FLERTRA RECORBS ( couperion i FOLOVAY ECES) e

-

' sorebigl
; daal n‘ i e
by 114 4

FOLL

BOX

X08 %704 IHL

PLAY RECORDS :‘ a TEr
A TWELVENCH "'wtﬂﬂﬂmmam~ g

g Dok FPS

g i
- faler! el

¢ dnnoiatd BY

groduced 0¥ o Hotzman

https://lwww.youtube.com/playlist?list=PLz5LdUw9vfbNwcB4o4Igh_KoGUYsxgT11

If you're not satisfied with singing along to my playliston  YouTube via the link above;
to download my .zip -file containing the 83 MP3pro music files that we otherwise would
need to sing -along to this songbook, please goto the last page in this booklet ! o

1



https://www.youtube.com/playlist?list=PLz5LdUw9vfbNwcB4o4Iqh_KoGUYsxgT11

Content

TFB1Songs of the old world and migration to the new

01 (01 of 83) GREENSLEEVES/Cynthia Gooding.  ..cccccccvvvvviviiiiiieieeeeee,

02 (02 of 83) DOWN IN THE COAL MINE/lan Campbell Folk Group.

03 (03 of 83) GEORDIE/Ewan MacColl. ... e,
04 (04 of 83) WHISKEY IN THE JAR /Irish Ramblers. ...,
05 (05 of 83) IRISH FAMINE SONG/Susan Reed. ....oooiiiiiiieeiiiiieeens

06 (06 of 83) GYPSY LADDIE/E MCCUFAY.  wvvoeeeeeeeeeeeeeseenn.

07 (07 of 83) TAE THE WEAVERS/Jean Redpath.  ......cccccciviiiiviiiiienne.

08 (08 of 83) AFRICAN TRAVELING SONG. ..o

09 (09 of 83) NAVAJO NIGHT CHANT. s e,
10 (10 of 83) SKADA ATT AMERIKA/Gene Bluestein.  .......coceiiiiiiinne

TFB2 Settling Exploring and growing in the new world

01 (11 of 83) WHEN FIRST UNTO THIS COUNTRY/New Lost City Ramblers.
02 (12 of 83) SPRINGFIELD MOUNTAIN/Susan Reed.  ......cccccieeeenee
03 (13 of 83) GOOD OLD COLONY TIMES/Ed McCurdy.  ..ocoviiieeeee.
04 (14 of 83) JEFFERSON AND LIBERTY /Oscar Brand.  .......ccccoeenneee

05 (15 of 83) DARLING COREY/Peter Seeger.  .ooooeiiiiieiiiiieiiieeenns

06 (16 of 83) JESSE JAMES/Jack Elliott.  ...ccccoiiiiiiiiiieiieee e

07 (17 of 83) ROCK ISLAND LINE/Lead Belly.  vovovveeeveeeeeeeeeeee,
08 (18 of 83) OREGON TRAIL/WO0OAY GUINAE.  voveeveeeeeeeee e

09 (19 of 83) SWANNANOA TUNNEL/Erik Darling. ..o,
10 (20 of 83) KENTUCKY MOONSHINER/Ed McCurdy.  .....cccoiviiiiiene
11 (21 of 83) GREEN, GREEN, ROCKY ROAD/Alabama School Children.

56
57
59
62
65
66
68
71
72
73

76
78
80
82
84
86
89
92
94
95
96



TFB3 Work song

01 (22 of 83) PICK A BALE OF COTTON/Leadbelly. .o e

02 (23 of 83) HAUL ON THE BOWLINE/Seafarers Chorus. .........
03 (24 of 83) PADDY WORKS UPON THE RAILWAY/Pete Seeger.

04 (25 of 83) | RIDE AN OLD PAINT/Harry Jackson.  ....eeeeeeeee.
05 (26 of 83) ZEBRA DUNN/Cisco Houston.  ....cccccvveviiiieeeeeeee.
06 (27 of 83) FIELD HOLLER/Horace Sprott. .,
07 (28 of 83) LININ ' TRACK/Koerner, Ray and Glover.  ...............
08 (29 of 83) NOW YOUR MAN DONE GONE/Willie Turner.  ........
09 (30 of 83) TIMBER/Josh White. i e
10 (31 of 83) GRIZZLY BEAR/Negro Prisoners.  ...ccccccvvvveeveeeeeeennn.

TFB4 Many worshippers one God
01 (32 of 83) MARY HAD A BABY/Marilyn Child and Glenn Yarbrough.
02 (33 of 83) JESUS GONNA MAKE UP MY DYING BED/Josh White.

03 (34 of 83) DARK WAS THE NIGHT/Blind Willie Johnson. ...
04 (35 of 83) TWELVE GATES TO THE CITY/Judy Collins.  ..........

05 (36 of 83) A ZEMER/Theodore Bikel. ...,
05 (37 of 83) THE WAYFARING STRANGER/Glenn Yarbrough.
07 (38 of 83) SIMPLE GIFTS/Ed McCurdy. .o

08 (39 of 83) MEETIN ' AT THE BUILDING/Leadbelly. ..................
09 (40 of 83) YOU CAN TELL THE WORLD/Bob Gibson.  ...............
10 (41 of 83) DOWN BY THE RIVERSIDE/Christian Tabernacle Church.

. 101

103
105
107
109
110

. 114
. 116

118

121
123
125

. 126

128
130
131
132
134
136



TFB5 Country music From ballads to bluegrass

01 (42 of 83) SLIGO REEL and MOUNTAIN ROAD/Willy Clancy.  ...occeeeenneee
02 (43 of 83) OLD JOE CLARKI/Eric Weissberg. .
03 (44 of 83) COO -COO BIRD/Clarence Ashley. ....ccooiiiiiiiiiiiieeee
04 (45 of 83) SHADY GROVE/Tom Paley. v e

05 (46 of 83) FLOP -EARED MULE/Eric Weissberg and Marshall Brickman.

06 (47 of 83) NOTTAMUN TOWN/Jean Ritchie.  .......cccciiiiiiiiiiieeeees e,
07 (48 of 83) AMAZING GRACE/Doc Watson. .oviiiiiiiiieeiieeeeeee e,
08 (49 of 83) CRIPPLE CREEK/DOC WatsoNn. .o eevvieean
09 (50 of 83) PRETTY POLLY/The Dillards.  ..coocviieiiiiicieeeee e,

10 (51 of 83) YELLOW ROSE OF TEXAS/George Pegram and Walter Parham.

11 (52 of 83) GREEN CORN/Dian and The Greenbriar Boys.  ...oiiieiineen.

