslrels ond cornivol bonds

$ lack-faced minstrels appeared in village en-

ffi tertainments towards the end of the nine-
V teenth century, inspired by theatrical troupes
and seaside concertparties. The professionals worked
within conventions of form and content developed
on the London stage during the period from the
1830s to the 1850s, but the rural amateurs were more
pragmatic, working with any talent and material
available to make a show. American minstrel songs
and tunes - B uffalo Girls,for example - had circulated
previously, butthis was notnecessarily the material
included in village minstrel shows. In the troupe
organised to raise funds for the hospital in Forest

Row around 1910, Spider Miles sang To Haae a Face
Like my Old Woman and My Little lammy Face, trtles
that have the ring of the British variety theatre.l
James Payne's spoons playing in the same show was
more than likely practised in the pub on Saturday
nights. Fairwarp Minstrels made their second pub-
lic appearance in January 1935 and at one time there
was a troupe of minstrels in Nutley.2 Whether he
was associated with minstrels or not, E. Morley
warranted special mentioninnewspaper reports for
his bones playing at concerts in Newick in 1905 and
Buxted in 1920.3

a;il.t6))lt
/6,r1&)l
ii.+)@



I NEVER PLAYED TO MANY POSH DANCES,...

ffi
The Coronation celebrations on thc recreation grounil at CucUield in May 1937.
lack Norris, melodeon; unidentified, bass drum; unidentified (on the cart), piano accordion.

Could the man on lack's right be Peter Gander, playing the triangleT
(Courtesy Florence Norris)

Forty years afterwards, Bill Ticehurst recalled his
time in the Minstrels Band, which was scratched
together for the Silver Jubilee festivities in Five
Ashes in 1935. Lewis Wren, one of the local hand-
bell ringers, was the man behind it and the band
practiced in the clubroom at the Flae Ashes Inn.a T}r.e
Sussex Express reported the fancy dress torchJight
procession led by the Five Ashes SilverJubilee band,
directed by Frank Hemsley.s Bill Ticehurst men-
tioned Frank Hemsley as a piano-accordion player,
who joined the Minstrel Band sometime later when
they played at dances in the early war years. It
appears then that the small village of Five Ashes
fielded two separate carnival bands for the Silver
Jubilee celebration. The organisers arranged an offi-
cial comic band, while others provided a surprise
turn-out from the pub.

Another example of tomfoolery took place at a
function in Uckfield in 1920 where:

The piece de resistance was the
performance of the Sroomfonium
Comic Band' whose fearsome
instruments gave forth music as weird as
their appearance. The audience laughed
till they could do so no longer and the
bandmaster Mr. A. Corden led his
instrumentalists of f .5

Dressing-up and acting the fool were popular thery
as they can be now, on special local and national oc-
casions. Most communities now have no pool of
musicians to call upon, but here and there some
carnival bands have survived.T
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NOTES

1. Bob and Mrs Miles.

2. Fairwarp: Sussex Express, 8.1.1935.

Nutley: ChristoPher StePhens.

3. Susxx Express,18.2.1,905,1.4'1905 and 1-10.1920. In
the 1.10.1920 edition, he is referred to as W. Hoorley
in one report and as E. Moorley in another.

4. Undated cutting, Sussex Express, c' 1977 (Vic and
Sheila Gammon).

5. Sussex Express,3.5.1935 and 10.3.1935'

6. Sussex Express, 6.8.1920.

7. See Ronnie Wharton and Arthur Clarke,TheTommy
Tucker Bands of the West Riding: The History and Deoel-
opment of a Working-Class Entertainment (1979), and

Brian Holland, Here's to lhc NextTime: Carnioal lazz
Bands of the Nineteen-Twenties and Thirties (1988).

Surviving carnival bands in southern England: The
Merry Mikers, Padstow, Comwall, and Kingls Komer

Jazz Band, Pewsey, Wiltshire.

Recorded examples of carnival bands:

Kinds Korner Jazz B and, March Past (7982), HD 010
ana"(f gSZ) KKJB Kassette, no number.

Widnes Star Novelty Band (Lancashite).Medley of
MarcheslGreat Little Army March (1932), Zonophone
5158 (second title also on Topic 12TS318)'
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Chopter l3:
Closs ond socictl conflicl

he tensions in the social sfructure into which
Scan was born continued in some form or
another throughout his lifetime, although the

Second World War was a decisive turning point in
the demise of the old order. The gentry, in the view
of some working people, were di vided into the good
and the bad, those who were decent and knew their
social responsibilities, even if they were patronising,
and the nouveau riche who were tight-fisted, elitist
and inconsiderate to tenants and employees.

Arch Sherlock Some of them were
gentlemen. Some were real people;
others were nothing but bloody gasbags.
And that's what the trouble with it was.
Those that came up from nothing and
made theirself are the worst people there
are. The people that are landed gentry
are the best people there are ... Not
hardly any of 'em left.

The Hardys at Danehill spent money on the commu-
nity. They built the church and the reading room
and provided annual treats and outings for the
village children.

Bert Wood: They were jolly nice people,
they were. Through the winter, they'd
take soup round to the old folks.
Charlie Bates: And the kids used to go
down there Christmas.
Bert Wood: I got a new pair of boots,
Christmas time, and the girls, they had
red riding hoods. [Theyl used to have a
Christmas tree and everything.

The Corbetts, also at Danehill, were of the same ilk
and made sure 'every kid had a present at school'
and a day's outing to Brighton.l

Opposite: Croup of workers, including (top left) Philip
Thompsett, husband of Scan's eldest sister, linny, and
Scnn's brothers, Fred (t'ront left) and Will (front right);
undated.
(Courtesy Daisy I Arch Sherlock)

Bert Wood: We always had a pheasant,
Christmas day. The sons used to come
round with a pheasant.

The newspaper report of a supper given by Mr and
Mrs Stuart of Stonehurst, Ardingly, for their em-
ployees and servants spelt out some of the motiva-
tion behind such functions. It was'a very successful
affair, and doubtless will do much to strengthen the
bonds of good feeling which bind together all on the
estate'.2 Even after the Great War, Sir Walter Scott
continued the old ways with a servants' ball at
Christmas time in the parish room at Horsted Key-
nes, with as much food and drink as they could
manage and dancing toGibsonlsBand from Ardingly.3

The Macmillans rebuilt Birchgrove in Horsted Key-
nes in the 1920s and provided several years work for
local artisans and small contractors. They were not
held in the same respect as the Esdailes, the Scotts
and the other established families, however, and al-
though working men were dependent on them for
their living, they did not always stand for any old
nonsense, particularly from Harold Macmillan's
mother. Scan had a tale of how at Birchgrove he put
her in her place. A heavy shower broke up a cricket
match and forced spectators and players alike into
the refreshment tent. Helen Macmillan fussed around,
trying to send the working men home in the rain.
'Well, madam,' he said, looking straight at her, 'I

think those that live nearest should go home first.'
Many years later Arch Sherlock had a brush with
hcr:

I did plumbing for Macmillan and I had
my plumbing shop out in the stable
yard, and she said to me, she said,
'Sherlock,' she said, 'I don't allow
smoking. It might burn the place down.'
I said, 'If I want to burn your place
down, I could do it with my blow lamp
in two minutes.' She never said no more
to me... I used to walk past her, as if she
wasn't there.
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Some of the sense of economic injustice was as-
suaged informally by pilfering, which probably car-
ried more emotional satisfaction than financial reward.

Bert Wood: When they had a shoot at
Corbetfs or anything, I bet a shilling
lDenner Headi was larrying so*e6dy's
bag, one of the toffs... and I bet when
they got home, they found they'd lost
several cartridges.

But if 'everybody used to go beating' for the gentry
to earn a few shillings, a good few were also regular
poachers.

Arch Sherlock They [including Scan]
used to get half their meals that way
when they walked [to workl. They
always had a catapult in their pocket and
they used to knock over the rabbits and
the pheasants on the way.

