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ABSTRACT

This work examines the motives and intentions, under-
.lying the creation and production of the Newport Folk Fes-
tival from ;959'through 1969. It outlines the reasons why

- e

© and deécribgs the ways in which the directors of the New=

port Folk Foundation used income from the festival to sup-

port the preservation, presentation, and perpetuation of

the folk:;:/ .
: Matqr#=Ts for- this study included Newport Folk Founda-

tipn board ﬁeetihg minutes-and correspondepce, and program

bdbks, récord}ngs; Snd reviews of the festival/. Interviews
aéd conversations with former board members, participants,

and spectators supplemented the @ocumentary sources.

The Newport.Folk Festival was an important cultural
-institution that became a model for the ofganization and
production of other folk festivals-and public presentations._
Throughout its history, the festival was primarily a show-
case for pop folk entertainers. However, its directors
continually worked to develop presentational strategies
that would stress the relationship between artists and

’ l
their art, in order to illustrate the idea that folkwhgsic

"grows out of living." I
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The spirit of Newport--the belief in appreciating'
and helping to‘pergetuafe a myriad of expressive traditions--
survives in the many projects initiated or supported by the
Newport Fqlk Foundation. Among the foundation's most note-
wor thy accomplishﬁents were its cbntribuﬁions toward the
‘preservation of the ﬁraditional cultureé and cultural exprés—.
sions of blécks living 'in the Sea Islands off the coast of
'Georgia and South Carolina, and of Cajuns in southwestern
Louisiana. The foundation also contributed to the appre-
ciation and perpetuation.qf traditional art$8 by supporting
the initial operations of thé John Edwards Memorial Founda-
tion and Foxfire, Inc., and providing critical funding for
the development of the Jugtown Pottery. Newport-sponsored
field résearch laid the groundwork for a research and pres-
entation pfogram in American subcultures ét_the Smithsonian.
Institution. The Smithsonian program, in turn, has bec0me.
an important resource and model for lo#al and regional folk

arts programs around the world. .
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LIST OF ABBREVIATIONS AND.FORMKT USED

4

Throughout this work, abbreviations are used to refer

to materials of, or relatingffon}%Pe Néwport.Folk Festival'
and the Newport Folk Foundation, and to indicate the loca-
tion of unpublished materials d recordings.

References to the béard of "directors of the Newport

Folk Foundation will be designated as the "Board," such as

in correspondence addressed to or from this pody:

Pete Seeger, Letter to the Board, 17 Sept. 1966, RR/NP.
° ‘ . _ _ =

Id'referring to the minutes of bqafﬂ meetings, the date

‘and location are indicated as foTlows:

-

Board Meeting, 8 Nov. 1965, New York, NY, BJ/NP.

The designations "RR/NP" and "BJ/NP" used above indi-
cate the location of these materials: the Ralph Rinzler .
Newport Papers (private collectiOn)) or the Bruce Jackson

- Newport Papérs (privéte collection), respectively. Ab-

breviations for archival sources are as follows:

-

FOHA/SUNY -- Folklore and Oral History Archive, State

: University of New York at Buffalo:
LC/AFC -- Library of Congress, Archive of Folk Culture;
MUNFLA -- Memorial University of Newfoundland Folklore

and Language Archive.
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Once upon a time there was a singing tea kettle. You've
all heard singing tea kettles. You know, they go (whistles)"
like that.

But this wasn't an ordinary singing tea kettle. It
could sing like people. The only trouble is it takes a lot
of steam to sing like people and every time it just got ;
steaming well enough, they'd come and turn the gas off on it.

Buf one day the lady of the house was out in the back-
yard hanging laundry and she got talking with the neighbor
over the fence-and she forgot all about the teaokettle-dn the
stove. And first it began to sing like a tea kettle and

“then it began to sing like people. It was having a fine time

all by itself in the kitchen when along came ithe garbageman
to the door to pick up the garbage. \ -
He said, "“"Oh, Mrs. Jones, your tea kettle is singing."
"Oh, goodness gracious, it must be," she said, "I'll
go turn it off."
"But you don't understand, Mrs. Jones! 1It's not sing-
ing like a tea kettle, it's singing like people!"
"Oh, don't be ridiculous," said Mrs. Jones. But she came
anyway and she said, "Why, goodness gracious, it is!!

- "Yes, it is and it's got a fine voice," says the garbage-
man ‘cause he liked good singing. He says, "We must tell
Professor Banelli. He'll know what to do about this."

Professor Banelli was a singing teacher and-he came and
he said, "This is a glorious voice. The world must hear this
voice." :

They went dofvntown and they rented the big opera house
for a certain night and they sold tickets to all their friends.
And their friends sold tickets to all their friends' friends.

'And the friends' friends sold tickegs to all the friends' .

friends' friends.

By the night of the concert, every seat was full and the
lights grew dark and the curtain opened and there on the stage
on a gleaming white,stove was the tea kettle. Well, the gas
had been on quite a ile and the steam was all ready td go
and first it began to sing like a tea kettle and then it began
to sing like people. : T

' It sang all the songs it hald -always wanted to: "Come L
Where My Love Lies Dreaming," "Asleep in the Deep," "Lo, the
Gentle Ark," and several arias 'from Rigoletto.

And when finally the water was all boiled away and it
couldn't 'sing anymore, it stood up and bowed and the audience
just che®red and clapped and cheered and played. And that
tea kettle was the happiest tea kettle in the whole world.

-—- Pete Seeger, "Tea Kettle Story,"
Children's Concert, 1963 Newport
Folk Festival



INTRODUCTION
Q
when the Newport Folk Festival ceased production in

1969, it left behind a legacy as the "biggest, most 'suc-
cessful', and most cqngroversiai" festival in all of North
America.1 In its nine year hi;tory, over one thousand per:-
formers had graced the festival's stage. [Sée Appendix D
for a listing of participants.}] It had grown from a two
day, five event production into one that stretched almost a
fuil week and featured scores of workshop sessions and con-
certs eédhvyéar. [éee Appendix h for sched%}es of events
for each fgstivai.]; Although the first festivals, produced
in 1959 and 1960, had been financial disasters, profits in
later years tot;led between fifty and sixty thousand dollars
annually. The'Newport Folk Foundation, the bodylresponsibIe-
for the festiﬁai's production,ghad often been the target‘of
attack by those who disagreed with its programming policies
and use of the ﬁraceeds.'

" Studying’ the history of the Newport Folk Festivél of-
fers a unique opportunity for understanding the way_in which
contemporary concepts ahd ideas about folk cul;ure influence

o

1 Bruce Jackson, "Newport," Sing'Out!, lée, No. 4 (Aug.-
Sept. 1966), p. 6. ' ;



and are articulated in the production-of popular events.

As the most widely publicized folk music event of the 1960's,
the Néwport Folk Festival was clearly one-.of the high points
of a'half-century of attempts by schélars, educators, pérf
‘formers, and fplk arts enthusiasts toninterest Americans in
their musical heritégé. While*it is still too recent a
phenomenon to assess the lasting impact of the festival on
its participants; or to do more than speculate on how it
;ffectea the larger population's perception of folk culture,
it is hoped thét'the present Qork might eventually fqrm the
basis for such studies. ‘The current objective, however, is.

to answer more fundamental questions about the creation and

production of such an event, including: What developments

led to the establishment of a "folk" festival g
R
Rhode Island? Who was responsible for its pradkamming and

NeWport;
production? What were thelr modefs? What kinds of per—
formers did the festival feature, and how were they pré—
sented? What ideas about folk culture and tradition in-
fluenced the prqdustion of the festival and the activities
of the Newport Folk'Foundaéion?

In the spring of 1981, when my.reséarch préposal was’
submittqd, I anticipated that my study would be more ana-
lytical than it would be descriptive; However, the rate at
which primary documents héd been déstroyed, and the diffi-

L d

culty I had in locating and gaining access to the remaining
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recoxds of the festival contributed to my decision to

alter my research priorities. It seemed that the immediate
.ﬁegd was to merely synthesize and present an overview of the
information contained in-tbe materials I ' was finally able

to assemble, in order that more ih-depth examinations of

the festival's impact on the develoémegt of contemporary
formats for éresenting folk culture and the results of folk-
'loric research to mass audiences could be undertaken at a
later date. .

In the following pages, 1 wili describe the primary
sources of information upon which my conclusions are based,
and B{iéfly assess the value of each. These soufces in-
cluded minutes of Newport Folk Foundaﬁiogﬁg?ard meetings,
corréspondence written or received by members of the board,
and Newport Folk Festival program books, reviews, and re-
cordings. Retrospective.conversations and interviews with
some of the festival's organizers, participants, and audience

3ﬂggy£;rs were the source of many illuminating anecdotes and
insights into various aspects of the Newport operation.

After the Newport Folk Feséival_was transformed into a
nonprofit operation in 1963, the directors of the Newport
Félk Foundation met at least once a month. ° [See ﬁbpendix B
for details of the reorqgnization.] Detailéd‘minutes of

these meetings, which contain information on the production

~of the festival and the workings of the foundation, were
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prepared and distributed td members of the board, along
with co;réspondence relating to the festival program o;
dispersal.ﬁf funds.

Locating and ogtaining access to copies of the board
meeting minutes and other records of the festival's busi-
ness operationé and program organization was more difficult
than I had anticipatéd; My attempts to gain such materials
from-Elliot Hoffman, formerly the foundation's secretary
and“general counsel, proved unsuccessful. Toshi Seeger had -
once had én extensi&g collection of materials relating to
the festival andﬁkoundaﬁion, but she has burned her files
because she thought them mérely a duplication of documehts
retained by Gedrge Wein, the originator and long-time pro-
ducer of the folk festival. Wein's.office regretted that .
their records had been destroy;d in a £fI%0d a few,yeéfs
before. Othef former directorg had stored their papers in
Connecticut, New Jersey, Long Island,-and elsewhere ahd,
unfortunately, they aid not have the time to locate them
for me. 4 ;

I finally was able to assemble a fairly complete set
of documents by combining the collections of Ralph Rinzler
and Bruce Jackson, whose involvements with Newport were »
roughly complementary. Between 1964 and 1967, Rinzler was

the foundation's fitldworker and talent coordinator; he

served on its board of directors in 1965 and 1966.  Jackson
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wés a board member from 1966 through 1970. Although
documents in their collections covered the broad raﬁqe
of the foundation's activities, I have yet-fo geﬁﬁrminem
the sourée of some presentational strategies and tb
ve;}fy the”reported successes of some of the foundation's
field projects. Neithér ﬁinzler nor Jacﬁson had any
materials relating to the production of tﬁe Newport Folk
Festival prior to the establishment of the folk foundation.
Festival program books were an additional source of
information. As the only remaining records of who was
scheduled to perform at the festival each year and what
events were planned, these booklets helped me in preparing
the schedules of events and participants which folléw this
work as Appendices.A and D, respectively. fhe nature and
volume of material feéturéd'in these b?oklets make them
worthy of an ehti;ely separate study. As the'festival
presented both the popular and scholarly aspects of folk
music, the program book;_feature:impressionistic.short .
storieé and éoemélby Bob Dfian and other stérs,'juxtaposed
“with short but informative articles by folkiore scholars;
Richard M..Do;sdn, Louis C..Jo.'gl'and Charies Seeger con-

2 -

tributed to a special 1967 section on. folk style. A 1966

2 See. Richard M. Dorson, "Folk Narrative Style," pp.
8-9, Louis C. Jones, "Style in American Folk Art," pp. 9, .
35, ‘and Charles Seeger, "Folk Song Singing Style," p. 10,
(Folk Style Section), 1967 NFFPB.




piece on traditional crafts in American is noteworthy for

- the bEeadth of sﬁbject matter and depth of exploratioﬁ

.that was innovative at the time, but is-now commonplace in
the production of program booKs qgr the Festival of American
Folklife, National Folk Festival, and others.> Although
.somewhat self-congratulatory, the annual reﬁorts filed By
the secretary 6fkthe_Newport Folk Foundation and "Field
Reports” written‘by those who received foundation support
contain valuable descriptions of many of the projects which
were undertaken. Many of these are listed in' my bibliog7
réphy. To my knowledge, the only complete sets of program -
books are at the Archivg of Folk Culture at the Library of
-Congress and im Ralph Rinzlgr's personal collection in the
Smithsonian Institution's Office of Public Service.

Reviews of the festival in both general aﬁd speéial
‘interest: publications helped me to deterﬁine the success
.or-failure of various présentatiqns and to assess the
audience's interest in the ar£i$£s featured. The bibli-
‘ography includes humerous references to reviews and back-
groung articles in local, regional, and national period-
icals. The.role of Sing Outl! mégazine as the festiba&'é
reporter, critic, and ombudsman is particularly worthy of
investigation. Further’e*amination of festival accounts

and criticisms which appeared in the pages of the New fBrk

3 Bruce R. Buckley and M.W. Thomas, Jr;, "Traditional
Crafts in America," 1966 NFFPB, pp. 42~43, 65-66, 68, 70.




Times and Saturday Review might lead to a better under-

standing of the way in which the mass media influence the

public's impressions of -and attitudes toward folk music,
otheg\folk arts, and the "folk" themselves. ’
Although photographs, sound recordings, and other

types of audio-visual documentation often are neglected

. resources, I found these critical to understanding what

actually took place on and off-stage at Newport. A listing
of commercially available recordings of Newport performances
follows this worg as Appendix C. Copies of the tapes from
which these were culled are on deposit at the folklore and
oral histéry archive housed in Bruce Jackson's off;ce at

the State University of New York at Buffalo. Excerpts from

some of these tapes are included in the body of this work.

+ Listening to the tapes also helped me to evaluate and place

into peéspeégive some of the favorable and unfavorable

‘reviews of workshop and concert presentations. Additional

insights were gained by studying David Gahr and Robert

Shelton's The Face of Folk Music, which contains hundreds

of photographs taken at the festival.4 Festival!, a docu-
mentary film of the 1963-65 folk festivals, also was an
important resource. [See Chapter IV for further information

on these documentary materials.]

4 David Gahr and Robert Shelton; The Face of Folk Music
{New York: Citadel, 1968).
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Discussions with some of the festival organizers
helped me to trace the evolution ofJLertain ideas and
methods: Toshi Seeger emphasized the important role she
and ﬂer husband, Pete, played in febrganizing it as a non-
profit venture; éthel Raim ‘described her role in increasing
the number of. ethnic artists featured'fhere; Joyce Wein,
who coordinated much of the care,'housing, and feeding of
participants, discussed the importance of very thorough and
thouéhtful behind-the-scenes organization. Ralph Rinzler:
described the ways in which he located and'prepared artists
for'performing at Newport and how hé worked to preserve the
cultural heritage of their home communities. Alan Lomax
compared the Newport fete to other cultural presentétions,
oﬁtlining what he perceived as flaws in both its'theory and
desigh. Discussions with festival organizérs who were
unavailable to me--particularly Pete Seeger,-Geotge Wein,
and Theodore Bikel--are essential to a further unéerstanding
of the festival and the foundation.‘ I am hopeful tha£ this
compilation might interesththém in adding their memories and
insights to the record.

Retrospective-accounts of the festival by participants
I talked with tended to be impressionistic and concerned
with how their careers.were affected. Scots singer Jean

Redpath, who performed at Newport in 1963, admitted that,

in her mind, it was hardly distinguishable from other

4

festivals where she had performed. However, as a result of

:



seeing'many artists in shabby attire, she began donning
formal dress for subsequent performances. Californian Don
McLean, who' came to the fest%wal 1n 1969 with the Hudson

Sloop Singers, noted its importance- as a forum for the
_‘q‘ .—
exchange of creative Meas and information. He recounted

his excitement at seeing and'hearing the Eveply Brethere

and their father, Ike. " The elder Everly told him of some
of the 01rcumstances surroundlng the tragic death of Buddy
Holly, which cqntributed to McLean!s composing_the pop hit

song, "American Pie." Purther examination of the festival's
impact on careérs or on a participant's interest in perpetu-
O\

atlng cultural tradltlons is grea\;y needed. '

L

Audlence members recalled with nostalg19 the festlval S

-~

socially conscious orlentatlon and presentatlons they had
found particylarly eXc1t1ng Many emphasized the~opportunitY'
the festival prov1ded fpr making newlfriends, playing music,
and generally having a éhed time. °

Random conversationshhéth Newport residents revealed -
the less appealing aspects efjsuch a large production. Memt
1ories of traffic snarls and aweontinual wariness of the
crowd's potential for riot loomed largest.

As readers of this work will come to apprée&ate, the
Newport Folk Festival was a very expensive operatioﬁ, and
financial difficulties eventually contributed to its demise,

However, as the focus -0of this work is on tﬁg.Newpqrt Folk

Festival and Newport Folk Foundation's cultural rather than



fiscal policies, information on ;he latter is included
only when it provides insight as to the board's festival

or educational progtamming priorities. . _
. ' - q

~
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HISTORICAL PERSPECTIVES

Folk féstivals, or "annually éponso}ed.bublic per-
formances of folklore, genérally folksongs and danées,"
have been a feature of American life for over half a cen-
tu_ry.l Although these events have differed considerably
iﬁ_form and direcéion, there seem to be many similarities
in the motives_and iptentions of folk festival organizers,
both past and presentl' The missionary spirit of the folk-
song revival was particularly important in developing félk
festivais as vehigles.capable of demonstrating or selling
folk culture to mass audiences.2 With the continued pop-
ularity of these events, folklorisfs recently have begun
to investigate'the roots and branches of the festival phe-
nomenon and to assess "the possibilities and limitations

of similar efforts in the future.“3

1 Description used in Jan Harold Brunvand, The Study
of Amerdican Folklore: An Introduction, 2nd ed. (New York:
Norton, 1978}, p. 253.

As noted in Archie Green, "Commercial Music Graphics
#32: The National Folk Festival Association," JEMF Quar-
terly, 11, Part 2 (1975), 23.

See David Whisnant, comp., Folk Festival Issues:
Report From a Seminar, 2-3 Mar. 1978, John Edwards Memorial
Foundation Special Series, No. 12 (Los Angeles: JEMF, 1979),
p. 25. ’
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Historical Surveys

¢ _
. Historically, the term "folk festival" has been ap-

plied to a widé range of celebratory events. One of its
earliést uses was to refer to educational programs organ-
‘ized in the early 1900's at settlement houses in Chicago
and New York City.4 These eveﬁts juxtaposed celebrétory
activities common among vérious immigrant groups.. They
were intended both'to help the young peopie of each cul-
tural_gfoup understand thi?r own cerémonies and traditions .-
and to promote a community sense among the new immigrant
groups and the 01d stock Americans in e h'neiéhborhooﬁ.
The organizers of these festivals hopedAheir productions
might ultimately ingpire the mefging of these traditions
in the development of a unique nationél art.5

Educators and recre&tionalists_soon began organizing
similar folk festivals in school, work, and other community
contexts. Articles written by these‘organizers emphasize

the rich celebratory life of immigrant groups and decry what'

4 As‘pointed out in Joe Wilson and Lee Udall § Folk
Festivals: A Handbook for Organization and Management
(Knoxville: University of Tennessee Press, 1982), p. 6.

5 See ﬁ.T. Wallach, "The Social Value of the'Festi-
val,"” Charities and the Commons, 2 June 1906, pp. 314-19. ;
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they perceived aé‘a lack of festivity in American 1ife.6
In his "Early Folk Festivals in America: An Intro-
duction and Bibliography," Timothy Charles:Lloyd énalyzes
articles written by festival organizers Percival Chubb and

Sarah Gertrude Knott#)for the journﬁlJ_Recreation. Lloyd

»
.

discusses the development of”féstivals as a way of con-

« Verting idle spare time into meaningful leisure and examines
the role of recreation organizations and personnel in help-
ing to‘instigate a North American folk festival movement.

"“He suggests tha? these feéti&als, which facilitated the
transfer of traditional "texts" (words, mglodies, céstumesh
daE;e stepés "from one contextual and functional system to
anéther," contributed to the development of folk festivals

[y

as mediatoxs between folk and mass society.7

6 See Frank A. Manny, "Types of School Festivals,"
Elementary .School Teacher, 7 (1907), 411-13; Peter W. Dykema,
"A Lesson in the Asspciation of Work and Play: What Children
Learn from School Festivals," Craftsman, 12 (1907), 647-54;
Amalie Hofer, "The Signifiicance of Recent National Festivals
‘in Chicago,”’in New York City, Department of Child Hygiene, .
Pubk No. 3 (New York: Russell Sage Foundation, 1908), pp. 2-
13; Peter W. Dykema, "Awakening-the Festival Spirit in America
-—-An Educational Opportunity," Proc. National Education Asso-
ciation (1912), 1023-30; and H.A. Jump, "A Festival of the
Nations,!" The Survey, 4 June 1920, pp. 392-96. There are
also two books which were written as guides for these festi-
val organizers: Mary Master Needham, Fodk Festivals: Their
Growth and How to Give Them (New York: B.W. Huebsch, 1912),
and Dorothy Gladys Spicer, Folk Festivals and the Foreign
Community (New York: - The Woman's Press, 1923).

. ‘“"7 Timothy Charles Lloyd, "Early Folk Festivals in Amer-
ica: An Introduction and Bibliography," JEMF Quarterly, 14
(1978), 95. ‘

AP
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4

Folk festivals sponsored by the Canadian Pacific Rail-
yay-(CPR) in the late 192055'and early 1930's also may.have
served as models fqg later events. In her MA thesis, Janet
McNaughton. examines three of thelCanadian Folksong and Handi-
craft Festivals'in dépth. .Focusihg‘on John Murray Gibbon,
head df publicity for’the CPR, she suggests that his inter-
_est n_preserving elements of-EuroPéan cuitufe in Canadian
society led to his ianlvement in the -staging of iarge folk
festivals as promotional events for the railway-owned hotels
“in which they were held." McNaughton's exploration of the
'festivalgf significance as t¢urist attractions is particularly
importént in;uﬁderstandihg the continued_pﬁblic support of
folk festiyals. 'Théir functig§n as mediators between folk.and

mass society is highlighted in her discussion of ‘French-

Canadian and Canadian nationalism, as.related to the rise in

interest in folk culture among affluent, educated urbanites -&
- . N -
in the early twentieth g:eritury..8 N ) -/ E\

Similar motivations prqmpted the 1928 creation-df The /!
Méuqﬁg}n”Dénce and FolkhFestival iﬂ\Asheville, quth Carolina.
éééun as an adjuhct to a Rhododeédron Festival thgré, th;s
festival resembled large fiddlers' conventions heid thrd&gh;a'

4 :
out the South. It has been suggested that the self-conscious

f

8 Janet McNaughton, "A Study of the CPR-Sponsored
Quebec Folk Song and Handicraft Festivals, 1927-1930,"
M.A. Thesis Memorial University of Newfoundland 1982. See
-also her ‘Wohn Murray Gibbon and the .Inter-war Folk Festi-
vals,!" Canadian Folkloré Canadien, 3 (1981), 67-73. |

\“L.
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use of the term "folk festival" in the title of this event
reflected organizer Bascom Lamar Lunsford's "concern that
a larger public know and respect mountain music and'dance."9
David Whisnant, in his article, "Finding the Way Between
the 0l1d and the New: The Mountain Dance and Folk Festival
and Bascom Lamar Lunsford's Work aé"a,Citizen," further -
examines the

. . . intentional interventjon into traditional
culture by-a forceful entrepreneur who did what
he did partly becaus€ he "just liked mountain
people," but who viewed those people from his
special perspective as a member of the small

but important loca}d intellectual, effectively
bi-cultural elite. . '

h ]

Whisnant examines the'iﬁpéct of the festival on performers,
other festivals, traditional_culture in western North Carg—
lina, and the popular image of mounfain culture. He goes

beyond the idea of mediation by nggesting that the Modnta;n

Dance and Folk Festival provided-a transitiorial cultural

form.between an old rural, traditional, community-based cul-

.. ture and a new urban, industrial, media-dominated one.

In 1934, Sarah Gertrude Knott produced the first Na-

-’

‘tional Folk Feé%iqal, merging the recreational, educational,

2 Wilson and Udall, p. 6. e

10 David E. Whisnant, "Finding the Way Between the 01d
and the New: The Mountain Dance and Folk- Festival and Bascom
Lamar Lunsford's Work as a Citizen," ‘Appalachian Journal, ‘7.
(Autuqn/winter 1979-80), 136.
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and nationalistic aims of festivals into a showcase of
lasting significance. Knott was one of the leaders of the

folk festival movement and, as Archie Green notes, the

. Knott presentational formula (man&
languages, ethnic pluralism, music, dance,
drama, crafts) . . . has lasted ungil this
day. : .