12 (53 of 83) OLD MAN AT THE MILL/The Dillards.  ..cooveeeceiieee,
TFB6 Nothing but the blues

01 (54 of 83) LOST JOHN/SONNY Terry. oiiiiiviiiiiiirieeeeees evveeeeeeeeeeens

02 (55 of 83) | WONDER WHEN | 'LL GET TO BE CALLED A MAN/BIg Bill Broonzy.

03 (56 of 83) BLACK SNAKE MOAN/Leadbelly.  woooovcvrcoeoeoeeeees o,

04 (57 of 83) SEE THAT MY GRAVE IS KEPT CLEAN/BIlind Lemon Jefferson.

05 (58 of 83) HOUSE OF THE RISING SUN/Hally Wood. ..o,
06 (59 of 83) FRANCE BLUES/Mark Spoelstra.  ...cccoeiiiiiiiiiiiiiieeeee e
07 (60 of 83) CARTER BLUES/New Lost City Ramblers. ...
08 (61 of 83) SLAPPIN ' ON MY BLACK CAT BONE/Dave Ray. .......cccccueeennee.

09 (62 0f 83) DON ‘T LEAVE ME HERE/Dave van RONK.  ..oceevervverreereeereesenenn,
10 (63 of 83) SOUTHERN EXPOSURE/JOSh WHIte.  veovveeeeeeeeeee e,

138
139
140
142
144
145
147
148
149
150
151
153



TFB7 Of war Love and hope

01 (64 of 83) JOHN BROWN 'S BODY/Ed McCurdy. .....ccccoecvvvrennee
02 (65 of 83) VIRGINIA 'S BLOODY SOIL/Frank Warner.  ..............
03 (66 of 83) TWO BROTHERS/Theodore Bikel. ...,
04 (67 of 83) MASTERS OF WAR/Judy Collins. ..o,
05 (68 of 83) BLOW THE CANDLES OUT/Theodore Bikel. ...........
06 (69 of 83) LOVE IS TEASING/Jean Redpath. .......ccccoiiiiiiiienee.

07 (70 of 83) SALLY ANN/Clarence Ashley and Doc Watson, others.
08 (71 of 83) LITTLE DEVILS/Jean Ritchie.  ......ccoooiieeiiiiiiiee.

09 (72 of 83) THE HAMMER SONG/Limeliters. ...,
10 (73 of 83) THIS LAND IS YOUR LAND/Woody Guthrie.  ..........

TFB8 Broadsidg Topical- and protest songs
01 (74 of 83) WHICH SIDE ARE YOU ON?/Almanac Singers with audience. ...

02 (75 of 83) NO DEPRESSION IN HEAVEN/New Lost City Ramblers.
03 (76 of 83) TALKING DUST BOWL/Woody Guthrie.  .....ccceeieeeee.

04 (77 of 83) BLACK, BROWN AND WHITE/Big Bill Broonzy.

05 (78 of 83) TALKING ATOMIC BLUES/Oscar Brand. .................

06 (79 of 83) GIRL FROM THE NORTH COUNTRY/Hamilton Camp.
07 (80 of 83) THE DOVE/Judy Collins. ..o,

08 (81 of 83) HIGH SHERIFF OF HAZARD/Tom Paxton.  .............

09 (82 of 83) THE THRESHER/Phil OChS.  wvvvveeeeeeeeeeeereerenen,

10 (83 of 83) WE SHALL OVERCOME/Pete Seeger.  .....cccccevviineeenne

182
184
185
187
189
191
192
194
196



MARK

The entire contents of this book, except as otherwi

Produced by
JAC HOLZMAN

Book lllustrated by
MOSES ASCH

Engineering Supervisor,

ABRAMSON

se noted, are Copyright 1964 by THE ELEKTRA CORPORATION. All Rights Reserved.




A CROSS-SECTION OF AMERICAN FOLK MUSIC

There are many conceivable ways to draw a portrait of
America — in paint, word or sound. But no more vibrant,
polychrome picture of this complex society could be drawn
than through its folk music. Once considered a primitive
and inferior genre of antiquarianism that flourished only “in
the sticks,” folk music in the last ten years has become
recognized as an important artistic entity of both city and
country.

The four discs in The Folk Box are designed as a basic
anthology of American folk expression. The cream of the
Elektra and Folkways catalogues was used for selection. The
singers are of every stripe: sophisticated urban professionals,
unsophisticated rural laborers, talented city amateurs, coun-
try traditionalists-turned-entertainers. It is a large and vari-
egated cast of performers. That a kindred sort of music can
be made by people of such diverse backgrounds is not only
one of the surface anomalies, but one of the deeper wonders
of the urban folk revival or arrival, as some choose to call it.
WHAT BROUGHT THE FOLK SONG REVIVAL
TO THE CITIES?

Although some authorities, including the collector-com-
poser Béla Bartdk, have always regarded folk song as a rural
or peasant music, those who argue for its simultaneous
growth in towns and cities have equally compelling evidence.
As will be detailed below in the history of the current re-
vival, what has been happening since the late nineteen-fifties
is just the largest in a series of waves of intellectual interest
in folk song.

But we are primarily interested at this point in what has
happened in the last ten years, a curious, exciting, often
ironic and inconsistently-laden movement. If we look to
causes and effects of this revival it is possible to see it as
one of the most wholesome trends to have ever effected
American mass culture.

Folk song has never been a total stranger to city ears.
There were urban song-makers and people moving from rural
areas to keep the body of traditional music alive in the cities.
Any child who had heard a lullaby, a skip-rope rhyme, a tradi-
tional song at school was exposed to folk music. Adults would
absorb folk song almost as well in the city, sometimes with
folk hymns at church or drinking songs or at community
sings.

What has happened in the last decade, however, is a
totally different development. For the first time of impor-
tance, folk music became popular music in the city as well
as in less-populated areas.

Since the mid-fifties, folk song has become a major form
of American popular music. The reasons are manyfold:

1. The current folk revival-arrival was a musical reaction
to the emptiness, vacuity and monotony of the five years of
poor rock 'n’ roll that preceded it.

2. The “revival-arrival’” was a musical extension of the
post-war do-it-yourself trend. Increasing reliance on ma-
chines and services by specialists had cut most Americans
off the limb of self-reliance to which so many had clung since
frontier days. The major trend away from being a mere
recipient-spectator in life had its expression in all sorts of
home crafts, the spread of photography as a mass artistic
expression, for instance. Musically, this spurred the folk
revival.

The simplicity of most folk melodies and the accessibility
of a few simple chords on guitar or banjo have opened the
way toward a mass music-making many never realized they
were capable of.

3. The search for self-expression in music. In the rural
folk tradition, a person would frequently sing about what he
felt most keenly, or else retell some diverting, arresting or
moral tale in ballad form.