Charlie Bates: He [Bert Wood] got eye
for rabbits and pheasants. He'd pick up
a pheasant in a tree at night.
Bert Wood: Yeah, with a catapult. I
never reckoned to miss anything... I
never shoot but once. I nearly always got
him first go. Oh, we had to at that time
of day to get something to eat.
Charlie Bates: Everybody had rabbit
wire all in the woods and that.
Bert Wood: I used to do a lot of wiring.
I got sixteen one night... I used to carry
a gun as well. He lCorbett] wouldn't
give you permission to shoot pheasants...
but I used to shoot'em!

Many of those accused of poaching appeared in
Uckfield Police Court and were usually fined, al-
though persistent offenders were sentenced to im-
prisonment.

Will Marten: They used to do a time in
prison, you see... but they weren't bad
men at all. They'd have 'em up for
poaching, you see... The big eitates
around here kept'em down, so they
didn't get in there and shoot their
pheasants.

Crime to the few and economic necessity to the
majority, poaching was also covert social resistance,
the working man's way of getting his own back. One
particular Horsted Keynes man, well-known to be a
poacher, had a reputation for more overt defiance.
No member of the gentry could expect him to open
a gate for them:

Arch Sherlock: Old Alf Pellin, he was
one of the biggest poachers that ever
walked in a pair of shoes,.. He had a
pheasant. He put a collar round it, and at
West Hoathly the police was always
after him, you see ... so he says, 'I'll have
the buggers!'Gee'em up, you see. So he
put a string round the pheasant's neck
and led it up through the middle of West
Hoathly, and they couldn't do nothing
with him!

Will Marten: They said at Horsted
Keynes old Pellin walked down through
Horsted one Sunday morning with a
rabbit on a string - live rabbit - got a
collar on him - just to aggravate the toffs.

ROUGH MUSIC

Differences between villagers, usually involving an
issue of morality that could be settled in no other
way, had once been commonly dealt with by rough-
musicking. It expressed the communiq/s sense of
outrage, which may have built up over many years
but exploded over a particular incident. Rough music
carried with it the legitimacy of tradition, although
technically it was a breach of the peace. Since it had
popular approval and was more likely to reinforce
social order than weaken it, the police usually turned
a blind eye. As working men and women gained
access to more formal means of redressing griev-
ances, rough-musicking tended to die out.a

They all thought it a pretty tick
To play to them some rough music...
When the iot first begun
Beating kettle and the drum,
The old ship bell and thepot-lid, too,
The mortar and pestle that did go.s

At Chelwood Common, just after the Great War,
local feeling welled up following an unpopular trial
decision, and the acquitted man took the full force of
his neighbours' expression of their sense of griev-
ance.

Bert Wood: They give him rough music.
Charlie Bates: My mother and the old
women went down there - tin cans - and
barracked him... miserable old so-and-
so... He was never welcome in the
village.
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Bert Woods: Well, didn't make a bit of
difference - that's his life. He was alwavs
on his own, so to speak.6

There was a rough-musicking in West Hoathly,
probably just after the Second World War, and it
seems that these two examples and those mentioned
by Scan were the only ones in the district in living
memory.7 Scan'sstorydates from 1893 whenhe wai
five or six:

We had a doctor live here and he had
three sons - three boys - and they went
to our village school with us, and the
house that he lived in belonged to a man
name of Field [James Fieldl. He was a
cripple man and he was a nasty old
bloke, he was. Well, I don't know what
the trouble was about, but anyway this
doctor had notice to get out, and so he
got out, the doctor did, and he went to
Lindfield... His name was Fitzmaurice,
Dr. Fitzmaurice - good doctor he was -
used to walk all around that time of day;
he never had a horse, ride horseback like
a good many did. Well, the people was
so mad in the village over it, we rough-
musicked him [Field].8 [RH]

Now, I was old enough to go to that, so I
do know, and I had an old, well, it
wasn't exactly a bowl, it was a biggish
bowl with a handle to it, and I know I

had a stick with a big roll of rag
wrapped round it like a drum stick, and
I held this bath up and hit it like a drum.
They had all sorts of instruments; some
had teapots and blowed in the spout and
they had anything they could get hold
of, and we done it three nights running.
You didn't dare to do it no more. There
was a police sergeant and two more
policemen there stood outside his gate.
See, we marched up and down the road;
we daren't go round in his place, you
see. We marched up and down in the
road three times, then we had to leave
off, see. Course, a lot of them knew the
rules about rough-musicking, and, I,ll
tell you, that's a tidy row, that is. I
should think nearly every workman
there was in the village was there, and, I
can tell you, there was a tidy gang there.
These police was there to see we didn,t
cause no trouble. Well, that's the law.
That was a law, that you daren't rough-
music more than three nights. I've heard
talk of another man being rough-
musicked, because he turned his wife
out or something. That was at Chelwood
Common, but this one, it's just down the
road, the top of Leighton Road, and I can
see the old bloke standing there with his
crutches now... He owned all that row of
houses down Leighton Road. [RH]

NOTES

1. For an account of the Corbett familv, see Dame
Marg.ery Corbet t Ashby: F r om th e F e ud il t o the I e t A ge
(1.982).

2. Sussex Express, T.1.1905.

3. Arch Sherlock.

S"Tpq.q the re-p-ort of the,servants' dance given by
T. G. Ashton,M.P., and Mrs. Ashton of Vinehail
Place. There were 50 guests, outside catering from
lohn's Cross lnn, and dancing till 2.00 a.m. t"o Mrs
Murray's Quadrille Band from St. Leonards. The
host and hostess were present at the beginning and
then handed over to the butlcr and house kieper
(S u sse x E xpr ess, 7 .'1."1905).

4. This.was not always the case. For cxample, rough
musickers in Bampton, Oxfordshirc, in i900 wc"rc
arrested; some cases were dismissed and some dc-
fendants bound over to keep the peace (Witney Ga-
zett e, 1,5.72.1900 and 22.12."1900) ( kci th Cha nd ier).

5. This local song Up Turner's Hill, was recorded in
1957 n Cuckfield from the singingof Gcor6rc Tompsctt
(born 1875) Mervyn Plunke'ft Collcction").

6. To respect local sensibilities, I have not given names
or dates.

7. 'Rough Music was played in West Hoathly as re-
cently as 1952, when the victim was rather rinjustly
selected.' (Mervyn Plunkett, George Tompsetf, Fo[:-
song Research,V,2/3, (1986/n [wiitten ii 1952]).
'The last man to be rough musicked in West Hoathly
was -------- who wasa good friend of mine...I never
liked to ask him about it-but my impression was that
it w1s_iustafter the War, but it mighl have been in the
late 30s.' (Letter, Mervyn Plunke-lt to me,16.1,.1986).

