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The Mariposa NeusLetter comes out three

tímes a. Aear, the dates deteyrnined by an
absttuse fornuLa þ"noam onLg to the anbient
Eggpti,ans. A subscz,iption costs $5. ¡or
tLwee í,ssues. The issue goutre nou
reading doesn't count--you get ít
free-for-nothíng, just bg comíng to the
EestiuaL. ActuaLly, ?te uere hoþing
y.ou'd, L¿ke this one so rrueh yoi,d
inrnediat elg sub s erì,b e.

Our soeíety increasingLy fauours
c omsumer / sp ectators rather. than
producen/part.ícípants. peopLe don't
pLay basebalL anymoz,e--they uatch it
on T.V.; -theg don't cook--they buy
pz,eeooked and heat ít up; and uhal uíth
gír,Li,e magazines and æ-iated mouíes,
euen seæ ís becoming a spectator spont.

The folk soq mouement uas a conscious
attenrpt to bring baek to peopLe at Least
a part of theír culture. Nouadags, the
scope of tVnt attempt has broadened to
inc-Lude cz,afts, cookíng, uhat Lnue gou.
And thøt broadening ís- z,efLected in The
Neusletter. foLk rm,Lsí.c i,s stilL the
centre of our intez,est, and ue uíLL haue
songs in euery t)ssue, but ue az.e inter-
ested in any aspect of cuLture that
people do themselues.

t^le uouLd Líke ouz' subscz,íbers to
feeL that their interest in The Neusletter
doesn't begin and end uíth reading the
copy they get in the naiL--ue uould L¿ke
peopT,e to ut"Lte anticles and sená them to
us. And ue pay--|s. a, page, 9L0. for a
feature artiele, for eueny contríbution
ue print. 0u.2, neæt issue might be out
by October, so the neæt deadline is
Septernber first. }ur address is:
LîL Roelntnpton Aue., Toronto, 7nt. 
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Ftfüeen Months
of llluslc

THE FO tK INSTRUMENTS
BY QUENTIN AND

OF SOUTH AMERICA
EDMOND BADOUX

EDM)Nq 
=4ND 

S.AENTIN .BAD)UX retuymed to euebec recently from L5
traueLling in South Ameriea. We heay,d about theíy, notes and.

months
sketches

of the trip and asked i.f they,d giue us a glirnpse or ttto. tle uez,e
ouerwtteLmed bg their article, uhich ís as beautiful in forrn as it is
fascinating in content.

ELF.r_Ëff roryÎ-Þy oF lttvttc, Dañc65, R?.uotgt)1

cor4FRF¡t?.NjilvêLy .ABOUr ANÞt^ÀÍ\' FO¿r¿Or¿.tr\ .FA<.q w¿ wouLÞ f\E€,D rO -rie¡¡Þ ar- -.
4.€431 A YÉ.AR. IN ÉACÞI ßE€ION Tb TIAVEAl\ tÞEl¡\ c,FrÌ{¡THF--yARloulr."R'rT#'K,rT¿i:åËroo-
iöä-dÊ'."â!3ï,tsXf-ÈiYl¡.f ,"otttc
9NÉ ì/¿AR tS t-l{ê cor\?¿.r¡fê c:tc't-É, OF

iãå'såK"ffi:3âËm;l;m,j1\ ,n*tçoßôL e¡-ãi ãi CË¡-iöìõit- ' 
rv7'\

ÏësnvaL9 wrtrc,r{ ARÊ vEty orrL¡.¡ANKrêNr etlq.t s¿éñoeD wirr.f ¿enfår-r<
F¡'lrr¡R_es.

FleLrfi-€, c,,aRv ¡NGt RePReSer.¡Trryô
?qteàrt PLAYINe FÀVîEÉ. A¡{Þ DR(,^1S,
?4rv-PtPê5 ANÞ Qu¿¡lAf ÄAÞ€,
FRÊ^rt BO[\IÊ-. êLAY. Sfò¡r¿- On
R,€,EÞ s, - ra-rlnro rñ erÉ -Ëã,.-äÀlìsr

6tAVeÉ, Gi¡vÉ êUÞ!r\rêê oFrHt
SÀCR.!Þ eH^nacTER. ot
1l{ê /ltuÉt¿ tN Tl{E lN¿A ANÞ
PRJE' lN (A C¡vl¿tTerlOnff.



ALIHOUG|{ THly ADOPTE^Þ rHt -sÎRll\o lNflBUÄEñtt
Irftóóu¿åO trfiê sPaNtSH AFtR-fl{t @À,Quatt
ÎHê NÀ1¡VÉÉ rN ft{ê 5/\A,ß6R CO^r^luNtrtÉå
€'ÍTLT- HAV¿ ¡ ?R,É.FER.ËNqg FOE FLVTEJ AND
ÞRuAq ¡f\l Îr{e c\sz oF TRAÞtfroÀtAL
CcR.€,^^oxtqL
¡N Of{é v¿Lrea oF cc,"rÀooÀ,frQtJ,A,vl?te,.
THê¡RoxDAÞoR pcoucÂlol Ã z¡x: ?pE
fuNË,Þ lc r+lË Èxr¡follnë âctt ø. tÉ
Rå68ßVC¡D èXCLUS¡VÉIJ FêR- ONë',F!ÊL¡gtOVt
Fr,A91 

'Y\Þ ltlè ?eO?æ Or flAr vr¿¿ao¿ -
wr¿r- NOr P¿AY ß Ar ANy Orr{E!-flrt¿
OF TTI,YÍ,AR.!-
IND¡À^¡ Augrc tt BA56D ON A 5'NOr€,
(Pgrvr¡rc¡r¡ê) sC¡ug: A,C,DEG, OR_lHg¡ErOov 6rva¡r av '+ri-'1p.7.,- t¿, trH_!-rr^€LODy Grve¡r gv ra¡e-i,vr- BaAcffKart5 0F rtl. Pt.arr¡o. rÑ e¡-.,,IN PÉR.U,
¡tåy¡r3.q.E(qr_¿_D n¡ pËÀr ÃË{,
ffiË. $x:?,;,ts ff;,*;*¡*i o Q,