Folk music, on closer examination, held more meaning
than the factory-packaged, pat-formula, machine-tooled song
written by some Tin Pan Alley songsmith.

At the core of most American folk song, aside from the
purely instrumental, is a sort of directness of expression, a
link-to-life that is rare in our popular music. The “pop"
music purveyors are one arm of a predominately escapist-
oriented mass entertainment industry, concerned with myth
and romanticism rather than reality, enamored with life’s
fantasies rather than its hard facts.

Folk music is far from being a totally literal transcription
of life. It is irradiated with symbol, metaphor, and legend
and its own brand of romanticism. But its fealty to life and
to genuine, not imagined, emotions is obvious. Folk song
deals in passion rather than antiseptic hand-holding love.
It does not shy from facing suffering, anger, social injustice
head-on. Instead of the fanciful escapist fripperies that dom-
inate Tin Pan Alley lyrics, folk song has its roots and its
blossoms in the real world.

This has been a magnet for a generation growing up in
the wake of World War Il. “The time has come,"” the young-
sters were saying, ‘/for treating us like adults. Perhaps if
our parents would have faced more facts and did less escap-
ing there would have been a better world for us to be born
into. We want to have sexual freedom, and freedom to know
what the real story is. Don't treat us as children and we
won’t act like children . . ."” This has been the thinking of
a bold new generation of war babies now coming into their
late teens and early twenties.

4. Social and political commitment. This search for a
personal meaningfulness in music also leads to a demand
by the new audience for a relation of their art to their social
environment. The fear, conformity and silence of the early
fifties, when McCarthyism frightened or inhibited social com-
ment and political involvement, has ceased, at least for now.
But the late fifties and early sixties saw a group of youngsters
who weren't going to be silenced by anything or anyone.
They spoke out boldly about the world's inequities and in-
justices. Folk music, in the form of topical songs and con-
temporary broadsides, was a logical outgrowth.

The local Americans who are involved in the folk revival-
arrival are the sort of young activists who are joining the
Peace Corps, are volunteering for the hazardous service with
the Southern integration movement, and otherwise trying to
do something: about their world. This is the generation that
is singing the songs of the poor and the downtrodden, and
as such, they are going beyond the music to be interested
in the lives of the two great unresolved groups in American
life: those who suffer from poverty and those who suffer from
discrimination.

5. It would be unrealistic to regard the folk revival-arrival
as something that happened totally outside the mainstream
of American business. Somewhere in the 1957-1958 period,
when The Kingston Trio was scoring a tremendous popular
success, the organized elements of the American music in-
dustry realized that “there was gold in them thar hillbillies.”

Then ensued the giddiest part of the folk revival. A
tasteless and superficial television show called ““Hootenanny’’
started in the spring of 1963. Quickly it spurred a six month
commercial debauch of American folk song. Dozens of tour-
ing troupes bearing the ‘‘hootenanny’” banner spread around
the land, going to auditoriums and colleges and places where
only big dance bands and rock 'n’ roll performers had been
before. The recording market was glutted with folk music
that was distorted, hoked-up, disguised, and destroyed. For
a good six months of 1963, there was such folk music in the
air of America as to nearly invalidate the whole movement.

But popularization did not do lasting harm. The vapidity
of much of the pop ‘‘folk” music soon wore thin on the
audience’s ears, and a movement toward the better, more
serious and esthetically valid folk music was under way. Not
everything that had been done to exploit the popularity of
folk music by the business interests had been to its detri-
ment. In several instances, the popular folk arrangements of
such groups as Peter, Paul and Mary and The Chad Mitchell
Trio had made inroads on educating and elevating taste.

Even that goliath of Detroit, The Ford Motor Company,
realized the appeal of folk music and the importance of the
vast youth market by initiating a large series of traveling
concerts called “The Ford CARavan of Music — Folk and
Jazz Wing-Ding."”

In spite of, not because of, the organized music industry,
folk music grew in popularity and broadened the audience
for serious folk song, of the sort contained in The Folk Box.

QUESTIONS OF STYLE

One of the things that has kept many lovers of fine music
from an appreciation of folk song has been the strange
breadth of *‘acceptable’” vocal qualities. There is, indeed,
tremendous latitude in vocal quality among native folk sing-
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ers or even among the leaders in the urban revival.

A whole new set of standards must be taken into account
in the appreciation of folk music. Granted, a beautiful voice
and instrumental virtuosity are universally appealing, whether
in the backwoods or the conservatory. Beyond that, stand-
ards for folk and primitive versus bel canto are worlds apart.

The voice of a native singer can be beautiful even if it
is rough, scrapy, harsh, bellowing, lacking in nuance or
subtlety. This is not to say that a Memphis Minnie, a Jean
Ritchie, a Bulgarian peasant woman singing in incredibly
complex intervals, a Tom Ashley or a Leadbelly are not ca-
pable vocalists. They are. So, too, are the “city” singers
Joan Baez, Judy Collins, Ed McCurdy, Theodore Bikel and
dozens of others.

But it is the middle-ground of stylists that seem to cause
the greatest problems for those bringing a set of classical-
operatic-bel canto standards to folk song. Other things than
vocal polish are important. The content of the song, the
expressiveness of the lyrics, the involvement of the singer
with the meaning of the song, the method of delivery —
whether dramatic or theatrical, or even in a traditional ballad-
singer's deadpan absence of emotionalism — all these are
more important in folk song than clarity of tone, subtlety of
shading, range, etc.

Unfortunately, folk singers themselves have clouded the
issue of standards in performance. Because of the looseness
of measuring quality of rural singers, many professional
singers of folk song have taken greater liberties than they
should with matters of technique. Also, many youngsters
singing mostly for themselves have been unwisely moved
into seeking careers when the instrinsic talent was simply
not there.

The standards for listening to folk music are diverse and
must remain flexible. So many regional idiosyncracies enter
into the picture — women in the mountains have nasal con-
stricted voices, Negro women have large, sinuous, open-
throated styles — that no one standard of esthetic merit
can be applied. But even in the most primitive of native
folk singers’ voices there is a new sort of beauty to be dis-
covered. The roughness or‘crudeness’” of some archaic
styles have a distinct beauty of their own. Repeated listening
and a resetting of standards to incorporate new elements of
musical beauty will open the doors to a fascinating new
language of musical expression.

THE URBAN FOLK MOVEMENT

For all the wholesome currents in the folk song move-
ment, there are many strange and seemingly inconsistent
elements that have also kept ‘“‘outsiders’’ from understanding
the social patterns and music of folk music.

There was a time when folk song was widely regarded
as an adjunct of a left-wing political movement. At still an-
other time, it was only the roseate, let’s-all-pull-together
world of the Campfire Boys and Girls. Today, the urban
revival has borrowed from this past, but has gone on to
incorporate other contemporary social movements.