8. Dr. Fitzmaurice lived in Lindfield from at least 1889
until well into this century (KeIIy's Directory of Sus-
ser), but his name does not appear inthe Parliamen-
tary Register for Lindfield in 1893. He may have lived
in Horsted Keynes-briefly in 1893, but not long
enough to have qualified for an entry in the parlii-
mentary Regisfer. Horsted Keynes school records for
the period are lost.

t z Y
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Scan in 1957.
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Chopter I4:
The 1920s ond beyond

hepatternand paceof life in thecountrywere
transformed by the Great War. To some ex-
tent the War accelerated social changes that

were already in progress; it broke down country in-
stitutions, such as village bands, and created many
others, like the British Legion. If the War accelerated
'progress', Roy Dommett has suggested a process
by which social change was retarded. He observes
that many fathers were killed, some sons looked to
their grandfathers for their values, and this could
account for some of the old songs continuing long
after they might have been expected to have been
forgotten.l

Fundamental changes had taken place in the charac-
ter and use of pubs in 1915, when emergency war-
time measures were introduced to curb drunkeness.
Laws relating to public houses until then regulated
little else but the quality of liquor, value for money
and sale to minors, and forbade gambling and disor-
derly conduc$ country pubs opened from 6 a.m. to
10 p.m. with no restriction on children in the bar. In
1915, opening hours were reduced to about four in
the middle of the day and a little longer in the
evening, and childrenunder fourteen were not to be
admitted at all. The wartime regulations stayed in
operation for the following seventy years or so. The
pattern of public house use changed quite consid-
erably, and, not surprisingly, theannual national av-
erage consumption of beer fell from 27.5 gallons per
head in 191.3-14to17.3 gallons 1n1924-25.2

Popular music took on new characteristics after the
Great War. Coon-songs, such as Little DoIIy Daydream
and Lily ot' Laguna, had already introduced synco-
pated melody during the late Victorian and Ed-
wardian era. This was extended to commercial dance
music by, for example, the barn-dances and schot-
tisches published by the prolific Glasgow composcr,
Felix Burns, and similar pieces recorded by the duct
concertina player, Alexander Prince. Irving Berlin's
pseudo-ragtime song, A lexander' s Ragtime Band , w as
the smash hit of 1911-12,and was followedby jazzy

post-War songs such a s I'oe Got My Captain Working
for Me N ow and How Ya Gonna Keep'Em Down on the
Farm (AfterThey'ae Seen Pared.

The new music accompanied new dances; some,like
the Turkey Trot and the Bunny Hug were nine-day
wondery but the fox-trot and one.step became fionly
established. On 22 November 1919, the Original
Dixieland JazzBand played at the opening night of
the Hammersmith Palais deDarce in London. Their
particular brand of New Orleans music had very
little lasting effecton British popular music, butthey
did introduce the word 'jazz', and the opening of
commercial dance-halls in towns revolutionised public
dancing. What had been the preserve of the middle
class at private functions and subscription balls was
now accessible to shop and factory workers for the
price of a ticket at the door. In the country, village
halls, more spacious than the old reading rooms,
were built to honour the memory of the fallen, and
there was local commitment to utilise them. In the
early 1920s, the Stsser EtVress reported a rash of
whist drives and socials, often fund-raisers for the
War memorial, and new Jazz Age village dances.3

The increased demand for dancing and the relative
sophistication of the new ballroom dance music
created more work for professionals and semi-pro-
fessionals. Local musicians updated their style and
material, taking their model from published stock
arrangements. Horace Jackson's Band, from Lewes,
already noted as playing in 1905, was still active in
1930; Wallace R. Chisholm described his new en-
semble as his Dance Band. Other bands active in the
area were the Southdown, the Sunny, the Medley
and the Manor Dance Bands, Mr Martin's and the
Excelsior from Crowborough, the Honolulu from
Buxted and the Belgravia Orchestra from Newick.a
Arch Sherlock danced to a London band, Simon's
Syncopators, at Maresfield, and Daisy Sherlock
recalled the annual function organised by the member
of Parl iament for Mid Sussex as'a dear dance at half-
a-crown a head in the Horsted parish room with a
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London-based band and dinner jackets'. She 'never

used to go to any Conservative dances', but she used
to peep in to see what was going on.

New private bus operators, utilising their wartime
lorry-driving experience and driving coaches cus-
tom-built on ex-army chassis, brought mobility to
village dwellers; thus Daisy and Arch were able to
follow a number of local jazz bands. They were
Picknell's, led by Billy Picknell, landlord of the Grey-
hound lnn at Ardingly, on piano, with violin, saxo-
phone, Jim Dench on the drums and sometimes a
trombone; The Gibsons from Haywards Heath,
consisting of violin, saxophone, piano and drums,
who had a regular tea-dance booking atBoots' Res-
taurant, Brighton, and did some of the Conservative
dances at Horsted Keynes; The Finches, from Hay-
wards Heath, which included a double bass; and
The Millses, led by Ren Mills, from Wivelsfield. The
Horsted Keynes young dancing crowd travelled as
far afield as Ardingly, Lindfield, Cuckfield, Bal-
combe and Forest Row, packed on makeshift benches
in Reuben Baker's coal lorry.

There were gramophone dances and various pian-
ists played at socials and parties.s A dance band
was formed at Fairwarp from members of the brass
band, using the band instruments. The Fairwarp
Brass Jazz Band consisted of Charlie Ridley (born
1915), who had joined Fairwarp Temperance Band
at the age of seven; Charlie Hemmings, a semi-
professional; and Bill Horscroft, a builder at
Maresfield, all on trumpets; Denner Head's son
Vernon on piano; and Joe Walters on the Temper-
ance Band's bass and side drums rigged up as a
drum kit.6 Charlie Ridley confirms that although
they could all read, they played by ear and sounded
'a bit American'.

The pre-Great War style could still be heard. At the
Freshfields' place at Wych Cross, the housekeeper
organised entertainment for the servants - a whist
drive on one Monday evening and a dance on the
next. The house staff - two nurses, two house maids
and two kitchen maids - invited the garden boys
and some of the local lads, and one of the kitchen
maids, Maggie Ridley (then aged 20), and her brother,
Fred Curr, played mandolins. Theirbest number for
the one-step was not/ as might have been expected,
Whispeing or Pasadena, but Onward Chistian So|-
diers! 7

Young men and women, many still in their teens,
took up the modern style. Vernon Head (7910-72)
was perhaps representative of the children of Scan's
contemporaries. He had been taught the piano by
Mrs Freeland and then picked up the piano-accor-
dion.E He played in the new William IV and at the
Foresters, where it was known for the piano to be
wheeled out onto the green after closing time, the
police being hotter on licensing hours than breaches
of the peace.e His cousin, Cicely, was also a pub
pianist and accordion player, and other cousins,
Reneand Bill Head,played thepiano and drumsfor
dancing at Piltdown in the late 1920s.

Frank Awcock (born 1897), nephew of the fiddle-
playing Awcocks and brought up by their mother,
led theNewCrescentDanceBand inDanehill, which
from 1929 consisted of Geoff Stephenson from Nut-
ley (trumpet), Frank Awcock (piano accordion), Bert
Setford from Freshfields (violin), George Avis (vio-
lin, then clarinet and alto saxophone), Ada White
(piano), Tom Brunton (drums) and, on odd occa-
sions, Mary Setford (cello) and Charlie Bennett
(banjo).lo Herbert Marten, joe Marten's son, started
out as a self-taught drummer at that time and now
plays the saxophone and clarinetregularly in aband
called The Stompers atNutley Club.

Extract from the
Fairwarp Band minute
book; L940.
(Courtesy Frank €t
lean Gorringe)
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George Avis (born 1912) picked up the rudiments of
the fiddle from his maternal grandfather, Oliver
Martin, a self-taught fiddler living between Pilt-
down and Nutley. He then took formal violin les-
sons from Wallace Chisholm. His mother's cousin, a
professional London theatre musician, advised him
there would be plenty of work in London cinemas,
but the trade became depressed shortly afterwards
with the advent of talkie s. In 1927, atthe a ge of 1 5, he
took his first paid job, with Wallace Chisholm. He
knew Scan and remembers hearing Testers' Impe-
rial. In 1928 he played in a trio at the Sfar, Piltdown,
with Rene and Bill Head.

He joined Frank Awcock's band in Danehill in 1929,
and in 1930 he began doubling at Nutley village
hall with a trio at five shillings for two hours. He
boughta clarinetin 1930and an altosaxophone soon
after, as the violin was going out of fashion. He was
a fanof RoyFox and Lew Stoneand went to seeJack
Hylton wheneverhe appeared in Brighton. He played
in an amateur orchestra in Nutley before the War
and in another in Horsted Keynes after it. During the
War he played with Vernon Head and Canadian
soldiers stationed in the area. After the War he
played in The Commodores from Burgess Hill and,
when he had difficulty with breath control, changed
to the string bass. He was a semi-pro musician
throughout his working life, combining this with
dayworkin a shop,on a farmand asa groundsman.
He could read and transpose at sight, and never
played by ear.