Unlike her predecessors, Knott established a National.Ad-
visory Committee of promineht folklore scholars to help her
develop standards for the use of folk expressions. George.':
Pullen.Jackson, Cehstancé.ﬁburke, Mary Arsling, Benjamin
o

Botkin, Arthur L. Campa, Frances Densmore, and.Bascom Lamar
Lunsford were among those who suéﬁorted"héf undertaking "to
present the diversity and richnessfgvamerican folk culture
.to audiences unfamiliar with this material."12

Knott was one of thHe few festival organizers who chron-

icled her many activities and contributed to manuals on folk

1l Green, 25.

12 Wilson and Udall,‘p. 7.

N\



festival organization\and"management.13 Particularly
noteworthy is the missionary spirit which colors Knott's
writings and is strikingly similar to‘the tone in which )
the organizers of the Newport Folk Festival and.Foundation
described their undertaking. Other similarities between
these two operations include Knott's establishment of a
National Folk Festival Association (NFFA). In addition to
directing the annual produttion of the national festival,

the NFFA was to encourage the development of regional festi- -
vals and other activities designed to help perpetuate folk
traditions.

An in—depth examination of: the National_Folk Festival
and the.NFFA's operations would be a tremendous contribution
to the field of festival studies, for its influence has been
pervasive. 1Indeed, the parallelisms noted her? arg meant to

suggest a thread of contlnulty and to stress that the folk

festival movement as a whole must bé considered within “€he”
N . .‘\-/

)

13 Her writings include "The Traditional in Recreation,"

Recreation, 32 (1939), 643-46, 680-81; "The National Folk
Festival After Twelve Years," California Folklore Quarteg_x
5 (1946), 83-93; "The Folk Festival Movement in America,
Southern Folklore Quarterly, 17 (1953), 143-55; and "Many
Songs, Many Dances,” Americas, 17 (1965), 27-33. She con-.
tributed to the Evening Bulletin Folk Festival Association's
The Folk Festival Handbobk: A Practical Guide for Local Com-
munities (Philadelphia: The Evening Bulletin, 1944), and co-
authored, with John F. Putnam and George Simpson, Folk Festi- .
val Handbook: A Brief Guide for Planning (Washington, DC:
NFFA, 1976).
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(

larger framework of the twentieth century revitalization

movement commonly referred to as a "folksong revival."lé

The Folksong Revival

The burgeoning of popular interest in-fblksong within
this centurylis a complex phenomenon which took on social,
political, and almost religious dimensions, as folk music
came to symbolize "a kind of ideal folk life" and many folk-
song enthuéiasts attempted to discover or recreate this ide-

15

al In this context, folk music gatheringsv—concerts,

hootenannies, and festivals--took on ritualistic overtones.

~

14 My characterization of this phenomenon is based on
the concept described by Anthony F.C. Wallace in his "Re-
vitalization Movements," American Anthropologist, 58 (1956),
264-81. There have been numerous interpretations of the
folksong revival by participants and scholars. Thirty-two
articles on the subject appear in David A. De Turk and A.
Poulin, Jr., eds., The American Folk Scene: Dimensions of
the Folksong Revival (New York: Dell, 1967). -The views of

" Alan Lomax, Ralph Rinzler, Mike Seeger, Ellen Stekert, Is-
rael Young, and others are featured in Benjamin A. Botkin,
comp., "The Folksong Revival: A Symposium,” New York Folk-
lore Quarterly, 19 (1963), 83-142. See also Benjamin A.
Botkin, "The Folkness of the Folk," in Folkloré\%n'Action:
Essays in Honor of MacEdward Leach, ed. Hora32694 Beck, A-

- merican Folklore Society Bib. and Special Seriés, 14 (Phil-
adelphia, 1962), pp. 44-57; Charles Seeger, "The Folkness
of the Non-Folk vs. the Non-Folkness of the Folk," in Folk-
lore and Society: Essays in Honor of Benjamin A. Botkin,

- ed. Bruce Jackson (Hatboro, Pa.: Folklore Assocliates, 1966),
pp- 1-9; and Ellen J. Stekert, "Cents and Nonsense in the
Urban Folksong Movement: 1930-1966," in Jackson, pp. 153-68.

15 as pointed out in De Turk and Poulin, "Introduction,"
pp. 15-34. .
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-

At its core, the Newport Folk Festival was an annual Qath—
ering for members of a musical community "whose common bond

was a rediscovery of the many basic forms of American folk \\

. 16
music."

As such, it became "a place of pilgrimage where’

the faithful gather each year to renew their faith and leave
17 A
to spread the good news."

The folksong revival has been variously interpretedﬂ \\

yet it seems that central to this movement was the idea that

. . folksongs and folklore offer an alterna-
tive cultural ,expression to those engendered
by the mass media and the aristocracy, that
because folk tradition represents the activity
of the masses, mainly lower-class working peb-

< ple, it is intrinsically gore satidfying than
. pop culture or high art.

4

Despite its label, .this phenomenon was aétually a "revival"

. only in an idealistic, romanticized sense.
That is, there has been no resurrection of aban-
doned folklore forms or encouragement of livihg
forms within distinctive groups of people with

16_Eric von Schmidt and Jim Rooney, Baby, Let Me Follow
You Down: The illustrated story of the Cambridge folk years
(Garden City, NY: Anchor, 1979), foreword.

17

De Turk and Poulin, p. 32.

18 Point made by Richard A. Reuss, "American Folklore
and Left-Wing Politics: 1927-1957," Diss. Indiana University
1971, p. 5. -
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shared traditions, such as has occurred in many

of the smaller nations in conjunction with nation-
alistic movements. Rather, our revival began with
the abstraction, distillation, and transplantation
of isolated bits of folklore (and much. fakelore)
into the mainstream and tributaries of mass or
popular culture. There they have remained through-
out the revival, in the hands of persons who were
by and large neither the original practitioners
nor sharers of their background. This romanti-
zation has also brought a sense of identity with
the common people or "folk," and a distorted c 5=
ception of the oneness of all American people.

/\
Musicologist Charles Seeger has written extensively on

the revival and could be viewed as its most influential
. b ]

theorist.20 In his article on "Music and Class Structure

in the United States," Seeger discusses the way in which the
prolonged contact of individuals of different musical tradi-
tions and their interactions as members of different social
classes has helped to shape the development of American music.

Seeger points out that musical traditions are generally iden-

19 Point made by Joseph C. Hickerson, "The Meaning of
Folksong Revival," Sunday Star [Washington, DC], 29 Oct.
1967, Sec. E, p. 4. There have been a few isolated revivals;
such as among the Cajuns in southwestern Louisiana. See 2
Chapteg“IV! pp. 192-97. '

20 See Archie Green, "Charles Louis Seeger (1886-1979),"
Journal of American FolKlore, 92 (1979), 391-99.
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tified as either primitive, tribal, folk, popular, or fine
arts. This categorization also distinguishes between the
expreésiqns of rural dwellers (the primiﬁive/tribal/folk
traditions) and those of urbanites (the popular and finge
art traditions).21

Much like .the English folksong revival which preceded
it, the Americag revival first consiéted of "attempts to
tran;form the raw materials of folk music into fine art.-'"22
In a review of revival music, David Evaﬂé cites the Fisk
Jubilee Singers and nineteenth céntury.composerg sucﬁ”as
Gottschalk and fillmore.as pioneers in this process. In
the twenti;th century, musicians.such as John Jacob.Niiés,.
Paul Robeson, and Marian Anderson continued to adapt folk
material te.classical styles.

The revival entered a secdnd stage in the l930'é.and
1940's, as folk music became increasingly identified,with
the "working people" in America aﬁd throughout the wog}d,
with strong overtones of sociél reform. Some performérs

thought af themselves. not merely as singers of folksongs but

’

as "singers of the people," dedicated to the cause of ad-

21 Charles Seeger, "Music and Class Structure in the
United States," American Quarterly (Fall 1957), 281-94.

22 David Evans, "Record Reviews: Folk Revival Music,"
Journal of American Folklore, 92 (1979), 1l08.
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vancing People's Art.23 As‘a result of American involvement
in wOrLd War II, musical interests became increasingly inter-
natiqnal and multijethnic. Groups such as the Weavers,'who
performed "Songs of many lands," complete with a dose of
leftist ideology, became popular.24

Folksinging became a popular social activity after the
war, especially among young peoplé:' In: the 195035, when folk
perfofmers with alleged communist connections found it dif-
ficult to gain major bookings and exposure, Pete Seeger and
others.cultivétedxenéhusiastic audiences of young people at
summer camps ané on college cémpuses.

Shifts in the commercial music industr& contributed to
the late 1950's mass popularity of "nonideological fidﬁfes"
such as the Kingston Trio and Har;;.ﬂelafonte.zs Whéreas the
performance styles of the circa—l§4ous folksingers had beeh.
based loosely on southern Anglo—Americah singing and inst;ui 
mental traditions, folksongs as presented by tﬁe Kingston

Trio were further altered in tune, text, or étyle of per-

formance to become "not a record of tradit;pns, but what a

¢

. -
23-As noted in Jdhn S. Patterson, "The Folksong Revival
and Some Sources of the Popular Image of the Folksinger:’
1920-1963," M.A. Thesis Indiana University 1963, p. 38.

24 Characterization used by Evans, p. 108.

2 . .
> Characterization used by Evans, p. 108.
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" w26

mass audience wishes to accept as traditions. The Trio

. - . would sing "Jesse James" as a joke or take

a song, such as the Southern Mauntain "Bury Me
Beneath the Willow," put it to a calypso beat,

pump their 'sound through an echo chamber creat-

ing syrupy vibrato as far from the flat Southern
Mountain sound as possible, and generally reshape -
both words and style of presentation to conform to
pop musical and textural standards. Endings of
musicaly lines are drawn out, dynamics are exagger-—
ated, témpos altered, and in general the originally
understa folksong is given the overstated pop
treatment. i

It was inévitable that such "awfully sweet prettify-
ing" and "slicking4down of good folk stuff" wéuld be a part™
of the growing public acceptance of folk'music.28 Inter-
ested audiences could hear "raw" field—rec&rded folk music
on albums that the Library of Congress began publishing in
the 1940's; in the 1950's numerous recoraings of_southern

. . . . 29 .
blues and stringband music were reissued. However, in

26 Patterson, p. 72.

e . . .
27 Stekert, p. 159. L
28

Charles Seeger, "Professionalism and Amateurism in
the Study of Folk Music," Journal of American Folklore, 62
(1949), 107-13; rpt. in The Critics and the Ballad, ed.
MacEdward Leach and Tristram P. Coffin (Carbondale:
Southern Illinois University Press, 1961), p. 158.

29

Of particular significance was the 1952 issuance
of an Anthology of American Folk Music, Folkways,. FA 2951~
53, 1952. Drawn from the collection of Harry Smltp, the
‘Anthology "includes both white and Negro country sélections
recorded between 1927 and 1933. See Bill C. Malone, Country
Music U.S.A.: A Fifty Year Histoxry, American Folklore Soci-
-ety, Memoir Series, Vol. 54 (Austin: University of Texas
Press, 1968), p.'343.
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presenting folk materials to mass audiences, some in the
recording industry believed that: it was necessary to grad-
ually "wean" them from pop music to its folk ™rodts."™ Ken-
néth.S. Goldstein, who produced folk‘music.recordings on

the Tradition'and Prestige labels in .the 1950's, eiplains

the theory behind this process:

.
« « . folk music itself was so alien to Amer- LN
icans that you had to intrpduce them, you had
to soften thgm up for it. . . . Therefore you

introduced folk music to them, which is cer-
tainly alien to them, through the medium that
they A0 know, through the expressive form that
they do know, which is pop music. So you have
folk songs sung by pop 51ngers, then you have
folk songs sung by hillbilly singers . . .
then you could wean them away from 1nstruments
~and do unaccompanied singing with non-tradi-
tional singers and then you could do it with
traditional singers. That way you could cover
the whole spectrum of all the kinds of music
by simply lgsdlng them from one kind of music
to another.

By the time'éhe Newport Folk Festival began in the
late 195015, there was quite a diversity of performing
tyﬁes. In addition té the "pop utilizers," some artistg
continued to adapt folk music to classical or "high art"
styles; others merged vocal and insﬁfﬁmental folk,'c}as—

'sical,ﬂjazz, and pop styles in the creation of new forms

As explained in Neil V. Rosenberd, Personal inter-
view with Kenneth S. Goldsteln, 2 Jan. 1979. I am grateful
to Dr. Rosenberg for his permission to quote from the tran-
script. i
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of expression.31 Some, including the New Lost City Ram-
blerst,dedicatéd.themselves to re-creating folk styles in
performance. The young, white, middle-class, and educated
northerners who founded this group immersed themselves in
the traditional aesthetic of a culture much different from
their own, sang in old—timey style, and faithfully adhered
to southern mountain instrumental sgyiég. They also headed
south to search for the perfprmers who were the source of
their material and their style but who had dropped into
obscruity gfter being recorded. They looked for what they
regarded as rgrassroots," "traditional," or "authentic"
artists-epeople‘who performed folk ‘materials in styles
indige;gﬁs to their region. Similar to the recording
company scouts who had séoured the South in the 1920's and
1930's, these,and other enthusiasts became, in effect,
talent scouts. Their “disboveries"’or "re-discoveries"
supplied tﬁe rapidiy—expanding folk festival, concert, and
coffeehouse circuit that linked college campuses and urban
centers throughout North America. .

As the.nation's largest and most ambitious preéentation
of folk music, thé Newpoft Folk Festival was an integral
part of this system. 1In 1964, its organizers went so far

as to establish their own field program to help locate new,

31 See Stekert, pp. 157-60.
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preferably exotic, talent for the festival. In developing

symbolic frameworks by which to focus attention on grass-

roots music and performers and to interrelate the dibersity
C }

of musical forms and styles that shared the commercial

. wr ‘ .
designation "folk," the organizers of the festival began

: SN
effectively to merge folk expression and concert presenta-
tion.3? as they did so, their efforts weréuwétched closely

by folklorists and others who were Qary that the enthusiasm

generated by the folksong revival might have a negative

impact on local traditions. .
Folk fesyivals had long been a comtroversial topic

within t ‘disqipline. While Benjamin Botkin, Annabel

_ Morfis Buchanan, George Korson, and othéfé became festival

 organizers or advisers in the 1930's, other folklorists

33

were reluctant to do so. As staunch traditionalist

~

Arthur Kyle Davis had observed:

'One who has seen the effect -of such festivals

-

on several good folk singers may well doubt”} //»"

the value of such gatherings to the general
cause of folk song, although many a city-bred
~ .

-

32 Point made by Archie Green, see Whisnant, Folk.
Festival Issues, p. 8. :

33 Benjamin Botkin and Annabel Morris Buchanan express
their views on festivals*in  articles of the same -title.
Se% Botkin's "The Function of a Folk Festival," Washington
Post, 25 April 1933, Folk Festival Sec., p. 3, and. Buchan-
an's "The Function of a Folk Festival," Southern Folklore
‘Quarterly, 1 {(1937), 29-34. Korson's perspective on folk
festivals is examined in Angus K. Gillespie, "Pennsylvania
.Folk Festivals in the 1930's," Pennsylvania Folklife, 26
{Fall 1976), 2-11.

1)
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vacationist is by them provided with "quaint”

“ entertainment and an abundance of so-called
local color. The genuine folk-singer is not
likely to become a popular performer before
either a sophisticated.or an unsophisticated
general audience, nor is ‘the natural, unself-
conscious quality of his singing--a quality
that accounts for much of his distinctive
charm--apt to survive unscathed this "orggal
by folk festival" or public performance.

The Newport Folk Festival similarly aroused deep
emotions'about the use and abuse 6f tradition. Newbort's.
bold attempts to document, preSent, and hélpftb preserve
‘traditional cultures were cénvenienﬁ targets for séholars
interested in professionalizing folkore. Given the.preadth
of the foundation's interests, it seems odd that the.Ne@port
operatioﬁ is known within current scholarly circles primar{ly
as a stage where.towering figures in thé popular music in-
dustry éould "strut their stuff.” Howe&er, some folklore

~ 3

scholars continue to feel that, folklife and folklore studies

. « .« properly conducted, have nothing to .do
with popular pexformances of so-called folk-
songs and folk music, or the staging of folk
festiva}g, or the revival of folk arts and
crafts. .

- 7/
L
T

34 Arthur Kyle Davis, "Recent Trends," Southern Folk-

lore Quarterly, 2 (1938), 22. , .
£ . :'
35 Richard M. Dorson, as qubtéduin U.S. Cong., Sub- ,=.
committee on Education, Hearing, 91st Cong., 2nd sess.,
S. 1591 (Washington, DC: GPO, 1970), p. 81.

]
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In recent years, those involved with the production
of folk festivals also-have raised important guestions
about the cultural and educational value of these presenta-

tions, and undertaken efforts directed toward improving

them.36 Particularly noteworthy is Charles Camp and

Timothy Lloyd's recent identification of

ix of the assumptlons about American
Folk Fettivals which form much of -the founda-
tion for eir continued popg%arlty and public
. support (lncludlnq funding). .

These assumptions are as follows:

s

o~

Folklife festival participation. provides a
positive reinforcement or valldatlon of 5t
folk culture by increasing the ‘particir
pant's cultural self-awareness and pre-‘
senting their culture as something worthy
of mass -popular attention -and respect.

Folklife festivals bring information and
understanding of folk culture to a wide
and varied audlence._-

Folklife festivals prov1de an occasion for,
the celebration of our rich and diverse
cultural heritage.

‘'Folklife festivals are effective means for
the accurate presentation of folk culture.

5]

36 gee Whisnant, Folk Festival Issues. The seminar
ummarized in’ this publlcatlon was part of aproject .initi-
ted by the National Council for the Traditional Arts in
978, and direqted toward improving folk festivals.

37 Charles Camp and Timothy Lloyd, "Six Reasons Not to
Produce Folklife Pestivals," Kentucky Folklore Record, 26
{Jan.-June 1980), 74.

\?
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: 1
- Folkllfe festivals are valuable tools
for educatlng the publlc about- folk
culture.
“-= Folklife festivals effectively promote
and rally support for fo%h culture
and folk cultural study.

Camp and Lloyd urge festival organizers to consider these ,
reasons objectively and realistically. “They suggest that
festivals are useful only when combined with ongoing folk
cultural research orograms, and call for the study of

D

. the relations between festivals and
the festival audience and the role of these. .
relations in the educational process, and

. . some very serious thought about gBat AT

"applled folklore" is to be all about.

-
As will become apparent in the’pages. which follow, many

L~

of these same assumniions motivated the creation :and produc-

tion of the Newport Folk Festival. Considerable dbiscussion,

-~

is devoted to the many ways in which the festlval organlzers

sought to: educate the audlence about folk culture. Further

>

.attention 1s given to the many "off- stage“ pro;ects sponsored

: \
by the Newport Folk Foundatlon, lncludlng many 6/51gned to

Y

encourage soc1a1 change.

38 Camp and Lﬁ§yd, p. 74.
39 Camp and 11dyd, p. 73.

L N
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IT

, . - ﬁEWPORT; JAZZ TO FOLK
. _ - ,X,J
Newport, Rhode Island became the site of inter-

nationally acclaimed music festivals in the 1950's. At
the request of socialites there, Boston jazz entrepreneur
George Wein began the annual production of.a jazz festival
in Newport in -1954. Five years iater( he.added a folk
festival to the resort community's summer schedule. In
both format and programming, the foik festival was modeled
after its jazz predecessor. By the time it eeasea produc-
tion in 19690, the.gestival had acquired a reputation.as
the nation's most important folk music gathering. Later

folk %estivals held in Newport borrowed—eﬁtensively from

these earlier events.

- hd ) . _ o . .

The Setting
<

Newport is one of America's oldest and most famous
resort towns, rich in natural beaut¥ ‘and historical Slgnlf-
icance. 1Its excellent harbor and strategic location on .

* Narragansett Bay, twenty-five miles a?uth-southwest of
x>

Prov1dence, made it a prosperous. colonlal shipping port
\4

As historians have p01nted out,
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probably on no spot in the colonies was
there concentrated more individual opulence,
learning and sc1gnce, than in Newport. In
architectural taste and costly structures, she
was unsurpassed; and was styled tge emporium
of fashion,» refinement and taste.

Following this golden era of world trading and commerce,
the city."gradually, if somewhat reluctantly," became a
watering hole for fashionable society and millionaries.2
Its greatest f&me came during America's post;Civil War
"Gilded Age," when the prestigious ;400" of New York's
social register ﬁade thé community a summer extension of
their social life.3 . Sociologist Thorstein Veblen coined
the te;ms "conspicuous wealth," "conspicuous consumptioﬁ,“
and "conspicuous lei%&?@ﬁpto refer to the nouveau riche
summer colonists that frequeénted Newport, for among them
social standing was sought in the displéy 05 great wealth.4

Built on the fortunes of railroad tycoon Cornelius Vanderbilt,

“coal magnate E.J. Berwin, and their peers, Newport became

1 George Champlin ﬁasogL_Newpgxt Illustrated, in a
Series of Pen and Pencil Sketches (Newport, RI: C.E.
Hammett, Jr., 1854), p. 14.

2 Nancy Sirkis, Newport Pleasures and-Palaces (New
York: Viking, 1963), p. 51.

3

7 Samuel Ward McAllister coined the term "the Four
Hundred" in 1888 to help New Yorkers distinguish families
worth knowing and inviting to parties. See Wildiam G.-
McLoughlin, Rhoéde Island: A Bicentennial History (New
York: W.W. Norton, 1978), p. 173.

4 See Thorstein Veblen, The Theory of the Leisure
Class (1899; rpt. Boston: Houghton-Mifflin, 1973).
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"the diadem of capitalism and the glittering society it

created."5

fifty to seventy—room "summer cottages," rivaling
tpe greatesﬁ palaces of Europe, were built aloné Bellevue
Avenue and ten-mile Ocean Drive. These eétates'cost hundreds
of thou;ands——even millions——of dollars to build, staff, and
maintain. They were constantly the scene of_teas,.luncheons,
musicales, and cotillions.

Although the city retained its glamorous’reputation.as.
the exclusive élayground of the wealthy, patﬁernsﬂof leisure
signifiéantly altered in the first half of the twentieth cen-
tury. Among the rich, lavish display of wealth was'gradually
scorned and as it became possfble and more.fashionable‘to .
travel to exotic islandg for vacation, the seaside.resort
suffered axéqggiderable social and economic declihe. A few .
bf the Newport mansions continued to funétibn'as summer
fesiéences but the introaqgtion bf inéome tax and riéing
prégerty taxes ma&e maihténance.costs prohibitive, even for
millionaires.h Author Henry.Jamés suggested that the "yhiﬁe
elephants"—;a terﬂuhé.coined to refer to the Gilded Age
homes—--be left to ‘ | ‘

e e . sténd there élwéys, vast, and- blank,

for reminder to those concerned of the pro-

hibited degrees of witlessness, and of the

~peculiarly awkward vengeanges of affronted
proportion and discretion.

> Sirkis, p. 52.

® sirkis, p. 13.
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Eveﬁtually, most of the homes were_sdld for taxes;
boarded up, destroyed by fire or vandals, or converted
to other uses.

Hating fallen on hafa times, the city féund in its
unique cultural background a most valuable resource. The
Preservation Society of Newport' County waé organized in
1945 and soon many.of the remaining colonial structures
and Gilded Age mansions were restored.and opened to the
public. In doing so, the economic advantages of at-
tracting out-of-town visitors to Newport soon became

appdfent. ’

The Jazz Festival Idea. ~

The i&ea of haétiné a music festival(in Ne;port was
first éﬂtertained by Elaine- and Louis Lorillard in the
early 1950's. Hoping to enhance the cultural life of the
summer residents, the Lorillards had sponsored a Newport
cqnéert by the New York Philharmonic, but few had- attended.
SuchH presentations were too mundane, John Maxon, head df
the Rhode Islaﬁd School of Design, told tﬁem. He suggested
that Newport needed.something new "to bring back the splen-

dor of yesterday'."7 Convinced that jazz would bring new

P

5
7Russell Jalbert, comp., How the Jazz Festival Devel-
oped, ‘First American Jazz Festival Press Release,:. (1954),
LC/AFC, "Newport Jazz Festival" File. For a more detailed
history of the jazz festival, see ‘Burt Goldblatt, Newport
Jazz Festival: The Illustrated History (New York: Dial,
1977) . '
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life to the community, -Louis Lorillard persuaded his col-
leagues on jthe board of directors oh the Newport Casiho
that its "center court" could serve as a festival éite,
without harming the tennis facilities. He confirmed the
Casino's rental with a nominal payment of three hundred
and fifty dollars. -

Having located a home for their festival, the Lorii-
lards next engaged Boston jazz impresario George Wein to
produce it. They also helped him to find sponsors among
the country's leading scholars and musicians. These

.included Cleveland Amory,’authqihof The Last Resorts;

Marshall Stearns, jazz scholar and associate English
professor at Hunter College in New York City;_"Jazz.Priest"
Father Norman O'Connor, chaplain of the Newman Club at
Harvard University; reco;d execut%ve John Hammqnd; and
Leonara Bernstein, coﬁpgéer and conductor of the New York
Philharmdnic.B Debositiné twenty thousand dollars in a
‘bank accphnt to cover talent expenses, the Lorillards
departed in April for Eheip villa”on Cépri. Wein was left
beﬁind, with three months ana full responsibility for or-
ganiziné-a jazz festival to be held in the Casino on the
17th’and 18th of July, 1954. '

Wein and many- of the festival's spohsors believed that
- a high quality, nonprofit festival was not only desirable

but neceésar§ to foster a wider understanding and apprecia- .