For a time young intellectuals, despairing of any outlets
for their art or philosophies, entered into -a phase of nihilistic
hedonism, the beatnik. The beats espoused freedom, anti-
authoritarianism, unconventionality in dress, speech, man-
ners. They saw their only salvation in “‘being on the road,”
talking the feeling-denying language of the jazz hipster, the
liberation and the anti-social ‘'kick” of smoking marijuana.
The transcendence of the beat was to be found along the
highways, outside the inhibiting, constraining city.

Some of the elements of the beat world have gravitated
toward the urban folk revival. For them it is a better and
more socially responsible outlet. There is still freedom, there
is the romanticism of the primitive, the noble savage, there is
the weapon of direct honesty in being and saying what is felt.

The unconventionality of some of the young urban folk
leaders should not detract from their validity as people,
artists, spokesmen, or leaders. The rigid, conformist world
of Madison Avenue and Pennsylvania Avenue has not done
such a good job in running American life that it can dismiss
a widespread current among the youth simply because of a
few surface idiosyncracies.

Most important is that the young rebels who have found
direction in folk music are maturing with the more basic,

less complicated standards of rural life and mores. They
may feign the life of being Negro bluesmen or mountaineers,
but it is an honest search for a better set of values than
their middle-class life has presented them with.

BRIEF HISTORY OF THE FOLK SONG REVIVAL

In pre-history, all human knowledge and culture were
transmitted by sign language, then through song and speech.
Then the written word and the printed word were used as
conveyor belts on which one generation would leave its
accumulated learning, to pass on to future generations.

Until recently, folk song, tale, legend, myth and riddle
were transmitted almost as they had been in pre-literate
societies. The leap from mouth to ear, from elder to child
was the route for passing a large body of music. But mass
communication and electronics have changed all that. Folk
song, ironically, was preserved and codified not only by rural
singers, but by a few earnest scholars who saw here the
profiles of an oral literature, an oral history that deserved
preservation and study.

A brief history of the background of the present revival
touches on many persons, but must simultaneously omit
many. Only a few of the most important contributors to
today's revival will be mentioned.

The most celebrated of the 19th-century ballad scholars
in America was Francis James Child, a Harvard professor.
His collection, The English and Scottish Popular Ballads, is a
landmark in poetry scholarship of the last century. Child,
like other early folklore scholars, was primarily interested in
the literary content of balladry, rather than the musical or
sociological facets. He codified the 305 principal ‘“classic’”
ballads of the English-speaking world, in a canon that is still
used today to identify this or that ballad as Child #12 or
Child #205. His work has recently undergone the long-needed
revision — the addition of the music and variants — by a
professor at the University of California at Berkeley, Bertrand
Bronson, in an invaluable series being published by the
Princeton University Press.

Another giant in the study of folk song, John A. Lomax,
was a different sort of man completely. Lomax did not work
in the library, but took his research into the field. Beginning
with a fascination with cowboy songs and songs of the Texas
Negroes, he began a lifetime of travel in search of Americana
in the memories of the plain people of this country. He and
his son, Alan Lomax, who continued and expanded on his
work, are among the greatest collectors in the history of folk
song. Long before the world recognized any intrinsic worth
in these tunes and ditties, the Lomaxes had tried to light the
fires of enthusiasm among the intellectual world for the
riches existing in folk song.

Another famous collector was the Briton, Cecil Sharp,
who carried his quest for old English songs to the Cumber-
land Mountains of Kentucky, where he was to find many intact
in the daily singing of families such as the Ritchies of
Viper, Ky.

Falling somewhere between the academics and the field
collectors was Carl Sandburg. A poet in the vein of Walt
Whitman, who also had “heard America singing,” Sandburg
could not avoid being fascinated by the poetic outpouring
he heard in the farm-houses and on the ranchlands of
America. While touring colleges in the late twenties amass-
ing research for his famous Lincoln biography, Sandburg
used to ‘‘sing for his supper'’; inevitably, he sang folk songs.

Charles Seeger, head of the famous Seeger clan, was a
musicologist at Harvard who was quick to sense the depth
and substance of folk song. He went on to become one of
the early ‘“‘ethnomusicologists,” a new breed of specialist
who studied the musics of folk and primitive peoples stylis-
tically, ethnologically and comparatively. The elder Seeger is
the inventor of a still little-known device called the Melo-
graph, a machine that has transformed the nature of study-
ing non-Western music by visually recording music that could
be notated on a graph.

During the thirties, there was a great deal of folk and
topical song connected with the organizing of the labor move-
ment. The names of Aunt Molly Jackson, Jim Garland, Harry
McClintock and others dominate this era. Songs of an earlier
era in labor history, those of the Wobblies, returned to pop-
ularity at this point, but there was much being written for
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the struggles of the Kentucky and Pennsylvania coal miners,
the textile and auto workers, and elsewhere around the
country.

The early thirties saw no major ‘‘star’” on the city scene,
but there was one singer, Jimmie Rodgers, who dominated
the popular music industry. Rodgers, born in Meridian, Miss.,
is known as the father of country music. Although he wrote
and performed commercially-oriented popular songs in the
hillbilly vein, he was essentially an outgrowth of mountain
folk song.

Personalities of rural performers-turned-city-musicians
began to appear in the late thirties and early forties. The
Kentuckian, Burl Ives, was to make the. first breakthrough
to a mass audience for folk music with his easy, unpressured
way with a folk melody. Josh White of Greenville, S. C., was
to fuse an unbridled sexuality with a highly personalized
vocal and guitar style and a musical expressiveness from out
of youthful experience into a commanding vehicle for Negro
music. With the heavy interest in Negro life and culture that
developed in the Roosevelt era and the early years of World
War I, Josh White was symbol, spokesman and interpreter
for a vast reservoir of Negro blues and religious song. In
Chicago, at about this time, Big Bill Broonzy, a sophisticated
bluesman, was exploring other aspects of Negro thinking and
music for a growing audience.

The development of professional folk singers or bal-
ladeers as nightclub and concert singers thus brought to the
fore such figures as Richard Dyer-Bennet, Burl Ives, Cynthia
Gooding and Oscar Brand. On another level, the first major
group in the early forties were The Almanac Singers, a group
that included Pete Seeger, Millard Lampell (the writer),
Woody Guthrie and Butch Hawes. Indeed, out of Almanac
House, their old residence on 10th Street in Manhattan’s
Greenwich Village, were to come many leaders in the sub-
sequent folk revival.

