








I cannot too strongly express to you my own convic-
tion that such a program would be a most important
force in the life of this country at this moment. It
seems to me that we can either educate the American
people as to the value of their cultural heritage and
their national civilization, or sit back and watch the
destruction and disintegration of that culture and that
civilization by forces now so ruinously active in this
world.

The establishment of the Recording Labora-
tory made it possible for people to request the
duplication of specific sound recordings. In addi-
tion, the Library published recordings in an at-
tempt to get some of the Archive’s material to
the person who was interested in sampling its
holdings without having a specific item in mind
—the auditory equivalent of the library patron
who just “wants a good book.” As a trial balloon
for the project in 1941 the Friends of Music in
the Library of Congress issued an album of
two ten-inch records consisting of “Lady of Car-
lisle” sung by Basil May, “Pretty Polly” sung
by Pete Steele, “It Makes a Long Time Man Feel
Bad”—the archetypal Library of Congress folk-
song title—sung by “a group of Negro convicts,”
and “O Lord, Don’ ’low Me to Beat ’em,” sung,
spoken, and cursed by Willie Williams. The
next year the Archive of Folk Song albums
which are the subject of this essay appeared.

In 1956, at the time of their first issue, the
LPs were direct transfers from the 78s as issued
Friends of Music album was combined with that
on the first of the Archive of Folk Song albums
to make the record now known as AFS LI.
This allowed those who wanted to buy a long-
playing version of the Friends of Music album
to purchase a single record, but did create a
few anomalies: as it is now constituted L1 con-
tains two versions of “Pretty Polly” and presents
Willie Williams and “group of convicts” under
the banner of “Anglo-American Ballads.”

In 1956, at the time of their first issue, the
LPs were direct transfers from the 78s as issued
in 1942. At this time the records were renum-
bered: six albums numbered from I to VI con-
taining records numbered from 1 to 30 became
AFS L1 through L6. The brochures which had
been prepared for the 78-rpm albums continued
to be used with the LPs. This caused some con-
fusion as the record number in the brochure
no longer corresponded to the actual number of
the item on the record.

During the years 1964 to 1966 the six LPs
were remastered from the original field record-
ings; these remastered discs occasionally in-
cluded alternate “takes” from those used on the
original 78s. The remastering project also al-
lowed the engineers to present complete versions
of several cuts which had before appeared only
as excerpts. Consequently the transcriptions of
these songs in the brochures no longer accur-
ately reflected the words on the records. This
was one of the several considerations which led
to the present revision of the textual material
accompanying the recordings. The recordings
themselves, though now numbered AFS 1
through 6 rather than AAFS 1 through 6 (re-
flecting the change of name of the issuing body
from Archive of American Folk Song to Archive
of Folk Song), have not been changed since
the 1960s remastering.

The current republication furnishes all six
records with new covers and a new sleeve note,
supplies the present historical introduction, re-
numbers the notes on the selections to corre-
spond to the numbering on the LP labels, and
revises the transcriptions to include all the text
contained on the LP. Otherwise the brochures
read as they did when they first appeared in
1942. We have even hesitated to change tran-
scriptions when our ears hear something dif-
ferent than did those of the original transcriber.
This is partly attributable to cowardice. Revising
such transcripts as those of Mrs. Ball’s nonsense
syllables on AFS 1.2, A7 (“Jennie Jenkins”) or
the ring-shout of AFS L3, A7 (“Run, Old Jere-
miah”) is not a task one views with enthusiasm.
But our decision was based partly on common
sense. After all, Alan Lomax heard most of
these people in person and singing many songs,
while we only hear them for a single song and
on a record.

Three decades later it is useful to look at
these pioneering issues of recorded folk music
and consider the assumptions—conscious and
unconscious—that went into their production.
Some of these assumptions have colored subse-
quent Library record issues up to the present
day; others were not meant to apply to any
but the first issues. Still, all of them played a
part in the creation of the image of the Library






on Riverside, the Bartok-Szigeti recital on Van-
guard, Blind Willie McTell on Piedmont, Aunt
Molly Jackson on Rounder, Budapest String
Quartet broadcasts on Odyssey, and the more or
less complete works of Huddie “Leadbelly” Led-
better and Woody Guthrie on Elektra.

Few of the performances in the Folk Ar-
chive’s collections in 1942 would have been con-
sidered to have commercial value in that year.
Still, the attempt not to compete with regular
record companies may explain why, in a series
of records leaning heavily on black convict
songs, there is nothing by the Lomax’s most
famous discovery, Leadbelly. By 1942 his re-
cordings had appeared on the commercial
market on more than one label.