Scan's family band, Testers' Imperial, was in keep
ing with a general movement and existed as a re-
sponse to a new demand. They took the tag'jazz
band' not simply because they knew the latest songs
and played for the latest dances, but also because
they had the latest novelty instrument, a set of
drums.ll Scan and Daisy both had a quick ear and
experienced little difficulty picking up new tunes.
Will, of course, was literate on the clarinet but
almost certainly learned the Tester Imperial reper-
toire by ear.

Scan's formative years and, of course, the most
important period in establishing his musical values,
brought him in contact largely with diatonic tunes,
and his peers played and sang almost exclusively in
the major mode, but he had also been exposed to
brass bands and fairground organs and all sorts of
popular music by way of the gramophone and the
variety theatre. The structure of much of this mate-
rial was quite different from that of country music,
with chromatic intervals in some melodies, some
chromatic ornamentation and modulations in the
harmony. Since he was essentially a melody player,
harmony did not really concem him. Confronted
with a popular tune where accidentals were a struc-

tural feature of the melody,like the two C sharps in
Bye Bye,Blackbird played in C, he played them, bu!
in a song or dance tune where the accidentals were
passing or structurally in a weak position, he fol-
lowed one of three courses of action: he either played
them near enough as written, or glossed over them
and played the accidentals as if they were naturals,
or he reconstructed the phrase altogether. The course
he took in any individual case was probably de-
pendent on the source of his material. If he learned
indirectly from a written source - that is, from some-
body who had the piece from notation - he was more
likely to play it almost as written, but if he learned
from a mediated source, a melodeon player, for
example, or in a pub sing-song, he was more likely to
follow the second or third course.

No doubt the band did learn all the latest tunes, but
most popular music lasts a very short time and the
bulk of theirlastingrepertoire was what the dancers
would have described as 'the good old ones':Margie,
Missoui Waltz,If You Knao Susie, etc.

Scan: I used to play a variety of
choruses, see ... If I was in anywhere
now, pub or anywhere, if they was
dancing the waltz,I'd play all tunes
what they knew, all the songs what they
know, see, and the people like dancing
to the tunes - and one-steps and such
tunes as that.... If you go to play all
night, you know, you want a
tremendous lot of funes, if you're going
to play three or four tunes for one dance
... With the jazz we always played one
tune through and then they had an
encore/ and we'd play the same tune
again, see. Otherwise you'd want any
amount. Of course, I knew any amount/
but then, if you're going to play six
hours, mind you, you got ever so many
tunes to play. [MPl

Although all Tin Pan Alley dance tunes were com-
posed with verseand chorus, itwas the chorusalone
that usually became popular, and many verses were
not generally known (with some aesthetic justifica-
tion!). Scan knew and played some verses, which
satisfied his idea that tunes required a first and a
second part. In the case of Down on the Farm, he
added a strain from an Austrian march, Old Com-
radu, to the chorus to make a complete tune, and he
composed his own second part for Alexander'sRag-
time Band.12

The piano appears from the early post-War years as
the most commonly used instrument among work-
ing people, even in country districts, and most vil-
Iage halls and many pubs had one. The piano styles
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of Daisy Bulwer and Daisy Sherlock make an inter-
esting contras! astheyapproached band piano playing
so differently, the one rock steady and the other
more rhythmically fluid, but both perfect foils for
their partners. Daisy Bulwer was musically literate
and knew some theory of harmony, and, although
this knowledge might have encouraged her to de-
vise a more developed, even fussy style, she chose to
keep her accompaniment simple and thus effective.
Her usual support for Walter/s fiddle was a straight
vamp, an open octave with the left hand on the on-
beats and chords with the right hand on the off-
beats. Her time-keeping was faultless, and subtle
shifts of emphasis kept her rhythmically buoyant.l3
Daisy Sherlock, on the other hand, knew Scan's
phrasing and fill-ins; she followed him rather than
providing a setaccrrmpaniment Sometimes she played
the melody on equal terms with the concertina, at
others the melody line resolved into a second part.
The vamp, usually contained in the left hand, was
sometimes divided between the two hands, when
right hand off-beat chords were sometimes played
staccato and at other times double tapped, giving lift
and momentum. Daisy Sherlock slipped from one
technique to anotheras the spirittookher, which en-
sured constant variation and interest.

Although the drum kit, the invention of black New
Orleans musicians around the turn of the century,
was seen on the English variety stage just before the
Great War, it was first used in dance music in
England after the War. There is no way of knowing
how Sarah Tester devised a method of playing and
constructed a style. She could have heard very little
dance band drumming herself before she started the
job. Very little detail would have been audible on
records or the wireless, and few of the local bands
would have had drummers before she started - and
anyway, what would their models have been? There
are three sources, apart from dance band drum-
ming, that could have influenced her playing. The
sound of tambourine beating and the triplets of the
spoons and bones would certainly have rung in
Scan's head, but there is no certain evidence that
Sarah would have heard muchof them, especially if
she had not gone to pubs. She might well have been
familiar with brass band drumming, rolls on the
snare drum, clashes on the cymbals and the on-beat
bass drum, and she probably saw some flamboyant
show drumming in the theatre in Brighton. None of
that adds up to'jazz' drumming. As far as Scan was
concerned, she kept good time.la

Scan: I sent away and bought a set, only
a small set. I think, if I remember righl
that was when I used to carry them on
my back on push bikes, all the stuff

packed inside the drum, and I got rid of
it in rather hurry, because I found hole in
the drum. I thought to myself, 'Well, I'm
going to get rid of this lot.' So I sold that
lot and bought another lot. Well, then I
had that lot about tvvelve months or two
year, then I bought ... a mixed lot and
that was a jolly good lot, that was, and
that was alright - had a 30 inch drum...
tRH]

She had a foot-pedal drum, you know,
and a side-drum and cymbals and she
had a clog-box and one thing and
another on top of the drum like. Just the
sticks. Never had no brushes, I didn't.
No,I had the sticks. She used to do a
good job on them. Yes, she could play.
Once you started, you know You was
going to keep time alright. She was a
good one on time. [RHl

Professional dance bands of the 1920s used tech-
niques that had been around for a century or more.
Written arrangements involved second parts and
counter melodies, solos, the lead moving from one
instrument to another, variation in volume and modu-
lations. Jazz introduced to the dance band world
stylistic characteristics such as the vocal chorus, hot
breaks and solos, the cllp-clip, relentless four-four of
the banio, the sousaphone oompah and swinging
rhythm. The members of Testers'Imperial heard all
of these on the wireless and the gramophone, yet
they followed the minimum of these conventions in
adapting to their new rePertoire and image. Musi-
cians like George Avis followed one possible route;
as professionals they entered the new musical world
and absorbed its values. The Testers, on the other
hand, did what many ear-playing amateurs would
have done; they held to the values of their root
culture and made minor modifications in adapting
to new demands and fashions.

Scan's approach to commercial popular music re-
mained constant from the 1920suntil the day he
died. He continued to pick uP new songs, but only
those that followed the conventions laid down be-
tween the wars. Late tunes likeTulips from Amster-
dam, You Always Hurt the One You Lwe, Ctuising
Down the Riaer,l'm Dreaming of a White Christmas,
TheHappy Wanderer andEdelwebs entered his reper-
toire, but Rock Around the Clock and Tutti Frutti
passed him by.
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NOTES

1. Roy Dommett in conversation with me.

2. A. M. Carr-Saunders, D. Caradog Jones and C. A.
Moser, A Suroey of Social Conditions in Enqhnd and
Wales (7958),p.257.

3. Kelly's Directory of Sussex listed ten dance teachers in
1,922;by 1930 the number had risen to 25.

4. There are numerous references to dance bands in the
Sussex Express in the late 1920s.

5. Five pianists were named as having played at a
British Legion social in Fletching in 1927 (Sussex
Express, 22.4.1,92n.