Two of the strongest figures of this period were Woody
Guthrie, the Oklahoma ballad-maker whom many regard as
America’s greatest writer of folk songs, and Leadbelly. The
latter, as Huddie Ledbetter, was a dynamic, energetic font
of song. He was discovered by John and Alan Lomax in a
Louisiana State Prison at Angola in 1938. Leadbelly, with
the assistance of the Lomaxes, sang his way to freedom, and
was to invigorate the urban folk community with his person-
ality and such songs as The Midnight Special and Goodnight,
Irene.

Guthrie may yet be an even greater influence on Ameri-
can folk song. He wrote more than a thousand songs in his
most creative period, 1938 to 1948, many of which already
bear the stamp of classics: So Long, It's Been Good to Know
You, Pastures’ of Plenty, This Land Is Your Land.

The year 1948 is a major year in American folk song.
That year, when Henry A. Wallace ran unsuccessfully on the
Progressive party third ticket for President, saw one of the
greatest applications of topical songs to a political move-
ment. But on the show business level, 1948 was historic for
being the year that The Weavers were organized and the year
that Hank Williams was moving into national prominence.

The Weavers grew out of such groups as The Almanac
Singers and People’s Artists, who had been deeply involved
in the Wallace campaign. The original group, Pete Seeger,
Lee Hays, Ronnie Gilbert and Fred Hellerman, were looking
to carry on the earlier singing tradition and to bring a large
body of international folk song to a wide audience. After
making its debut at The Village Vanguard, the group jumped
onto the Hit Parade with Kisses Sweeter Than Wine and
Goodnight, Irene. Only the developing fury of political black-
listing was to derail the group’s train toward success. The
group reorganized in 1956 and finally disbanded in 1964,
after fifteen successful years.

Williams was a product of, and a hero in, the commercial
country music world of Nashville. The Nashville phenomenon
had been developing alongside the folk music revival. Much
of the composed songs from the Tennessee capital were
banal and bore the relationship that pop art does to fine
art. Still, a few performers were so infused with self-expres-
sion and so caught the imagination and served the needs
of the “little’” man in rural America, that it must be con-
sidered as part of the over-all popular musical culture allied
to folk music. Williams continued the Jimmie Rodgers tradi-
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tion, and like “The Singing Brakeman,” died prematurely,
in 1951, leaving a legacy of music and legend.

From such rivers have flowed thousands of tributaries.
The Kingston Trio in 1957 were to do what The Weavers had
done before them. With a song by Frank Proffitt, a North
Carolina mountaineer, called Tom Dooley, The Kingston Trio
started another, perhaps the greatest phase in urban pop-
ularity of folk song. Peter, Paul and Mary soon succeeded
in reaching even more listeners and to deal in a music of
greater depth.

Professional folk performers today must number in the
hundreds, opposed to the few dozen who had specialized in
folk song in the thirties and forties. This number keeps
growing. The Newport Folk Festival of 1964, for example,
attracted a total of 70,000 persons and offered 228 per-
formers. This is the largest event of its kind, yet still did
not encompass the mass of professional and traditional folk
singers or the millions of fans.

WHERE TO HEAR FOLK MUSIC

Time was that a folk song devotee in an American city
was an isolated aficionado who had to seek out rare re-
cordings or rare concerts. This is no longer the case. Such
recording companies as Jac Holzman'’s Elektra Records, Moe
Asch’s Folkways Records, Maynard and Seymour Solomon's
Vanguard Records, and other labels such as Prestige,
Arhoolie, Folk-Lyric, Folk-Legacy, Mercury, Delmark, as well
as the four majors, Columbia, RCA-Victor, Decca and Capitol,
have built a catalogue of folk LPs that staggers the imagi-
nation.

Live performances are easy to come by. Thanks to the
dedicated efforts of such proponents of old-time music as
John Cohen, Mike Seeger, Ralph Rinzler and Israel G. Young,
one can hear almost as much good country music in the city
as in the country.

Student festivals that have leaned toward authenticity
have even helped change the attitudes of professional con-
cert managers. Among the best of these festivals are those
at the University of Chicago, Syracuse, the University of
California at Berkeley and Los Angeles, Swarthmore and the
University of lllinois, which have broadened the scope and
deepened the understanding of the student audience. The
Newport Folk Festival, now run by a board of seven singers
and a nonprofit foundation that returns its profits to the
field from which they came, promises to be a leading factor
in perpetuating the folk music movement in the United
States. A

Countless nightclubs and coffeehouses have sprung up
in the last few years specializing in good folk music. From
coast to coast, new forms for listening to serious, and enjoy-
able (the terms are not mutually exclusive) folk song exist.
One can hear folk song in the Sunday sings at Washington
Square Park in Manhattan, at “‘Grand Ole Opry,"” the 39-year-
old marathon radio show on station WSM in Nashville; in
college dormitories, at Old-Time Fiddler's Conventions in
Union Grove, N. C., or Galax, Va. The list is growing daily.

WHAT TO LISTEN FOR IN FOLK MUSIC

As comprehensive an anthology as the music on these
four records provide, it must be considered as only a taste.
Remember that for each song or artist chosen, another three
were considered and had to be rejected. This is a basic col-
lection for every home library, but one can continue to build
from there. The discography and bibliography at the end of
this book will open the door toward further exploration into
a limitless world in traditional and contemporary folk music.

Folk song has great variety, in mood, expression and
performing style. There is no such thing as a right way to
interpret any song. The rural people perhaps deserve the
closest attention, because to them folk song is no surface
entertainment, but a deeper form of communication in a
world whose communication media they do not have or have
limited access to.

Here is a sample of America singing. Joy and sorrow,
escape and protest, solace and anger, reverence and irrev-
erence are all here. Listen for the people behind the song,
for, in the final analysis, folk song is nothing more nor less
than people talking of themselves and the things they hold
dear.

Notes by Robert Shelton




SIDE 1 —SONGS OF THE OLD WORLD AND MIGRATION TO THE NEW

The United States is a nation of immigrants.
American civilization and culture are a fusion of
nearly every other society in the world. To what
went before, the immigrants and the immigrant's
children added their own,

Driven by poverty, discrimination, wars and the
hopelessness of their lives in Europe, millions
flocked to ships bound for America. "I left Ire-
land and mother because we were poor'' goes the line
of an old song collected in the Carolinas,

But it was not just escape that pushed the immi-
grants across the sea., There was the magnetism of
a new life in the New World: there was land, polit-
ical and religious freedom, a wide-open fromtier.

A country of opportunity and of hope. These are
the lineaments of the American dream that we learn
in school. This generation knows all too well how
that dream has turned into a nightmare for minority
group members, This generation knows that the
dream of 18th and 19th century immigrants has not
always been realized.