8 Goldblatt, P. xvi.
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tion of jazz in America. Although in Europe and elsewhere
jazz was generally regarded as one of the most distinctive

American contributions to music, in the United States its
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stereotypic association with lowlife and brothels prevented
iig consideration as an important artAform.g It was felt
tﬁat Sriﬂging §gzz into Newport would help it }n'the struggle
to gain acceptance, endowing the music with "respeétability
by osmosi_s."lO Financial insecurity had also hindered
American jazz development. The organizers felt that rpnning
the festival as.a ;dnprofit\Operétion would allow them the
necessary freedom to present a more representative prograﬁ
than would be possible on a sérictly commercial basis.
;Pollowing World War Two, jazz festivals had become a
popular form of entertainment.ll The first festival-like
event involving jazz seems to have been thé Australiéh Jazz
Convention, held in Melbourne in 1946. There jaéé-fans and

musicians came together to talk jazz, play records, and jam.

Although it featured strictly traditional jazz pérformers,

? For background on the historical development of jazz,
' see Marshall W. Stearns, The Story of Jazz (London: Oxford
University Press, 1956), and Richard A. Peterson, "A Procgss
Model of the Folk, Pop, and Fine Art Phases of Jazz," in
American Music: From Storyville to Woodstock, ed. Charles
Nanry (New Brunswick, NJ: ‘Transaction, 1972), pp. 138-51.

- 10 George Frazier,-"Blue Notes and Blue Stockings:
Impresario Wein and the Newport Jazz Festival," Esquire,
Aug. 1955, p. 55. .

11 Information on post-World War Two developments in
jazz has been gleaned primarily from John S. Wilson, Jazz:
The Transition Years, 1940-1960 (New York: Appleton, 1966).
See also Nat Hentoff and Albert J. McCarthy, eds., Jazz
(New York: . Rinehart, 1959), especially Hentoff's article,
"Whose Art Form?: ,Jazz at Mid-Century," pp. 327-42.

?
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the first jazz festival resembling the one to be held in
Newport was produced in 1948 at the.Hotel Negresco in Nice,
France. A festival in Paris tne following year included

both traditional and modern aspects of the music and featured
such stars as Cnarlie Parker, Sidney Becheﬁ, and Miles Davis.
On the domestic scene, a festival billed as "An American
Cavalcade of American Jazz Music" was‘held in Wilkes-Barre,
Pennsylvania'in february of 1951. . However, the Newport gale
was the first.com;ZEEEnsive ateempt at interrelating the
diverse styles of jazz in America; it was most important in

- opening up new presentational arenas.

A Life Devoted to Jazz

George Wein's relentless drive to further the cause of

jazz in America helped the Newport Jazz Festival develop a

nighly acclaimed inte national reputatiéb.‘ Bdrn in Boston,
Massagthusetts in 1925, Weinls-devotion to music had been
fostere early age. - He learned piano as a ehild and
| while in college,_became a Jazz band pnﬁnlst éiaylng with
Max Kaminsky at 'the Ken and with Edmond Hall at the Savoy
He also acted as a promoter and eventually a contractor at_
the' Savoy, and ’ |

A

' .r.'. by the apparentiy-simple device of sur-
rounding celebrated New York musicians with
talented members of the Boston locals, he



35

——_ ______proceeded to build iésuccession of enormously
T remunerative bands.

>

He soon went into the. nightclub business himself: ﬁe
first opened "Storyville" in Boston and la;er'expanded his
operation to include a second Boston club, "Méhogany Hall,"
and a "Stdryvilléﬁ club in New Haven, Connecticut.l3 Ini-
tially, none of the clubs were very successful. The original

Storyville, though it featured high quality entertainment

and had superlative acoustics, had only ten profitable weeks

' I

in its first three years of OpefatiOn. The New HdQen club
lasted only six moh£hs; costiﬁg Wein ten thousand dollars.
Mahogany Hall, which featured ;trictly traﬁllional jazz, was
also unprofitable. Yet Wein'kept‘it operni because it comple-
mented the presentational forﬁat of Storyville, givingphiﬁ.

- "a chénce to presqnt the whole j;éz picture."14 He also °
lectured onijazé at Boston University and set up.a jazz
recording company.

\ , )
Wein gradually developed a. reputation as an informed

and kndwledgeable member of ‘the jazz community, committed.
to the promotion'o§ jazz and willing to put himéelf.éut'on

"a limb to allow new and avant-garde musicians to be heard.

12 prazier, p.r57.

L4 - :

"13-"Storyville"‘was the name of the legendary jazz
and- red-light district of New Orleans; . "Mahogany Hall,"
a New Orleans sporting house.

14’Fraziér, p.’§7.
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His .openmindedness and versatility greétly enhanced his

professional activities, which included

jazz

.\\

. . his almost uncanny ability to find an
amicable meeting ground for such hostile jazz
factions as those represented by, say, Chet
Baker, a "progressive" trumpet player . . .
and Pee Wee Russell, the "moldy fig" clari-
netist; his utter lack of vindictiveness
toward those who tried to take wanton ad-
vantage of him when he was a novice in the
night-club field; his artistic probity in
hiring a costly attraction like the Sauter-
Finegan band (a sodality he himself does not
consider representative of the true faith,
which, to him, is the gospel according to
Louis Armstrong) simply because he felt. it
should not be denied its hour in the pul-
pit . . . and his refusal to permit his
antipathy toward certain musicians personally

to vitiate his respect for them profe551onally.15

36

When the Lorillards had sought a producer for their

festival; Wein was a prime ca%?idate. "It was a task

13

that demanded almost as much ’ymlllty as it did experlence,

tact,

Hammond, who recommended him for the job,

. Wein*'

1nst1nct, 1maglnatlon, ‘and’ unflagglng energX:
s suitability: _ ' | .

I have never known George to retain animos-
ity. ‘I can cite cage after case where people
have screamed at George and written horrible
things about him and said worse thlngs, and
it .rolls off George's back. Frankly, I think
George is one hell of a guy.: - George is ‘a man

%

L5 Frazier, p. 55.

16 Frazier, p. 55.

. . . 3
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later emphasized
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L]

-of tremendéds integrity. He has taken some
of the most terrible financial beatings I've
ever seen and bounced right back. ‘19 - You've
got to Qe tough. to run a festival.

¥

Wein often talked of designing the Newport festival as

18 Begun in 1934, the Ferkshire

a "Tanglewood of Jazz."
Muéic Festivél foften rgferred to simply as "Tanglewood“),
was one of the world's most ésteeﬁed summertime musical .
events. At Tanglewood's core was‘a; eight-week season of
éoncerts feafuring fhe Bostén Symphony Orchestra. Informal,
public recitals and rehearsals were also an important part
of the festival's musical offerihgs: fn 1940, pfoceed; ’
from the festival began.to be direc£ed toward establishing
a Berkshire MGEIE)Center, which would operate as a summer N\
school for advanced musical training.

Tanglewood's mixture of formal and informal offeriégs
was an important presentational model for Wein. He similarly .
aspired to use proceeds from the jaiz{festival to.estﬁblish
a summexr institute for jazz séudies in.Newpért. He hoped
that such a center wo%{d eventually bécoﬁe the focus of a”
summertime jazé program in Newport. Toward this ‘end, he
seﬁ up_a nonprofit Neﬁport Jazz Foundation to ovérsee pro;
duction of the jazz festival. - Wein's interest in éhe roots

A

.17.As Quoféd in ,Goldblatt, p. kv._ -

18 Goldblatt, p. ll. For further information on
Tanglewood, see Christopher Pavlakis, ' The American Music
Handbook (New York: The Free Pressﬁ 1874), pp. 382-84.

' . @
L
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and evolution of jazz as an indigenous American art form
caused him to further direct that the foundation distribute
proceeds from the festival as "Scholarships in jazz and in

the study of American Folk-Music."19

Local Considerations

It seems that neither the festival organizers nor its
sponsors gave much consideration to practicalities, sqch n
as the difficulties of getting to the exclusive resort town,
and housing and feeding the,thousands who ééme. Construc-
tion'of a bridge écréss-Narragansétt Bay from Jaméstown to
Newport beg@n ip 1968 put, prior to its compleﬁion, the

£ .
distance was transversed by a ferry which accommodated

onlylseveral dozen cars and five hundred passengqré. While.
n?rthern access to Eewpért was rélétiyely unencumbered,
Jamestown ﬁésvalways a ottieneéﬂ for fans traveiing ﬁrém
pc;ir'lts 'sou*‘ch and‘west.; {hey.-'i");ften -waited three to five houdrs

to make the é;ossiﬁg. :In'Neééort, a town of thirty-five

. thdusand,‘ihere were in 1954 only four Hatels, six motels,

o Lt . 22
and a scarce half dozen more tourist homes. 0 Accommoda-

[ . . R
tions in neighboring compunities were also relatively sparse. ’
L . L N . .

. -
o4 . i
0

’ 12 Russell Jalbért,-COmp., Fact Sheet, First BAmerican.

Jazz Festival Press Release, 1954 , LC/AFC, "Newport Jazz
Festival" File. .

20

Goldblatt, p. 1ix.
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Some residents rented out rooms in their homes.

39

Yet many

fanigrwhether'they had planned to or not--wound up sleeping

on the beaches, in parks and cars, or roaming the streets

all night.  The event was clearly destined to strain New-

port's collective nerves and facilities, Residents-often .

complained with due cause "about crowds, noisg, and traffic.

Although it had been“intended at least partially as

an entertainmentifor réSiden§§, only two of'sixty—five

Newport families asked to spPdnsor the festival accepted.

21-

One reviewer noted that some community members "viewed the

ehtire undertaking with unconcealed revulsion.

* to Wein, Newport's old guard

. . . resented jazz musicians coming into
Newport. But they'll never be able to do
anything about it, because the festival is
backed by one of théir most respected mem- -
bers, Louis Lorillard, who will fight for

w22

his convictions even at the expgpse of being

- branded a traitor to his class.

After the first year, Mrs. Louis Brugiere, then "reigning

e

According

queen" of Newport society, said she would spend ten million

dollars to keep futggg festivals out of Newport.

'S

2l Goldblatt, p. xvii.:

22'Frazie'r, p. S56.

23 Frazier, p. 56.

24 Goldblatt, p.: 13.

24

&
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- Des;}le the opposition, the town's bu77ne35 leaders,
) 4
including Lorillard, recognized the economilc

hosting a large musical event. Lorillard's travel agency

sponsored package deals for the festival weekend. 1In

. > T |
1954, a thirty-seven dollar package included round-trip

transportation to Newport from New York City, accommoda-

tions, a tour of one of the Vanderbilt mansions, and tickets

to all the festival concerts.25

The Chamber of Cpmmerée
estimated that as much as one ﬁillion dollars came into®

Newport during the course of ,a festi-
. ¢

25 Goldblatt, p. xxiv.

Voo N

39a.

benefits of

v
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val. Although spent primarily at hotels, restaurants, bars,

and liquor stores, this. money soon passed on to other towns-

"_ "('L'.
-people who had no direct link to the festival.g_bne printer

said that fight after the festival he could collect bills

. ¢
that had been outstanding -for months.26

N .

When the festiva] was banned from the sNewport-Casino

after its first-year, it found a hew home'&irecﬁly across

.the street in Freebody éafk., A municipally-owned athletic

field, usederimarily for baseball and track meets, the

Y

park was capable of accommbdating far .larger crowds.

N\
Holding the festival in Freebody Park produced some

interesting and perhaps %nforeseen results. Good souhd .and
lighting systemS'Qere essential in such a large arena‘and
the Newport festivals became renowned .-for their superb téch—
nical coordination. Reserved seating gave the events an air
of ﬁormality and helped to control rowainess and dancing
during the ﬁerformances.

Yet éach'year the crowd that .came to the fest;val grew
larger and more obnoxious.- The serious ja;z hipsteré of the
early yearé were gradually errwhelmed b§ mass inQasions of

college-age beer drinkers, many of whom came with no inten-

~ tion of attending the musical presentations. NoO doubt some

were lured by the prospect of what one observer described
. L 4 °
27

as "chicks, drinking all night and sleeping on the beach."”

26 Wilson, p. 147.

27 As quoted in Wilson, p. 150.

“
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As thg\l?cal'newspaper noted in 1959, "Just as some Florida
resorts are taken over by the college set during Easter wvaca-
tion, so did'NeqPort become the center for a rollicking re-~

union."

Although he hadn't intended for the festival to become

. an annual beer bash, Wein had tailored his presentations to

~n -
appeal to event-goers.  He believed that in order to increase

the audience -for jazz in America it was necessary for the

festival not-only to attract aficionados, but potential con-

'verts. Often he expanded the program to include gopulér

artists from outside the standard jazz milied,_in order to
draw audiences that otherwise might not have attended a jazz
event. Over the weekepd, these audience members could then
be introduced to a wide range of mdsic.

However, serious jazz fans felt that'these more pqpulat
artists didn't belong at a jai; festiwval, thét they diluted
the purpose and importance'of jazz. In 1958, when "Rock
and Roll came to Newport," some outraged patrons demanded--

and received--their money back.29

and

Plans for a Folk Festival

Nonetheless, Wein stuck with his controversial prograﬁ—-

28 James T. Kaull, Jr., "City's Back on Even Keel

‘After Wild -Jazz Weekend," Newport Daily News, 6 July 1959,

Sec. 1, p. 1.

29 Goldblatt, p. 52.

’

FURY
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ming policy. In 1959, he planned an afternoon of folksinging,
featuring the chartrtopping Kingston Triotand other popular
folk performers. With so many prominent folk artists sched-
uled to appear, he decided instead to organize an entirely
separaté.folk event.30The tremendous success of jazz festivals
in Newport and elq@&he;e h?a already proven that fans--
particularly college stud;nts——weré.willing and able to
spend the time gnd money necessary to travel to out—offthe-
way places for a weekend of music.Bl' Iffthey caﬁe out for‘
jazz, Wein Qas certain ghey would come out for folk music:
the Kiﬁggton Trio had become one of £he nation's most popular
concert attractions followingrthe 1958 release of £heir rendi-
tion of the murder ballad, "Tom Dooley." :
hs with jézz in the early 1950's, folk music waé be-
coming an'iﬁportant force in the commercial mdsic.industry;
however, tﬁére was no meeting ground for the diverse prac-
'.titioners inl the field. Wein felt it would be pbssible to
oréanize a festival that--like the 5aZZ'festival——would
stress the interrelationship§|of folk styles, acknowledge

the contributions of pioneering folk agtists{ and help

further' the careers of contemporary performers. Such an

30 s explained in Charles M. Bakst, "Folk Festival '

Makes 1965 Debut Tonight," Providence Journal 22 July
1965, Sec. l,-p. 1.

31 Jazz festivals had sprung up all over the United
States and Canada during the 1950's, many of them adopting
the Newport formula of presenting several well-known jazz
. performers.in a huge outdoor arena. In 1959, nine major

jazy festivals pbayed to 311,000 people and grossed $975,000.
See W1lson,‘p. 147.
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undertaking fit with the Newport Jazz Festival Foundation's
- mandate to supﬁdrt American folk music. If the prosperous
but nonpfofit foundation--which grossed one hundred.thou_
sand dollars in 1958 alone--would sponSor'guch a venture,
Wein felt it would be possiblé to include all-of the nation's
top folk artists. Such auprogfam would_virtualiy‘ensurg'that
- the festival wéhld draw'an‘aﬁgience‘large enéugh to make it
poth financially and artistically worthwﬁile.

Wein discussed the plan with Albert Grossman) former
_éwner of the "Gate of Hornﬁ in Chicago, one of the nation's
first folk nightclubs. Like Wein and other entrepreneurs,

Grossman was aware of the growing market for folk music, -

particularly among the college audience thak had long been
32 '

the assumed province of jazz. Grossman had raecently moved

to New York City and begun managing several aspiring folk
artists, including Odetta, "the new sensation of the folk

‘blues field."'33

Capitalizing on the shift in musical tastes,
he booked Odetta into Storyville and other previously all-

jazz clubs and fetes, thus opening up more venues for folk

32 The shift in audiences is discussed in Mike Jahn,
Rock from Elvis Presley to the Rolling Stones (New York:
Quadrangle, -1973), pp. 76-81. As Jahn points out, rock 'n
roll had made a dent in the jazz audience but it appealed
primarily to those of high schoecl age. Folk music had
more of an appeal to M™young adults who were pursuing
higher education and developing a sense of 'purpose.'"
The Ivy League look of popular groups such as the Kingston
Trio, the Limelighters, and the Brothers Four underscored
their intellectual appeal. '

33 Ren Grevatt, "Folkniks on March; ‘Hill Sound Upsurge,"”
Billboard Magazine, 8 June 1959, p. 1.

_~
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artists.34 Together Wein and Grossman‘gaihed the' support

of the jazz foundation board and 'scheduled a "folk" festival

-

to be held on the 1lth and 12th of July-—-the weekend im-

mediately following the 1959 jazz festival.

The new folk festlval was patterned after 1ts jazz

predecessor. The Jazz festlval c0n51sted of complementary
'l’ ..
daytime and evenlng presentatlons. The evenlng concerts,

. J) . ) N . .
the festival's drawing card, featured several acts in rapid-

succession, allow1ng each only three or four numbers. With
careful attention to lrg%tlng, sound ‘and staging, these
\ f

presentatione.were technicdlly eguivalent to any concert

hall production.

. . I R ®
. Afternoon programs were more relaxed, allowing per-

. 4
formers time to explain and demonstrate jazz fundamentals

and style, and to establish a rapport with tﬁe audience.

These seséioﬁs were devoted'larqely to "musicians who had
{ ! : .

34 Grevatt, pp. 1;. 11. 1In the'summer«of 1959, the

Music Inn in Leno, Massachusetts, known primarily for its
jazz attractions, booked Odetta, Martha Schlamme, Richard
Dyer-Bennett, the Kingston Trio, and Pete Seeger. ,(In
Stratford, Ontaftio, concerts by both Pete Seeger and Ed4
McCurdy replaced the previous season's jazz concerts. The
. Ravinia Festival, held outside of Chicago, featured Richard
Dyer-Bennett, Brother John Sellers, and Blind John Davis.
In addition to Odetta, Wein also featured Bob Gibson. and

" Pete Seeger in his clubs. ,
' <.



45

recently been rediscovered or ‘'who seemed to have a bril-

liant future but had not yet achieved great popular fame."35

Often acts who had appeared in an afternoon program "“grad-

uated" to a spot in-an evening concert the following year.
4 °
More educational or experimental presentations were

held in the mornings. These commonly included noveltigs

such as

. . a jazz ballet, lectures on the roots and
development of jazz, demonstrations of the
typically American dance steps deriving from
jazz, sessions devoted exclusively to the blues,
to the origins qnd3&ngredients of jazz, to its
social background. :

The Format of the new folk festival reflected a similar
interest in both showcésing folk artists and making the |
festival an'educational forum. The Friday apd'Saturday
night concert;'were similgr_to ﬁﬂe evening events at the
jazz festivali What was described as an "easygoing and
playful" concert was.ﬁelﬂ:on'Sunday afternocon.>’ all

performances were in Freebody Park. 'Reserved seats for the '

35 Bradford F. Swan, "Jazz Festival Solved -Some
Program Problems," Providence Sunday. Journal, 10 July 1960,
Sec. W, p. 1l0.

36

-~

Swan, p. w-lof

37 Israel G. Young, "Newport Folk Festival,"
Caravan, No. 18 (Aug.-Sept.1959), p. 25..
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evening concerts rangéd in price from three to five dollars.
In the afternoon, only two dollar general admissioﬂ.tickets
-were sold. |

A couple 6f free programs'were held at n;arby Rogers
High School. A folksong éwap was featured onjéaturday

afternoon. . On Sqnday morning, folk music scholars, col-

lectors, and entrepreneurs Stanley Edgar Hyman, Willis

a
»

James, ‘Alan Lomax, and Moses Asch participated in a
. Vi
symposium on American folk music. SR

) Diversity of Talent 't///

_There were difficulties in synthesizing what one

"observer described as a "mass®of different musics deriving

in different ways from diffegent peoples and sung differently
by many differenf kinds of performers" into entertaining.and
informative-presentations.38 As pointed out in Billboard
magazine, the 1959 talent ro;ter featureq “virtuélly'every
top folk performer with any-kind of comméfcial.following."39
Yet, beyond sharing the commercial designation "folk,"

R . »
finding a common thread among these artists was difficult.

Pete Seeger linked them by notinglwhat was not on the program:

©
v

38 Frederic Ramsey, Jr., "Newport's Stepchildren,"

Saturday Review, 29 July 1961, p. 44.
39

Grevétt, p- 1.



« "no bel cantQ>voices,-no orchestra, no reoding of notes
from papér, practioally no singing of songs simply because
the% were 'h.#s.'”4o |

‘ ~ As was typical throughout the folksong revival, no
o;e deflnltlon of "folk" had applled in the’ selectlog,of
talent to be featured at the festival. The'terﬁ was '
alternateiy used to describe a performer's g;yle, reper;..
toiro, training (or.lack thereof), or upbringing._ Folk
music critic Robert Shelton referred to the Newport talent

roster as "a catalogue of current trends and styles in

ndl

American folk music. He 'identified the following ten

types of performers at the festival:

o . .

- Theatrical, trained singers (Odetta, Leon
Bibb) ; T

- Ethnic traditional singers (Jean'Ritchie,-
Jimmie Driftwood, and from Ireland,
Pat Clancy and Tommy Makem) ;

- Collector~singers and: popularizers-(Pete

. Seeger, Frank Warner),

.= Art-concert singer of 1nternat10nal folk

o songs (Martha Schlamme)?}

-~ Blues "singers (Brown1e~MCGhee, Memphls
Slim, Sonny Terry, Barbara -Dane) ;

- Bluegrass coun®xy music (Earl Scruggs,,the
Stanley Brothers, the New Lost City
Ramblers) :

- Gospel and religious 51ngers (Rev. Gary

Davis) ; .

City folk singers and instrumentalists
(Billy Faier, Frank Hamilton, Oscar
Brand, the Kossoy Sisters);

40 pete Seeger, "The American Folk Song Revival,"
1960 NFFPB, p. 2_. . ‘ . : v -

41 Robert Shelto>}5"Folk Music Festiﬁal," The
Nation, 1 Aug. 1959, p. 59. ' ' ’

\ ' . | "_. ;..-.-
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- Eclectics (Cynthia Gooding, Ed McCurdy, ©
-Bob Gibson, Joan Baez):;
- Popular and commerCialiEEd folk singers . -, |
(the Kingston Trio). i L%y

Further acknowledging the -difficulty of clearcut distinc-
tions, Shelton placed John Jacob Nihes in a class by him—
R éelf as a "traditional singer with conservatory training,
a colleogor, and arranger of £plk musi‘r-:."43

"When the festival. concluded, ﬁein-and Grosaman were

,

commended for having presented a state-of;thé4art retro-
spective, rather than de51gn1ng the- presentations to support

"a éartioular theory about folk music. —“WYth no preaching

and little selfconsciousness the singers told their story ~
o - R

and left the stage," one reviewer reported..44 The absence
o ‘\\ . : . .
-of "costumes"--often a convention in-earlier "folk" enter-—

) ¢ . .
tainments--was also cited as an important step toward the

. appreciation of folk. music as an art"ferm.45w

Clearly, the presentation of folk music in a large
arena with §§fge.lighting and a boomihg public address
system favored shoux_gerfor335§/§ﬁoh as the Kingston ‘Trio.

‘Many of those with leSS-stage presence had difficulty

’

.42 Sheltqn, p. 59. . : v

43 Shelton, p. 59.

44 Young, p. 25.

.45-Frederic Rahsey, Jr., "An Arena'for Folk Music,"
Saturday Review, 31 Oct. 1959, p. 5l. ,
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_wvé?ted‘ﬁhe huge stad1ﬂm "to the-lntlmacy of a llVSng

. 49

adjusting to such an environment. Those who wereupble to

coax the audlence to 51ng along w1th them sometimes con-

,;,
room; 4§ Emcees<yere partlcularly helpfugyln presentlng
' 5.