GÐ
PAN PIPÉS

(D) RpNDADoß

@W?#[¡io"¡
FTADé OF C¿AY

f3) re^rt¡roxic
- ?Á.àl 

"lP¿ 
aNl-

'ffi;'" wffi\t"'
T$É RONÞAÞOR 19 NAfivE,lo ¿C|¡AÞOR'-
¡¡¡pffis ?9¡rfafo¡rrg wrn{ TH¡
4PD¡f¡OIl|oF ALÎéF ranNe lugê3 otqta aorrtl- r¡{rr.D Nor¿. wHreH eweÎÈtt .rr\¿t€Of añO H¡nfr\or.ry wHaN
Èor¡1 PtPê,s A3ê ¡LOu/N Îo(¡Êrflêe'.
ft{f ANÍARA rá ANl)fÎ{ÊR-lveeor pl¡*-F¿ufrr
p¿¡våffir¡ ANÞ BCUADoR_ .,r t3
ALto P¿Nf trONl¿, €â¡6¡6'¡¡¡¡9 ê,
frva, ÉgvÉ¡Y O¿ ^lPRg 

fuÊE -
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Ef;*(ffi"8"Ð
O¡.zz^i,*nt
@rann
@ raura,,eiñeuuo

oR ?lT.Þ

@ , lo,rirvyA
oÈ 7A¡aBoA

THE SA FOÑr Og ãlSr¿, c;t4Á;F..â€,f3n.¡3Îrc Or
THÊ ßÉ,6tON OF ¿Al<ê irrll<AK¡ 2 tj L Ty?E
zåriâs,REE, arKÊ, n¡ ¡nr¡c,À ¡¡r¡ RoxDADoî¡.

a

Ill¿ 9- , t3 ?¿,lyêÞ pÀßÎtcu¿Aß.¿v tN
FER,U ANÞgOL¡VIA. 11 IÉ A HO¿I.ôWlUBê
oF tA^1e}00, úoNa or, ¿ÀAY v/t11{ A, NOr¿HAr ÎHê v,PIÊg éNÞ ,,-filå FLvtt ,tEOrrNÞ¿Þ Ely B|.ovvil\r€ accuiâ.r¡¿y oñralc lLÞ6!" OF tlltt NorCH.
Tf.lê PrNqur¿Lo R¡,se.iY.uLe' nE

ffiå1TF'trffitr,ËHiåã'Jî
1t{8, ÞuLZ¡lÀtAS Oß. Þoutr-¿-F.'v''a ÉFôrqtr-u^ÞoR-r--Ea ñ^rO p,N€r¡rr¿ô ?_a?EF-¿:r.rr€.É eZsveo s¡¡,rulrÀÑEäõLt' -qNe HAvtNE p6¡rR._ r.tor,Ê,s, rrfa o¡rHcR-€rrg wHrar p¿¡;v ta¿ ¡,tc¿óoy ro¡¿i¡ün_\rrrt+{ Tt{a, HA,R,r^ONY.

Îf{€ TAR rA r,rtg À wHt(ãf¿É -tvPz
/^orrñ¡Ffæ¡. ANÞ ¡Ê r\ADÈ p.ât^ L
Bt-ot¿- oF wooÞ aoR!Þ rv 11{ê êEr{fêRr.
tl!¡ ÉouNÞ t9 uNtQus ANÞ 9t{RtÀt
Af{Þ¡f rg PLÀYÊÞ lN P/ÉF¡.t AÀrÞ !}ourV¡a,
NÊ^,R 1a{¿¿^ÀÉE ftr¡KAFA. ll\ ft{e 3e¡1q

@
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BANÞ. fi{É A\rr3l ¿lañt3 wrÀt PLaY 1\^/o oR' fl{ÊÊa
e¡rric.¿Nr 6tzÊÉi oNÈ FatÍê Af ltlê Frftil
ÀÀlÞ Ar\¡on{ÉÈ ¡¡i a¿rlvÊ HTGHER'

F¿¡un t3 fHã NA^iÊ. o3 frlÊ. TrßÈè't{o¡gp
ffiaSV¡Þ wrfl{ ONt HANÞ AClo¡lPANtr'O
Dy 

-ilE c,AtA I A rvPê oF SNacÊ DR!'¡ ?LAYÊÞ
wrrH çrffiÈn HANÞ. wLHÉ'AR'Þîlts llr
rirã'i,óilrrr-or Þen'u ,N A vraLA€ê ¿ALt¡'Þ
CAÍA¡rAß,¿A.

Tt t E C n¡r¡l¡r@O ¡É A fr.N' 3f-Rl NOÉÞ lN gfRuÊt ÉNr'

t;hm::vgi i¡åå";vlÍ I'åà:åå "
lÊ 

^^ADÊ 
OF A ÉoÀ¿OWEÞ ?técE,O? wOoo 6?-

AR,¡rADILLO.
tN Jortr, R.ÊOloNÉ. .t1{ê 

^^LrglClAN6 
€}ÊLl¡vÊ

Tll^f êAC.l{ pp'rsoÑ tqÚâ? t'lAJ¿t ÎHè lÀlsfc¡rA3Nr
HÉ WrÉrtls?o P¿-Ay A¡\Þ tN TllE c,Aí¿ OF
T1{r VloLtN, AAr\Þo¿lN A^lÞ }lA:.8
rat¡Rt ¡¡súur3 A vAe¡lry oF ÞtFrtegNf
5t4r ^r.Þ/HÂPry