Other millions came here in chains. The West
African slave trade, a profitable traffic in human
bodies, also imported the men and women who built
the American civilization and culture. Although
they may have traveled with little baggage to Amer-
ica, the settlers and the slaves carried their cul-
tural luggage with them, the folkways, the legends
and tales, the holidays and customs, and, inevita-
bly, the songs.

A large legacy of folk culture came with the
immigrants because so many of them were of the
socio-economic classes to whom folk culture was a
method of communication. The bulk of the settlers
and slaves were of peasant or working class back-
ground,

Folk culture was especially well-suited for
travel and the colonist's life here., How much eas-
ier it was to carry a tale in one's memory rather
than a lot of bound books; how much easier to carry
a ballad in the mind than a spinet and volumes of
printed music.

The songs on Side 1 of The Folk Box were chosen
to illustrate some of the contributing forces to
the formation of an American folk music. Some will
illustrate parent styles of ballad and folk-lyric
in Scotland, Ireland and England, Africa, Minnesota
or the chant of the Navajo Indians, who were here
before the tide of immigration.
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Although it is a generalization with many excep-
tions, American folk song is a product of the fu-
sion of two major musical cultures: those of Scot-
land, Ireland and England as a unit, with that of
West Africa. The exceptions to the generalization
are a field that have yet to be fully explored by
students or devotees of the folk revival. The
Western half of the United States shows the strong
influence of the songlore of Mexico and other Span-
ish-gpeaking lands. Parts of New England, Louisi-
ana and the Champlain Valley still show strong
French influence. In the Midwest, the impress of
Scandinavian tradition is greatest., There are
dozens of ethnic minorities in America, each of
which still manages to retain its folk traditionms,.

Band 1 - GREENSLEEVES/Cynthia Gooding. A classic
of Anglo-American folk song, with a melody that
seems ageless. Little is known of its origin, ex-
cept that it comes from England before the 17th
century., As many as 40 verses have been collected,
but this version pares it down to its most popular
form in this country. Cynthia Gooding, who has
studied old English ballads deeply, interprets it
in a fashion that spans time and oceans. The
song's rather earthy origins have disappeared in
the face of its lyric beauty,

Alas, my love, you do me wrong
To cast me off discourteously,
And I have loved you so long,
Delighting in your company.

CHORUS :

Greensleeves was all my joy,
Greensleeves was my delight,
Greensleeves was my heart of gold,
And who but my lady, Greensleeves,

If you intended thus to disdain,
It doth the more enrapture me,
And even so I still remain
A lover in captivity.

(Cho.)

Alas, my love, that you should own
A heart of wanton vanity,
So must I meditate alone
Upon your insincerity,
(Cho.)

Band 2 - DOWN IN THE COAL MINE/Ian Campbell Folk
Group. The Ian Campbell Folk Group, a contempo-
rary quintet from Britain, takes us into the work
setting of the sort of person who emigrated to
America. This song was collected by A, L. Lloyd
and published first in Coal Dust Ballads (Workers
Music Association). The words are believed to have
been written by a Durham miner around 1885, to an
Irish traditional tune known as The Roving Journey-

man or The Red-Haired Boy.

I am a jovial collier lad as blithe as blithe can
be,

And let the times be good or bad, it's all the
same to me,

It's little of the world I know, and care less for
its ways,



‘Por where the dog star never glows, I wear away

me days.

CHORUS :

Down in the coal mine underneath the ground,

Where the gleam of sunshine never can be found,

Digging up the dusty diamonds all the season
round,

Deep down in the coal mine underneath the ground,

Me hands are horny, hard, and black through
workin' in the vein,

And like the clothes upon me back, me speech is
rough and plain,

Well, if I stumble with me tongue, I've one excuse
to say,

It's not the collier's heart that's wrong, it's
the head that goes astray.
(Cho.)

How little do the great ones care who sit at home
secure,

What hidden dangers colliers dare, what hardships
they endure,

The very fire they sit beside to cheer themselves
and wives

Was kindled at the cost of jovial miners' lives.
(Cho.)

Then, cheer up, lads, and make the most of every
Jjoy ya can,

And always let your mouth be such that best befits
a man,

For let the times be good or bad, we'll still be
jovial souls,

For where would Britain be without the lads that
look for coals?
(Cho,)

Band 3 - GEORDIE/Ewan MacColl. Ewan MacColl, one
of the leaders in the British folk revival, offers
a classic ballad (Child 209) in a stark, unaccom-
panied style, It concerns the imprisonment of a
Scot, and the efforts of his admiring lady to save
him. It is believed to have been written about
George Gordon, the fourth Earl of Huntley, who died
in the battle of Corrishire in 1562. He was im-
prisoned in 1554 and released shortly thereafter,
An ingratiating melody with an opening verse that
is familiar on both sides of the Atlantic.

"Will ye gang tae the Hielands, my bonnie, bonnie
lass?

Will ye gang tae the Hieland wi' Geordie?

And I'll tak' the high road and ye'll tak' the
low,

And I'll be in the Hielands afore ye,"

"I would far rather stay on the bonnie banks o'
Spey,

And see a' the fish boaties rowin',

Aford I would gang to your high Hieland hills,

And hear a' your white kye lowin',"

He hadna been on the high Hieland hills
A week but barely three, 0,

Before he was cast into yon prison strang
For huntin' the deer and the roe, O,

His lady she got word o' it,
And quickly she made ready,
And she has rode into Edinburgh toon,
To plead for the life o' her Geordie,

"0, has he killed or has he robbed

Or has he injured ony?"

"No, he's been a-huntin' the king's ain deer
And he shall be hangit shortly,"

"Will the yellow, yellow gowd buy off my bonnie
love?

Will the yellow gowd buy off my Geordie?'

"It's five hunder pounds ye maun pay for his
life,

And ye'll get the hat on your Geordie."

She's ta'en the kerchie frae aff her heid,

And she's spread it out sae bonnie;

And she's ta'en the hat frae her true love's hand,
And she's beggit for the life o' her Geordie.

And some gied her crowns and some gied her pounds
And some gied her perlins bonnie,

And the king himsel' gied a hantle o' gowd,

For to get the hat on her Geordie.

Then oot and spak' an auld Irish laird,

A bowdy-legged body,

Said, 'For me, Gighty's laird had lost his heid,
If I had but gotten his lady."