What was not commercial in 1942 was not
to be forever uncommercial. Several of the
artists appearing on the Archive’s first issues
recorded commercially later (Sonmy Terry, of
L4, even shows up on the original cast album
of Finian’s Rainbow), and one, McKinley
“Muddy Waters” Morganfield, who sings “Coun-

try Blues” and “I Be’s Troubled” on L4, is
now recognized as a major commercial artist
with a considerable discography.

The first three attitudes discussed have con-
cerned the general philosophy of the Library
of Congress folk music recordings. The remain-
ing considerations apply particularly to AFS
L1 through L5 (L6, the Indian recording, be-
ing a special case).

4. The recordings are predominantly south-
ern. The Lomax’s collecting for the Library
was done predominantly in the South; the South
was thus the main source for the Library’s folk
collection. The first two albums, however, con-
tained some material recorded in such nonsouth-
ern locations as Rhinelander, Wisconsin, and
Visalia, California, while the sixth album was
recorded in New York and Ontario. So the
records as they were issued proclaim their south-
ern bias only by the note “recorded in Southern
U.S.” on L3 and L4.

The southern accent of the first Library of
Congress recordings probably reflects the ear-
liest experiences of the Lomax family, which
began in Texas and spread east through the
southern states, but it also reflects the practical
necessities of folk-music collecting: better fish
one section of the pond than spread your net
too thin. (During their lives the Lomaxes, par-

ticularly Alan, were to spread their nets very
widely indeed.) The next two aspects, interre-
lated, do represent the Lomax family’s attitudes,
attitudes widely shared among earlier folk music
collectors but increasingly challenged by more
recent collectors.

5. The sources of the recordings are exclu-
sively rural.

6. The records are dedicated to the preserva-
tion of the old songs and styles of the folk,
principally interpreted by older musicians, with
little attempt to document the new styles and
songs that were emerging. The next-to-last cut
of L2, complete with Hawaiian guitar, for ex-
ample, is offered as a single sample of “Ameri-
can folk music, 1942.”

The view of the folksong as a rural and old,
and therefore dying, art remains common to
this day. In the 1940s there was a particular
feeling that radio and the phonograph were wip-
ing out our folk heritage, which was to be found
in its most vital form where the electric power
line had not—or had only recently—penetrated.
At that time, a few folklorists were only begin-
ning to discover the folk music of the city,
with its multiple ethnic strains; and several of
the new-fangled styles that the Lomaxes did
not record are now respectable styles whose
origins might well have shown up on these
records.

A third of a century after their release we can
see that the rural and old-style bias of the early
Library of Congress folk music recordings pro-
vided something less than the full range of
American folk music. From the perspective of
the year they were released, however, they are
an amazing document of taste, courage, and
confidence. To have released in 1942 a record
of Anglo-American ballads only two of which
had the comforting accompaniment of a guitar
was to invite instant rejection by the general
listener, who usually likes his folk music with
the harmonies explained. The faith of Alan
Lomax and Harold Spivacke that the authentic
voice of folk music could be accepted by the
American people is, placed in proper perspec-
tive, far more important to consider than any
“bias” the records might have. If today we
note what the records omit it is partly because
they have become so much the archetypal set
of folk music records that one is conscious of
their limits or, occasionally, unconscious. (The



present writer grew up in New Hampshire under
the impression that New Hampshire had no folk
music, since none of it appeared on Library of
Congress records. )

7. “The labourer is worthy of his hire.” The
Library of Congress was careful to get permis-
sion from all locatable performers and to pay
them for releasing their performances. The fee
was nominal-—around ten dollars per song—but
for a series of records dedicated to commercial
unacceptability (number 3 above) it was a
pledge of faith to the artists whose work had
been used. The efforts to locate singers were
heroic; but sometimes even the U.S. govern-
ment had to give up. A 1942 Alan Lomax
memo, “Report on Clearances,” tells many
stories of his attempts to secure clearances, in-
cluding this one about the Bahamas records:

One of the singers on this record lives on the remote
Cat Isiand of the Bahamas chain. She was writlen
on April 17, 1942, and so far no reply bhas been ob-
tained: perhaps none ever will. The only other Ba-
haman singer who has been located was found because
the Nassau postmaster published a notice in the news-
paper announcing that he had a letter for him. There
is no newspaper within 500 miles of Cat Island . . .
Some people felt that ten dollars was not
enough. Again, from the “Report on Clear-
ances” :

This party asked for a fifteen per-cent royalty; and so
we have dropped the side, substituting an even better
one by a performer who has been very cooperative in
the past. A letter has gone to this performer, and a
reply should be expected within a very few days.