e, crt¿ß¿t{Ð
@ wlrt< vlo¿nl
@ nanp6r,¡

ÍHEßE It A Klr{9 0F COUNTR,Y /vruslc WHlcl.l
OVT OT 

'ilE, 
INÍgßA.C.ûON ÞÊTWI€N THÉ SPAÀIIãI{ AÑIÞ

¡xÐ¡n¡ cuLluRE9. tr ¡3 P¿AfÉÞ BY golÏ lllê tNÞlAñt
a¡lD rùrEÊrtzo ustNc ôúêNa. vroLrN. /rlÀNÞoLtN.CHAe.ÀN&). HÀft A¡{Þ aiutr^td Ar.Éo fHrr 3o¡rrt¡zrÉtveg noop¡.u t¡51fì¡.Jr¡rr¡¡fs 6u¿r{ ¿ÀÉ ttÊ AÉÉOF.DIOIV
áAxo?HoNEr¿!.ARrNêI¡ Tllê G'+roU?E etvË- _
iñãn¡¡t¡r.¡rrL Prf,rce¡Ã¡¡¡Ce.S aF- ¡r¡æ,¡-|lPANY THê
WOt{tt{'J JOl¡{g/f.
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Th¿ /llú9¡CrAF|S WÉrtÊf WËß! Faß/9tÉRg I DO¿ÍO?st Loc^L -iËAcía¿RJ; ¡riñens ANo árvaê^t73.-Á-dâ; -oi nrã'" ?eoF¿1etoNAL3"
fi{ËRÉ \r,siar. fflê B¿rNÞ oß tNvl¿ årRrêf 

^1Uå|¿!ANS.Ltr(-e- fHÉ MtN3rR€,¿.É, Ta,lêv c,l\RRìr rÎ{t3tR- TUNEg
FRô/u\ vlr.¿a6Ê7ô vt'ttÀ,êè- ralRot¡9t+ FA|RJ aÀrcrs9å.ylf!|gÉ ro yJ yleè, 1l!1oY9.-t.FavR{ Ar\Þ
f11pjf $^6cs, àntcc Ar-orlr¿ 

'ór- wirr ¡Co¡trAxro¡r. '
ÞuÊ¡N9 rt¿¿l¡e.Y¡yf'LÍ oR Af{ lr..lPoR.fANr
sANf.S ÞAY. Ltts'e ñ{t'FtêÉf^,OFn{É VTRJAN
çtt C^¡RMÊ¡r-' G.ê¿êO(C\ÍEÞ rN FAucARfAÀtBO,
léFy rN tuLT rr -t-¡osgrBt€, fÞ Hà,lß ratLp¡ rpeáàñ -rv þeï ori dlã¡?ã:-
lHf CerrrOO Îc.Ò,ñ¡åVl8.!i¿ FLI,TE PL\YaV
!P¡!'!.! TllÉÉ- FTNELT woy¿N PaN¿HQ,/
?LàA 61 g .\ D;âÞ|eâ Ä,C2.êrte¡¡r¡MÞ È / PrrJhsNAÊ¿ or.úz,at-wHrc-tl p Þc tNtþ,,cor\
9l -v!9LtNr HÃtP, il¡¡e¡rll. /ÀANÞot t¡r¡

^øeaøk'ilñäË:;r?.'äË; ARE
Cogrvnet> o¡,xcsÉ s¡1,LcrrxG rf*. r

l€o6NÞ3 AND ¡.ourtoc_c,6r nrcn_ vi.uíci

=a!l,¡es 
You vt¿¿- HIEÀÊ-A rr¡elna¡ÀËP!¡\¡fArÞN¡c- ¡t:.uóD,r -i'êãÈñrãp ev nlc - I

¿fyS,lg Pâl 
-t, 3+U ú4ll.ro _o(Á¿pogS: ruñ ¿?LrvLD oi welú--ãri:a-eèiA¡ip ocr¡¡t. -

âtYÞ ¿.418.Ásr ¡rltôHr Ttlt, ?eo?LE urttl È\ l(!1o ¿\ ¡frur\o-ÊålÑ¡Þ Ptrvt¡16,, Þ ¿tr4BrrÈivrx¡,lFÈo¡f eo,-a.A.t.À \.t/HtaH rt{t 
^ruátc,|.A.¡rrÉ 

HAvé
À€Anr.re,p r¡ârÉNlt{e 7ê fHE- tRâÞto. wrlt{ flAE_
Tl{¡É R¡Yn{^'\,rê,o_, /út^Y Bê tNrz=R.O?,r¡r!'Þ lFrlo
PrRrz¡.AÀ{ ço¿iAllite
rrv¡É. FOUND rr{ÀrAAr! y O? r11e,
,51 33-ä T, ¿t,^/EEe j^a*Lñä-¿Hf¡ 1# *
K-F-Ð,S c.ê\tc-a_ îan Ere_ Fê t_*¿-oRe-.
]Têy wor-ÉÁr ?P,eã¿,gvlNôìn4yí t c., r1{-¿t È¡-re.r.Zs r ñ-cr; dË.?i,ë' X}Íq¡e¡aeêcH.

Êiiã:'ôô'Jä.*l*.Iâ?ãtrtstâff å*,
ilËËi:58Ë:"ËJJå.*f, .ååTËc?åU;,nnr-¡
LH_é,ç .fÞryeJ_.RE, F Le,cr A oRowrNa coKãèió"s wã¿so? ALL LArrN â\qeÂ!gA.
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lF YOU mFS mE byMATTHEW.TARK

O]I THE PI(IIET IIJIE..
Matthea Clark (and h,to friends) at the
SeLectù.te Seruíce Headquartens'in
tlashíngton D.C., L967

Photo by: Gínger fsaaes

to go limp when you get arrested,
how to act in jail. They also
taught us to sing. Singing in
the movement is not an art: i-t's
a tool for keeping the group
together and working in the face
of hostility.