CecilHaddock [sonof thevaletatDowerHouse] was
the pianist at a dance in Fairwarp (Sussex Express,
1.4.1,.192n.

5. 'Fairwarp Dance. A dance was arranged for Wednes-
day evening intheVillageHall from 7.30-11 p.m., the
Fairwarp Brass lazz Band having been engaged.'
(Sussex Express, 28j.7927).There was a similar notice
in the edition of 237.7927.

7. Margaret Bishop (n6e Ridley).

8. Miss M. W. Cottingham, music teacher, pianq and
P. W. Freeland, saxophone, played at Nutley
(Sussex Express, 29.8.1927).

Miss Cottingham, piano, Mr. [George] Avis, violin,
andMr. P. Freeland playedatNutley (Su ssexExpress,
7.2.1930).

9. Talking of Christmas in the late 1950s and early
1.960s, Frank Gorringe said: 'They couldn't touch
you for drinking on the Green'after hours.

10. Ada and Harry White, piano and drums, later formed
another band. Daisv and Arch Sherlock took rooms
in their house in 1935.

11. Years after, Scan always referred to Testers' Imperial
as his ' jazz band', yet by most definitions of jazz it
was no such thing. No dance band reported in the
Sussex Express during 1927 and the first half of 1930
described itself as a jazzband, with the exception of
the contingent from the Fairwarp Brass Band. Scan's
use of the expressiory whichwentout of high fashion
a couple of years before he formed the band, is some
indication, that he and his supporters defined 'keep-

ing up with the latesf in their own terms.

12. How Ya' Gonna Keep 'Em Down On the Farm (After
They'ae Seen Paree?)'(Lewis, Young and Donaldson),
published 1918 or 1919.

13. Daisy Bulwer may be heard on the following record-
ings:

English Country Music (Topic 12T296) ; Boscastle
BreaWwn (Topic '12T240); and ScanTestcr (Topic
2-12T445/6).

I neverheardDaisyBulwer playaquickstep, fox-trot
or slow waltz. She might have had a different style
for'modern' dance tunes.

14. George Avis knows of no drummer at that time who
had lessons: They just picked it up, and some weren't
too marvellous!'
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Poslscript

At the l<eele Festiual; luly 1965.
(Photograph : Bian Shuel)

rom a late twentieth<entury perspective, even
for those of us who knew him, Scan's life and
times seem very far away. For those seeking

values from his world to enrich their own, the
cultural gulf might feel too wide for comfort. Yet in
time to come, observers looking back at those of us
still playing all kinds of music - country and west-
ern,iazz,Irish music, whatever - in pubs and clubs
and at parties and weddings, might class us together
with Scan and his mates as the last knockings of a
culture providing live, homegrownmusic ata human
scale for its community's entertainment.

'If I go in anywhere,' Scan said to Alan Waller in
\966,

don't matter where it is, and there's a
chap playing instrument ... I've got ten
times more interest in him than I have in
any of these here juke boxes or anything
of that. I wouldn't have one in my place.
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Discogrophy

Scan Tester and some of his relatives and friends appear on the following commercially-issued recordings:

Folktape FfA 102, Songs and Music of the Sussex Wuld. Reel-to-reel tape issued by the English Folk
Dance and Song Society, 1966 (now unavailable).
Topic 1,2T240, Boscastle Brukdown, LP, 1974.

Folktracks FSA 085, The Man in the Moon. Cassette, 1975. (Reissued in re-edited form as FSA45-085.)
Topic 12T258, Sussex Hantat. LP ,1975 (now unavailable).
Topic2-127455/ 6, ScanTester'1.877-1972: I Nanr Played to Many Posh Dances. Double LP, issued as a
companion to this book.

Scan Tester, concertina.
Recorded by Mervyn Plunkett at Scan Tester's home at Cinder Hill, Sussex, in August 1957.

Waltz: The Man In The Moon Topic2-12T455/6

Scan Tester, concertina; Bill McMahon, spoons/effects; Mervyn Plunkett, percussion.
Recorded by Mervyn Plunkett at his home in West Hoathly, Sussex, 24 August 1957.

Stepdance: The Monkey Hornpipe Topic2-12T455/6

Paul Gross, fiddle; Michael Plunkett, recorder; Bill Agate, mouth-organ and tambourine; Jack Norris and
Snowy Howick, mouth-organs; Scan Tester, concertina; Reg Hall, melodeon; Bill McMahon, spoons/effects;
Mervyn Plunkett, percussion
Recorded by Mervyn Plunkett in the Cal in West Hoathly, Sussex, 5 October 1957.

I Wish They'd Do It Now Topic2-12T455/6

Bill Gorringe, fiddle.
Recorded by Mervyn Plunkett at BilI Gorringe's home in Cuckfield, Sussex, February 1958,

See Me Dance The Polka Topic 2-72T455/6
The Heel And Toe Polka Topic 2-72T455/6
Stepdance Topic 2-12T455/6
Schottische Topic 2-127455/6
Polka Topic 2-12T455/6

A: Scan Tester, concertina; Will Tester and Bill Agate, tambourines.
B: Scan Tester, concertina; Reg Hall, melodeon.
Recorded by Mervyn Plunkett in the Crown Horsted Keynes, Sussex, 22 February 1958.

No.2 Stepdance (A) Topic2-12T455/6
Stepdance (A) Topic2-12T455/6
polka (B) Toptc2_t2T4SS/6

Reg Hall, melodeon; Scan Tester, tambourine.
Recorded by Mervyn Plunkett at Scan Tester's home at Cinder Hill, Sussex,23 February 1958.

Polkas: La Russe/ McCuskers'/ fenny Und/ Good Night,Iadies Topic2-72T455/6
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A: Scan and Will Tester, concertinas.
B: Art Winter, melodeon; Hilary Burgess, fiddle; Will Tester, tambourine.
Recorded by Mervyn Plunkett attheTreuor Arms,Glynde, Sussex, March 1958.

No.2 Stepdance (A) Topic2:t2T4SS/6
Schottische (A) Topic2-l2T4SS/6
ThewearingofrheGreen (B) Topic2-lzr45s/6

A: Bob Keightley, fiddle; Scan Tester, concertina; Jack Nonis and Reg Hall, melodeons; Bill McMahon,
spoons/effects; Mervyn Plunkett, percussion.

B: Jack Norris, melodeon.
Recorded by Mervyn Plunkett and Peter Grant at the latte/s home in West Hoathly, Sussex, 11 Mav 1960.

Scan Tester, concertina; Reg Hall, melodeon; Daisy Sherlock, piano.
Recorded by Reg Hall and Peter Grant at Scan Testey's home in Horsted Keynes, Sussex, 10 October 19CI.

Marches: Scotland The Brave/ The Happy Wanderer (A)
Schottische: Brmk Street Polka G)

The Broom Dance
Polka: Jenny Lind
Schottische: The Indian Polka

A: Scan Tester, concertina.
B: Bill Agate, mouth-organ and tambourine.
Recorded by Tony wales at a folk music festival in Horsham, sussex,29 fune 1961.

Haste To The Wedding (A)
Stepdance [No. l Stepdance] (A)
Three Dance Tunes [I Wish They'd Do Ir Now/ I love A Lassie/ polka] (B)

A: Scan Tester, concertina; Rabbity Baxter, tambourine.
B: Rabbity Baxter, voice.
Recorded by Ken Stubbs attheHalf Moon, Balcornbe, Sussex, 261une7962.

jenny Lind Polka (A)
Polka (A)
WiIl The Weaver (B)

Scan Tester, bandoneon/concertina/voice.
Recorded by Peter Kennedy at scan Tester's home in Horsted Keynes, sussex, 1963.