She turned about her high horse heid,

And wow! but she was saucy;

'The pox be on your Irish face,

For you never could compare wi' my Geordie,"

"First I was lady o' bonnie Auchindoon,

And then I was lady o' Gartly,

But now I'm guidwife o' the bonnie bog o' Gight,
And I beggit for the life o' my Geordie,"

GLOSSARY :

kye cattle
ain own

hangit hanged
gowd gold

maun must

aff off

heid head

gied gave
perlins small pearls
bowdy-legged bow-legged
body a person

Band 4 - WHISKEY IN THE JAR/Irish Ramblers. The
Irish Ramblers, a contemporary group of three
brothers named Clancy, offer this flavorful bit of
Old World whimsey. A catchy, infectious drinking
song, for fun, not analysis. The Irish, the whis-
key jar and versions of this song have all moved
to America,

As I was going over the far-famed mountain,

I met with Captain Farrell and his money he was
countin',

I first produced my pistol and I then produced my
rapier,

Saying, stand and deliver for you are my bold
deceiver,

CHORUS :

Whack-fol-de-diddle, oh whack-fol-de-diddle,
Thar's whiskey in the jar;
Whack-fol-de-diddle, oh whack-fol-de-diddle,
Thar's whiskey in the jar,

He counted out his money and it made a pretty
penny,
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I put it in my pockets and I give it to my Jennie,

She sighed and she swore that she would never
betray me,

But the devil take the women for they never can
be easy.
(Cho.)

I went into my chamber, oh, for to take a slumber,

I dreamt of gold and jewels and sure it was no
wonder,

For Jennie drew my charges and she filled them up
with water,

And she sent for Captain Farrell to be ready for
the slaughter,
(Cho.)

'Twas early in the morning before I rose to travel

Up comes a band of footmen and likewise Captain
Farrell,

I then produced my pistol for she stole away my
rapier,

But I couldn't shoot the water so a prisoner I was
taken.
(Cho.)

They put me into prison without a judge a-writin',

For robbin' Captain Farrell on the far-famed Kerry
Mountain,

When I couldn't take me fists so I knocked the
jailor down,

And I bade farewell to the jail in Limerick town.
(Cho.)

Now, there's some take delight in the fishin' and
the bowlin'

And others take delight in the carridge fast
a-rollin'

But I take delight in the juice of the barley

And courtin' pretty lassies on the mountains of
Killarney.
(Cho.)

PLYMOUTH HOE, PLYMOUTH, ENGLAND
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Band 5 - IRISH FAMINE SONG/Susan Reed. Susan Reed,
who was an active figure in the revival of the for-
ties, shows the sadder side of life in the Old
World, The recurring famines of Ireland in the
19th century had only one benefit -- it greatly
stimulated Irish emigration to America.

Oh, the praties they grow small over here, over
here,

Yes, the praties they grow small over here,

Oh, the praties they grow small, but we eat them
coats and all,

Yes, we eat them coats and all over here.

Now, I wish that we were geese, night and morn,
night and morn,

Yes, I wish that we were geese, night and morn,

Oh, I wish that we were geese, who can fly and
take their ease,

And can die and take their peace, eating cornm,
eating corm,.

(Repeat first verse)

Band 6 - GYPSY LADDIE/Ed McCurdy, Ed McCurdy, the
baritone with the big folk repertoire, gives us
another side of the background for immigratiom, or,
indeed, for leaving any place of established au-
thority and responsibility for another life. The
romanticism here is one that the peasant and work-
ing-classes could easily identify with. What bet-
ter way to show contempt for a lord than to steal
his lady?

It was late in the night when the squire came
home,

Inquiring for his lady;

The watchman made a sure reply,

She's gone with the Gypsy Davy.

PLYMOUTH, MASSACHUSETTS



CHORUS :
Rattle tum a gypsy gypsy,
Rattle tum a Gypsy Davy,

Go catch me up my old gray horse,
My old gray horse so speedy,
I'1l ride all night and I'll ride all day
And I'll overtake my lady.
(Cho.)

It's he rode up his old gray horse,
His old gray horse so speedy,
He rode all night and he rode all day
And he overtook his lady.

(Cho.)

It's come go back, my dearest dear,

It's come go back, my honey,

It's come go back, my dearest dear,

You never shall want for money.
(Cho.)

I won't go back, my dearest dear,
Nor I won't go back, my honey,
For I wouldn't give a kiss from the gypsy's lips
For you and all your money.
(Cho.)

It's go pull off those snow-white gloves
That's made of Spanish leather,
And give to me your lily-white hand
And bid farewell forever,
(Cho.)

It's she pulled off them snow-white gloves
That's made of Spanish leather.
She give to him her lily-white hand
And bid farewell forever,
(Cho.)

I once could have had as many fine things,
Fine feather beds and money,
But now my bed is made of hay
And the gypsies dance around me,
(Cho.)

Band 7 - TAE THE WEAVERS/Jean Redpath, Another
Scottish song that gives an insight into the work
and the ways of the European who was to be the
American. Robert Burns, the bard of Ayreshire,
wrote the verses, while the chorus is of folk ori-
gin. Jean Redpath of Leven, Fife, Scotland, who
sings the ditty, says that 'in the days before the
big mills, journeyman weavers traveled from place
to place, working in temporary quarters and were
renowned for their amoristic tendencies.'

My hert was aince as blythe an free
As simmer days are lang;

But a bonnie westlin weaver lad
Has gart me change my sang.

CHORUS :

Tae the weavers gin ye go, fair maids,
Tae the weavers gin ye go,

I rede ye richt, gan ne'er at nicht,
Tae the weavers gin ye go.

My mither sent me tae the toon
Tae warp a plaiden wab;
But the weary, weary warpin' o't
Has gart me sigh and sab,

(Cho.)
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A bonny westlin weaver lad
Sat workin' at his loom,
He took my hert, as wi' a net,
In every knot an thrum.

(Cho.)

I sat beside my warpin' wheel,
And aye I ca'd it roon,
But every shock and every knock
My hert it gaed a stoun,

(Cho.)

The moon was sinking in the west

Wi' visage pale and wan,

As my bonny westlin weaver lad

Conveyed me through the glen.
(Cho.)

But what was said or what was done,
Shame fa' me gin I tell!

But, oh, I fear the kintry, sune,
Will ken as weel's mysel',

(Cho.)
GLOSSARY:
hert heart
aince once
westlin western
gart made
gin should
rede advise
wab web
sab sob
thrum loose end, tangle
ca'd turned or spun
stoun stound, pang
kintry country
sune soon
ken know

Band 8 - AFRICAN TRAVELING SONG. Field recording
by Harold Courlander, musicologist and former edi-
tor of the Folkways Ethnic Library, im 1942 in
Eritrea, which then bordered on The Sudan, The
male voices accompanied by a form of harp and drums
were Sudanese itinerant laborers. They described
the song to Mr, Courlander as one to be sung while
traveling. Most of the Negroes impressed into
slavery were from West and West-Central Africa, but
this song seemed to catch the spirit of African
music so well, We have no indication if this was
of a genre brought over by the slaves, but their
contribution to American folk music must never be
overlooked.