For example, letts say you've
picked a target: in the South,
perhaps a segregated restaurant;
in the North, perhaps a draft
board. You set up a picket line
to let people know you don't like
what's going on inside, and to
provide a focus for other people
in the àTea" who also don't like
it but have never known what to
do about it. You want to keep
the line moving along briskly:
first, because the law most
places says a picket line has to
keep moving, and seeond, because
a draggy line is unattractive
and dispiriting. Itlothing keeps
a line moving like a good song.
Eventually, if you've pickecl a
target that matters, you'11
attract a crowd, and likely a
hostile one. ft's important not
to interact with the crowd. If
you can keep a distance between
you and them, chances are things
will stay peaceful; but if you
start to talk, you'11 start to
argue, Voü'l1 start to shout back
and forth, and before you know it,
there will be trouble. So to ke
the line together as a group,
insulated from the crowd, you
sing.

Occupational songs make up a
big category of folklore: sea
shanties, lumbermen's songs, field
hollers, cowboy songs, and so on.
Jobs in the modern world seem
not so suited to singÍng: it's
hard to imagine a bank teller's
ho1ler or an assembly line
shanty.

Back in 1967-68 I was a full
time community organizer in the
anti-war movement, first in
New York City, then in Washington
D.C. The project f was with was
an attempt to transfer the methods
of the Southern civil rights
movement to the Northern anti-war
movement, and we were trained
by people from the Southern
Christian Leadership Conference
and the Student Non-violent
Co-ordinating Committee. They
taught us all sorts of things,
practical everyday necessities
of organizing: how to move into
a communíty, how to get to know
people, which people to get to
know, how to hold a meeting,
how to put together a picket-line
or a sit-in, how to avoid
getting beaten up, what to do
when you do get beaten up, how

I
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By and large we used songs from
the civil rights movement: ff you
Mí,se Me From the Back of the Bus;
Come Go Wíth Me to That Land; PauL
and SíLas (Keep loun Eyee on the
Pni,ze); Aintt Gonna fel uobody
Tuyn Me tîound; We also sang
Aintt Gonna Study War No More (Doun
By the Rí,uersì,de); and We ShaLL Not
Be Moued, which I belíeve was
orÍginally a gospel song and then
a union song. Often we could sing
the songs with no changes
whatsoever:

Patú and SiLas bound. ín jaðL,
Had no moneA for to go their baíL.
Keep yout, eAes on the pz,íze,
Hold on" hoLd on,

HoLd on, hol,d on,
Keep youn eAes on the prize,
HoLd on.

PauL and SiLas began to shout,
The dungeon shook and theg uaLked out.
PauL and Si,Las began to prag,
The dungeon shook and they uaLked ana7.

I suspect that this was a gospel
song originally--the story comes fr
Acts of the Apostles, chapter 16--
but itts obviously appropriate to
any organizers who are Iikely to
find themselves in jail.

Some songs we had to change just
a bit. For example, If You Mdss Me
From the Baek of the Bus:

If gou m'Lss me fnom the baek of the bus
And you eantt fdnd me noúJhere,
Come on ouer to the front of the bus
And f tLL be sittt)ng rí.ght there.
I'LL be sítting z,ight thene,
I|LL be si.btì,ng råght there,
Corne on ouer to the front of the bus
And I'LL be sitting rðght there,
This was one of our favorite

songs--itts simple, but it's very
catehy. Bus segregation doesn't
exist in New York or l{ashington,
and in any case, lrye were primarily
an anti-war group. So we changed
it:

If you m¿ss me from the tl.S. arrny
Aná. you can't find ne nou)here,
Come on ouer to the draft reeistance
I|LL be uonking right thene.

Other verses to the song we kept
.just as they were written:

ff gou miss me fron the pi.cket Line
And you cantt find me noühere,
Come on ouer to the eountry jail
f'Ll be Liuing right there.
Many of the songs would require

.just a change in names, as ín Aintt
Gonna Let Nobody Turn Me 'Round:

Ain't gonna, Let nobodg turn me tround
h¿wt me 'round, tuzrt me tround,
Aíntt gonnd, Let nobody tunt me tz,ound.
f tm gortna keep z,í.ght on a uaLking,
Keep right on a taLki.ng
Marching to the Fz,eedom Land.

Aintt gow¿cr Let BuLL Connon tutm me tto,

Ain't gonna. Let Lester Maddoæ tum me
round,..
Here we simply changed the names

to Lyndon Johnson, General Hershey,
Robert McNammara, and so on.

Very occasionally we would make
major changes in a song. Someone
in the group rewrote \lhíeh Síde Are
lou 0n (HayLan Countgl to change it
from a mine unj-on song to an anti-war
song, but ï canrt remember a single
bit of it.

Never, either in demonstrations
or in meetings (which I will diseus
next) did we use any of the crop of
protest songs written by the scores
around that time: BLooing in the
llínd, Cops of the WorLd, We A.in,t
Maz,ching Anymone, and so on. We
liked them well enough, but they
just didn't work as organi-zing
songs. My favorite of this type,
Eric Anderson's Thíxsty Boots, T

didnrt even bother to learn until
f came to Canada about a yeà:r later.