Waltz No. 1 (The Man In The Moon) /b
Waltz No.2 [Nutley Waltz) /b
Schottische No. 1 /b
The Jenny Lind Polka /b
Schottische No.2 (take 1) /b

(take 2) /b
The Heel And Toe Polka /b
Schottische No.3 /b
The Step Waltz (Waltzo -Vienna) /b
Waltz No.3 [Nutley Waltz] /b
Polka No. 3 /b
The Broom Dance ,/c
The Monkey Hornpipe /c
Country Step Dance /c
Barbary Bell [7th of March or St. Patrick'sDayl /c
last Figure Of lancers lPolka/Roaming in the Gloaming/

Horsey, Keep Your Tail Uplloch Lomond/Polkal /c
Oxford City /v
The False Bride /v
The Lakes Of Coldflynn /v

Topic2-1,2T455/6
Topic2-'12T455/6

Topic2-1,2T455/5
Topic2-1,2T455/6
Topic2-1,2T455/6

Folktape FTA 102
Folktape FfA 102
Folktape FIA 102

Topic 12T240
Topic 12T240
Topic 12T258

Folktracks FSA 085
Folktracks FSA 085
Folktracks FSA 085
Folktracks FSA 085
Folktracks FSA 085
Folktracks FSA 085
Folktracks FSA 085
Folktracks FSA 085
Folktracks FSA 085
Folktracks FSA 085
Folklracks FSA 085
Folktracks FSA 085
Folktracks FSA 085
Folklracks FSA 085
Folkfracks FSA 085

Folktracks FSA 085
Folktracks FSA 085
Folklracks FSA 085
Folktracks FSA 085
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The False Bride /c
brterview with Peter Kennedy

(There are minor alterations in the titles and some differences in the edited interview on the re-issue, Folktracks
FSA45485.)

Scan Tester, concertina.
Recorded by Reg Hall at his home in Croydon, Surrey, 8 August 1964.

Schottische
Polka
The Reel
Polka
Schottische
Polka
Polka: Not For foe
Nutley Waltz
While Shepherds Watch Their Flocks By Night
Schottische

Jig: The hish Washerwoman
WaItz
The Waltz Vienna or The Step Waltz
Schottische
Stepdance

A: Bob KeightleR Steve Pennells and Reg Hall, fiddles; Scan Tester, concertina; Paul Gross, piano; Bob
Davenport, triangle.

B: Scan Tester, concertina./voice.
Recorded by Reg Ha1l at the Fox,Islington Green, London, 21 ]anuary 1965.

Polka: The GirI I Left Behind Me or Brighton Camp (A)
The Iakes Of Coalflin /v (B)
No.l Stepdance /c G)
Barbara Allen /v (B)

A: Scan Tester, concertina.
B: Scan Tester, concertina; Reg Hall, melodeon; Daisy Sherlock, piano.
Recorded by Reg Hall at Scan Tester's home in Horsted Keynes, Sussex, 21luly 1965.

Polka: Pretty Little Dear (A)
Polka G)
One-step: Down On The Farm (B)
Waltz (B)

A: Walter Bulwer, fiddle; Scan Tester, concertina; Reg Hall, melodeon; Daisy Bulwer, piano.
B: Scan Tester, concertina; Reg Hall, melodeon; Walter Bulwer, mandolin-banjo.
Recorded by Bill Leader and Reg Hall at the Bulwers'home in Shipdham, Norfolk, 22luly 1966.

Folktracks FSA 085
Folktracks FSA 085

Topic 2-1,2T455/5
Topic 2-1,2T455/6
Topic 2-1,2T455/6
Topic 2-'12T455/6
Topic 2-12T455/6
Topic 2-12T455/6
Topic 2-12T455/6
Topic 2-12T455/6
Topic 2-12T455/6
Topic 2-12T455/6
Topic 2-12T455/6
Topic 2-12T455/6
Topic 2-12T455/6
Topic 2-72T455/6
Topic 2-12T455/6

The Heel And Toe Polka (A)
Soldie/s foy (A)
The Carnival Is Over (B)

Scan Tester, concertina.
Recorded by Alan Waller at his home in Hillingdon, Middlesex, October 1966.

Waltz
Schottische

Scan Tester, concertina.
Recorded by Tony Engle at the Cmtral CIub,Peacehaven, Sussex,1.6May 1968.

Stepdance

Topic 2-12T455/6
Topic 2-12T455/5
Topic 2-1,2T455/6
Topic 2-12T455/6

Topic 2-12T455/6
Topic 2-12T455/6
Topic 2-12T455/6
Topic 2-12T455/6

Topic2-12T455/6
Topic2-72T455/6
Topic2-72T455/6

Topic2-12T455/6
Topic2-1,2T455/6

Topic2-12T455/6
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Appendix A:
The wider world
Sound recordings
from Scon Tesler's

by olher musicions of tunes
recorded repertoire

ommercially-available recordings of tunes in
Scan's recorded repertoire have been made
by many other musicians in Britain, Ireland

and the New World. This list, by no means exhaus-
tive, provides comparative material, demonstrating
both commonand diverse aspects of style, approach
and repertoire.

In the case of Soldier's Joy, for example, all the
versions cited are close to a common melodic stan-
dard. The examples given for No.L Stepdance,how-
ever, are relatively distantly related.

This appendix is intended as an aid to the interested
reader, rather than a comprehensive discography,
and therefore LP and cassette references are given
for material originally on 78 rpm discs and subse-
quently reissued.

The items are listed in alphabetical order of Scan's
usual title for them, with a note of the location on
record for those otherwise untitled.

THE BROOM DANCE

Jack Armstron g (Nor thumberland)

Harold Colvill (Cambridgeshire)

Fred Pidgeon (Devon)

George Trernain (Yorkshire)

DOWN ON THE FARM

Bob Cann (Devon)

Jim Europe (New York)

Happy Wanderers Street Band (London)

THE GIRL I  LEFT BEHIND ME

Stephen Baldwin (Herefordshire)

Walter Bulwer/Billy Cooper (Norfolk)

Ceilidh Band (Armagh)

Ex-Service Men (Alec Bisset) (Glasgow)

Flanagan Bros. (Co. Waterford)

Patrick Gaffney (Ireland)

John Griffin (Co. Roscommon)

Peter Horan/ Fred Finn (Co. Sligo)

O'Leary's Irish Minstrels (Ireland/Boston)

fasper and Levy Smith (Southern England)

Dan Sullivan (Ireland/Boston)

Oyster GirI

Oyster GirI

Quadrilles, Fig.5

Oyster Girl

Old C-omrades March

How Ya'Gonna Keep'Em
Down On The Farm

Old Comrades

The Girl I Left Behind Me

The Girl I Left Bchind Me

The Girl I Left Behind Me

Al'4ct-Yc, Part 1

Thc Cirl I Left Behind Mc

The Girl I Left Behind Me

The Girl I Left Behind Me

The Shirt I Left Behind Me

The Girl I Left Behind Me

The Girl I Lcft Behind Me

The Girl I Left Behind Me

1954 HMV 810804
't972 Topic 12TS229

1954 Folkhacks FSA087

1946 HMV 89539

1,977 Harvest SHSP,()73

1,91,9 Path6 22080

1958 Esquire 32-0t14

1954 Leader LED2068

1962 Topic 12T296

1950s Folkways FW 8872

1931 Beltona 1522

1�928 Regal MR276
'1923 ParlophoneE3lS0
'1925 Gennett 5526

70s,/80s Comhaltas Ceoltoiri
Eireann CHi3

'1926 Columbia 33140F

1975/6 Topic 12TS3O4
"t928 HMV 83613

78

LP

C-ass.

78

78

LP

LP

LP

LP

78

78

78

78

LP

t 6

LP

/6

r43



I NEVER PLAYED TO MANY POSH DANCES,...