If the first performer meant 15 percent of the
profits by his request for a “fifteen per-cent
royalty,” he would have done better to stick
with the ten dollars. But at least one performer
was pleased with his payment. In a recent in-
terview Muddy Waters recalled, “the Library
of Congress sent me $10.00 a side and that
$20.00 went a long way, as far as a hundred
dollars goes today” (Unicorn Times, April 1978,
p. 40). Sometimes denominational problems
may have hindered the obtaining of permission:
These two items were recorded with the collaboration
of three Negro ministers. After a month of corres-
pondence, I discovered that it was necessary for all
three to be consulted on the matter of the release

of these 1wo items, On May 8, 1942, 1 wrote all three
again, explaining the situation; so far I have recetved
no reply. I shall wire again today for a definite yes
OF NO answer.

Apparently no answer was received, for another
performance was substituted for the perform-
ances involving the three ministers’ permission.
The substituted piece was Willie Williams sing-
ing “The New Buryin’ Ground”: it is therefore
hard to regret the ministers’ recalcitrance.

Lomax summed up the trials of getting clear-

ances for the first six albums of the Archive
series at the end of this report:
This matter of locating a hundred old folk singers ail
the way from Cat Island to the Colorado buttes and
back has been an epic chase. It is an experience that
I have enjoyed but that I am not anxious to repeat
soon. . . .

If Lomax was not anxious to repeat the ex-
perience soon, the Folk Archive was fully pre-
pared to keep up its searches: the second set of
six albums, under the general editorship of
B. A. Botkin, appeared one year after the initial
six. Eventually, the rigorous seeking of permis-
sions became less exhaustive and exhausting.
Payments are held in escrow for performers who
appear at new locations after their performances
are released.

The first six albums issued by the Archive of
American Folk Song have become documents
almost as much as the music they sought to pre-
serve. They are still as capable as ever of giving
pleasure, instruction, and sustenance to the
listener who comes to them for the music they
contain. By now, however, they also serve as
witness to the state of folk-music collection in
the 1930s—both as to the sound quality of the
records produced and the attitudes toward col-
lecting of the gatherers—and to the manner in
which this material was presented to the gen-
eral public in the 1940s.

Few people who care for folk music would
suggest that these six albums be retired for ob-
solescence—though we do get about three let-
ters a year suggesting that if we cannot issue
records with better audio quality than these we
should get out of the business, and an occasional
letter suggesting that anyone who would put
out a record entitled [fill in title of any one of
the albums] without including an example of
[fill in any currently fashionable folk-derived
style] is guilty of deceiving the public. There
have been suggestions, however, that we revise
the printed material accompanying these rec-
ords, either to bring it up to the current stand-


















1. We stayed at sea six years
Without being able to land.

Repeat

2. At the end of the seventh year
We ran out of food.

Repeat

3. We ate mice and rats
Down to the hold of the ship.

Repeat

4. We drew straws
To see who would be eaten.

Repeat

5. “There, little Jean, if the lot so falls,
It will be little Jean who will be eaten.
O there, little Jean, it falls to you,
It will be little Jean who will be eaten.

6. “O little Jean, we feel so bad.”
He cries, “Courage, my comrades.”

Repeat

7. “I see land on three sides,
And three white pigeons circling.”

Repeat

8. “I also see three daughters of the father
Who were walking on the shore.”

Repeat

9. “0, if ever 1 set foot on land,
I'll marry the prettiest.”

Repeat

A9—LES CLEFS DE LA PRISON.

Sung by EHlda Hofpauir at New Iberia,
Louisiana, 1934. Recorded by John A.
and Alan Lomax.

So far as we know, this is an indigenous song.
Its clipped, colloquial style, its syncopation, its
lines from “The Boston Burglar” indicate its
fairty recent origin. The precision of phrasing,
the lighthearted bitterness of the lines, and the
remarkably deft use of dialogue remind one of
Villon. A swift and acid dialogue between a
condemned man and his father and mother, it
stands alone of its kind among American folk
songs.
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. THE BOY:

[Chére mom!

On vient m’ donner les clefs, ]
Les clefs de la prison,

Les clefs de la prison.

. HIS MOTHER:

Gar’-tu!

Comment dis-tu—te donne
Les clefs de la prison,

En quant les officiers

Les a crochées dans ’cou,
Les a crochées dans I’cou.

. THE BOY:

Chére mom!