Meetíngs are another situation
in which singing is useful.
There are two sorts: meetings
within the group for planning and
evaluation; and public meetings,
where you want to bring new people
into the group. In either case,
things can get pretty emotional,
especially if you've got a good
hell-fire and brimstone style
leader. Emotion is necessary,
but it's dangerous, so to control
it, to create a sense of community,

I



you end the meeting with a. song'
There are two meetings that

stand out in mY memory. Once, when
I was sti11 in high school, Years
before I was a Professional
myself, a local minister took me

tô a civil rights meeting in a

black church, in a Part of town
where Itd never been, ttrat I hadn't
even rea11Y known existed' There
were 75 or 100 People there;
r¡/e were the onlY whites ' I can't
remember what concrete issues were
discussed--but issues are in anY

ã"Á" ephemeral. I do remember the
intensity of the experience' These
people *ê"e doing what few PeoPle
ãn." aot theY were seizing control
of their own lives. ft wa's

exhilarating and at the same time
frightening. I had certainlY
never seen anYthing like it ' At
itre en¿ we ali stood and clasPed
hands and sang We ShaLL Ouercome,
and as we were singing I suddenlY
came to feel that I belonged with
these PeoPle. I'd heard the song

j""t after a demonstration we had
ätase¿ in the Tlatbush area of
eroõktyn. We had set uP a draft
resistânce information table in
the middle of the street, right

many timeã before, but never before
had I understood it.

The second meeting I Particularll
remember was in the summer of 1-967,

\
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PAUL AND SILAS Paul and Silas bound in jail
Had no money for to go their bail.
CHORUS

ê¿
t)s

Êa

+ì
's\
Uv
Sr

"a
o
ls
s
Ê"

p
rH
o
-l

ùoo
s-

il

+\
ù
Þ"sp
N
+)
cfJ

ì.1
q)
È

s
q)
*t
+:

+)

s

Keep your eyes on the Ptíze,
Hold on, hold on
Keep your eyes on the Príze,

hold on

hold on. l\

Paul and Silas began to shout :ü

The dungeon shook and they walked out '
Paul and Silas began to PraY
The dungeon shook and they walked àwa.y '

(N o tv'anscription from onal tradition i's
finalLy authoritatiue. Here, for exønpLe,
r haoe- notated only some of the possibLe
syncopations, uhí'ch are essentíaL to
the slgLe, but uhich oary from sínget' to
singer and from üerse to ueY'se.)

next to a Navy recruiting station--
we weren't suggesting the the NavY
recruiter shouldn't be there, just
that both sides of the storY should
be represented. It 'ffasn't long
beforè a hostile crowd gathered,
and things began to get PrettY
rough. PeoPle started Pushing us
arouncl, burning us with cigarettes,
one of us \ryas knocked down and
kicked in the face. His nose was
broken and he sPent a couPle of daY
in the hosPital. FinallY the Polic
figured out that there lvas somethin
golng on ancl got us away from the
õ"ow¿. That night we had a meeting
to talk about it all. For most of
us it was the first time we'd seen
action, as it were. The PhYsical
roughing uP didn't bother us so muc
as the hatred we felt from the crow
It was a crisis for the group'
and if we hadn't been able to some
how come to terms with it, we
probably would have sPlit uP then'
fue talkêd for a long time, calmed
each other down,and then at the end
we sang

l^/e been 'buked and ue been seorned
wu øunn taLked about sl,Lae aa youtne born
But uetLL netseY turn back
No uetLL neueY turn baek
Untì.L üetüe aLL been fz'ee
And ue Tnoe equaLitg.

t0
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PTEASE trAll( Oil T]lE ûRASS
by IAN ROBB

IAN R)BB 'is one of Canada's most
respected foLk z,etsitsal singers.
Bozm and raísed in EngLand, he not')
Lites in )ttaua and has necentlg
completed a FoLk Legacg albwn of
Canadían foLk songs uith Margaret
CVu,istL and Gr.ì.t Laskín.

The terms "traditional singer"
and "revival singer" tend to be
confused. Strictly speaking,
a traditional singer's material
comes from his own family, community,
or workplace, and he usually adheres
strongly to the stylistic guidelínes
followed by the older singers. Trad-
itional singers were generally
unknown outside of their performing
environment--though highly respected
within it--until the advent of such
gatherings as folk festivals, which
modify or artifically preserve the
tradition. It is hardly surprising
that many of these singers feel
very uncomfortable the first time
they set foot on a workshop stage.

The revival singer, on the other
hand, is without traditional roots,
and taps the roots of others for
songs and styles. He usually comes
up with a mixture of widely varying
influences. There are, of course,
many revival singers who come from
an established musical tradition,
but keep it as only part of their
musical world. A1so, there are
some younger traditional singers
who have been so immersed in the
melting pot of the folk festivals
that they can no longer be strictly
classed as traditional performers.
Neither of these groups, in my
opinion, can be criti.cized for
wanting to overstep the bounds
of their own traditions. In
contrast, there are some revival
singers who believe so strongly

11



in the mint Preservation of
traditional styles that they insist
on singing in a geriatric voice,
apparentlY not tea7-i'zing that all
traditional singers were once, or
stil1 are, Young. These PeoPle
refuse to modifY traditional
songs, even to imProve them. TheY
seem to think that if a song ì-s
traditional, it must be good. TheY
contribute less to the folk revival
than does a good taPe recorder.
They should stick to collecting,
where their obsession with
preservation and documentation
would be a valuable asset.

I feel that Preservation and
documentation should not overlY
concern the revival singer. His
duty to the revival , and indeed to
the tradition, is to use the
traditional techniques to develop
and improve the Performance of a
song. Keeping the tradition on
ice can only lead to mediocritY
and stagnation. I believe that
the best traditional singers,
or at least those'who have had the
most influence on the revival, have
tried to develop songs in this waY.
It is interesting that in Britain
and lreland, many of the most
creative traditional singers come
from travelling families: gYPsies
and tinkers who continuallY add to
their repertoire of songs and
styles by moving from region to
region. Bevival singers also
have access to this wide varietY
of musieal learning; it is a
terrible waste if we don't Put
it to use.