HASTE TO THE WEDDING

Stephen Baldwin (Herefordshire) Haste To The Wedding
Margaret Barry (Cork)/Midrael Gorman (Sligo) Haste To The Wedding
Mellie Dunham (New England)

Paddy Killoran (Co. Sligo)
William Kinrber (Oxfordshire)

ThomasMann (Iowa)

Myles O'Malley (Ireland/Philadelphia)

Mrs Ben Scott (California)

Dan Sullivan (heland/Boston, Mass.)

THE HEEI AND TOE POLKA

Stephen Baldwin (Herefordshire)

Percy Brown (Norfolk)

The Eamonn q"xryl1 Qeili Band (Dublin)

James Morrison (Co. Sligo)

Harkie Nesling (SuIf olk)

Ned Pearson (Northumberland)

Fred Pidgeon (Devon)

Reg Reeder (Suffolk)

Eely Whent (Suffolk)

THE INDIAN POLKA

Flanagan brothers (Co. Waterford)

Tom Morrison (Co. Galway)

Mountain Rangers

Haste To The Wedding

Haste To The Wedding
Haste To The Wedding
Haste To The Wedding

Haste To The Wedding

Haste To The Wedding

Haste To The Wedding

Haste To The Wedding

Heel and Toe Polka

Heel and Toe Polka

untitled

The Magic Slipper

Sultan Polka

HeeI and Toe Polka

Heel and Toe Polka

Heel and Toe Polka

Heel and Toe Polka

Highland FlingMedley

Sweet Flower of Milltown

Irish Washerwoman

Scottish Quadrilles, Figure 5

Irish Washerwoman

Irish Washerwoman

Irish Washerwoman

Irish Washerwoman

Irish Washerwoman

Irish Washerwoman

untitled

Jenny Lind Polka

Clonmel Races

Heel and Toc Polka

Flecl and Toe Polka

Heel and Toe Polka

untitled

Last of June

1954 LeaderLED 2068
1960s Prestige Irish 35001
1926 Victor 1994i)

1.937 Decca 12145

1935 Topic 12T249
1946 Topic'12T249
1956 EFDSS LP 1OO1

1937 L of C AAFS L9

7936 Decca 12065

1,939 L of C AFS L62

1927 Columbia 33508F

1.954 Leader LED2068

1.972 Topic 12TS229

1,975 Outlet SOLP 1025

1936 Viva Voce 001

1970s Topic 12TS374

1954 Topic 12T283

1954 Folkhacks FSA 087

1970s Topic 12TS374

1,970s Topic 12TS375

1929 Topic 12T355

1,927 Columbia 33210F

'1,954 Leader LED 2068

1909 Zonophone3l0

1921 ParlophoneE3025
'1962 Topic't2T240

1960s Leader LEA 11001

7926 Columbia 33115F

1.937 L of C AAFS L9
'1928 Parlophone E6096

- Vaughan Williams
Memorial Library 003

"1952 Topic12T296

1960s Blarney Castle 508

1925 Edison 51699

1925 Victor 19909

1926 Columbia 555D

1954 HMV 8D1326

1976 Topic 12T5316

LP

LP

78

78

LP
LP
LP

LP

78

LP

78

LP

LP

LP

Cass.

LP

LP

Cass.

LP

LP

LP

78

Many Scottish country dance and pipe band recordings.

THE IRISH WASHERWOMAN

Stephen Baldwin (Herefordshire)

Fred Cameron (Elgin)

Peter Conlon (Co. Galway)

Billy Cooper (Norfolk)

Jack Elliott (Co. Durham)

Midrael Hanafin (Co. Kerry/Boston, Mass.)
Thomas Mann (Iowa)

Emile Vadrer (France)

Emma Vickers (Lancashire)

JENNY L IND

Walter Bulwer/ Billy Cooper (Norfolk)

Richard Fitzgerald (Co. Donegal)
Henry Ford ffichigan)

McCusker Bros. (Co. Armagh)

Rose Murphy (Co. Galway)

Cass.

LP

/ 6

/ 6

LP

LP

78

LP

78

LP

LP

78

78

/ 6

78

LP
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O'Leary's Irish Minstrels (Boston, Mass)

Reg Reeder (Suffolk)

Jack Rivers (California)

Pat Roche (Ireland /Chica go)

THE MONKEY HORNPIPE

Walter Bulwer (Norfolk)

Billy Cooper (Norfolk)

]asper Smith (Southern England)

POLKA (Toplc 2-12T455/6 Side 4,lrock 2)

Orpheus disc piano

Harry Davidson (London)

Walter Bulwer (Norfolk)

Billy Bennington (Norfolk)

PREITY LINLE DEAR

Jack Arnrshong (Northumberland)

Stephen Baldwin (Herefordshire)

Walter Bulwer (Norfolk)

Donald Cumming &
Eddie Holmes (Scotland/Boston, Mass.)
William Kimber (Oxfordshire)

Fred Pidgeon (Devon)

Peter Wyper (Hamilton)

THE REEI

Billy Bennington (Norfolk)

Percy Brown (Norfolk)

Walter Bulwer/Billy Cooper (Norfolk)

Billy Cooper (Norfolk)

Harry Donnelly (Ireland/New York)
William Hocken (Cornwall)

MacDonald Brothers (Scotland)

Eddie Meehan (Co. Sligo)
&John McKenna (Co. Leibim)

James Morrison (Co. Sligo)
Frank Quinn (Co. Longford)

JimmyShand (Dundee)

Phil Tanner (Gower)

Tintagel and Boscastle Players (Cornwall)

Fred Whiting (Suffolk)

Come Up Stairs and
We'll Make a Nighr of It

Jenny Lind Polka

Heel and Toe Polka

Doran's Favourite

Sailor's Hornpipe

Sailor's Hornpipe

Tuning

Bric a Brac Polka

Bric a Brac Polka

untitled

On The Green

Triumph
Pretty Uttle Dear
Shave the Donkey

Triumph
Step and Fetdr Her
Triumph
Triumph

Sheringham Breakdown
Sheringham Breakdown

Four Hand Reel

Four Hand Reel

Dublin Hornpipe

Boscastle Breakdown

Hornpipe

Lawson's Favourite

Provincial Hornpipe

Dublin Hornpipe

Lancashire Clogs

Gower Reel

Boscastle Breakdown

EarlSoham Slog

1.925 Columbia 33139F
1970s Topic 12TS374

1950s McGregor 10400
1,934 Der.ca12067

'1,962 Topic 12T240
7962 Topic 12T2,10

1975/6 Topic 12TS304

Saydir CSDL359

1940s Decca F8782

1962 Topic 12T2,10
7972 Topic 12TS229

1954 HMV 7EG8654

1954 Leader LED 2068

7962 Topic 12T296

1934 Decca F5473

1956 EFDSS LP 1OO1
1951 Folkhacks FSA 087

1913 Rena 1334

- East Anglian Music
1950s BBC REMIM
7972 Topic 12T9229
1962 Topicl2T29i

7962 Topic 12T2,10
1,927 Banner7023

1943 Topic12T240

1970s Thistle BSLP 80

1,937 Decca 12014

l92l Viva Voce 001
7924 Vocalion 14899

1930s Beltona BI23!rt
1,937 EFDSS LP 1005

7943 Topic 12T2,10

1970s Topic 12TS374

78

LP

78

78

LP

LP

LP

POLKA (BiflGonlnge: Toptc 2-121455/6 Side 2,lrock 6e)

LP

/6

LP

LP

EP

LP

LP

78

LP

Cass.

78

LP

LP
LP

LP

LP

78

LP

LP

78

Cass.