Band 9 - NAVAJO NIGHT CHANT. This fragment from a
ceremony of the largest tribe of Indians living in
America today, is here as a reminder of the rich
and variegated Indian music traditions that existed
long before the colonizing and settlement of the
United States by Europeans. A portion of the notes
to this song on Music of the Sioux and the Navajo
(Ethnic Folkways Library FE 4401) by Willard Rhodes
says:

"The Night Chant, popularly known as the Yeibi-
chai (Grandfather of the Gods) is an important
nine-day ceremony which may not be performed until
after the first killing frost., It is at this cer-
emony that boys and girls are initiated into the
ceremonial life of the tribe by two masked dancers
who impersonate the Grandfathers of the Monsters
and the Male and Female Divinity., On the last
night'of the ceremony...Yeibichai appears with a
company of masked gods and dancers. After a weird,




unearthly call of the gods, the dancers shake their
rattles with a sweeping movement from the ground to
their heads, then whirl to the opposite direction
and repeat the rattling...The hypnotic power of
this music is cumulative as an endless profusion of
Yeibichai songs follow one another throughout the
night,.,."

Band 10 - SKADA AT AMERICA/Gene Bluestein, Gene
Bluestein found this little gem for his Minnesota
Statehood Centennial album on Folkways, The de-
lightful melody comes from a Swedish evangelical
hymn, which emigrants adapted into its form here in
the eighteen-fifties, Here is the embodiment of
the settler's dream about the New World,

Broeder ve ha langt at go

Oever salte vaten

Ok sa fins America

In vid andre stranden

Inte erdet moy-yeligt

Ok yo det er so froydeligt

Skada at America; Skada at America,

Lige skal so longt ifron,

Brothers, we have far to go
Across the salty waters;
There we'll find America,
On the other shore.

CHORUS :

Though you say it cannot be,
Take my word and you will see,
It's too bad America,

That wonderful America,
Should be so far away.

The trees which stand upon the ground
Are all as sweet as sugar,
And everywhere you look you'll find
Girls like pretty dolls.

(Cho.)

If you decide you want a wife,
Four or five will offer.
While on the ground and in the fields,
English money grows.
(Cho,)

When it rains, the poultry falls,

Ducks and chickens pour down.

Geese all fried, prepared to eat,

The fork is in the drumstick!
(Cho.)
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SIDE 2 — SETTLING, EXPLORING AND GROWING IN THE NEW WORLD

The promise of immigration was followed by the
realities of settling the wild new land. From the
earliest landings at Plymouth and Jamestown, the
colonists were to face hardships, tests to their
endurance and their ingenuity. The pioneer spirit
was born in or inculcated in the men who built this
country.

The settling of the Eastern Seaboard and the
Westward Expansion are among the most romantic sa-
gas of the modern world. It has been such an epic
struggle that countless films, novels, poems and
songs have grown out of this adventuresome era.

Songs of the American tradition follow this sto-
ry along, from the Revolution, through the early
political problems, the War of 1812, the emergence
of a formal city society and the continuing explo-
ration of the frontier.

Here are a sampling of songs that give the fla-
vor of the early years of life on this continent,
The songs tell the story in a new way, with a new
penetration. Wherever the American pioneer went,
he found security, solace and self-expression in
folk song. The songs document his movement, his
growth and the growth of a new civilization around
him,

Band 1 - WHEN FIRST TO THIS COUNTRY/New Lost City
Ramblers. An unusual pioneer love song, with so
many gaps in its narratives that large portions of
the lyrics have obviously been dropped in oral
transmission., Performed here in a Southern white
mountain string band revival style by Tom Paley and
Mike Seeger of The New Lost City Ramblers, a city
trio that has consciously and successfully endeav-
ored to re-create the music of the twenties and
thirties for the audience of today:

Mike Seeger: Autoharp and voice.
Tom Paley: Banjo.

When first unto this country, a stranger I came.
I courted a fair maid and Nancy was her name.

I courted her for love, and her love I didn't
obtain,
Do you think I've any reason or right to complain?

I rode to see my Nancy, I rode both day and night
Till I spied a fine gray horse both plump-looking
and white.

The sheriff's men, they'd followed and overtaken
me,
They carted me away to the penitentiary,

They opened up the door and then they shoved me
in,

They cleared off my head and they shaved off my
chin,

They beat me and they banged me and they fed me on
dry beans
Till I wished to my soul I'd never been a thief.

With my hands in my pockets and my cap put on so
bold,
With my coat of many colors, like Jacob of old.

16

Band 2 - SPRINGFIELD MOUNTAIN/Susan Reed. Susan
Reed re-creates what is probably the first popular
native-born ballad in America. The song has had at
least two lives, a serious version which the colo-
nists could empathize with, because snakes did
abound in New England, and the perils of nature
were always at hand, and as a comic burlesque.
This song springes from an actual episode, in 1761,
when a Timothy Myrick of Springfield Mountain,
Mass., (later Wilbraham), was killed by a rattle-
snake,

On Springfield Mountain there did dwell
A lovelie youth I knowed him well-el-el.

CHORUS :
Tu ruddie du tu ruddie day,
Tu ruddie du tu ruddie day.

This lovelie youth one day did go
Down to the meadow for to mow-i-o.
(Cho.)

He had scarce mowed half round the field
When a poison serpent bit at his heel-e-eel.
(Cho.)

They took him home to Mollie dear,
Which made him feel so verie queer-ear-ear,
(Cho.)

Now Mollie had two ruby lips
With which the poison she did sip,
(Cho.)

She also had a rotten tooth
And so the poison killed them both-o-oth.
(Cho.)

Band 3 - GOOD OLD COLONY TIMES/Ed McCurdy. Ed
McCurdy sings a bantering tune popular in Britain
and early America, also known as The Three Rogues.
Recent research, Alan Lomax, the folklorist, has
pointed out, indicates that the old belief that
colonial New England knew only the staid hymns of
the Puritans is quite incorrect., There was anoth-
er, brighter and freer life for the Puritans, as
this joggy tune illustrates. But the likelihood is
that this English tune didn't get popular here un-
til 1800, long after colony days,

In good old colony times, when we lived under the
king,

Three roguish chaps fell into mishaps, because
they could not sing,

Because they could not sing, because they could
not sing,

Three roguish chaps fell into mishaps, because
‘:hey could not sing.

Oh, the first he was a miller, and the second he
was a weaver,

And the third he was a little tailor, three
roguish chaps together,..

Oh, the miller he stole corn, and the weaver he
stole yarn,

And the little tailor ran right away with the
broadcloth under his arm...



17








































































































































































































































































































































































































































































































































