Style, of course, covers a
multitude of different technioues.
Decoration, Pace, emPhasis, and
manner are just a few of the factors
in performance. Effectiveness is
a vèry subjeetive qualitY; it is
important for a singer to read his
audience to decide what will work
in that particular Performing
situation. StYle must be flexible
and adaptable to the many different
situations encountered bY the
revival singer. The traditional
performing situations are somewhat
narrow and the styles correspondingly

strict; unless we can recreate
the atmosphere of a Scots bothy, a
tinker campfire, or an Ontario
shanty, there is litt1e point in
insisting on the traditional
styles.

What I am am suggesting is
really a continuation of the folk
process, whieh is as much a part of
the tradition as the songs themselves.
I cannot believe that revival
singers are not compete.nt to
continue the devel-opment of our
traditions. Some People seem to
think of folk music as if it
were a pretty lace table cloth,
to be brought out only on sPecial
occasions and carefully guarded
from stains. I prefer to think
of it as an old cast iron cooking
pot, whiih improves with each
layer of soot and grease. PerhaPs
The Tradition has been treated with
just a litt1e too much reverence;
perhaps we singers should be more
adaptable. f am not suggesting
we all trade in our duleimers and
concertinas for Ùloog synthesizers'
but we should rea]-i-ze that there is
more than one good way to sing a song.
The revival singer with an audience
of several hundred PeoPle can't
always get away with a fatm
kitchen performance.

Traditional music, like the
grass on Centre fsland, is there
to be used, not just Preserved to
look pretty. While I can alreadY
hear the shouts of "Heresy!'r, I hope
that the erectors of "KeeP off the
Grass" signs in our revivals will
stop and think what effect their
attitudes could have on the sti1l
very much alive art of traditional
singing.
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And when thEy donced dmg bskle him

ThE were ohþlrt Twos o gooú'¡gltl

tor h¡s cdrslino lc4hed ovyqy lh bd limeç

GaCF

6¡¡ve ftem ghd linc; fugot the sod lims.

Dove

h's I ddak on Bereebrd Skæ|, fie doy is gelin dim

The people shed ùeh working cbthæ $e drildren sing their hymns

Noìrú's lhe lime lo rest the sor¡h wmiæ go ond dreoms unfold

ocGc

And in fie emply twilþlû dræt the lompliglrt looks like gold

CHORUS:

@ lnvlNo rvìustc
OF CANADA TTD.
(BMrC)

hi I o'dock on Beretbrd $rd, the dcy is gefiin dim

Ih pople shed their wøkíng chhes the drildren sing their hymns

I'lor¡t úre lime lo resl the sor¡L wmies go ond dreoms unfold

And in ûe empty tuilþht shæt the lompligh looks like gold

Down t'ne bb&' o sor¡nd is heo¡d; the old frlls tum their heqdr
Slorie¡ slop bdce ilrev end; kids woke up in l}rek be&.
Od on $e ræd ùey hond & woit; whbier to fiemselves hei lob
tor lþ've oll bæn woiling for th Cmcenino Mon.

And when lhy donced olong becide him in $e mænlþht
'lhey were obþlrt Twos o goodnighl

For hb cmcedino laahd crway tlB bd times,

Gove them gbd fines; furgot the sod fimec

qBeresford. Street
lhey sæ him now hk heqd held hþh, hb squeezebox pþs o tune
Slep¡ing b fie rylhm beneoth the rirsing mæn
The hoppiness with whidr hr doyr hkc fiem from ilrE'r wonid woys

Thøy follow in his hormonie¡ ond &nce olong wilh him

No one knors wherc fie song mon.livc or how he spen& hb days
No one dops to quetion him;hotl his gypy woys

He lives his life without o ore, hoping orþ to h thre
To spend o llnle fime lo shore his song with orryone

Now het gone'inro $e night; fte lompct donds olone

The dogs & cols ore quid nory, oll the children hcrve gone home
But in lhek dreoms they heor him sirB remindirg thm of everytùlrg

lhol firy love qnd wbh to hing thm eodr o liltle doser
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HOBOIS TAUNT
wõõõErD-Eõonns
WILLIE P. BENNETT

Hobo's Taunt, just released, is
lt/ilfféP.'s second album. It
boasts an all-star cast. (Sure, Vou
might ask, "Tom who??" but fortunately
stars are still in the eyes of the
beholder regardless of what AIt{ radio
says to the contrary). The group I
lovingly refer to as the Woodshed
Mafia is out in full force: Chris
and Ken Whiteley, Rick and Steve
Taylor, Michael Gardner, David
Essig and Tom Evans. They're a
wonderful group of players who are
maturing rapidly as very creative
studio musicians.

Willie P. Bennett is as fine a
contempotaîy songwriter as f've
heard, with no exceptions at all.
And Willie himself seems to have
learned a 1ot about recording
since "Tryin' to Start Out Clean",
an extremely rambunctious first
album. "Hobo's Taunt' is tamer,
though not tame. The arrangements
àTe great and Willie singing is
giving his best. Why, the record's
a very model of sobriety.

FOGARTY'S COVE
ffiCoRDS
STAN ROGERS

We're beholden to Stan Roger's
Aunt June for wondering why Stan
didn't write some songs about down
East (His mother's family comes
from Nova Scotia). The result
was ,Fogar.!¡l¡_tgp, an album of
songs--and one recitation--that
sound like they have been around
for many years. Like the bays
and coves, the traps and dories
he sings about, Stan Roger's songs
are made of enduring stuff. He
could introduce "Barrett's Privateers"
by saying "Here's a traditional
song f wrote." I'd have heard
worse lies.