78

78

LP

LP

LP
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SCHOITISCHE (Topic 2-12T455/5 Slde

Stephen Baldwin (Herefordshire)

Billy Bennington (Norfolk)

james Brown (Scotland)

Flanagan Brothers (Co. Waterford)

Fred Pidgeon (Devon)

Dan Wyper (Hanilton)

SEVENTEENTH OF MARCH

Band of H.M. Irish Guards

Billy Cooper (Norfolk)

Pat Roche (Ireland /(fiica go)

Jasper Smith (Southern England)

Leo Rowsome (Dublin)

SOLDIER'S JOY

Stephen Baldwin (Herefordshire)

Walter Bulwer/Billy Cooper (Norfolk)

The Cameron Men (Angus)

Flanagan Brothers (Co. Waterford)

I ,  f rock 7)

Schottische

Henry Sadd's

Rainbow Sdrottische

Heart of Man Medley

Plain Schottische

Selection of Schottisches

Regimental Marches of the
Brigade of Guards

St. Patrick's Day

St. Patrick's Day

Tuning

St. Patrick's Day

Soldier's Joy
Soldier's Joy
Soldiefs Joy
Soldier's Joy

Four Hand Reel

Soldier's Joy
Pibroch Quadrilles, Figure 5

Reel

Uncle George's Hornpipe

American Clog

Cliff Hornpipe

Tuning

Higgins' Hornpipe

Wilson Clog

Cliff Hornpipe

Liverpool Hornpipe

Tommy Roberts' Hornpipe

The Southern Shores

untitled

Reel de Bellechasse

London Clog

Plantation Hornpipe

-1,954 Leader LED 2068

1980s East Anglian Life

c.1,912 Marathon 398
'1926 Zonophone 5157

1954 Folktracks FSA 087

1910 Rena 1345

1914 Winner 2658

7962 Topic 12T240

1935 Decca F18014

1,975/6 Topic 12TS395

1933 Topic 12T259

LP

LP

78

78

Cass.

78

78

LP

78

LP

LP

Gargan's AtNone Accordeon Band (Weskneath)Soldier's Joy
William Hannah (Lothian) Soldier's Joy

Willy Henderson/Bobby Jarnieson (Shetland) Soldier's Joy
William Kimber (Oxfordshire) Headington Morris Reel

1,954
'1962

1,934

1929
'1937

1,927

1931

1948

7956

1946

1921'

1912

1,975 Topic 12TS275

1904/5 Zon-GPhone212

1930s Beltona 8�12417
'1974-6 Topic 12TS349

1948 Topi,c72T322

1929 Victor V29031

191,2 Rena 1943

1954 Leader LED 2068

1975 Topic 12TS275

1925 Columbia 350D

1930 Parlophone E 3846
- Columbia C,1006

'1928 Columbia 33247F

1910s Path6 78038/9

Leader LED 2068 LP

Topic'12T296 LP

Topic 12T321 LP

Columbia 33359F 78

RegalZonophoneMR2553 78

Parlophone E372 78

Broadcast S15 78

Tangent TNGT 117 LP

Topic 12T249 LP

EFDBSLP1OO1 78

HMV 89558 78

RegalG7682 78

Columbia - Rena 1187 78

George Tremain (Yorkshire)

Dan Wyper (Hamilton)

Peter Wyper (Hamilton)

Many Scottish country dance and pipe band recordings.

STEPDANCE (Topic 2-121455/6 Slde 4, frqck 7)

Bob Cann (Devon)

John Kimmel (New York)

Jim McHardy (Scotland)

Tom Ordrard (Devon)

Leo Rowsome (Dublin)

Dan Sullivan (Ireland/Boston, Mass.)

Peter Wyper (Hamilton)

NO. I STEPDANCE

Stephen Baldwin (Herefordshire)

Bob Cann (Devon)

Patrick Gaffney (Ireland)

William Hannah (Lothian)

Gerard Lajoie (Canada)

Tom Morrison (Co. Calway)

A. J. Scott (Ireland)

LP

78

78

LP

LP

78

78

LP

LP

78

78

78

78

78

146
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STEPDANCE (Iopic 2-121455/6, Stde 4, frock B)

Cyril Barber (Suffolk)

Perry Brown (Norfolk)

William Hocken (Cornwall)

William Kimber (Oxfordshire)

Tom Ordrard (Devon)

Fred Pearce (Suffolk)

W. V. Rcbinson (Canada/London)

Phil Tanner (Glamorgan)

Font Whatling (Suffolk)

Oscar Woods (Suffolk),

Peter Conlon (Co. Galway)

Tom Ennis (Ireland /USe)
O'Leary's Irish Minstrels (Ireland/Boston)

Dan Sullivan (Ireland/Boston, Mass)

Stepdance Tune

Yarmouth Breakdown

untitled

Fool's Dance

Tuning

Pigeon on the Gate

Freaks on the Mouth Organ,

Gower Reel,

Pigeon on the Gate

untitled

Galway Bay Hornpipe

Rickett's Hornpipe

Rickett's

Rickett's Hornpipe

1984 Home-Made Music LP 302
1,972 Topic 12TS229
1943 Topic 12T240

1956 EFD6S LP 1OO1
1,974-6 Topic 12TS349

7970s Topic 12TS375

1924 RegalG8l39

1935 EFD6SLP 1005
1970s Topic 12TS374

1.973 Topic 12TS22.

1,91,2 Okeh 4264
"1929 Columbia 33421F
1,929 Columbia 33122F
1926 Columbia33l05F

LP

LP

LP

LP

LP

LP

78

LP

LP

LP

78

78

78

78

WALIZ (Toplc 2-12T455/5 Side 4, trock 3)

Fred Pidgeon (Devon)

Rufus Guinchard (Newfoundland)

National Barn Dance Orchestra (USA)

Bill Monroe (USA)

THE WATIZ VIENNA

Stephen Baldwin (Herefordshire)

Walter Bulwer,/Billy Cooper (Norfolk)

Jim Cameron (Angfs)

Tony Capaldi (Glasgow)

Jerry O'Brien/Joe Derrane (Ireland/Boston)

HmryFord ffidrigan)

Four Provinces Orch. (Ireland/Philadelphia)

Hugh Gillespie (Co. Donegal)
Mickie Griffin (Ireland/New York)
William Hannah (Lothian)

Paddy Killoran (Co. Sligo)

Ned Pearson (Northumberland)

Fred Pidgeon (Devon)

Frank Quinn (Co. longford)
Murty Rabbett (Ireland/Boston, Mass.)

Jackie Rodre (Ireland/New York)

JimmyShand (Dundee)

Peter Wyper (Hamilton)

Old Fashioned Waltz

Granny's Waltz

Waltz Quadrille -Part2

KissMeWaltz

Varsoviana

Waltz Vienna

La Va

La Varsovienne

Varsouviana

Varsovienne

Varsovienne

Varsovienne

Hungarian Varsovienne

Shoe the Donkey

Versevanna

Paddy Canny

La Va

Paddy Candy

Varsoviana (Old and New)
Varsoviana

The Varsouviana

Versouviana

Shoe the Donkey

La Va

La Varsoviana

1,954 Folkhacks FSA 087
7982 Pigeon Inlet PlP737

1933 Bluebird 85216
'1970s Decca 675348

1,954

7962

r957

1930

1950s

1.925
'1925

7926
'1927

7926

1938

1950s

1927

1950s
"r954

1,954

1,923

c.1934

1960s

1950s

1910

Cass.

LP

78

LP

LP

LP

78

LP

EP

78

78

78

78

78

LP

LP

78

LP

LP

Cass.

78

LP

LP

78

/ 6

Leader LED 2068

Topic 12T296

Beltona 812692

Topic 12T319

Copley EP94

Edison 51699

Victor 19910

Columbia 683D

Columbia 936D

HMV 82931

Topic 12T364

Standard F14005

Parlophone 83371

Colonial 123

Topic 12T283

Folkhacks FSA 087

Gennett 5074

Topic 12T366

Avoca 33ST101

Parlophone F391

Columbia-Rena 1438



Reg Hall and ScanTester, 1958. (Photograph by Eddis Thomas)

ABOUTTHE AUTHOR

Reg Hall was born in 1 933 in Northfl eet, Ken t. He started a love affair
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