‘a sma%l conéerf&kﬁi "4] As one observer pQ;nted out,

| y :
Moo N b
& : & »

‘Two of the most influential figuffes in American*
folk music, Jean Ritchie &hd the Reverand Gary ..
Davis, wete unable to perform as effectively at
Newporqgas they have in small concerts or om
disks. N

&y
Sunday Evening Concert

.%9 | | . ’ -

<

The. festival's strengths and weaknesses were especially

apparent in the Sunday evening cohkcert. Oscar Brand opened

the show. Accompanied by banjo player Billy Faler, he per-
formed several humorous songs, including d Man Atom,W
a satire on the dangers of atomic en;;gy. He_then'intro—
.duoed Kentucky dulcimer blayer/singeerean Ritc%ie, who

Tee " : .
enthralled the audience with her rendition of "Guide r Me Oh

) | rlen - . o —’ K
Thy Great Jehovah." Ritchie discussed thé historical back-

&% e

46 Shelton, p. 60.

47 Robert Shelton, "Folk J01ns Jazz at Newpo\t "
New York Times, 19 July 1959, Sec. 2, p. 7.

48 Shelton, "Folk Music Festival " p. 59.

51n rs who mﬁy haqeibeﬁﬂ more at home in a kltchen or at ﬂ,,

--’/l_.-v
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ground of many of her songs and described the way in which

she had learned them. She explained that she and her

l'siblings used to sing to their father to delay his sending

. - .
them to do their chores. Bass singer Ed McCurdy warmed up

the audience with an uncensored version of the ballad

"Frankie and Johnny," then urged them to sing along on

"Twinkle, Twinkle Little Star." The audience helped Leon

" Bibb clap the rhythm to a fast-paced song'about a ‘logging

A

camp worker. After some blues by blind street-singer

. Reverend Gary Davis and bluegrass by the Stanley Brothers,

blues Slnger Barbara Dane scored a big hit by composlng a

"Newport Blues about the folk festlval When Bob Glbson

brought a young adzugamed Joan B;SE on stage to accomganfk

him on a couple of ballads, ner'voice‘thrilled;both the -
{ te -

* audience and performers backstage. It was Baez's first

major publlc appearance and members of the Klngston Trio.

and the New Lost City Ramblers ‘ran out into the audlence
49 : .

to wltness the perforﬁance. y e

The Kingston‘Trio——the festival's major attraction-—
had very w1sely been scheduled as ‘the final act, both to
keep the crowd and ‘to brlng the festlval to a rousing

finale. As/}he evenlng progressed slowly, first lagging

a half, then a full hour behind, the crowd grew restless

t L]

in anticipation of the, Trio's ,appearance. The producers
G ' ' v

49 As recalled in a personal 1nterv1ew with Oscar
Brand, 27 Jan. 1982.

H-DV L
4

a
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were concerned with stepping up the pace of the .show.

‘ﬂ\JpL They knew that most fans would be leavrng Newport that

J

Y evening and that many were dependent upon the Jamestown

- N > ..

feriy which ceased runnlng at nzdnlght Pg%ting the

8.

A
XKingston Trio énJearller than:scheduled seemed a loglcal

wayfof both appea51ng .the crowd and sendlng m%ny on thelr
o . .
way, thus helping to ease the trafflc snarl at the end _
¢ . . ‘

of the evenlng. Wlth all regard to pac1ng cast a31de,
_- the’ Klngston Trlo were brought on after Jlmmle Drlftwood

Earl Scruggs was left to close the show. L

*

The near- dlsastrous result taught Ehe festlval or-

» danizers an lmporpant lesson about: stagrng. When the Trlo
t ‘wound "up a frenetic performance of their hits and left the

stage for Scruggs.to come on, the crowd roared an unquench—ﬁ N

able burst of protest'"50 Emcee Oscar'Brand stood firmly i

at the microphone for over fifteen mlnutes refusing to

-

call the Trio back on’ stage and .refusing to brlng on Scruggs

until the audience was ready. "It was ‘one of the blg prob—

<4 . : J
lems with being emcee," Brand recalls; for though he calmly
‘talked to the audlence and implored them to accord Scruggs ~

the coéitesy ke deserved, they couldn't hear him,Sl To his

credit, Brand finally surmounted the impasse by haVing_Dave

‘Guard of the Kingston Trio introduce Scruggs. Guard told

- f;ZarnOW, KingSton Trio Hit of Festival--
Huge Crowd Demands 'More'," Newport Daily News, 13 July

RN N . \
ersonal interview with Oscar Brand, 27 Jan. 1982 g
M —")/\
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the audience the Trio would come back for an encore—;but
first he'd like them to listen to the man from whom he'd
learned banjo technique. Scruggs played briefly with~‘x
Hylo ﬁrown and the Timberline;s. - The Kingston Trio.'
prdvided tﬁe show's finale.

Evaluation
% : -7 : :
Despife such prqbiems, the festival was widely re-
garded as an important illustration of the variety of folk
music in_Ameriéa and an important new platform for folk
artists.' Because of its associqtion with.the jazzefestival

and because George Wein knew how to promote such an event,

the festival attracted an impreésive array of agents,

récord'company executives, impresarios, and reporters.

The festival "will not only succeed itself, but will be
followed by other folk concerts and tours of folk artists
throughout the country," music critic Frederic Ramsey, Jr.

R . _ Q
pr;%icted in the Saturday_Revie’.w.52 New York Times fofk °

music ¢ritic Robert Shelggn_s;milarly heralded th%ﬁevent
. : t :
as "perhaps the most ambitious attempt ever made at delin-

. . e
eating a cross-section of the nation's ﬁoik-musig."53{ In
addition; £he.fés€iva} gaQe performerg a chance to_mee£ *
'?? Raﬁsey, "An Arena for Folk MgSic," p- 52.
R ‘ T
53 sﬁeltdn, "Folk JQ}ns Jazz," .p. 7.
- | . %,
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and talk with others inthevfield, exchanqé songs and.

b -~

information.

While total attendance at the 1959 festival was the

impressive equivalent of four or five concerts at Carnegid

‘Hall, there were far below capacity crp&ii’?t all events.>?

The Saturday evening concert drew fdur thousand fans, Epe
Sunday afterncon concert drew two thousand, and fifty-five
hundred attended on Sunday‘evening.' Approximately eight

hundred fans attended the two events at the h%Qh school.

.

54

, This point was made in Shelton, "Folk Joins Jazz,"
p. 7. :
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Undéubtedly, wegther conditions had'sope.béar;hg on
the attendance fiqgurks. Although the events were scheduled
to be held rain or shkpe, they mostly took place in fog,
drizzle, and downpouré. 'le'many of the fans that had
‘come -to the'fespival froT as far away as California, Michigan,
‘and Tenhessee huddled under umbrellés, blankets, and news;
papérs, the soggy conditions no doubt detefred many local
'iesidents‘who might have éttended.

- Clearly, the fingncial viabilitx of such an under- -
_tak%ng waé queséionable. Having included all of the top
"folk artists and having paid them all their usuai fees,
the folk festival cost the sponsorihg jazz foundation
twenty~five thousand'dollafs. Fortunately, as president
Louis Lorillard notéd, thF foundation pad anticipated losing
ten thousand dollars to get the festival "off the ground.“55
Since the jazz foundation had accumulated a substantial |
bankroll in its‘fgyst five years, it was able to absorb
the additional loss.and begin schedﬁling acts for a repeat
.performance in 1960; B

v

1960 Folk Feéiival _ -

‘-ﬁfg . N
- - L. . ) .p_\-‘/-j
Perhaps to increase ‘the potential for profit, there

Q0

were three star-studded evening concerts the second year.

35 “Fdﬁk.FestiJal_Scores Hit, Will Return,” Providence
Journal, 13 July 1959, Sec. 1, p. 1.
‘. . ' g
¢ .
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The informal events were streamlined, leaving only a Sunday
afternoon hootenanny in which some forty audience members
participated, and a morning seminar which very appropriately

e

. . weighed the problems of commercialism and
the current swelling folk-music revival and the.
question of traditional style against tgg "swel~
tering and popularizing” of folk songs.

The second festival featured an even broader range of
talent than the previous year. It was heralded as "a serious

attempt to integrate and relate the whole spectrum of folk
music from near-primitive to the ultra—'polished."57

Although
more performers were feétured, the talent roster had less of
a commefcial emphasis. Joan Baez, Oscar Brand,'the New Lost
City‘Ramblers, Odetta, and Pete Seeger were among the acts
who ma?e repeat appearances. Earl Scruggs also returned,
this time appearing with his regﬁ&ar partner, Lester Flatt,
and their béhd, the Foggy Mountagn Boys. The Ward Géspel
.Singers and a one huﬁdred.and twenty-five member Abyssinian

Choir'alsb,appeared. Folklorist Harty Oster brouébt Loui-

siana blues artists'ButchCaée, Willie Thomas, and Robert

.

.

-

6 Robert Shelton, "40 Amateurs Join ﬁ%otenanny As
Newport Folk Festival Ends,” New York Times,, 27 June 1960,
Sec. 1, p.'21.. . . ~

57 Roberseshelton, "Second Nedgb:t Folk Festival Com-
bines Primiti and Popular,"” New York Times, 25 June 1960,
Sec. 1, p. 13. : )

\
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Pete Willia&s to the festival.
Another~difference was that the second festival'

. featured the folk traditions of other countries. Among
the féreign acts were the Oranim Zabaf Trio of Israel;
Nigerign dancers and druﬁmers; Ewan Macéoll, a. singer from
the British Isles; Sabicas, a Spanish flamenco guitarist;
énd Canadian singers and instrumentalists O.J. Abbott,

" Jean Carignan, and Alan Mills.

Again the -attendance was disappointing: a total of
only 11,800 for the three days. 'Festival officials had
hoped to draw at léast five thousand to each evening concert
but oﬁly on Saturday was this goal reaiized. As in 19539,
practical considerations contributed to.fairly meager ;rowds
on Friday (2,500) and Sunday (2,200) nights. On Friday, a
tornado threat no ddubt deterred many who might otherwise
have attended. Although the weather on Sunday was»ideal,
many festival-goers headed for home early in the day. By
evening, only those from within a féirly close radius re-
mained in Newport. | - &

»

The folk festival audience was "of_mq&h more serious

. S :
purpose and attentiveness than the one at the jazz festival."58

The_majority of the spec%ators were young people who hailed

ffom. or went to school in the northeastern United States.

-
=

Unlike the jazz crowd, many attending the folk festival

cf

58-Shelton, "Folk Music Festival," p. 59.
. ."\
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brought instruments with them and gathered on beaches,
street corners, and in parks throughaut Newport to play
and sing. Residents grumbled about the congestioh such
gatherings createdlbut they happily noted Fhe bolite good-
naturedness of the folk fans and the absence of beer-
drihking hordes. The many extra police that had been
hired to patrol the area outside of Freebody Park had

little to do. .

Influence on Others

The festival soon became a model for. others interested
in the presentation of folk music. Some of the problems
that ‘were evident at Newport prompted others to develop

more effective ways to

.transplant the "root" singers and put them
on side by side with the large-voiced, polished
and earnest professionals who are not indigenous

folk singers but who have been drawn to the music.59

As reported in Sing Out. magazine, some members of the

University of Chicago Folklore Society & '
' , [

. . . found themselves mutually dissatisfied with

much.of the music being dished out as folk at New-
, bort. They found that they had certain predilec-

tions in common--admiration for and response to

k4

59 Shelton, "Folk Music Festival," p. 59.
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o

such artists as the New Lost City Ramblers,
Jean Carignan, (the fabulous French Canadian
fiddler) and Alan Mills, Pete Seeger, Frank
Warner, and old-time Canadian singer, 0.J.
Abbott. Asked to describe what made these
performers "different", from most of the
others, Mike Fleischer, one of the original
founders of the Chicago Festival, said:
“There was an honest ring about them. Not
like the pop groups. yIt was like the dif-
ference -between a VW and an Impala Super
Sport wiEB all the $2.98 chromium showing
through. )

v

Fieischer and other undergraduateslin the Folklore
Society decided to\organize a festival at their university.
Oberlin and Swathmofe Colleges had been hoid@ng festivals
for years, the festival at Swathmore having begun within
the physical education department, as folksinging was a
popular activity between square dances there. 1In 1958,
Barry Olivier had begun produciné folk fgstivals at the
University of Céiifofnia at Berkeley "with an eye toward

mixing urban and country artists."61

Encouraged by mem-
bers o0f the New Lost Cit; Ramblers, who served as "part-

time prodders and full-time consciences" for the Society's

60 Irwin Silber,  "Traditional Folk Artists Capture
the Campus," Sing Out!, 14, No. 2 (April-May 1964), pp.

12-13.

. 61 Sandy Paton, "Folk andsthe Folk Arrival," Folk
Music, 1 (1964), pp. 14, 54-56; rpt. in The American Folk )
Scene: Dimensions of . .the Folksong Revival, ed. David A.
De Turk and A. Poulin, Jr. (New York: Dell, 1967), p. 41l.
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Executive Board, an ambitious weekend of folk music was
held at the University of Chicago in 3anuary of 1961.6%
While many top Chicago éingeré, budding professionals, and
college performers were on the-bill, stars were noticeably
absen;. Additionally, no star fees were paid. Each
out-of-town performer received one hundred dollars plus
an additional hundred for expenses;'local arﬁists were paid
fifty déllars each. A number of little-known, traditional
musicians fromﬁihe South were brought to the festival by
young northern folksong collector;: These practfces, séme
of which were incorporated into festivals later producedl
at UCLA, Cornell, and Owens qulege, were important in

"bringing the folk inte the folk music revival."63

AR
Ideas for Reorganization

Similar concerns about authenticity and commercialism
-, . .
had been addressed in the Newport Folk Festival's 1959
symposium\in American folk music. Moses. Asch, presideﬁt

Recording Company, had noted 'because of,

4
.

of Folkway

the nature of the-recording industry,
»
The folk singer who wants to make a
nationally distributed recording is  pressured

-
]

62 siiver, p. 12. o
63 John .Cohen and Ralph Rinzler, "The University of

‘Chicago Folk Festival," Sing Out!, 13, No. 2 (April-May
1963), p. 8.
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into sounding as much like the last hit record'é4 
as possible, so that he will be merchandisable. o

. ,
Folksong collector Alan Lomax had concurred. Lomax further

characterized the folk festival as a "publicity stunt" which
cqntributed to "cultural losses" by aiding promoters and
comﬁercializers who “impoéed a new séund” on reéionaL cul-
tures.65 "The health of the folk style inQariably goes back
to local roots. As regional cultures are destroyed, folk
music suffers,"” Loﬁax argued,66 |

. Peteé Seéger's wife, Toshi, was particulérly receptive
to Lomax's ideas about folk culture. In 1960; she began to
think seriously about changing the festival's orientation.
From the béginningv\soshi'had felt it was inappropriate that
the festival was run by a bpard of directors that had nothing
to Qo with folk music. Bookihg agents and managers seemed
to be pfofiting from thé presentation of folk music in New—
port aqd elsewhere,lsut no mohey was being directed back

"to . the grassroots. from whence it came‘"67

~

receiving his usual fee for appearing at the 1960 festival,
)

In lieu of

v

?4 "Folk Séng Definition Difficult T& Set, Festival
Audience Tol@h," Newport Daily News, 13 July 1959, Sec. 1,
p. 5.° . ' '

LJ
65 nFo;.k.Song D?finitionl" p' S'
66 wFoik ‘Song Definition,"sp. 5.
67 | )

Telephone conversation with Toshi Seeger, 21
Jan. 1982.

-
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Pete Sééée; had requested fhat the money be used to bring
'ﬁean Cariénan to the even%, a token effort to ﬁake the
festival mor; tfadition—oriented. Because Carignankﬁ
performance was one of the most exciting tha ar, it
seemed to Toshi that the festival as a whole could be
'reorganized to feature more performers like him.- As she
recalls, she drove home alone in 1960 and on the way,
"developgd this idea that everyone be paid a flat fee of
fifty dollars--which was the union minimum—;plus trans-

n68 Although she explained her

portation and“housing.
idea in a letter to Geéége Wein, it was, never mailed, as
riots at tHe 1960 ja;zFféstival resulted in a ban on
future fe;tivals in{Newport, making reorganization of the
folk festival a moot point. ' ' o
When the ban was lifted, and it was decided to revive
the folk festival in &463, many of these ideas were taken
into considerati®n. As in 1959 andj1960, later Newport

Folk Festivals featured both high quality evening concerts

and -informal daytime events. The festival's format and

programming. were diversified as its-<organizers attempted -
to emphasize the régibnal qualities of folk music and, in

- : o *
relatind the music to the cultural context from which it

had emerged, counter the popular conception of folk music

~ -
|

68

Telephone conversation with Toshi Seeger,.Zl'Jan.
1982. v

oy
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as merely a type of entertainment. With the establishment
of the artists-run Newport Folk Foundation, Algp Lomax and
others began to formulate strategies for using tﬁe festi-
val's-fingncial gains to keep.folk'music glive at its'.
grassroots, and for educating the public about folk cul;

ture and traditions.
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III .

//f THE NEWPORT FOLK FESTIVALS, 1963 - 1969

From 1963 to 1969, the Newport Folk Festival was
produced under the auspices of the nonprofit; artists-run
Newport Folk Foundation. Based on the recommendations of
Pete Seeger, Theodorq\Bikg}, and -George Wein, who super-
vised the festival's revival and Seleqted'the$£99ndation's
first board of directors, high-quality evening concerts
continued to be the festival's financial 5ackbone. A

greatly expanded daytlme program featured workshops, in-
U‘

.

formal concerts, and non-musical sessions simultaneously.
The ineclusion of well-known folk artists helped to attract
. vast crowds to the festival and to subsidize the appearance
C A~ - o ' o ) ..
of hundreds of lesser—k%Pwn, grassroots artists. Discrep-

A

: . " . . ¥ : :
ancies between the’festival‘s.aesign and its audiences'

demands resulted in several - led presentagﬂgns., Thg. .9
decllne of the @H{ boom ha.stef?ed the fest1va1 ~51 demlseY\
2 b . }, e 3 ) .- »&‘
: B q ‘-,pr %;I ) ) i ; C
e “,q_ 5 v T g e o %w i_l ‘:W
. — . . ) ) . E%_ ‘ % %- . 5 ' ?3 ;

- : -
. *.’A. . REVIVING THE FQLK4FESTIVAL- ! -
P \ iy

-

2 [ . . - v -
. .
) 9 . ’ . .

<. The ban on festivals that ¢

(%

y-officials fmposed in
1960 was-shortliyed; a jazz festival was held in Newport
' ’

the. following year. owever, because some of the'.rigqtous
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popular artists.

and concert halls.

Kl

63
%

behavior at the 1960 jaze festival had stemmed from George
ab

Wein's controversial pro$ramming, he was not ‘involved with

~

the 1961 production. Held under the auspices of John Drew
and Sid Bernstein, the festival was highly unprofitAble.'

It drew criticism from many of the ten thousand fans, who,

- a .

because of the prevalenée.of police, likepéd their atten-

dance to a weekend in jail. 1In 1962, Wein returned to New-

port with a more strictly jazz program. Based on the ar-

tistic and financial success of this'festiVal} he vowed no’
. ~_.

longer to compromise_its integrity with the incl¥sion of -

e
bat
—

_ After~ré§uming his pgsition as produgér‘and director
of the jazz;festival, Wein's thoughts turned to the  possi-
bility of reviving the Newport Folk Festival. He was well
aware  that the audiende for folk music-had éxpanded éigﬁif—

icantly'iq the two years since the last folk festival. By

] - ' -

the fall of 1962, folksong albums were selling in gréét num-

bers all over the country and folksingind acts commanded aé
B : s - .

much as ten thousand dollars a night in major nightclubs -

olksinging, as a pastime, gave a tre-
. ‘e . : - .

mendous boost to sales of banfbs and guitars, with over
_ _ é

. < :
foyr thousand guitars.sell%gg in, the ‘United States in 1961

St

. ' ’
alone.l There were further indications of folk music's

LY

‘popularity: ABC-TV began producing "Hootenanny,"-a weekly

."‘-

1 As reported in "Sibjl_w%ﬁh Guitar," Timé&, 23 Nov.
1962, pp. 54-60. -

-
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folk music series, and the cover, story of Time magazine's

f

Thanksgiving £§sue was on Joan Baez, who had become.a much-

sought-after'perfofﬁiggxartist since her debut at the 1959

festival.
- !

With such a widéspread interest in folk music, Wein

felt confident that a folk'festival might prove a profitable

4 . . ) . .
venture. He anticipated that Newport Festival Productions,

Inc., which produced the jazz festival, would forward the

necessary funds for a pilot production. . It was possible

that record companies alone might advance enoyéé capital

that Ehe festiQal could

its inception. {

34

~

be ¥ self-sustaining venture from

Support and Reorganization

Wein and his wife,

’

Joyce, discussed the idea of re-

v

viving the festival with Pete and Toshi Seeger. The Weins

,..’

felt that gaining the Seegers' suppbrttwas—crucial in re-

organizing the festival;

' fgur’blan was
house,

back in 959 .and

as interviewer Petexr Lyon notes:

. .
: - &

5

worked out in Seeger's .

in 1962," ‘Wein said. "“There were a

’ and I had some ideas

lot of things wra% w1thfear11er festlvals,
h

about how to

em. SO i called Pete. "
asked

-

R . . ?lla ,
"gg%knows -all the foIk‘51ngers," Wein
said, "and they all respect him.
"Pete gives the whole folk field a

conscience ah¥ an
said Joyce Wein,

attitude and a dignity,"

"and all.the youngsters



".t'(,

‘book (New York: &lfred Music, 1965), p. 6. —

follow his lead. There are things they

. wouldn't think of doing, because of Péte.
And there are things they naturally do,
because of Pete."?

Ay

P

Although the Seégers' home--a log cabin t?ey were

»

building oh'thg banks of the Hudson River--was not yet

complete, the brisk fall air was already upon them. The

Y . .
four discussed the 'revival all "huddled together in the

Seegers' bed, trying to keep warm.> Jean Ritchie later

A
explained the outcomeJof their deliberations:

: ¢

Pete 8greed to undertake the revival Af it
could e organized as a truly representa-
tive folk festival and not just a showcase’
for the popular names of the day. It was
his belief that a real folk festival should

- present, side by side, the oldtime ballad \\:
singer, the young. aspirant, the nationally
famous, the good unknown performer from
both rural and urban cultures; in short,
-the best of everything;4 ' '

\k_
In February of 1963,'Seeger informeq.Sing Out:

readers that Wein

L o)

Peter Lyon, "The Ballad of, Pete Seeger," Holiday,
July 1965, pp. 83-86; rpt. in The American Folk Scene:.
Dimensions 6f the Folksong Revival, ed. David A.De Turk
agg A. Poulin, Jr. (New Xork: Dell, 1967), pp. 213-14.

. 3 Telephone conversation with Toshi Seeger, 21 Jan.
1982. Sy . ' ,

4 Jean Ritchie, ed., The Newpart Folk Festival Song—

;

.
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responded to criticisms of the 9 and
‘60 festivals ("too many: c1tyﬂprofe551 nals,
not enough folks") and has asked a committee
of performers to take responsibility for
choosing the program . . . all performers to
get union minimum, no more, no less,. plus
" travel and hotel expenses., Aim is to combine
on the same program some well-known names with
unknown but exciting and-genuine folk per-
formers. All profits will be used for the benefit
of the field itself, be it in the shape of travel
" grants, of folklore on tape or film, etc.
scholarshlps, folk llbraryqengowments, the
support of permanent records. -

~

Folksinger/actor Theodore Bikel joined Wein and

S exr :*des’fgnlng ‘a. nonproflt Newport Folk Foundatlon to
admlqlster the festival's affalrs.6 A rotating committee
of éeven directors would govern the- foundation, with three
new membe;s to be appointed each year, thus ensuring a‘mix
of oid_apd new Sléod. .The directors were fesponsible for'
both the production of a successful annual festival in
Newpoft and éistributibn of the bulk of the festival's
profits in ways that would be of benefit to the folk music ®
field.. [The foundatipn's'nonjfestivél 0pera£ions will be ~

disqussed in Chapter 4.]

/ ! > Pete Seeger, "Johnny Appleseed, Jr.," 'Sing Out!,

13, No. 1 (Feb.-Mar. 1963), p. 76.