But I can't leave you thinking
that the main virtue of Stan's
songs is that they sound old. I
admire them because they mourn
the passing of a way of life and
give tribute to good things that
do not change.
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-l,,lari1yn Koop
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THE BARLEY GRAIN FOR il{E
o

MARGARET CHRISTL AND IAN ROBB
with GRIT LASKIN

This is the first record made by
these very popular Canadian performers
who got their start singing at Fid-
dlerst Green and lt{ariposa. I welcome
it as a recognition of the trio's
fine singing, and I am glad to note
that all the songs on it are
traditional in Canada. As it{argaret
and Ian hail from England itts not
surprising that they are attracted
mainly to songs that originated in
Britain, so a1l but four are local
versions of o1d British ballads.

f'm particularly pleased that
the title song comes from the
repertoire of O.J. Abbott, as do
also "By the Hush, ItIe B'ys", an
Irish-American ditty from the American
Civil War, "The Banks of Newfoundland",
an unusual lrish ballad about a ship-
wreck, and à Tare erotic song, "The
I{eaver". The only Child ball¿rd, "The
Banks of Ero", and a lumbering song,
"Save Your Money While You're Young",
are also from my collection. "Hard
Times" , t'The Crockery Ware" , "Oh No,
Not I", and "The Foggy Dew" are from
Kenneth Peacockr s Newfoundland
collection; "Campbe11 the Drover" and
"Green Bushes" were collected by
I{elen Creighton; "Jack the Cowboy",
a version of "The Yorkshire Bite'l
is from Labrador, and Shelley Posen
found "The Ten Dollar 8i11" in
Nicabean, Quebec.

The singing and accompaniments
are varied and attractive, and the
style is a nice compromise between
traditional and revival. The booklet
might have given a litt1e more
biographical material about the
singers, and the headnotes àTe à
litt1e sketchy: more information
about the background of the songs
tvould have been useful . However,
the booklet does include a biblio-
graphy and discography of Canadian
songs.

To conclude, I cantt do better
than quote Sandy Paton: "If my
budget permitted the purchase of
only one record album of folksongs
this year, 'The Barley Grain For
lle' would be my choice. "

-Edith Fowke

DAVID BRADSTREET
ffi

Art is an invitation from the
artist to his audience. I think that is
what James Thurber meant when he
titled one of his books li4y Wor1d and
Welcome to It. David Bradstreet's
worf¿ of music is intricate, subt1e,
sophisticated, and beautiful. This
ree.ord is highty produced, with an
electric band, background vocals and
a string section. But these never
feel just tacked on. I suspect
that even when David was working
solo, in his mind's ear he heard a
complete arrangement. David himself,
of course, is an impeccable musician
and the other musicians on the album
seem equally good. I'm particularly
fond of the clarinet solo on "Cover
to Cover" and the guitar on "Main
Street Soliloquy." There are too
many tasty licks to even begin
cataloguing. I like the music
more than I like the words. Some-
one once described poetry as
imaginary gardens with real toads.
When David says he "searched through
all these mountains" or asks for
'rlif e on the rolling sea" , I don't
feel that any real experience
lies behind the words. The exceptions
are "Beresford Street" and "Renais-
sance", which seem fulIy realized.
The first of these is already something
of a classic, and I wonrt be surprised
if the second becomes a classic
quickly. It's about an old couple
who dress up, lock the door and do
the old dance once more--and as a
friend of mine said, they al-most
appear before your eyes, wal-tzing.

t5

-Ilatthew Clark



Hou stiLL Lies the bay in the Líght Western aiv,s
Which blou from the crínson horizon
once more ue tack home uíth a dr7 enrpty hoLd
Saoíng gas üith the breezes so faiz,
Shets a kindLg Cape rs\ander,, oLd but stiLL sound
But so Lost in the Longlinerts shadou
Make and break, and. make do, but the fi,sh are so feu
Ihat she üon't be replaced shouLd she founder,.
It's so Tntd not to thínk of befone the big uan
When the cod uent so eheap but so pLenty
Foreign trauLers go bA nou uith long-seeing eges
Taking aLL, uhere ue seLdom take any
And the Aoung foLk dontt stay uith the fishennan's úag
Long ago they aLL moued to the cíties
And the ones left behind, oLd, ti,z,ed anã. bLind
Cantt uork for 'a pound for a penngt.

CHORUS:

In Make and Bz,eak Harbu¿r the boats az,e so feu
Too mang are puLLed up and rotten
Most houses stand etnptU, oLd net.s hung to dry
Are bloum MaA, Lost aná fotgotten.
I ean aee the big dnaggez,s haue stirred up the bag
Leauíng Lobster traps smashed on the bottom
Can they thínk it don't pa:A to reepeet the oLd uays
IVnt Make and. Break men hanse not forgotten?
For ue stíLL keep oun tine to the turn of the tíde
And this boat that I buðLt uith my fathen
S|¿LL Lifts to the sky! Ihe one-Lunger aná. f
S|¿LL taLk Like oLd fríends on the uater.

MAKE
AND

BREAK
HARB@UR

WORDS AND MUSIC BY

STAN ROGERS, BMIC

copyr¡g ht @ 1976 by
ve MusicCoFogo rly's

ond Red Beove r Music
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I've come across people who
thought that the curved sides of
a guitar (or fiddle, mandolin,
etc. ) are carved out of a large
solid piece of wood. Actually,
the sides are thin pieces (2 to
3 mm thick) which are bent into
shape. Bending the wood is where
the fun starts.

One method is to boil the wood
until it becomes flexible enough
to force-bend and clamp over a
rrmaletr mold ( f f g. 1) .lÏhen the
wood dries it retains the mold's
shape.