Ils vont m’ venir chercher,
Mais a neuf heures a soir,
Mais oui, c’est pou’ me pend’,
Mais a dix heures en nuit,
Mais a dix heures en nuit.

. Chére mom!

Clest ce qui m’ fait plus d’ peine,
C’est de savoir ma mort

Aussi longtemps d’avance,
Aussi fongtemps d’avance.

. Son pére,

Mais qui s’est mis a genoux
En s’arrachant les cheveux,
En s’arrachant les cheveux.

. HIS FATHER:

Gar'’-tu!

Comment jai pu t’ quitter
C’est pou’ t’en aller

Mais dans un grand prison.

. THE BQOY:

Cher pop!

Comment tu voulais j’ fais
Et quand les officiers
Etaient autour de moi
Avec les carabines,

Avec les carabines?

. Chére mom!

C’est ce qui m’ fait plus d’ peine
C’est de savoir ma mort

Aussi longtemps d’avance,
Aussi longtemps d’avance.






are the fiddle, the concertina, the triangle, and
sometimes, nowadays, the guitar; their music
consists of French waltzes, polkas, and, lately, a
form of the fox-trot. The people are very roman-
tic and passionate by nature; their young ladies
are extraordinarily fresh, beautiful, and well
chaperoned; and a “fais-do-do” takes place in an
atmosphere of tense emotion. The young men
have a habit of giving high falsetto yells at in-
tervals during the dance—cries like a panther’s
—which carry far through the hot night. Wayne
Perry, the fiddler on A10 and 11, plays a typical
waltz and next a polka. A12 is a piece of “fais-
do-do” music typical of the area. Al3 is a
Negro adaptation of the white “fais-do-do”
style. Al4 is a contemporary white imitation of
the “Cajun” Negro blues style, giving a portrait
of the legendary Joe Férail, who sold his wife
for a bushel of potatoes.

For much good material and general back-
ground on these selections see Whitfield, Louisi-
ana French Folk Song.

A13—0O CHERE °'TITE FILLE

O—! chere ‘tite fille, chaque fois tu mets a
genoux prie donc pou’ ton neg’.

O ho!

O—! c’est pas si dur, ca qu’ est plus dur, ton
neg’ le mérite pas.

O! cha-cha!

O—! rappelle-toi la dernicre fois ton vieux neg’
t’a quitté.

O—! my dear little girl, each time you bend
your knee, pray for your dear.

O ho!

O—! Tt’s not so hard. That which is harder
[is that] your dear doesn’t deserve it [your
prayer].

O! cha-cha!

O—! Remember the Jast time your old dear
and you parted.

' Transcriptions of these texts were unavailable.

B1-3—SONGS FROM “LOS PASTORES.”
Sung by Franquilino Miranda and group
at Cotulla, Texas, 1934, Recorded by
John A. and Alan Lomax,
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B4-6—SONGS FROM “EL NINO
PERDIDO.”
Sung by Ricardo Archuleta at Cerro,
New Mexico, 1940. Recorded by Juan
B. Rael.

The Spanish mystery plays, “Los Pastores”
and “E!l Nifo Perdido,” are still performed by
the Mexican folk of the Southwest. The entire
scripts—words, tunes, and stage directions—
have been handed on by word of mouth from
father to son in a number of communities. On
B1-B3 the singing was done by the “Los Pas-
tores” group which performs the play every
Christmas in Cotulla, Texas, a little cattle town
down in the mesquite thickets of south Texas
near the Mexican border. It is obvious that the
melodies are of much more recent origin than
those on B4-B6 which were recorded in New
Mexico. There Spanish-speaking communities
have lived in relative isolation from the rest
of the Spanish-speaking world since the Spanish
conquest of the Southwest.

For another transcription of B2, see page 16,
Gustavo Duran, 74 Traditional Spanish Songs
from Texas (Music Division, Pan American
Union, 1942). For further background see M.
R. Cole, Los Pastores, American Folk-Lore So-
ciety Memoirs, vol. IX (New York: American
Folk-Lore Society, agent, G. F. Stechert, 1907);
Charles A. Dickinson, Las Posadas (Claremont,
California, 1935).

B1

fe wsvmmesiang a casa
dcl Ave Maria,
pidiendo posada
por un solo dia,
pidiendo posada
por un solo dia.

2. Y aqui, cn esta casa,
posada no damos,
que es mucha familia
y apenas entramos,
que es mucha familia
y apenas entramos.