6 Although summarized within the text, a copy of
Seeger, Bikel, and Wein's "Proposal “for the Newport Folk
Festival to be held. in Newport July 1963 on the 26th, 27th,
and 28," follows this work as Appendix B,. and sets forth
the guidelines followed in reorganizing the festival and
establishing the Newport Folk Foundation.
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The Board of Directors

The composition of the board was to symbolize the
diversity of folk music current in America and to place
the "sﬁrict rural-based traditionalists in philosophic
conflict with those who view folk soh; as a contemporary
urban musical dynamic."7 Of the first seven board members,
Theoaore Bikel was the mpst knowledgeable about interna-
tional folksong traditions. Bill Clifton: a notéd blue-
grass bandleader, was selected to coordinate a count}y and
bluegrass music program for the 1963 festival. Clarence
Cooper, one qf the Tarfiers, was chosen to advise on the
selectién of blues performers and gospel'groups. Jean
Ritchie was to represent southern Appalachian traditional -
m sic: Pete Seeger, Erik Darling, and Peter Yarrbw were

hosen‘in recognition of their familiarity with both a
diversity of musical styles and a variety of traditional
and\hore contemporary folk musicians, and to indicate that

[3

the board would be sensitive to the concerns of more ec-

lectic folk performers. ' S\\\\ﬂ'

e
?Eg/first seven board members were performers but the

overriding consideration for the future was that the board
‘represent "every branch of the folk world," iﬁcluding non-

performers who had devoted their lives to folk music.8

7 Robert Shelton, "Symbolic Finale: Folk Festival
Winds Up with Songs of the Negro Integration Movement,"
New York Times, 2 Aug. 1964, Sec. 2, p. 9.

8 Seeger, Bikel, Wein, p. 1.
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New members were elected by the current board of directors.
Although they were urged to replace themselves with indi-

viduals of more varied experience, most of the twenty-eight

persons who served on the board were professional performers,

or fieldworkers active in the New York folk music scene._9
[See Table I for a listing of board members and their dates
of §ervice;] |

Three non-voting directoré served as the foundation's
officers. George Wein wés chairman of the board and the
festival's producer.. His associates, Ellgot Hoffﬁan and
Arnold London, acted as the foundation's secretary/general
counsel and treasurer/auditor, respectively. The Newport
Jazz Festival-staff was organized to handle the mechanics
of the festival, including ticket sales and fiéld coordina-
tion. In addition, Wein enlisted the assistance of an as-
sociate producer, public relgtions department, program.
department, and others in the folk music fieid.

Although election to the board was.an”acknowledgment
of previous contributions to the field and a preétigious
post to aspire to, serving on the b&ard meant devoting a
considerable amount of time &nd effor£ to Newport affairs.

-

At least once a month the directors met at George. Wein's

office in New York City, primarily to plan the festival

. , : .

9 1t was suggested that, among others, the board
might include folk music critics, recording company exec-
utives, and fans. See Bruce Jackson, “Newport," Sing Out!,
16, No. 4 (Aug.-Sept. 1966), pp. 6—14, and Barbara Dane,
"Newport: Some Questions," Sing Out!, 16, No..2 (Apr.-
May 1966), cover, p. 64. : )

T



Table I

Board of Directors

.« (Newport Folk Foundation)

Dates of Service

Name ' , ' ..
From To
Bikel, Theodore .. e . . . 1/63 12/65
Brand, Oscar - . .. . . - . 1/66 12/68
Clifton, Bill . e .. . . . 1/63 12/63
‘.Collins, Judy . *%* D . . 1/66 12/68
Cooper, Clarence . . . . . . . 1463 °  12/64 -
Darling, Erik . . . . . . . . 1/63 12/63
Foster, Alice . . . . . . . . 1770  12/72
Gilbert, Rommie . . . . . . . 1/64 12/65
Guthrie, Arlo . . . . . . . . 1/70 12/70
Jackson, Bruce C e . . .o1/6T7 12/70
Jores, Matthew .. =+ . . . . . 1/71 12/72
Kirkpatrick, Rev. Frederick D. .. 1269 o 12/72
Kweskin, Jim . . . . . . . .1.1/68° - .12/69
Lebre, Antonio Ce e L 1/71-‘ 12/72
Lester, Julius . .. Ce . 1/66 - -£2/67
. Lomax, Alan « « « « <« « « . 1l/64 12/66

Raim, Ethel - e . . . . ... 1/67 - | 12/69



70

Table I (Continued)

Détes of Service

Name
From To
Reagon, Bernice sl e - e . . 1769 - 12772
Rinzler, Ralph . . . . . 1/65 12/66
Ritchie, Jean e « . « . 1/863 12/64
Rooney, Jim .. . .. .o 1767 _ 12/69
Y ///
St. Alice, Pelro S 2 ! -+ 12/72
- /:
Seeger, Mike e ey 1/64 12/66 -
Seeger, Pete e -« < . . 1763 12/63
.« .« . . 1765 12/65
Seeger, Toshi . e <« & <« . 1770 12/70
Traum, Happy .i . e '. . .« 1770 12/72
Warner, Frank: . e VY 12/69
Yarrow, Peter . . « . . . 1/63 12/66

Ve
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and evaluate grant requests. As perusal of the board

-

- : meeting minutes reveals, a considerable amount of time
s .
was devoted to other program and policy decisions, such
as how to best utilize festival or field recordings and
how to involve the foundation in folk music activities
throughout the year. Meetings were held every two to'
Ehree weeks as a festival drew néar. 'In addition to per-
forming'in and hosting a varietywof workshops and concerts,
most directors pontinued to serve in an administrative
"~capqcity during the festival. They usually remained in

Newport an extra day or two, to evaluate -the fesrival and

)

1mmed1ately begin to plan for the foLlowrng year's event.

?i

Dlrectorshlps were unpaid and naturally some board
members were more devoted than others. Some often missed
: board meetipgs, while others Qénl to great lengths to: at-
tend regplarly."Some of the directors were concerned )
- solely with either festival or nonfestival bu51ness,
while others were:actively 1nvolVed in both spheres of

~ the Newport operation. Some, but not ali, chose to forgo

their token fifty dollars a day performer's fee.

a

Oscar‘Brand} who served on the board from 1966 to,196§,

was of the opinion that it was very wisely constituted:

It was a mixture of people interested in old-
timey music, traditiondl music, and popular-
ization K as well. I think any board that in-

Ay ]
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cludes Pete Seeger and George Wein was al-
ready far on its way. Whén you-arrived with
Theo Bikel and Alan Lomax, you're adding not
only interesting personalitiyes but clashing
personalities, people whose interests are
very disparate. And yet, because it was not
a money-making situation, it somehow worked
out well. There were arguments. When I
joined thge board there were fights, argu-
ments, discussions on everything from Viet-
nam to drugs. But always there '‘was a mutual
respect that I have rarely seen on any board
anyplace in this world. I've served on busi-
ness boards, public service boards--the fra-
ternity of the folksingerslﬁnd the people -
involved was just amazing.

Séveral directors qpn£inued to attend bozgﬁ meetiﬂgs
" and to se:?e in an advigory cabacity after tﬁeirltefm'in
office ended. .Alan Lomax, Rélph Binzler;‘Mike Sqeger, and
Pete Seeger, who served Sztjueboard in its earliest years,
particularly were influential in shaping the festival's
form and direction. 'Théy continually drged the current

. board to develop new ways of presenting and preserving

grassroots folk qulture, at the festival and 'in the fielx

The newer directors often heeded the advice of senio
bers and decisions sometimes were made by concensus rather

than by dctual vote.

,lo-Personal interview with Oscar Brand, 27 Jan. 1982.

S
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"Between the Jazz and the Folk"

With the festival's lingering Yeputation as a show-

11 This section on George Wein's aspirations for the
folk festival borrows its title from an article he wrote
for the 1965 program book. See George Wein, "Between the
Jazz and the Folk," (Newport Folk Report: 1), 1965 NFFPB,

pp. 6; 48.
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case; and Pete Seeger and Theodore Bikel's endorsement of
the foundation as an appropriate vehicle through which folk
performers might repay those whose efforts had,conEributed
to their own popular successes, the directors had no trouble
in interesting folk artists in donating'their time and tal-
ents to the Newport “cause." . '
-Although at least one fan observéd éhat some performers
participated almost as "an act of contrition for going com-
mercial," the directors truly”believed that their under-
taking would help to bond members of the folk field.‘12
The ré?iyal of the festival will work "only if everyone
shares some of our enthusiasm and ouf willingneés‘to spend
time and energy on this project," thef wrote in a letter
adgfessed to perf%rmers,'écholars, and enthusiasts. "We
would Yike. to kné@sif we maf’cail upon yoﬁ for qdvice,
participation of othér help as the need arises. And we

shall eagerly welcome'your comments and suggeétigns."lB .

N

'For years, George Wein had spoken of producing a

festival programmed and performed by artists who would

£y

distribute the proceeds for the benefit of their field.

12

"The Milk Drinkers," Newsweek, 12 Aug. 1963,
p. 80. ‘ o

13 Copies of the letter were distributed and it was
‘published, in slightly varying form, in Sing Out! magazine
and the 1963 program book. See "The Newport Folk Festival,”
Sing Out!, 13, No. 2 (Apr.-May 1963), p. 76, and "Welcome,"
1963 NFFPB, p. 1. _
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Though he came to view his role in redrganizing the folk
- .

festival as his "most worthwhile accomplishment," he con-

tinued to hope that the cooperative basis of the folk fes-

tival might inspire a aimilar feorgaqization of the Newport e

. Yy
Jazz Festiyal.14 ' * -

Wein had found that jazzmen who had spent years pur-

suing financial success were often unsympathetic with such

altruistic concerns. In a 1965 article assessing his dual

o
I

roles in the jazz and folk fields, Wein described the dif-

ficulties he faced in reorganizing the jazz festival:

The background of the jazz musician, economic,
social, and musical serves to create fears and
mistrust. A greater percentage of the power
structure is controlled by whites. There is
resentment, bitterness and occasionally hatred,
all of which affect the personalities of the

musicians. R

These barriers must be broken 'down before
the musicians can work together in a festival
concept. Also, jazz includes a great diver-
sity of styles and many younger musicians do
not have the respect for tradition that could
create a "one-world of jazz" feeling among old
and young musicians.l13

»

N

Programming

' (4

The nonprofit basis of the'reorganized festival greatly

. : \ '5‘
expanded its programming possibilities. The directors would

o

.
‘

. .
_ 14 As 'quoted in James T. Kaull, "Folk Festival Tops
All," Providence Journal, 29 July 1963, Sec. 1, p. 1.
15"Wein, p. 6.
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dm’ each festival categorically, by first identifying

hiéh genres of folk music éhey would feature, then_se—
lecting a balance of big-name and lesser-known performers
to represent each.category. ‘The festival would feature
different genreé each year. ﬁsfng the 1963 folk scene as
a.basis, Seeger,’gikel, and Wein recommended that country

’

string music, blues, gospel music, old and new ballads,
~ . ° . .

énd'foiksbngs constitute seventy—fiQe percent of egch year's
program. Each festival wquld also féa;ure at least two
exampies of -either American traditional music of older;
nOn—English;épeaking groups, such ag American Indian, Ha-
walian, Eskimo, Louﬁsiané french, southwestern Spanish,
Pennsylvania Dutcﬁ, or of newer immigrant groups, including

German, Jewish, Italian, Russian, Armenian, Greek, Syrian,

Puerto Rican, Scandinavian, Asian, Polish and 'various other
< N ,

Slav dialects. Althoughotﬁe focus was on American per-

formers, the programming committee was to consider inviting

specialty performers available each year, includipng a vis-

itor from outside the United States.'®

George Wein continually urged the board to program
. : .

4

'séveral,commercially'viable artists as -"box office draws"

.to ensure enough profif to.keep the festival and foundation

afloat. However, many board members preferred to'ﬁgE? the
nUmbériof;sfars=toza;minimum_éﬁd concentrate on 'including
. : PP = T \ :

-
>

16 As cited in Seeger, .Bikel, and Wein,-p,.S.



more of what they usually referred to as ”érassroots,"
'“éuthentic," or "ethn;c—traditionalﬂ performers, most of
whom were reiatiVely_unknown rurél artists.

The festival featugsg, pi?ticularly in the early
years, a heavy proportion of we}l—known city folksingers,
such as Joan Baez, Bob Dylan, and Peter, Paul ahd.Mary.",

]
The festival continued to feature popular performers in
later years, uéing theif names to attract large crowds.
As traditional folk music's audience gfew and ﬁhe festival
'itéelf became better ﬁnown, the necessity to build each
year's program around stars decreased. With the exception
of Janis Joplin, who drew record~b£eaking c;owi%.ﬁo the

-

festival in 1939} the draws of"later‘years were usually
. . .

not superstars. The "ratio of ethnic to urbanypeérfermers"
in 1963 was about 1/2.77 By 1967, this ratio had almost |
inverted' to 2/l. -

By following these guidelines and varying the génres

featured,fthé féStival presented a.tremendous’ afiety of
music bereen 1563 and 1969. [See Appendix D for a list-
ing of festival-participants;] Although‘maﬁy par;iéipahts
gave repeat performanceé, these were-often on alternate

.

rather than successive years, in order that‘oﬁzers within

the same category might be invited.

¥

1

. 7 mhis point is made by Elliot L. Hoffman_in his
"Secretary's Report," 1968 NFFPB, p. 42. ‘ '

>
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Arrangements for Performers \~

aagry

During the festival, a standard fee of-fifty dollars

a day was:paid £® each participant. A recordiné star who

normally commanded several thousand dollars received no

more bhan a Newfoundland housewife who had riever sung out-

side of her own community. °~ *. L e

Unlike the jazz féstival and prevdous_Nenport Folk
Festivals, the -foundation arranged and financed performers'
travel to and from Newport and pro?ided them with food and'
lodging during the festival; While all performers were of-
fered modest dormitor?—stYle accommodations in mansions
'rented'from Vernon Court Junior,College, some made other

arrangements.,~Those under Albert Grossman's management
Il

often stayed in rooms he rented\at the posh Viking Hotel
and Motor Court. 18 _ : P
Some.of the tradltlonal artlsts had never traveled

soutside their home’ communltles. The - foundatlon reallzed

that leaving home for the first time to perform before:

thousands of strangers might be a traumatic experience.
‘ ; | e T g
Staff members wrbte letters t0'some:of the artists' em-

ployers to help them arran?e time off to come to the

:qfestival. Performers were encouraged to bring family

members with them. Speeial "Kin" badges were prepared
o ) ’) ) . . - N J ..
/ — T L ' R -\

a
1% ' T .- [ . . :
18. Personal 1nterv1ew W1th Joyce Weln, 29 Jan. 1982.
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for them, similar to fhe "Performer,"” "Employee," "Cour-
tesy," "Press," and "Official"passes worn by others at
the festival. -

The directoES helped to foster a family atmosphere
by brinéing their own spouses and children £o Newport.

In 1963, George and Joyce Wein, Theodore Bikel, Pete Seeger
and his family, and Jean Ritchie and her family all stayed
together.‘ Often the family members were involved intimately
in the behind—the—scenes operation of the festival.

After helping to feorganize the festival in 1963,
Toshi Seeger took on thé primary responsibility for ar-
ranging the travel, accommodations, and care of performers
that year. What she called the "tlc," or "tender loving
care" approach, guided the foundation's dealings with
traditional performers for ?ears afterwards. As explained
.by Ralph Rinzler, who took over_the job in 1964, staging a

successful production required

. . . an awful lot of affectionate care and . i
handling of people not accustomed to per-

forming on huge stages before huge audiences

with huge sound sysfsms, s0 they didn't feel

ocut of their depth.

To him, this imcluded giving untrained artists

19 personal interview with Ralph Rinzler, 20 May 1981.
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. « . the assurance of knowing what they
would perform, how many items they should
perform, what they would be, what order
they would be in, how to present them-
selves, what to say on the stage,  so they
would be natural and comfortable. So
they wouldn't feel that they had to make
a speech or stand up or put on a bowtie

. and a black suit or a granny dress, but
to just be themselves and speab from
their hearts and their heads.

Jéyce Weih often assumed a tremendous amount of the
responsibility for arranging the many details of trans-
porting, housing, feeding, and taking care of performers
at Newport. During the festival she supervised a staff
of volunteers, some of whom wére also relatives or friends

21 Other volunteers were

of board members and performers.
simply folk music fans who were excited about the feétival
and wanted to assist. They helped in grocery shopping and’
in feeding from three hundred go five hundred people three
times a day; Most meals were served under a big tent set
up behind one of the houses where performers were staying.
The volunteers took lunches to participants and staff mem-
bers whé were on the festival grounds. Their other re;

sponsibilities included making beds, waking people in the

mbrning, getting performers to rehearsals and performances

20 Personal interview with Ralph Rinzler, 20 May 1981.

21 See M. Augusta Clay, "Helping Out 4t the Folk Fes-
tival," Providence Journal, 23 July 1965, Sec¢. W, p. 6.
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on time, and hosting parties at one of the guest houses

each night.

Informality the Keynote

-

With such an informal atmosphere, some of the festi-

.val's most exciting musical exchanges took place off-stage.

In 1964, most of the blues musicians were housed . together
and "Blues House," as their residence came to be known,

was the scene of many an afternoon and late night jam ses-
sion. Festival parties provided another context for such

exchanges. At one party in 1964, in a room

. +« .« full of Joan Baez, Sandy Bull, Jack
Elliott, and some others, [Bob] Dylan and
[Johnny] Cash sat on the flocor trading songs.
Joan set up a little portable machine, and
that's where Bob gave Johnny "It Ain't Me,
Babe" and "Mama, You've Been On My Mind."
Johnny was there with June Carter, so shy
and sweet and gentle, in a room full of
freaks. Afterward; Johnny took Bob aside
and gave him his guitafi—an old country
gesture of admiration.

There were many unscheduled jam sessions at the fes-
tival site. As a reporter for the Providence Journal wrote

in 1965, he heard "sounds of strange jazz" on the grounds
/

22 As recalled by Tony Glover, "Second Annual 2000

Words," in 34th Nationad Folk Festival Program Book, ed.
Carol Fein (New York: Music Sales Corp., 1972), [p. 13].
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early one morning and traced them to the performers'

dressing tent:

There Lafayette Leake was playing the piano,
lightly and politely. Willie Dixon .was
backing up on bass, and Leslie Grinage was
plucking another bass. The rhythm section
was further enlarged by Hassan Razak, -
beating an African drum, for he is the
leader of the Ishangi Dance Troupe. Bruce
Langhorn, Odetta' s accompanist, was strum-
ming the guitar. . . . :

Then Odetta strolledzin and joined
them with another guitar.

Format

The'directors felt that the success of their under-
taking depended upon their ability to develop presenta-
tions that would display both big-name and lesser—known
performers to advantage. - They soudhf to ease the awkward
5uxtaposition of .professional and nonprofessional per-
formers by transferriné some of the off-stage informality
into the scheduled events. Toward this end, there were
numerous format changes each year. [See Appendix A,
schedules of events for each féstival.]

In designing the 1963 feét%val, Seeger, Bikel, and

Wein recommended that concerts featuring a diversity of

" artists be held in Freebody Park each of the festival's

23 Bradford T. Swan, "Part Workshop, Part Concert,"
Prgvidence Sunday Journal, 25 July 1965, Sec. 1, p. 1l4.

/
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three evenings. To last no more.than three hours, these
concerts would present both stars and unknowns and would
¢

be produced with "the same care devoted to a major TV

w24

spec([iall. Endeavoring to provide

. « . an opportunity for fans of one par-
ticular performer or idiom to really soak
"up all they-want and for the performer to
really give more than a superficial glance
at what they can do,

the directors outlined a greatly expanded daytime'prog;am.25

The festival would hold a number of smaller, "informal E
musical or workshop sessions"” outdoors during the daytdme,

each concentrating on one type of music and programmed in

advance sd the audience could decide which to attend.26

The following were suggested as suitable workshop topics:

-

- Banjos and Fiddles;

- Ballads;

- Blues;

- Storytelling;

- Square Dance;

- Technique of Strums;

- Movies of the Past Greats;
- Instrumental Specialties;
- "0ld Time Songs";

- Irish Music;

24 Seeger, Bikel, and Wein, p. 5.

25 Seeger, Bikel, and Wein, p. 3.

26 Seeger, Bikel, and Wein, p. 3.
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- Folk Religious; such as Gospel Songs,
Plainsong, Harp Singing, Chassidic; and
- Sessions for listening to recorded music.
The directors would also consider other available spe-
cialties, such as Jewish, Spanish, or other non-English
music and dance. Audience participation would be encour-~

. . . . 27
aged in hootenanny and discussion sessions.

B. THE FESTIVALS, 1963 - 1965

The reorganized festival grew substantially during
its first three years. The evening concerts c6ntiﬁued to
be held in Freebody Pamk in 1963 and 1964, with daytime
events on the grou;ds of the Newport Casino-or nearby St.
Michael's School. However, yearly increases in the number
of participants, the length of the festival, -and the size
of the audience caused problems for both the'festival and
the community. In 1965, all.events were moved to Feétival
Field, a new thirty-five acre site, away from the downtown
area.

During these, the peak years of a topical song move-
ment in which many new songs were written and older ones
reworked to address various forms of social: injustice, the
festival developed a liberal spirit that was heightened in

contrast to Newport's haughty reputation as an exclusive

27 pAs outlined by Seeger, Bikel, and Wein, p. 3.
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resort community. ‘On one level, the festival was a sup-
portive community gaﬁhering for like-minded individuals
who shared "an urban folk ethos which combined rejection
of mass culture with an amorphous, sentimenﬁal, prg;civil

28

rights, and peace leftism." As both a musical and an ideo-

logical stage, what happened at the festival "reflected
and in a small way affected the rest of the world."29
The workability of many of the ideas which had been
outlined in the original proposal were tested each year;
During the daytime, a nqmber of playing and singing ses-
sions were held concurrently on the festival g;oﬁnds. En-
tire days were devoted to workshops on'differegt instru-
ments, musics, or vocal styles. During the day on Sundays,
a religious concert and a concert of.new talent were fea-
tured. Sémlnars.and £ilm sessions were also held, but
these réceived.much less attention than their musical
counterparts. The evening concerts continued to be exciting
but, because of their size and the diversity of artists pre-

sented, were often problematic.

Growth and Logistics

. In 1963 and 1964, the evening concerts remained in

28 p1len Willis, "Newport: You Can't Go Down Home

Again,"  New Yorker, 17 Alg. 1968, p. 87. ~

29 Irwin Silber, "Festivals: Newport," Sing Out!,
17, No. 5 (Oct.-Nov. 1967), p. 1.
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Freebody Park, despite complaiﬁts as to ghe unsuitability
of the setting. Although it had been proposed that the
daytime events be ﬁeld on an estate made available to the
folk festival by the Newport Preservation Society, such an
arrangement was nevef made.3q1fIn 1963, these more infor-
mal events todk-bléce concurrently on the main stage at
the park and in the theatre and on the porches of the New-
port‘Casino...In 1964, the entire daytime proé;am was
-moJéd to the more expansivé grounds of St. Michael's School.
In just two years, the festival program expanded con-
siderably. ’'In 19é3, when seventy-five performers were féa-
tuﬁsdl the direéfors were agplauded for havigg designéd a
diverse yet uAified presentation that was simultaneously
entertaining aqd educational. George Wein declared that iﬁ
was "unquestionably the most successful festival" he'd been
: ifivolved in and that "it demonstrated how individual talents
and personalities can mérge to show how a real festival, and
no£ just a series of concerts, can be created."31 In 1964,
the directors succumbed to the temptation to invite "every-
Qne.“32 Although the 228 performers who pa:ticipated in the

festival were exciting, it was numbers more than performers

30 This was one of many ideas entertained by Seeger,
Bikel, and Wein when they were reorganizing the festival.
31 .
As quoted in Kaull, p. 1.
32 ., . :
This point was made by Shelton, p. S.
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or performances that made the festival memorable. An ad-

ditional day of workshops was added to ;he_program, as»wés
a fourth evening Soncertnwhiqh featured twenty-seven sepa-
rate acts. Total attendance at the festival was over sev-

enty thousand, almost twice as high as the previous year's

total. 1In 1963, the "intimacy" of workshops that attracted

three hundred, four pundred or five hundred fans seemed

questionable; in 1964, when three thousand fans gathered in

a massive, sprawling semicircle around an eight by eight .
foot wooden platforh, claims of intimacy were-absurd.33
Capacity crowds of fifteen thousand packed Freebody

Park on Friday, Safurday, and Sunday evenings in 1963 and

1964. On at least one night, the gates to the park were

opened early in order to relieve some of the congestion in ..

the quntown area of the city. Durin& the concerts, thou-
sands of fans milled in the darkened streets outside, lis-

tening to the music drift over the stone walls of the .are-

34

na In 1964, city officials, wary of the riotous poten-

tial of such gatherings, posted signs on major roadways

leading into the town, asking that those without tickets

w35 g i

please "Keep Out of Newport. The city's police forcé

w . »

1

33 Such a scene was described by Paul Nelson in his
ewport: Down There on a Visit," Little Sandy Review,
36\(1964) , P. 56. -

\».