V"OTH OF
¡_ srg€q.,
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5o.
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Makers differ on how long the wood
should be boiled and clamped. For
rosewood and mahogany, 1 I/2 to
3 hours boiling and a week clamping
should do. I suspect maple
wouldn't need to be boiled for as
Iong, but it doesn't hurt to be
cautious (I said suspect because
I dontt use this method. We'll get
to my method in a bit). When you
clamp the wood to the mold, Voüfirst pull it down at the waist
and then pull down each end (fig. 2)
A heavy strong cloth on top of the
sides ensures an even pressure over
the whole surface.
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A second method involves a heated
cast mold. An aluminum or copper
half shape of the instrument
is lined with an electric element
that heats the entire mold. Some
makers say the wood should have
been soaking for a while before
bending, others say just dipping
it under the tap is sufficíent.
For rosewood I've found that just
a surface wetting is fine, but
mahogany needs to be soaked for
an hour or two (water temperature
doesn't matter). Once wet, the
wood is bent as in the first
method--i.e. waist down first and
then the ends.

A third method, the one I use,
is to bend the wood freehand over
a heated pipe. I feel this is
the best method. The wood
retains its shape so you ean work
with it immediately after bending.
Also, Voü can bend any sh¿pe of
instrument without having to make
up new molds. It is hard to
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get smooth curves and symmetrical
sides, but You can do it with
practice. CoPPer or aluminum
þiping is the most coÍlmon. and it's
diameter should be a litt1e smaller
than the tightest curve of the
shape you're bending. For a guitar,
3 to 3 I/2 inches is sma1l enough
to handle a tight waist euïve.

The pipe can be heated a number
of ways. The easiest is to set uP
a propane torch so the flame shoots
into the pipe and keePs it hot
as in fig. 3. I have an electric
element inside the PiPe (fig. 4).
It's a porcelain cone heating
element with a 66O watt coil,
similar to the ones used in o1d
semi-circular space heaters.

e^þ rrj VrSs ó(
.stlitLff., c\hi,;.f,

ttç. 3
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People have asked me how hot I
make the bending iron and the
truth is I don't exactlY know.
If it's too hot the wood will be
scorched. If it's too cool the
wood might crack before it bent,
if it bent at all. I got a good
l-eve1 of heat by stretching out
the coil to just before the Point
where it would burn itself out.

Once the iron is hot (Your
shouÌd ball up and bounce off
should dampen the wood. From
o"¡/n experience, rosewood and
need only a surface wetting.

sp it
) you
my

maple

Mahogony needs to soak for about
an hour. Ebony needs a lengthy
soaking and even then its a very
slow careful Process to bend it
without cracking--but it can be
done. Softwoods like sPruce and
basswood need to be soaking for
at least an hour. Then You'l1
have to clamP them in a mold for
a couple of daYs so theY won't
spring back.

Once you've wet the wood, start
bending it at one end, Placing it
on the iron and aPPlYing gentle
pressure while moving the wood
slowly and constantlY. In
some sections I also use a
rocking motion. The motion is a
necessity: if You rested the wood
in one place and waited for it to
bend you'd get a bumP or a kink.
Keep the wood damP bY re-wetting
occasionally and work slowlY,
checking the bend against Your
rnold or temPlate as You Progress.
If you find you're over bent in
a seciion, turn the wood over
and bend it out lightlY in the
opposite direction (fig. 5).
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These are the methods of bending
wood that I know of. There are
also ways of steaming wood to
bend it and there are chemicals
f've heard of that can loosen
wood fibres--both methods I
know 1ittle about. This brings
to mind a story of an African tribe
that can bend solid ivory tusks
to a 90 degree angle with some
sort of liquid concoction.
I have every reason to believe
its true, so if anybody out
there happens to know anything
about it, give me a cal1.
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O RTTIJRII
Tlnnk you for the recent edition of
'tThe NeusLettez,'t uhích I read uith
interest aná wiLL pa.ss on to mg h'to
co-ed¿toz,s uhen f see thern.

f uas part'ícuLanlg dntenested in thís
issue since f haue feLt fot, some tíme
tltat one of the most ùnportant and,
as get, relatì.oeLg uneæp1.ored audì,ences
and souyces, ds the schoolchíLd.
LogicaLLg the pupiL is tomoz,rowts
foLk club attenden but ds also moye
ímpor.tant tVnn thnt e.ince the foLk
cLub is an arbitnany th¿ng. The pupíL,
if one can get to him earlg enough
mag be per.suaded that his oam eultut,e
is iust as inportant as the impoz,ted
culhtre he sees díspLaged, often
distorted, in the mass media. At
the uery Least he may be shoLln another
standard agaí,nst uhich to ualue hi,s
soeiety ín ter,¡ns of its histor,y,
soc'iology aná rmtsie anã. euen díalects.
ALL this could be achí,eoed if the pol)ers
that be uouLd z,eaLise that the great
uhite ehíefs of cLassíeaL tru.síe and
the pieces theg utr.ote aye not absolute
and. should not be used to judge anything
eLse by.

Anyuay that ís my pet theoz.g. Whether
or not ì.t is sound is another matter--
in fact it mag not Vnue euen reached
the theoz,g stage, it mag stiLL be a
hgpothesí.s!

Dr. John Barrow
Co-editor / The Broadsheet
Edinburgh, Scotland
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Very special thanks go to contributing
writers.
The Newsletter will accept certain acls
dealing with folk music and related
events. We reserve the right to okay
content, size and layout. Rates
available on request.

No part of the contents may be repro-
duced without permission of the
editors. All rights reserved.

OUR FALL ISSUE

WILL INCLUDE A LIST OF

RECORD RELEASES BY

I\{ARIPOSA I77 PERFORMERS

Editor ....Matthew Clark
Managing Editor Marilyn Koop
Artwork & Layout....Stew Cameron
Committee.... ..BilI Garrett,

Grit Laskin & Joyce Yamamoto.
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