3. Posada pedimos
por esta ocasidn,
y a i esposa amada
tener un rincodn,
y a2 mi esposa amada
tener un rineén.



4. Posada no damos

por esta ocasion;
pasen adelante,

que hay otras mejor,
pasen adelante,

que hay otras mejor.

. Hermosos Jos pobres,
no tenemos dinero
ni prendas valiosas
para el mesonero,

ni prendas valiosas
para el mesonero.

S e n e e to the house
Of the Ave Maria,

Asking for room

For only one day,
Asking for room

For only one day.

. And in this house

We do not have room,

We have a lot of family

And there’s hardly room for us,
We have a lot of family

And there’s hardly room for us.

. We ask for room to stay
On this occasion,

And for my beloved wife
Just to have a corner,
And for my beloved wife
Just to have a corner.

. We won’t give rooms

On this occasion;

Keep on going,

There are other better places,
Keep on going,

There are other better places.

. How beautiful the poor,
We don’t have any money
Nor any valuable jewelry
To give to the innkeeper,
Nor any valuable jewelry
To give to the innkeeper.

B2

.Y adibs, nifio chiquitito,
mi vida,

y adids, divino portal;

y a tus pies estd postrado
mi vida,

dispidiéndose,? Cabal.
;Y adids, adi6s!

14

.Y adids, nifio chiquitito,

mi vida,

de tf ya no te preciso;

y a tus pies esta postrado,
mi vida,

dispidiéndose, Mzelillo.
iY adids, adi6s!

.Y adids, nifio chiquitito,

mi vida,

y en el corazdn te tengo;

de tu vista se despide,

mi vida,

quien ha roto vingo y vengo.”
iY adids, adids!

.Y adids, nino chiquitito,

mi vida,

te llevo en el corazdn;
de tu vista se despide,
mi vida,

Tulo, Bato y Cucharodn.
1Y adids, adids!

. Y adiés, nifio chiquitito,

mi vida,

yo me despido Ilorando;
y a tus pies estd postrado
mi vida,

dispidiéndote, Lisardo.
iY adids, adi6s!

. And goodbye, little boy,

My whole life,

And goodbye divine portal;
At your feet I put my life
Saying goodbye, now.
And goodbye, goodbye!

. And goodbye, little boy,

My whole life,

I don’t need you any more;
At your feet I put my life,
Melillo says goodbye here.
And goodbye, goodbye!

. And goodbye, little boy,

My whole life,

I have you in my heart;
I will not see you,

My life,

I'll come and go. . ..
And goodbye, goodbye!















You now have a wife;
Tomorrow we’ll know
What you can do

. Please get up:
It is customary
To wash the kitchen and
To light the fire.

. Please get up,

Lazy old lady,

That I may grow tired
Of being the grand lady.

. Son, son,

Look at your wife!
Take her away to hell
I can’t look at her!

. Be quiet mother;

For God’s sake be quiet,
If not I'll take a stick
And hit both of you.

B10

. La wiborita,

la viborita

con su cascabel,
ya se lo pisa,

ya se lo pone
para jugar con él.

. Tengo mi rorro,
tengo mi rorro,
mi rorro francés.
Vengan a verlo,
vengan a verlo
lo bonito que es.

. The little snake,

The little snake

With its rattle;

It steps on the rattle,
Wears it,

Plays with it.

. I have my baby,

I have my baby,

My French baby.
Come see him,
Come see him,

See how pretty he is.
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B11

Serian las dos,
serian las tres,

serian las cuatro, cinco o seis de [a manana

cuando estaba con mi Julia
platicando en la ventana.

Sale su mama
tratddome de grosero.

Y a mi ; qué valiente,
porque traiga mi dinero?

Sale su papé

tratindome de borracho.

Y a mi ¢ qué valiente,

me va a rechazar tus brazos?

Cuando tuve,

te mantuve

y te quise y te di.
Hoy no tengo,

no mantengo

ni te quiero ni te doy.

Buscate a otro

que te quiera,

que te tenga y que te dé.
Hoy no tengo,

no mantengo,

ni te quiero ni te doy.

It could be two,
1t could be three,

It could be four, five or six in the morning

When I was with Julia
Talking throngh the window.

Her mother comes out;
Tells me I have no manners.
What do I_eare?

Should 1 bring my money?

Her father comes out;

Tells me T am drunk.

What do I care?

Are you going to stop loving me?

When [ had a lot

I gave you a lot

I loved you a lot
Today 1 have nothing
I can’t give a thing

I can’t love or give.









Available from Recording Laboratory,
Library of Congress,
Washington, D.C. 20540

Library of Congress Catalog Card Number 78-750910