- 34 See James T. Kaull, "Folk Festival Crowds Break
All \cords,"_Providence’Journal, 27 July 1964, Sec. 1,
PP. 1; 4. -

3% "'Keep Out of Newport' Sign Not as Harsh as It
Sounds," Providence Journal, 25 July 1964, Sec. 1, p. 20.

N\
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was doubled by adding men from other communities. They

" worked continuously to'disperse the crowds that gathered

to play and sing on lawns and street corners, in bars aga
restaurants. Their efforts were futile, for as soon as
one group had disbanded, another had formed.

Although the directérsﬂhad hoped to induce a festive
atmosphere by filling "every inch of Newport with musical
activity,” locai-opposition to the festival increased.36
IA 1964, the unprecedented size of thelcrowds'caused con-
siderable concern for ﬁublic saféty. After ten years of
festivals, the city was still ill-equipped to handle the
ihflux'of out-of—towﬁ visitors. The beaches dere prepared,

"but cold and drizzly weather on(€he first three nights of
the festival discouraged many campers. As a result, thou-
sands slept in their cars, on private lawns, or in.the parks

a-

of the city. In residential areas, fans rang doorbeils
all night, askihg,for the use of bathrooms or sleeping
space on porches; many didn't even ask. By the time the
festival had ended, residents were threatening to go to

,court td prevent future festivals. Many bﬁsinessesqih the
area around Freebody Park suffered, éggfraffib deterred
residents from shopping; they also thre;?hgsd to take the

festival to court for their losses.37

36 Seeger, Bikel, and Wein, p- 4.

317 See "Newport to End Park Festivals; Residents Com-

plain of Crowds," Néw York Times, 31 July 1964, Sec. 1, p.
26.
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In late July, the City Council voted unanimously to
bar festivals from Freebody Park. They further specified

that fes%}vals could continue to be held in Newport only if

+

they complied with the following restrictions:

- no large crowds; : o
- no beach sleeping; :

- no music after midnight; '

- no traffic in the center of Newport'

-~ no cars parked in the road;

- no use of public parking.38

In recognition of the festival's contributions to the state,
the Governor requested tﬁdﬁ a committee including Senator
Pell's wife, Nuala, and other influential Rhode Islanders
be formed. w;th an eye toward making the festivals a more
permanent feature in Newporﬁ, thé committee was responsible
for locating a suitable site and exploring ways of fi-
nancing and building a musiq shell. , )
Their efforts were successful; InIDecembef, George
Wein leased thirty-five acres of vacant land on Conﬁgll

o

Highway in the northern section of the city. A music sheli
wa; built facing north, so that sound wou%d be projected .
only toward the local naval b getand not éoward any homes.
The site had seaté for tweléﬁpthousand, enclosed by snow
fences and canvas, and parking spaces for twenty-five hun-

dred cars.

38 as outlined at Board Meeting, 17 Sept. 1964, New
York, NY, RR/NP. :
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Both the 1965 jazz and folk festivals were held at
the new Festival Field. Without the wails and concrete éf
Freebody Park, the folk. festival had a freer, more festive
atmosphere. Near the entrance, vendors in a midway of il-
luminated canvas booths sold folk mgsic”magazinesy high
school rings, guitars, banjos, and handmade instruments.

Wein's dream of making Newport a summer-long cultural
center required a more permanent arrangement. Even aftér
he had signed £he lease for Festival-Field, he continued
negotiating for a sixty-eight acre lot in néarby-Pértsmouth.
When thé deal fell th;ough: he.bought one hundred ac£es of
garmland in Middletown, Rhode Islaﬁd, adjacent to Newport.
Déyelopment of the land was blocked by zoning restrictions.
Foiiowing the 1965'festivalg he managed to establish a mod-
icum of permanence by negotiating a ten-year lease on Fes-
tival Field. He immed;ately signeg\zhe Metropolitan Opera
for afour day opera festival in Newport and made plans for
a pop music feétival to be held at the field at the end of
the suﬁmer. An opera festival was annually preéented from
1966 to 1968. The jazz festival continued to be held at
Festival Field until 1972, when it moved to New York City.
The folk festival remained at Festival Field tﬁrough'its
final production in 1969. Wein also talked of adding other
éypesféf festivals to the summer schedule, including a fes-

tival of humor, an American history festival done in pag-

eants, and a festival of the English language, in which
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v

big—name English-lﬁnguhge'talént would pefform.works by
masters of English literature:39' These were never pro-

duced.

’,..
K

Socially Conscious Orientation

!
’

© e I3

In deciding Whethéf.tﬁe'festiVal should remain in
Newport, the dirgctoré had considered manY'fac£oré, such |
as thé lack of accommodations there and the additional
real estate expenées that would be incurred if thé fésti;

- val moved to a more central location such.§S Boston or

New York'Cié?.. Some of the directors félt that stayiﬁg in
Newport made it difficult tofp:gmdtg ;p\:égélitarian at-
mosphere" at the'festival.40 However,nthe idea of staying
‘and performing in the shadows of mansions built by the |
nineteenth century nouveau riche appealed to -those yho
_thought their role-as foiksingers meant they should be ad-
vocates ofz"the ﬁéople," dedicated to promoting social
change by "confronting power and wealth as used in showy"
ways."4} :1"Bob Dylan might very well haée composed the

words to 'The Times They Are A-~Changin'' while riding down

39.As,noted,in M.J. Arlen, "George Wein: Jazz By the
Sea," Holiday, July 1966, p. 96.

40 Point made by 05c;;"§?3nd, as quoted in George-Gent,

"2 Concerts to Sing Folk FestiVal/Blues,ﬁ New York Times, 6
July 1972, Sec. 1, p. 42.

4l Point made in,.David King Dunaway, pergonal inter- -
view with Judy Collins, 30 Dec. 1977. I am grateful to
Dunaway for the loan of the interview transcript.

Al
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Bellevue Avenue on the way to a concert that was to fea-
ture Fannie Lou Hamer and the Freedom Singers," Ralph
Rinzler has ppinted‘%ut.42

Newport in‘&uly_became a peculiarly appropriate "syn-

thesis andkg}atform for mﬁcﬁ of what was new and changing

43 \

and significant in America." In 1963, the focus was on
the civil rights movement. Spirituals, hymns, and gospel

~songs reworked with integration lyrics played a vital role

in the movement by giving people "ne& courage and a sense
of unity," Martin Luther King, Jr. had pointed out. %4

g At Pete Sgeéer's urging, the Freeddm Singers, a group

of four SNCC-(Student Nonviolent Coordinating Committee)
sponsored civil rights activists from the South, were brought
to the festival.to demonstrate their powerful gospel-style .
singing of integrapion songs, and to fally support for their
cause. SNCC set up a pho£ographic exhibit on the festival
grounds. It featured pictures of Bob Dylan, Theodore Bikél;
and other folksingers who had performed at a July 6th con-
cert in Greenwobd, Mississippi, to help in the voter regis—’

tration drive there. On Saturday night, the SNCC organizers

. \
T 42 Personal interview with'ﬁalph Rinzler, 20 May 1981.
- %3 siber, p. 1.
- 44

. As quoted in Robert Shelton, "Songs a Weapon in
"Rights Battle," New York Times, 20 Aug. 1962, Sec. 1, p. 1.
See Guy and Candie Carawan, comps., Songs of the Southern
Freedom Movement: WE SHALIL OVERCOME! (New York: Oak, 1963).

K} i

) ' . b
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and Joan Baez led over six hundred civil rights sympa-
thizers through the streets of Néwport, marching past the

Vanderbilt mansions on Bellevue Avenue to a ially in Truro

| ]
Park. Speeches by James Forman, SNCC's executive secre-

\

Q
tary, and Cordell Reagon, one of the Freedom Singers, ral-

AY

lied support for the August 28th March on Washington to

demand passage of effective civil rights legislation and

a two-dollar-an-~hour minimum wage bill.45

It is debatable whether the overt politicizing and

the singing of protest songs at the festival truly altered

people's consciences.46 It seems likely that, as Bruce

Jackson suggests, the festival may have causea a "narco-

tizing dysfunction" in which "a realization of the possi-

bility of action substitutes for the action itsgdff"47

Jackson applied this term in describing the

. listener who will fervently applaud a
ban—the bomb song, and perhaps go home and
sing it to himself or to his mother or broth-
er, but who would not consider writing his
congressman about nuclear disarmament .
[and} the large audiences who fill the con-

~
-

45 See Ted Holmberg, "Newport nghts Rally Features
Festlval Star," Providence Journal, 28 July 1963, Sec. N,
p. 33.

46 This was pointed out to me in a personal inter-
view with ‘Archie Green, 22 Oct. 1981.

47 This point was made in a personal conversation
with Bruce Jackson, 24 Feb. 1982. He discusses this
phenomenon in his "Sanitary Signifying and Proliferating
Ivy: Observations of the Citybilly at Work and Play,"
Listen, No. 2 (Mar.-Apr. 1964), p. 6. '
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cert halls and nightclubs and record stores,
who, for all their concern with songs of
meaning and protest, tend to be passive,
tend to find that the music itself not only
enables the passive experience to occur, but
also. ennobles it so there4§s no conscience-
prod to further activity.

Although many of the directors and some of the festi~
val participants shared rather liberal social and political
beliefs, others who came to the festival were disturbed
by some of the views expressed there. 1In 1968, when anti-
establishment songs, songs about -white racism, and songs
opposing the Vietnam war were the order of the:day, Rever-
end Buell Kazee, a sixty-eight-year-old Baptist minister
from Kentucky, complained to reporters:

These people told me before I came it wouldnf@?”
be like this . . . I don't want anything to do
with tearing down America. I don't know why
these folks don't do the honest thing and admit
that this is ideology and not just music. If

= I'd known it was go%g' to be like this I'd of
stayed in Kentucky. .

Although few of the other traditional performers who came
to the festival were so outspoken, it is probable that

many of them felt out of place in such a context.

48 Jackson, p. 6.

49 As quoted in Anthony R. Dolan, "Letter From New-
port: Heroes in the Seaweed," National Review, 8 Oct.
1968, 1011.
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Daytime Program

George Wein felt that the "lifeblood of the festival"
was its greatly expanded daytime program of workshops,
concerts, and seminars.50 These sessioﬁs gave the festi-
val more of an educational and intellectual orientation
than there had been in previous years. At least one of
the directors or a folklore scholar hosted each program,
helping to lend understanding and dimension to the mater-
ials pregented.

These events were held concurrently at four or five
areas on the festival grounds, so that fans could choose

which aspects of folk music performance or theory they

‘would like to learn more about. Many browsed the work-

shops "like a bookstore, doing more socializing than se-

rious reading."51

Although the term "workshop" suggests an opportunity
for questions and informal instruction, this was generally
not so at Newport. According to Ralph Rinzler, the main

purpose of such a session was to provide

. . an opportunity for a performer of any
kind, whether it's a superstar or a downhome

>0 "Folk Festival Entertainers Arriving; Plans for
Workshops Being Made," Newport Daily News, 25 July 1963,
Sec. 1, p. 1. )

51

Al Kooper; Backstage Passes (New York: Stein &
Day, 1977), p. 59.
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unaccompanied ballad singer, to share reper-
toires and ideas, origins, attitudes, values,
and, perhaps, kinds of repertoire that you
didn't have an opportunity or a desire to
sing on a huge stage before seventeen thou-
sand people--that you could share that ma-,
terial with an intimate group of people, ‘a
few dozen people, maybe a few hundred people.
. «» - The idea was to make it possible for
people to get to know the performers, whether
they were pop, gammercial professionals or
"downhome folks.

The workshop audiences usually sat on the grass at the
feet of the musicians, whereas at evening concerts the fans
were separated from theﬁpérformers by row upon row of re-
served seats. For sgﬁe fans, the daytime program was truly
the festival's drawing card. "I don't even go to the regu-
lar shows at night," one fan explained. _"They're too much
like anything any tourist can see in New York any night of

the week."53

At their conclusion, the workshops provided
fans with a unique opportunity to gather around the partic-
ipants to ask them questions or look at their instruments.
However, the desiréd intimacy was not always achieved.
As Rinzler recalls, wheﬁ Bob Dylan became. famous, there would

be "two or three thousand people crunched around a stage when

he'd do a workshop and that became just a mini-concert, really

52 Personal interview with Ralph Rinzler, 20 May 1981l.

53 As quoted in Andrew F. Blake, "Symbol of Genuineness,"
Providence Sunday Jodrnal, 25 July 1965, Sec. 1, p. 14.

-~
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not so mini at that."54 As the sessions were usually only

a half or a whole hour long, the number of featured per-

formers often limited each to only two or three numbers.

Topical Song and New Song Writers Workshop

In 1963, the Sunday afternoon workshop devoted to top-
ical songs and new songwriters was by far the most popular
daytime event.

The younger performers on the'program drew the most
audience response. Peter LaFarge brought the Albuque;que
Intertribal Dancers onstage while he séng "Ira Hayes," a
song he had written about the wrongs that had been and were
continuing to be done to his Indian people. The Freedom
Singers received a tremendous ovatibn for their demonstra-
tion of how variations on old hymns, such as "We Shall Not
Be Moved," hélped to raise morale in civil rights gatherings.
Phil Ochs'.“Talking Birmingham Jam" drew the afternoon'’'s only

"standing ovation, but near the end of the program,

When Bob Dylan's voice ranged over the loud
speaker, people came flocking from all areas
of the Festival park. There were few in the
largely youthful crowd who had not heard Bob
before. They seemed to like him not only for
-his poetry and song but also as the uncombed
ramblin' kid who embodies many of the anti-
materialistic values his young audience is

>4 personal interview with Ralph Rinzler, 20 May 1981.
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reaching for. They yelled for him before
he walked up; and yelled twice as hard when
he finished up the workshop with Pete. See-
ger, the two of themsginging Bob's "Play-
boys and Playgirls."

The program attempted to place the outspokenness and
critical social consciousness of the younger songwfiters
in historical perspectiﬁe. "Under Pete Seeger's agile di-
iection, the definition of topical song was broadened to
include, songs of specific incidents in a 'folk's'’ life."56
Jim Garland demonstrated traditional music's relationship
to topical song with his "I Don't Want Your Mill;ons, Mis-
ter," a union song whose words he had written in the 1930's
and set to the traditional tune of "East Virginia." He
followed this with’"The Ballad of Harry Sims," another of
his compositions set to a traditional ballad melody.

In 1964 and 1965, workshops on freedom sohgs and
broadsides continued to examine the roots of contemporary

protest songs.

Blues Workshops

Blues programs were especially popular with the feif

tival audience. Each year, the festival featured both white

33 Josh Dunson, “Workshops Key to Newport '63,"

Broadside, No. 31 (Sept. 1963), p. 8.

56 Dunson, p. 7.
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city youngﬁiers who had learned Negro blues style from re-

cordings méde in the 1920's and 1930's and some of the

1 .
"surviving architects of these styles."57

In 1563, a Saturday afternoon blues workshop, fea-
turing John Lee Hooker,:&ississippi John Hurt, Brownie
McGhee aﬁd Sonny Terry, and John Hammond, Jr., had a tre-
mendous "impact on mény in the audience. Peter Knobler was
at the festival with thirty other fifteen-year-olds from
Camp Kokosing in Vermont. He recalls:

~

That was one of the most overwhelming
afternoons I had had in Ty life, and proba-
bly have had since. Some of these people
I'd heard of, like John Lee Hooker. He did
"Boom, Boom, Boom" and I just thought I'd
died and gone to heaven. That this.was
just--this was it, as far as I was concerned,
it could end right here. .

John Hammond, Jr. made a tremendous
splash for being so incredibly intense about
his music. He did "No Money Down," the
Chuck Berry song and I was awestruck. . . .
He played beautiful harmonica; I played noth-
ing. And, I mean, here was a white guy play-
ing the blues, and there was a lot of ques-
tion as to whether indeed a white guy could -
or should sing the blues and on and on and
on. And Hammond came up and did it. There
was absolutely no guestion whether he could
or should--he did. And it was proof posi-
-tive that we were on the rightsgrack. That
was just absolutely wonderful.

_57 Phrase borrowed £rom Lefoy F. Aarons, "Folk Festival
Growing Enough to Endanger Seams," Washington Post, 2 Aug.
1964, Sec. G, p. 4.

58

Personal interview-with Peter Knobler, 29 Jan. 1982.
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Robert Shelton also noted the 3urféce incongruity of
having the twenty-year-old white blues player on a program
with so many of "the real blues men who had lived and

thought blues for a whole lifetime."59 Yet he also ob-

served that

At the end of the first blues song by Ham-
mond, no one could question the authority

of his style, the mastery of the deep blues
idiom, the intuitive grasp of the language
of the blues. The applause at the end of
his first song was electric. Mississippi
John and Sonny and Brownie and John Lee were
smiling appreciatively. Mississippi John
said that he had wanted to do a jig, but
there wasn't enough room on the stage. They
knew this kid was singing out of his heart

and singing well. They knew tgas kid knew
what the blues were all about.

The 1963 blues workshop was noteworthy as the first
major public appearance of Mississippi John Hurt, well-
known to many in .the audience from_regbrdings he had made
ﬁanf years before. In introducing Hurt,rbick Spotswood,

a Washington, D.C. blues collector who had played a vital
role in "rediscovering" the seventy—yeéraoid songster, ex-

plained the process:

59 Bob Shelton, "John Hammond: Young Giant of the

Blues," Hootenanny, 1, No. 1 (Dec. 1963), p. 51.

60 Shelton, "John Hammond," p. 51.
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_ We brought two guitars with us today.
The twelve string was just an old beat-up
Stella, the best one we could run upon, but-
I thought maybe some of you would like to
hear John play the twelve string. When we
found him this spring he hadn't played one
for forty years, but he pleS it up now and

- plays it like a champ. 'I've been asked to
say a few words about John so I'll make it |
as brief as possible.

He was born in 1894 in Tlock Missis-
sippi in the Carola County area there,
where he's lived and been raised up and
grown and played and worked all his life.

He was the youngest of eleven children.

His ancestors were from the Alabama regions.
When he was eight years old, he learned how
to play guitar. He heard a few songs from
William Henry Carlson, a few other itiner-
ant guitarists that were passing through

the area. But he will tell you very  stoutly
that he taught himself how to play and that
there were no influences on his style.

He recorded in 1928. He made twelve
sides for the Okeh Company that are now very
obscure collector's items. I know myself,
in twelve years of hunting old blues records,
I have been able to find two of John's rec-
ords and both of these are wrecked. This
spring, Tom Hoskins, my friend, went down to
Avalon, Mississippi after we had decided that
there was a good chance John might be there.
He heard his old record of Avalon Blues and
on there was a line,. "Avalon's my home town,
always on my mind." ‘'Putting two and two
together, we decided there must be a Avalon,
Mississippi. We went there. The first per-
son we asked knew where he was, Bf played a
few notes for us and that' $ all.

)

In their_book, Baby, Let Me Follow You Down, Eric von

Schmidt and Jim Rooney describe how von Schmidt wés moved

61 pick Spotswood, recorded 27 July 1963, FOHA/SUNY,
018 (7 1/2 ips, 7" reel).
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by Hurt's performance:

o

It was unreal. John Hurt was dead. Had to
be. All those guys on that Harry Smith An-
thology were dead. They'd all recorded
back in the twenties and thirties. They'd
never been seen or heard from since. But
there was no denying that the man singing
so sweet and playing so beautifully was the
John Hurt. He had a face--and what a face.
He had a hat that he wore like a halo. 1In
another place, in another time, Eric might
well have got on his knees, but he didn't.
After the workshop was over, he went up to
Mississippi John Hurt, shook his hand, and
said, "Mister Hurt, I just.want to tell you
how much I en]oy your music. You know, one
time I built a boat, and I named it after
you." John Hurt smiled, looked at Eric with
"Jiminy grlcket ‘eyes, and said, "Oooh? Thass
"NICE'"G

The.l964 festival featured a particularly impressive
aé;ay of country blues.artists:63 Bf-fai the most popular
workshop was a Saturday afternoon blues prbqram hosted by"'
Sam Charters and Willis James. The workshop was Fhe first
ﬁajor public appearance of Skip James, who blues enthusi-
asts had rediscovered in Mississippi only a month before;

but it was young Dave van Ronk who received the afternoon's

only staﬁd}ng_ovation.

Kl

62 Eric von Schmidt and Jim Rooney, Baby, Let Me Follow
You Down: The illustrated story of the Cambridge folk vears
(Garden City, NY: Anchor, 1979), p. 189. .

63 Featured were Eli?abetﬁ/Cotten, Willie Doss, Sleepy
John Estes with Yank Rachel and Hammy Nixon, Mississippi John
Hurt, Skip James, Fred McDowell, Reverend Robert Wilkins, and
"Robert Pete Williams. ‘
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In 1965*\32\iiifre workshop area was designated "Blues-
ville." Resident artists performed there throughout the day
and hosted special sessions on blues guitar, harménica, "The
South," and "The City." Again, the largest crowds gathered
when the younger white aréists took the étage. |

Some of the directors were displeased that younger per-
formers often received more attention than the\yeterans. As
host-narrator of a session on “Bluefz. Origins and .Offshoots, "
Alan Lomax chalienged the Pauleutterfield Blues Band, an
electric blues band from Chicago, to prove themselves capa-

ble of playing the blues. A member of the audiénce recalls:

Alan Lomax got up on stage and went into a
five or ten minute introduction--like, "Used
to be a time when a farmer would take a box,
glue an axe handle to it, put some strings

on it, sit down in the shade of a tree and
play some blues for himself and his friends.
Now here we've got these guys, and they need
all of this fancy hardware to play the blues.
Today you've heard some of the greatest blues
musicians in the world playing their simple |,
music on simple instruments. Let'§4find out
if these guys can play it at all."

When Lomax left the stage, Albert Grossman, the band's
booking agent, took him to'issue for his remarks, and.the
two settled their dispute with a fistfight in the dust.

‘The band proved ﬁhemselyes'to be "an exciting present-day

~

64 aAs recalled by Paul Rothchild in von Schmidt and

" Rooney, p. 253.
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link in the long chain of the blues."65

Workshop Hosts

Most workshop hosts played a vital role in helping
the artists communicate about their lives and music, acting
as a liasion between the performers and the audience. 1In a

1964 wWorkshop on singing styles, host Ralph Rinzler showed

how the vocal style and fiddle playing
of Dewey Sheperd of Kentucky were actually
extensions of each other. Mr. Shepherd jus-
tified the comparison by then singing in a
.scraping, catgut voice and bowing in a.mel-
ancholy tenor.

Mr. Rinzler virtually reenacted the role
of the folk field collector, interviewing the

*Rev. Robert Wilkins on the @rigins of his mu-
sic. Perhaps the most graphic contrast in
singing styles was the interpretation of a
single spiritual, "Lonesome Valley," by half
a dozen performers.

John Davis of the Georgia Sea Islands
singers intoned it in the "classic" rural
Negro fashion, long surging phrases almost
aching with sadness. Almeda Riddle of the
Ozarks sang it in a bell-like white moun-
taineer soprano--nasal, ornamented, almost
cheerful.

Mary Travers of Peter, Paul and Mary
recast ~the spiritual as a union song, ‘and
Joan Baez rewor%gd it as a song about MlS—
sissippi today.

: 65 Robert Shelton, "Folklorlsts Give Talks at Newport "
New York Timés, 24 July 1965, Sec. l p. 12.

66 Robert Shelton, “Newport Studies Folk-Song Styles,"
New York Times, 25 July 1964, Sec. L, p. 10.
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" Other Types of Workshops

Ballad sessions were also a prominent-aspect of each
year's progrém. In 1965, an oak in the middle of Festival
Field was designated *"The Ballad Tree." Throughout the

weekend, fans gathered beneath its branches to hear singers

e
—

from the United States, Newfdhnaiéna, and the British Isles
exchange sonés: i

The 1965 festival featured more inétrumental workshops
than‘in'previous years. Included for the first time were
sessions on blues harmonica, folk wind instruments, and
psaltery. The psaltery workshop was the only one in which
one performer: - (Bob "Fiddler" Beers) was given an entire hour

-

to talk to the audience and demonstrate his art.

<

Daytime Concerts

Daytime.concerts were often more musically satisfying
than their evening counterparts. W;th less attention to
lighting and staging, the performers were petter able té-
relax and develop a rapport with the audience. A feiigious
concerﬁrwas held on Sunday morning of the'festival each vear,
as was a Saturday afternoon concert for childfen.’ Following .-
the succe;s'of the 1963 topical song/new son%writer wérkshop,
very similar Sunday af;ernoon progréms were held 'in subse-

-

quent years.
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The Sunday afternoon concerts were often the liveliest
programs of the weekend, combining the informality of the
workshop and its-longer time per performer with the concert
advantages of better staging and miking. The concerts fea-
tured pe;formeré who were either new to folk music perform-

67
ance or represented a new trend.

In 1964, Jose Feliciano, Buffy Sainte~Marie, Tom Pax-
ton,; and the Jim Kweskin Jug Band drew the most critical
acclaim. In 1965, Dick and Mimi'Fariﬁa.demonstraﬁed their
staying power when the skies opened up midwa&'thrbugh their -
set: Mimi, ihtent on the.mhsic, didn't knonwhat was hap-

pening: -

I. thought people were getting up to leave
. I thought, "Oh, no we can't be that

awful--my pessimistic point of view--and _
I was looking at him to see if we should %
stop because I thought people were split- '
ting 'cause we weren't doing that well.

- 'Cause we were the newcomers and so on.
But he went on playing, and then he went -

~on introducing another song--and I thought,
"How could he do this? They're fed up!"
And then people .started taking their
clothes off and I realizgg it was raining
and people were dancing.

’ , ' ¢!
"I want to make one point very clear: it's not raining!"

host Peter Yarrow told the crowd. "It's very simple. God

67 As explained in a ndte on the "Concert Program,"”
1966 NFFPB, p. 45. L A

68

As recalled in von Schmidt and Rooney, p. 260.

- -

-
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69 Yarrow advised

is very moved and he's weeping a bit."
the crowd to sit down and keep dry, but on their feet and
soaked to the skin, they hollered for more, and the music

kept on, "hotter and stron_ger."70

Non-Musical Sessions

Although they were not as ﬁopular,ntalk sessibns were
designed to provide backgrbund on folk music theory and
practice. At the opening seminar in 1963; approximately
seventy-five fans listened as some of the directors aired
their views about the popularity of folk music.

Moderator Theodore Bikel set the tone of the discussion
by observing that folk music's popularity was more than just

"fickleness or a fad." He said it represented "a rebellion

‘by a younger generation against 'canned' recreation and cul-

\

ture and a return to do-it-yourself recreation.“71

Clarence
Cooper pointed out that the popularity of folk music could
be viewgd historically as evi&ence of 'a "coming of age" of
a countrgbwith a culture of its own. "We've reached a point

where we are -willing to sing country songs without being a-
s . )

-

69

"Peter Yarrow, recorded 25 July 1965, FOHA/SUNY, 197,
(7 1/2 ips, 7" reel).: '
70 As described in Pete Seeger,- The In leat Folk-
singer (New York: Simon & Schuster, 1972), D% 296-97.
71

As qUoted'in William H. Young, "Folk Music's Future
Discussed," Providence Journal, 27 July 1963, Sec. 1, p. 5.
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shamed that they are from the country," Cooper said.72

Pete Seegér expressed his concern about the power of tele-
vision to popularize oné art form--using Kentuéky banjo-
picking as an example--to the exclusion and detriment of
other forms. "It will take a fight," Seeger said, "to make
a place in the mass media for ﬁinority tastes. Unless we

fight seriously for the right of minority tastes to survive
there is a great danger they will be wipe_d'out."73

On Satﬁrday, Elliot Hoffman led a discussion on the
topic of "Folk Music and the Copyright Law," and in a ses-
sion on Sunday, Alan Lomax described his experiences "Col-
lecting Folk Music."

Attentive audiences at these sessions proved tﬁe depth
of public interest in the manifold aspects of folk music,
but they were gradually phased out. 1In 1964, at what was
billed as an "academic" workshop, a panel comprised of Her-
bert Halpert, Willis James, Alan Lomax, Tristram P. Coffin,'
and D.K. Wilgus exhorted an audience of 750 to go beyond
the music and, as they said, "collect the people to learn

nld

about their liveé and needs. In 1965, Sam Bayard, Willis

James, A.L. Lloyd, Alan. Lomax, and Charles Seeger talked to

72 As quoted in Young, p. 5.

73 As quoted in Young, p. 5.

4 Robert éhelton, "'64 Folk Festival Ends in Newport,"
- New York Times, 27 July 1964, Sec. 1, p. 22.
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the audience about "The Scholar and the Performer." No
such seminars were held at subsequent festivals.
Screenings of folk music films were scheduled in 1963
and 1964. The lack of available information on what films
were shown and how they were received suggests that the
movies were not a priority among the organizers, nor were
they of interest to reviewers. It is not surprising that

no film sessions were scheduled after 1964.

The Evening Concerts: High Drama

With sell-out crowds paying anywhere from $3-35.50
,each for reserved seats, the evening concerts. were ;iearly
the festival's financial backbone. Most of them were or-
ganized as samplers of the types of music featured at the
festival and the musical acts that performed varied widely-

A

in tempo and temperament.

That the 1963 festival came to be known as "the year
of the topical song" was not a surprise to those who at-
tended the opening evening's concert.75 Despite fine per-

formances by the likes of Doc Watson and Bill Monroe and

75 Attributed to Bernice Reagon, one of the Freedom
Singers, in Josh Dunson, Freedom in the Air: -Song Movements
of the Sixties (New York: International,_1965), p. 99.
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the Bluegrass Boys, the evening's show stoppers were Bob
Dylan and Peter, Paul and Mary, who had specifically drawn

members of the crowd to the festival.76'

Anticipating the
impact of these performers, the organizers scheduled the
trio just before the intermission and Dylan at the program's
end.

As with the Kingston Trio's appearance in 1959, tﬁe
uproar at thé end of Peter, Paul and Mary's performanée
was tremendous. This time, instead of giving in to the
audience's deménds for more, the festival officials told
the crowd that the group would reappear at the end of the
evening. Following a solo performance bj Dylan, Peter,

\kPaul and Mary,'along with Pete Seeger, Joan Baez, Theodore
Bikel, and the Ffeedom Singers, joined him on stage in
the first of many rousing finales that Soon’bgcame a trade-
mark of the Newport festiyal. As,Stacéy Williams, editor

of the festival's record series, reported:

76 The festival was always well-publicized,. due to the
popular appeal of many of the artists who performed there.
About three weeks prior to the 1963 festival, it had
received an unusually effective plug on prime time national ..
television. On July 7, millions of Americans heard John
Charles Daly, moderator of the popular CBS-TV program,
"What's My Line?" explain that his mystery guests (Peter,

w®3ul 'and Mary) would be appearing at the Newport Folk
Festival in Rhode Island, July 26th through 28th. As noted
in "Jazz Festival Called Most Successful Ever," Newport
Daily News, 8 July 1963, Sec. 1, p. 1. :
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The great shouts for "more" which followed
"Blowing In the Wind" led those on stage to
improvise a moving performance of the final
song, "We Shall Overcome." The Freedom
Singers stepped forward and took the vocal
lead in this, "The Marseillaise" of the
integration movement, while all the per-
formers linked arms with those on either
side of them and slowly swayed in rhythm’
to the music. It was musically and vis-
ually 5he climax of the Newport Festival,
1963. 7

Throughout-the weekend, the more eclectic performers
continued to prove most pbpular. The Saturday night program
featured less big-name artists than the previous evening‘s'
concert and thus received less acclaim, despite fine per-
formances by more "exotic" groups such as the Albuguerque
Intertribal Dancers and the Georgia Sea Island Singers.
Akin to, but lacking the emotional drive of the Fridéy
éveniqg-finale, the Sunday evening concert and the festiVal
closed in a -moment 6f genuipe'celebration, when host Pete
Seeger led the audience and over a hundred performers on-
stage in a rousing renaition of Woody Guthrie's “Thivaand

Is Your Land."

1964

The 1964 festival opened with a Thursday evening con-

cert of traditional music, produced by Alan Lomax. Its

71 Stacey Williams, Jacket Notes, The Newport Folk
Festival--1963, The Evening Concerts, Vol. 1, Vanguard,
VRS-9148/VSD-79148, [1963]. '
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twofold burpose was to introduce fans to the vocal and
iﬁstrumental traditions that were the backbone of the-
more popular folk music featured at the festival, and to
prompt tq§ realization that: songs survive because there
are folk cﬁltures to maintain them. Although poorly at-
tended, it was noteworthy as one of the few performances
that ﬂad continuity and meaning 'as a whole, réther.than
as a series of acts. It.examiﬁed the roots of Anglo-
American and Afro-American song tradikioné, scanned vari-
ous aspects of each, then combined and contrasted them.78
This and subsequent evening concerts Lomax produced

involved a considerable amount of preparation. A few days

before such a production,

. . Lomax would get all the musicians to-~
gether in one room in one of those huge New-
port mansions and he'd sit down with a script-

'writer, a stopwatch, and a staff, sound people,
and work out miking, timing, reperygire, and
introductory comments right there.

Despite objections to some of Lomax's introductions, and
a feeling that a little too much may have been presented
a little too fast, the evening as a whole was considered

a fine example of how a tremendous range of music and his-

78 Traditional Music Concert To Open 1964 Newport
Folk Festival, Newport Folk Foundation Press Release,
(19641, RR/NP. ' .

79

Personal interview with Ralph Rinzler, 20 May 1981.
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tory might effectively be displayed on the concert stage.

Perhaps because there was no box office draw, or
perhaps because it was held on a Thursday evening, before
most fans arrived in Newport, the concert played to only
three or four thousand. Many who attended came on free
passes, for when slow tiqkét sales had indicated tnere
wéﬁld be rather sparse attendance, festival officijials had_
given the Chamber of Commerce ﬁwenty—two hundred tickets.
to dispexse free of charge.f'They,.in turn,.ga?e the tick-
ets félsailors from the naval baée and cfuise déstrbjer
force stationed in Newport.'80

In cont;ast, fifteen thousand fané.filled every seat
and covered evéry blade of grass in Freebod& Park for the
concerts held'on Friday, Saturday, and Sunday evenings.
Yet these programs'featured so many performers that few.
were able to.preseht more than random sampling.of their
material. Naturally, the seésohednperfprmers fared best 1'
under such cénditions. The audience, most familiér:w;éﬂ:.
the performance styleéldf Joan Baez, Judy Collins, and
Peter, Paul and Mary, and many of fhem'sharing the views
expressed in these performers' songs about civil rights
or the dangers of nuclear war, applauded them most en-

thusiastically.

80 See games T. Kaull, "Festival Opens in Drizzle.
Before 4,500 Ardent Fans," Providence Journal, 24 July

1964, Sec. 1, p. 1; 12.

~—
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Once again, the festival closed in a symbolic finale
me}ging music and social meaning, as Odetta led other per-
formers and the audience in two songs of the integration
movement. "The social commitment of folk music blended Qith
its esthetic core in a ﬁrihmphant conclusion,"” Roberf Shel-~
ton wrote. “There was a democrétizing spirit about this
fusion of Negro and white musical forms.and about the people

—

who are the conveyor belts of these traditions that was lit-

tle short of utopian."81

1965

[

Although éifferent perfqrmers_and-traditions were
featured, the evéhihg concerts in_1965 were similar to.those
of previous years. However, many of them were terribly
paced, and often. left spectators with "the feeling thét who-
ever' was in éharge of planning had figured that the taleﬂt
would carry the evening automatically, like a helium filled
balloon."82 | |

SoutH African bennywhistler Spokes Mashiyaﬂe was one
of the few performers who was able to do so. Pete Seeger

had met Mashiyane--one df‘Soﬁtﬁﬁhfrica's leading instru-

mentalists--00 a world tour the previous year and had

81 Shelton, "Symbolic Finale," p; 9.

82 Jacksdn, "Newport," p. 12.
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pressed for his inclusion in the festival. During the
Saturday evening concert,'Mashiyane cajoled "incredible

sounds" ' out of his pennywhistle, as Bruce Jackson recalls:

He was joined by Pete Seeger and shortly
afterwards by George Wein. George was
beaming at the piano and Pete, directly
under an overhead spot, was hopping back
and forth across an increasing area on
his long legs, and Spokes was dancing
around the mike and the whole thing just
came.alive for everyone there. It was
simple, wordless, music, what it was all
about, where it was really at. Grooving.
One of those moments that forxr all the non-
sense and all the flapping and all the
pushing and shoving. and tiredness made it
all come home ggat Newport was supposed
to be: music. :

1

.. The .atmosphere at fhe”Sunday evening concert was much

different. The .Paul Butterfield Blues Band warmed the
. el '
crowd up; but Pete Seeger set the keyriote when,‘instead_qf__

singing, he opened the concert by playing a tape of a baby

crying:

. Pete dedicated the program to his new
citizen of the world, asking.what kind
of world that baby would grow up in and
what the singers that night would sing
to that baby about. Seeger's own view
seemed to be that they would sing that
it was a world of pollution, bombs, hun-
ger and igzustice, but that PEOPLE would
OVERCOME . |

83 Jackson, "Newport," p. 14.

84 von Schmidt and Rooney, p. 261.
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Ronnie éilbert followed Seeder's lead and sang Bob Dylan's
. "Masters of War" and a Phil Ochs song about freedom. Bob
Dylan, who emcee Peter Yarrow introduced as "the persoh who
has, in a sense, changed the face of folk music to the
Ameriean public," broke the mood midway through the evening,
when he took the stage Wearing an electric guitar and ac-
companied by a four- piece back up band. 85
Although-it has been most succinctly described as the
night Dylan “electrified ohe half df.his audience end elec—
trocuted the other," there are several versions of how the
organizers and the audience reacted to Dylan s performance.86
»hstylah#himself_knew,“"there was a lot of hypocrisy all
.eround, peqple saying it had to be either folk or rock."BT
To the dismay of many in the folk field, Dylan had cast

his vote on the side of rock in his most recent album,

Bringing It All Back Home, which was half acoﬁstic and half

L

85 Peter Yarrow, recorded 25 July 1965 FOHA/SUNY, 202

(7 1/2 1ps, 7" reel).

86 Quote'from David A. De Turk and A. Poulin, Jr., in
their The American Folk Scene: Dimensions of the Folksong
Revival (New York: Dell, 1967), p. 13. Dylan's performance
is preserved on tapes at FOHA/SUNY, 202-203 (7 1/2 ips, 7"
reels). See also-Paul Nelson, ["Newport Folk Festival,
1965"], Sing Out!, 15, No. 5 (Nov. 1965), pp. 6-8; rpt. in
Bob Dylan: A Retrospective, ed. Craig McGregor (New York:
William Morrow, 1972), pp. 73-76; Anthony Scaduto, Bob Dylan
(New York: Castle, 1971), pp. 212-15; and Irwin Silber,
"What's Happening," Sing Out!, 15, No. 5 (Nov. 1965), pp.
3-6; rpt. in McGregor, pp. 71-72. :

87

As quoted in Scaduto, p. 175.
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electric.eBAl Kooper, who played in Dylan's back-up band
that Sunday evening, recalls that his "'Like a Rolling
Stone' was blasting out of every transistor radio smuggled

onto the festival grounds, and Dylan wanted to make the

penetration blatant."89

In one version of the events, Theodore Bikel summed
up the feelings of those who thought Dylan's electric per-

formance was inappropriate, saying: "you don't whistle in

church--you don't play rock and.roll at a folk festival."90

Yet .in Paul Rothchild's account of the scene backstage,
‘Bikel appears to be more tolerant, and a calming force on

other board members who were irate:

I was on the left side of the stage.
‘Albert was there. Theo Bikel was there.
Pete Seeger was there. George Wein was
there. The band got on stage and started
to play. All of the old folk mafia were
saying, "Get them off stage! This is a
violation of what this festival is all
about! This is pop music! This can't
happen:" And Albert was saying, "Hey,
you can't do that. They're really great.
Look at the audience." Pete Seeger was
livid. He ran back somewhere and came
back with an axe, and he said, "I am

@.

88 See Bob Dylan, Bringing It All Back Home, Columbia,
CL-23281/CS-9128, 1965. '

89

Kooper, p. 59;
90 "NewportE The Short Hot Summer,"” Broadside, No.
61 (15 Aug. 1965), [p. 9].
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going to chop the power cables if you don't
take them off the stage right now!" Theodore
Bikel, who was on the board of directors,
said, "You can't do that! Pete, you can't
stop the future. Look at those people! They
are going to learn the music we want them to
know through these young 'musicians. ' Leave
them alone. It's okay." I was surprised, but
Theo was choosing to blow with the winds of .
change, whereas the others ygre trying to ; .
hold on to their sanctuary. > C

Dylan's performance caused commotion not only back-
stage, but in the audience. Applause mixed with boos
and cries for Dylan to rid himself of the band. Eric . -

von Sghmidt claims tHat the audience began yelling simply

because the s ‘was poorly mixed:

I was in about the twelfth row, and during
the first song, which was "Maggie's Farm;"
you couldn't hear Dylan even from where' I
was. And immediately several people, in-
cluding me, started to holler, gge can‘t - °
hear Dylan! Turn up the mike!" - )

Aol
“

‘Such cries gquickly mixed with boos, and clearly olt of cou:;
trol .of the audience, Dylén and his band left the -stage
after playing onl¥ three songs. "The most dramatic thing

I've seen," Paul Nelson wrote in his .notebook 1é£er that

91

32

As quoted in von Schmidt and Rooney, p. 261.
von Schmidt and Rooney, p. 262. '

AN
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{ .
evening:

Dylan walking off the stage, the audience
booing and vyelling, "Get rid of that elec-
-tric," Peter Yarrow trying to talk the
audience into clapping and trxying to talk
Dylan into coming back, Yarrow announcing
Dylan was coming back, George Wein asking
Yarrow in disbelief "Is he coming back?",
Dylan coming back with tears in his eyes
and singing "It's All-Over Now, Baby Blue,”
a song that I took to be his farewell to

" Newport, an incredible sadness over Dylan
and the audience finally clapping now be§3
cause- the electric guitar was gone, etc.

Backstage, Pete Seeger gathered-musicicéns for a

94

unifying finale. The result“was d"ghastly conclusion

in which "practically all forms of Social Significance

ran cbmpletely out of control in a sickening display of

egomania and a desperate grabbing for publicity and fame."95

When the concert was over, Mel Lyman "made an attempt to

heal the wound of the-evening with his own powerful brand

n96

of folk mysticism. - Lyman asked Pete Seeger and George

. 93 Paul Nelson, "fes'ti:val {(fes'ti-.wval)," in The
Festival Songbook,’comp. David Gahr, Paul Nelson, and
" Tony Glover (New York: Amsco,’1973), p. 18.
. :;.' S )
_94-See David King Dunaway, How Can I Keep From Sing-
ing: Pete Seeger (New York: McGraw-Hill, 1981), p. 247.

95 . .
Nelson, "Newport Folk_Festivalﬁ 1965," p. 1i6.

96 von Schmidt and Rooney, p. 264.
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Wein if he could go on stage and play "Rock 6f Ages"'on

his harmonica:

Neither of them thought it was a good
idea, and told him that neither of them
had the authority to tell him to do it.
That was up.to the Bog;d of Directors.
So Mel did it anyway.

ly imagined the tension" as the aﬁdience filed

£rom thé.field, ohe reviewer wrote,. but .

-
-

. . . from a lone mike on stage, the .thin
plaintive cry of a harp sobbed "Rock of
Ages." - "Rock of ages, cleft for me. . ."

. 1t sang, over and over, tile.same simple
chorus, the same refrain, and the audi-
ence fell in step. It was a plea, a hymn,
a dirge, a lullaby. Twenty times, thirty,
more, and always the same beseeching, o«
stroking, praying, pleading;. .then slower,
softer, and as the supplication trailed
away, the park wasggmpty_and~people were
on their way home?” " e

” . ~

An .Eye to the Future.

When the airectors.met to evaluate the festival on
Monday mofningflﬁonnie Gilbert suggested that they begin

to work moré closely with. young urban performers to pro-

[
[o7 . . o
von Schmidt and Rooney, p. 265.
28 RoHert_J. Lurtsema, hOn the Scene," Broadside

of Boston, 18 Aug. 1965, p. 1l.

>~
- -
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vide them with career guidance.99 The directors were aware
that many younguperformers had begun to view invitations to

perform at the festival as folk music's equivalent to a

"Good Housekeeping Seal of Approval.“100 As Bruce Jackson

later noted, one difficulty facing the festival was that

. . some of the younger performers dc not
realize what Newport is all about. For them
"it is a place to star, a place to make it, a
chance to break out of the coffafﬁouse cir-
cuit and opt for the big time,

A\

Jackson discounted the myth of Newport as a star-making

»
~

sdituation, noting that

. . . plenty of performers have had tremen-

dous impact onstage at Newport but have -gone

nowhere ‘afterwards; others have completely

blown thfag‘sets, yet come out with undamaged
careers. . L. ’

He acknowledged the impact of 'a Newport\appeafance on Mis-’
. . L

sissippi John Hurt's career, buﬁwdispdteg both the sto;y

thaa\Joan'Baez exploded into national Stardom as a result

of her appearance at the 1959. festival and Phil Ochs'

’, >

99 Board meeting, 26 July 1965, Newport, .RI, RR/&P.
100 tne Board, Let®@r to "Friends," 14 Dec. 1965, RR/NP.
101 Jackson, "Newport," p. 8.

102 .

Jackson, "Newport," p. 9.-
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asse&tion that his 1964 performance changed him from a
coffeehouse to a concert performer. Still, the myth
persisted.

As the majority of the féstival's audiencg were -college
students whd had been raised on pop music and were living
in a ;ociety swept by Beatlemania, the directors were con-
‘cerned that the festival preserve its integrity as .a folk,
not a pop, festival. They felt that the size of the festi-
val had becéme both its_“pitfall and~ultimaté saving érace."103
The directors wondered whether they should stick with the
Newport formuia of Qsing big-ndme commercial artists to at-
tract huge audiences and sub$idize the appearance of non-
commercial tfaditional perférmers; they questioned whether
" they weré assuﬁing-too high a level of audience sophistica—-
tion in their presentations. During a wérkshop at the 1964
'festiWi » Old-time fiddlér-C1ayton "Pappy" MéMichen_had

challenged -the audience: .

what are you peoBle doing here? You
don't know anything about the music. ‘You're . ,
the easiest audience in the world to play
for, because you don't want anything from us.
I could play the worst fiddle in the world,
and you'd still appjaud. You just like us
because we're old. _

. 103"Jack'son, "Newport," p;'9. r

: ' : = o
194 Paraph¥ased by Paul Nelson in his "Newport: The
Folk Spectacle Comes of Age," Sing Qut!, 14,#No. 5 (Nov.
1964), p. 7. -

1
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As the directors considered various ways of improving
the program, they took numerous criticisms to heart. They
debated whether there should be more or less workshops, how
many performers should be featured, and whether there should
be more traditional music at the“festival and/or more con-
tempora;y music. Suggestions made by Mike Seeger, Pete
Seeger, and Ralph Rinzler proved to be most infigential in
determining the futufe.diréction of the festival.

Mike Seéger suggested thaF subséquent festivals feature
IWedﬁesday nigﬁt perfOrmanceé'and-éeveral'Small-scale pro-
grams on other weeknights, in which it would be possible to
exberiment with "new hére natﬁral,modes of presentation‘."105
He felt that the role of emcees‘should be minimized and that
the "all hands on stage" Sunday finales be revised or aban-
doned.flos' Seeger noted that the festival had been relying
on the same big-name "draws" each year, even though the folk
mus;c scene had changed considerably. He felt that it was
necessary for the festival to present pop aspects of rhythm
& blues and country & western music, 5ust as it presented
more pdgular éfolk" acts, but recommended that performers

be invited only if they had some "connection in form and

content to what we-in general call the traditions of folk

?

.105 Mike Seeger, Letter to the Board, 19 Aug. 1965,

RR/NP.
. 106

Mike Seeger, Letter to the Board, 19 Aug. 1965,
RR/NP. .
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. w107
music.

Pete Seeger's suggestions included a "Ten Command-

ments for the 'Grand Evening Mix-It-Up' Programs":

1. No more than 10 performers or per-
forming groups on any evening
© .program.
2. Some Blue Grass or mountain string
music.
3. Some Blues.”
4. Some Ballads.
5. Some religious and/or DOlltlcal
songs.
6. Some songs in a foreign language.
7. Some Dance.
8. A balance between male and female.
9. A balance between young and old.
10. A balanceogetween famous and in- -
famous.

He recommended that the festival feature more workshopé,
preferably patterned after the Ballad Tree or Bluesville,’
or like Fiddler Beers' workshep, in. which an entire hour
was devoted to one artist. |

Ralph Rinzler's ‘ieal reflected his knowledge of and
interest in the folklife studles mevement qalnlng momentum
in the United States. In e-posltlon paper "which fore—
shadewed his subsequent role as initial director of the

Smithsonian Institution's Festival of American Folklife,

‘ 107 Mike Seeger, Letter to the, Board, 19 Aug. 1963,

‘RR/NP.

108 pate Seeger, Letter to the Board, [1965], RR/NP.



124
Rinzler advised that

the Newport Folk Festival should be what
-its name implies rather than solely a folk °
music festival. As the nation's largest
folk festival with the broadest point of
view on talent selection, we have a re-
sponsibility to maintain an appropriately
liberal perspective oToghe meaning of the
term "folk festival." '

Rinzler further recommended changes that would

. make more effective use of the talents
of our perfomers, particularly those who
acquired their folk songs in folk communi-
ties. Bessie Jones ‘could do a workshop on
folktales single-handedly. Ed Young could
have taught a group of people how to make
.cane fifes-and any of the Cape Breton singers
at the '65 festival could have knitted a
salmon or a herring net or neatly assembled
a lobster trap for the edificaiisn of a few
hundred interested spectators.

C. FURTHER EXPERIMENTATION AND THE FESTIVAL'S DEMISE

In the festival's final years, the directors increased
their effprts to develop the festival as an educational
tool. Children's days and craft§ gxhibits were'addea to
the schedule, to help people "understand that folksong is
.really part of a broad cultural web rather than something

that exists on LPs and in coffeehouses and folk festivals

R
!

109 Ralph Rinzler, Draft of a program book article
on folk crafts, [1966], p. 1, RR/NP.

110 Rinzler, Draft of crafts article, p..1l.
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M lll

only. Dance workshops and hootenannies helped to

increase audience participation. Sunday morning religious
érograms were expanded. 1In 1967, the workshop schedule
was expanded from four to fifteen areas; in 1968 and 1969
workshops were scattered among fifteen to twenty areas of
the field. Most were unamplified, to prevent thé "bleeding"
of sound from one area to another and to keep the crowds at
any one workshop limited to normal hearing distance. As in
the past, some O0f these sessions were devoted to a partic-
ular type of instrument, song, or style. Other sessions

. were programmed for_the music of one performer or groﬁp.
Jam sessions were scheduled for bluegrass, blues, and con-

temporary musicians.

Children's Days-

Children's concerts had been a éegular Saturday after-
noon feature'&t previpus folk festivals. Jean Ritchie, Sam
Hinton, Ed McCurdy, and Pete Seeggr'héd been on the 1963
progrém. -Ritqhie sang lullabies her mother had sung to
her as a child, Hinton demonstrated hand games, and McCurdy
told thé story of "0ld zZip Coon," an-eccentric violinist
who would plaf only one song. Pete Seeger's stofy about a.

tea kettle that could sing like people was an allegor-

Ed ’ . | 3
> .
”

111 Point made by Bruce Jackson, in his “Newport '66—~

Good Music, Diabolical Programming,"” Slng Out!, 16, No. 5
(Nov. 1966), p 17.

QA
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ization of his belief in thé importance of the folk festi-
val to provide a forum for folk music. 12

At children's concexrts in 1964 and 1965, other per-
formers had told stories and sung songs they had iearned_
as children. Both children and adults in the audience .
joined in the singing and dancing.

In 1966, the festival opened with an entire day of
events for children, in?}uding morning and afternoon con-
certs, afternoon work%hops, énd crafts demonstrations.

) Cémmunity outreach efforts by the foundation resulted
in the attendance of over two thousand children. Most of

them came in groups from summer camps and day programs

sponsored by state educational officials. A few hundred

others came as a part of federally funded programs for -
culturally and economically deprived children. In addi-
tion, many families éame to the festival with picnic bas-
kets, blanke;s, cameras, and strollers. Based on the
ehfhﬁsiastic turnout in 1966, children's days became one

of the festival's regular features.
) o

Like folk music, folk crafts had long been the subject

of study, collection, and revival activities on the part 6@.

. 112 Pete Seeger, recorded 27 July 1963, FOHA/SUNY,
010 (7 1/2 ips, 7" reel).
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scholafé and enthusiasts. But consistent with the festi-
vai's aim to present the rural roots of thé urban revival,
the 1966 crafts exhibit featured only craftspeople from
the United States and Canada.who had "learned their tech-
.niques in folk communities directly from mofe eﬁperienced
workers, either thrdugh verbal instruction or through

nll3

observation and imitation. Most had learned their

craft as a part of their work, rather than for recreational
or amusement purposes.

As early as 1964, Robert Sheltoh had suggested that
the festival incorporate "graphic folk arts and crafts.f%;4
At that timé, however, no one on the board had thé interest
in or enthusiasm for expanding the festival's offeringé.
The 1966 shift developed p}imarily out of Ralph Rinzler's
personal interest in traditional crafts and his constant
exposure to folk objects while in the field. As he ex-

piains, often while

. e llstenlng to people sing, I'd sit down
on a folk chair or put my foot on a folk bas-
ket, or kick over a folk table or something.
Everything was really beautiful and rough-
hewn and handmade and you'd find that stuff
at everyone's houses, somewhere. A lot of
it might be thrown out .or burned or gotten
rid of, but back 195the country you'd still "’
find a lot of it. .

-

) . _
%13 Rinzler, Draft of crafts article; p. 5.
114'Shelton, "Symbolic Finale," p. 9.

115

Personal interview with Ralph Rinzler; 20 May 1981.
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Rinzler began exploring %ays in which festival audi-

ences might also come to view crafts as "a material exten-

nll6

sion of a folk esthetic. During an evening concert in

1965, he had singers from Cape Breton Island, Nova Scotia
demonstrate the conhection between the music and crafts of
a region by singinq‘as they milled cloth on a table. As
the singers came on stage, Alan Lomax'éxplaiﬁed how, in the

Hebrides, people‘sanéﬂgk\they worked wool into "great Scot-

tish twe_ed."117 Rinzler linked this practice to "milling

[

frolics" that were held in Cape Breton. He explained that
some of the rhythmic songs which were sung as the cloth

passed from hand to“hand dated

. . . back to the time when the Scottish
kings had their very own palaces in the
Hebrides. And when a king died, they would
row his body in state back to the islands.
Some of the rowinag songs. which were used at .
the time are some of the very same tunes a3§8
texts that are now used for milling songs.

r

In the 1966wdemopstration,of téxtile_g;oduction, "From
: - . ) -t . .. -'T‘v';il
_Sheep to Loom," craftspeople from Cape Breton exchanged

-

- A

116 pinzler, as guoted in Robert Shelton, "Newport
Starts Its Folk Festival," New York Times, 22 July 1966,
Sec. 1, p. 20.

117 Alan Lomax, recorded 23 July 1965, FOHA/SUNY,
180 (7 1/2 ips, 7" reel). - :

. 118 Ralph Rinzler, recorded 23 July 1965, FOHA/SUNY,
180 (7 1/2 ips, 7" reel). °

4
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methods and ideas with weavers from elsewhere. Malcolm
Angus MécLeod, his wife, and his sister worked with Taft

3
Greer, a weaver from Johnson CityL Tennessee, and Scots’
weaver/ﬁallad éinger Norman Kennedy, in the shearing of
sheep, and the Washiné, carding, spinning, and weaving of ’
the wool into cloth.: -MacLeod also demonstrated the knitting
of nets and assembling of traps for lobstering.

Craftspeoplé grom the South fashioned a variety g;
household objects. Ora and Wil}ard Watson demohstrated
_their talénts as a quiltmaker and w;odcarver, respectively.
wiilard carved traditional childrén'S.toys: paddle dancers,
balancing'sawyers, and pecking chickens. Alsoqifatured
were Selmer Thomas, a basket and chairmaker from western
Tennessee; and Norman Miller, a pottef from south ceqtral
Alabama. ) -

Na£ive Americaq'érts wereldemongéfated. Michael
Saclamana, an Eékimo from-King Island, Alaska demonstrated
the traditional style of ivorycérVing that he had learned -
"from his father. Most of his catviﬁgs were 6f animals: or
hunting scenes. A group of Seminole Indians from'Flérida-
demonstrated decorativ& pétchwork sewing.

. A éecond crafts'éxhibit was.orgahized in;1967; It

featured woodworkers, cornhusk dollmakers, basketmakers,’

N

a mason, a dulcimermaker, and a rughooker.

The crafts exhibits were a novelty, rather than an
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, ~

f
integral part of the festival, Ralph Rinzler felt that
the festival's reﬁhtation as a éhdﬁcasé hindered any serious
"attempts to &evelop it as an edqcétional forum. When he
was asked to coordinate a tribute tL grassroots America at
the Smithsonian Institution in 1957, Rinzler dubbed it a
"folilife" festival, and split the emphasis equally between

music and crafts. The folklife festival audience was more

receptive than the fans at Newport had been:

Essentially what was amazing to people was
that what the grassroots craftsmen were doing
on the Mall was identical to what craftsmen

a century or two earlier had done to make the
objects in the cases in the pygeums in front
of which this was happening.’

In 1968, when Rinzler left the NewPorﬂyorqsnization'tq
become director of the Smithsonian's Festival of AmeriCéﬂ“

Folklife, crafts exhibits at Newport were discontinued.

Dance

Although only a handful of earlier performers had
'ibeen dancers and participatory dancing had been featured

only once previquslyf'the 1967 talent.roster boasted an

imﬁressive array of the nation's top folk dance instruc-

119'Personal interview with Ralph Rinzler, 20 May 1981. 4
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_tors. Among those featured were May.Gadd, national
directof of thé Country Dance Society of America, Margot
Ma&o, founder o% the American Séuaré Dance Group, and
Mary Ann and'Miéhael Herman of the Folk Dance House in
New York City. .

The 1967 festival opened with an informal dancing
and demonstration session on a Monday evening. On Tuesday,
contras, squaies,'and international déﬁces wére demonstrated
all day long. Tﬁe instructors discussed the cultural and
historical meaning of the dances and—éjﬁlqiﬂed how the steps

or the use of hands weré iqfiuénced by local customs, habits,
and dréss. Other. dance events were fntersperSed throughout
the weekend program.

Déncing had never been and never bécame an integral
'part of the program. In 1959, the festival featured two
groups represéhting the New England Country Dance.Soqiety,
one of the nation's oldest and most active Qrb@ps,aediéatedz
to keeping traditional Amer;éan, English, and Scottish
dgnces alive throuéh practi&é an@ demonstration. 1In 1960;
a-Niggrign group performed to the sounds of gourds, anklet
beils,.and drum§ played by the Ducafons Africaﬁ Trié.ﬁ They
proved to be one of the weekend;s most exciting acts and

-

were awarded a thunderous ovation at the Saturday evening

concert. '
. o

The Albuquerque IntertrjbalﬁDancers were the only
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0 .
dancers featured in 1963. With members drawn from tribes
scattered widely throughout the country, they carefully

orchestrated their performance to demonstrate, as few

~other performers at the festival were able to, the univer-

°
sal yet specific qualities of their traditional forms of

expréssion. Each member of the group sang at least one '

song representing his or her tribe,

danced, and theh they' sang together_tﬁose_songs common “- .

to which the othefsA 

amongst all the tribes.

< Tﬁozsouthern‘Appalachiaﬁ dance grdgps; ;ﬂEf§iue Ridée: ';
Mountain Dancefslaﬁd the Hindman [SettiemgntL.échéél Danéérs‘
performed squares and reels in both afterﬁoon‘and eygﬁing,

ﬁ .
programs at the 1964 festival. The 1964 festival also fea-

tured the first Newport workshop devoted exclusively_to-

tgaditionaLudénce.

Ngt until the followingayear wer% féstival audiences
givenf;'chagge to partiéipate in the déncing. In 1965,
the Blue Ridée,Méﬁntain;Danpers and.thé New Englénd{Contra 
Dancggszco-hoéted\an afte;ﬁoon ?teaching wbrkshép and general.
free—fér:éli dance séssiép" in which they broke down the
movements of~£heir-rout'nés,9and Faught some of‘tﬁe stepéh

) 120

and figures to members of the audience. ‘The Ishangi L.

Troﬁpe RWest Affican musi¢ and dance) was ithe only other

N

{

120 '
Ted Holmberg, "It's Folk Festival Time," Providence
Journal, 18 July 1965, Sec. W, p. 1. .
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-dance'group featured that year.

v Digcing was noticeably absent from the 1966 program,
perhaps because so much tiﬁe.was devoted to planning the

’ ’ .
crafts exhibit, that year's largest non-musical component.

As with the crafté, the51967 dance brogram\appéaled to

only a small percenfage of the festival audience. 1In its
later years, déncing again bécame an almost inconspicuous
aspect of the program. Squdre dancing was. a fegular fea-
ture on cﬁildren's days. In 1968, é square dahce preceded
each eveping.cohcert and a day-long workshop on f£olk dance

e

vied for an audience with over a dozen musical sessions.

v _ .
JIn 1969, only two hours of square dancing were scheduled.

No perfofmance groups were featured either year.

Hootenannies

Afternoon hootenénnigs gavé fans é cha;ce to partic-
ipate in the_%@stival. As early as 1960, festival organi-
zers®*had hosted an ahdiehcg participation hootenanny but
these did not become a regdlar feaﬁuré-until 1967. Oécaf
Brand;' who cla;mé rqspohsibility.for théir inclusion, re-
alized that audience members wanted to be.heard. Brand
explains that often when he gave a concert at a college'or

-

in a town hall,
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\ N

The =audiente would ask questions and some- *

times their questions were ridiculous. 2,
What - they really wanted was for me to no-

tice that they existed. So that they
- would feel that. there would be a hole when

they died. Everybody wants some kind of

little bit of feeling of importance, of

mortalify in a way. And 4o be recog-‘

nized by somebo§§lthey consxdered Ampor- .

tant was vital.

~ . ik
.

-

Brand suggested that the directors host an act1v1ty

similar to an amateur night, in which randomly chosen ' %

audience members could perform. Judy Colllns and., Jim Rooney

"y,

. were hosts in 1968, and Brand dnd-Pete Seeger emceed the

final year's event. Brand felt it was particularly impor-
tant that "somebody of some importance" be at each hoot-

enanny: »

@

Whether it was Judy Collins just becoming
1mportant, whether it was Manny Greenhill,
the)agent, or Maynard SolomoQbof Elektra,
or Jack Holzman--whoever we uld get of
some jmportance to make these people feel’
they had been heard and they had been
judged- by. someone of importance. So that
was also of vital significance--that New-
port not only brought you people that they
wanted you to Esar, but they let you be
heard as well.

Hundreds of fans attended these sessions and registered

their own approval or disapproval of the lucky thirty or

’

121 personal interview with Oscar Brand, 27 Jan. 1982.

122 Personal interview with Oscar Brand, 27 Jan. 1982.
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forty participants. Each was allowed only one song.

While most sang and played guitar, an occasional dulcimer
Lo ' -c". R
or-autoharp was heard.

u
-t

[ 4

Religious Programs

N

The Sunday morning teligious programs weré more like
2 . .

hymn-singings than concerxts, as performers of diverse re-
-ligious backgrounds came togethér on stage to celebrate

their faith. These programs took on an added dimension

Pl

ih the feggiVal's final yeaks, under the skiiiful guidanée
of Father James Meyer. As alph Rinzler explained to the
Sunday morning audience in 1968,.Meyer's tenure as emcee -
was the result of a mistake.  After the religious concert

in 1965, Rinzler had been approached by a priest who of-
12
fered to come back the following year and introduce the

performers in exchange for free passes. Rinzler agreed:

¢

"Well, okay," I said, "go on along--
the passes will be at the& box office."

And -I looked out--just like I'm doing
now--about eleven o'clock on Sunday morn-
ing and there was a man in ¢lerical garb
sitting in one of the box seats. So I
rushed out and said, "Good morning, I'm
really glad to see you. I'm glad you
could help us out this morning, come right
up on the stage." o .

And he did. He emceed.ehe whole con- .
cert. And it wasn't until he was finished
that I realized he wasn't the man I had '
given the passes to. He had no intention
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of emceeing the concert when he got there.
He did such a gggd job of it, he's done
it ever since.

® Father Meyer helped to keep the program "dignified and

impressive."124

As he introduc%d Sippie Wallace in 1967,
.he spoke of the strong influence of theiyesleyan revival
on Negro spiritual singing.” -

The performers themseives helped to creaté the at-
mosphere of a service. 1In 1966, Cape Bretonners sang the
twenty-third psalm in both English and Gaelic; Reverend
Peariy'Brown sang and read from a braille Bible;. and the

' Dorothy Love Group, dressed in red choir robes and silver
shoes, almost brought the house down with their rousing
renditions of "Every Day Will Be SundéyJEy and By;" ;Lord,
You've Been Good To Me," and "Let's Come Into The HOUSe.

w125

Of The Lord. 'In 1967, Moishe Bresler -

sang. a portion of a Hebrew folk ser-
vice, written in 300 B.C. Pete Seeger read
the English translation in well modulated
tones and the text went on rhythmically "be

123 Ralph Rinzler, recorded 28 July 1968, FOHA/SUNY,
322, (7 1/2 ips, 7"reel).

1124 See Ruth Tripp, "Religious Program-Presented,"‘
Providence Journal, 17.July 1967, Sec. 1, p. 3. '

,125 See Edwin Safford, "Religious Music Concert Ecu-
menical, Marvelous,” Providence Journal, 25 July 1966,
Sec. 1, p. 5. 7




gracious to us and teach us . . . inspire

us to understand . . . make us walk upright'
to owr land." And then Moishe Bresler sang

it for us. He sat part of the way through
and as he reached the climax, he stood and
the fiagle was a revelation of true devo-

tion.
K

In 1968, the program was heated up by the preaching of
U] : .

137

Reverend Frederick Kirkpatrick, who told the tale of Jesus

and a sick man at the pool of Bethesda. He described both

‘himself and Jesus as "hippies," meaning they were "hip"

to

what was happéning in the world around ‘them. He urged-the

¥

audience to join the hippies in spreading love around the

world:

-

I want to know this morning: how many
of you are ready to go down to the pool and
get your hearts right?

This man's soul--he had a conviction.
He. got up off of that bed and walked all
‘over Jerusalem because he wanted to.

I want to know this morning: do you
want to eradicate hate in this society? Do
you want to help take care of the poor in
this society’ Do you want to correct the
evils in this society? )

All you gotta do is watch the hlpples
They will teach you the way to do it. .

" The. definition of soul is the ability
to cooperate. The definition of soul is
the ability to love. The definition of
soul is the guts to flght evil all over the
land. Yeah, Lord.

Jesus did these things. That day in
the pool of Bethesda .only one could be made

126 Tripp, p. 3.
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well. All you got to do today is to go
out and begin to talk with people and _
try and be sincere and right therxe you've
found the pool of Bethes§§7 Thousands
can get saved right now. )

. Folk music and workshop were tied together in other
N . ) . .
ways during the 1968 festival. K After the Saturday night
: v : | ‘
concert, several hundred fans attended a large outdoor

folk Mass held at a Little League field near the festival
groundé. The service included the singing of folksongs
and a reading of Lawrence Ferlinghetti's poem, tI Am Wait-
ing."” On Sunday morning Pete Seeger sang for the congre-
gation at Trinity Church and Reverend Peter Allen, an An-
glican priest from Cambridge, England, celebrated an orig-

inal folk Mass at St. John's Church.128

‘-

Expanded Workshop Schedule

rd

'- In the early years éf the festival, the workshops
often fell short of their potential. There were few op-
portunities for actual instrﬁction or questions and many
times the workshop sessions developed into small concerts.

The directors continually tried to -enhance the day-

l%7 Reverend Frederick Kirkpatrick, recorded 28 July
1968, FOHA/SUNY, 322, (7 1/2 ips, 7" reel).

128 See William D. Gillen, "Priest Lobks to Folk
Music," Providence Sunday Journal, 29 July 1968, Sec. 1,
p.- 2. )
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u
time opportunities for listening and learning. On Friday

afternoon’ in 1967, workshops wefe sCéttqred around fifteen
areas of the field. None were amplifiédﬁ in the hope that
the audience would not grow too large at any one area.
The spectators were encouraged to ask.qugstions or comment
ahd often a dialogue developed between.theT“and those on

stage. : s

In-a 1967 workshop on vocgi-styles, Mike Seeger inter-
viewed severél performers, as#ing them how they had iearned
to sing and who their models had been. Elder James Hunter
of the'True Viﬂe Singers explained the differences bhetween

Holiness singing and other singing styles:,

.The reason we sing the way we do is
because of the convictions of our worship.
The Scripture tells us that our God is a
living God and we are to sing to Him -joy-
fully and serve Him joyfully. And the ‘
singing is just not something we do for
entertainment but we do it as a part of
worship. What we do is really the way we
feel in our heart. And this is why we
sing so loud and this is why we clap so,
because we have something to be joyful
about., :
Actually, the difference between the
Protestant churches is not that much.
Maybe in some of the Catholic churches
and other churches they sing more of a
hymn style but the Baptist churches and
the Holiness and the Pentecostal churches

all sing in the same type of a free style.129

12? Elder James Hunter, recorded 15 July 1967,
FOHA/SUNY, 249 (7 1/2 ips, 7" reel). Tt

L 3
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Dewey Balfa responded to a question about the char-
acteristic yell in Cajun singing.“ Balfa displayed his
unique brand of Cajun humor as he recélled that one ?ime
someone had asked Jimmy Newman, ano%her Cajun performer,

what he meant when he yelled:

"Well," he says, "back .in Louisiana,
in the bayous, among the bayous and the
woods, whenever you hear a yell like that,"
he said, "somebody yell back." And helﬁﬁy,
"You can be sure that he's lost too

Balfa's own interpretation was that "it just come from

your heart when you play thls-type of music. To us it's
very warm music and when you yell like that, you're just
letting your heart out.“131
. There were twenty-two workshop areas in 1968; fourteen
in 1969. Recognizing that not every sessién need be
called a "workshop" and thét some performers were'more
popular than others, the directors scheduled mini-concerts
by the New Lost City Ramblers, Buffy Sainte—Marie,'dnd
Muddy Waters and Big Mama Thornton. There'were banjo,

fiddle, and gquitar instruction sessions and entire areas

were set aside for jam sessions by contemporary, blues,

130 Dewey Balfa, recorded 15 July 1967, FOHA/SUNY,
249 (7 1/2 ips, 7" reel)-. '

* 131 pewey Balfa, recorded 15 July 1967, FOHA/SUNY,
249 (7 1/2 ips, 7" reel). '
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and bluegrass musicians--these were open to fans and
participants alike. Althbugh schedules were published
in the program book, the p;rticipants in the worksbop
sessions were not announced un;il the day of the event.
Pefformers were also encouraged to stroll-around the
feséival grounds and contribute to workshop programs at
random. |

Altﬂ;ugh the changeé producéd satisfying results
'in some cases, tﬁere were notable excep£ion§? On Sunday .
afternoon in.1968, the entire daytime program detériorated
as a result of amﬁiification provided for the é?ectric
blues of Junior Wells and Buddy 9uy. Soon after the firgt_
blasts, fans from ali over the park flocked to the area
where they were playing. A few devotees s;ayed by per-

formers in other areas of the field:

Way in the back of the field one could
actually hear Ralph Stanley and the Clinch
Mountain Boys doing some beautiful blue- .
grass for an audience of maybe twenty
people. 1In another corner, the Charles
River Boys seemed to be trying to fit thelr
'songs in during the breaks up on the main

. stage. It was sad to see Elizabeth Cotton
sitting with a group of not more than fif-
teen people trying to play "Freight Train™
over a jug band that had followed Buddy
Guy on the main stage. After a Ygﬁle most-
of the genuine workshops folded.

132 Jon Léndau, "The Newport Folk Festival," Rolling
Stone, 24 Aug. 1968, p. 1l6.
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Evening Events

Evening pqisentations were also diveréified; Pre-
. _ . :
viously, most of the evening concerts had been organized
. ' g - . .
as samplers of the talent featured at the festival. In,
the festival's final years most of the major concerts on
Friday, Saturday, and Sunday were programmed thematically.
More informal programs were presented earlier in the week

or concurrently at Rogers High School.

1966

" Alan Lomax designed and wrote scripts for the evening
programs in 1966. On his suggestion, Irish folksinger,
actor, and director Tom-Clahcy and his brother, Liam, were
engaged to producg the concerts. On the whole, it seemed

that they gave more attention o staging than to music-

Pt
LT :

making."" Pédantic attitudes and bombastic prose robbed

the presentations of their entertaiqment value. ﬂithough
there were rare moments in the concerts in which' the script,
lighting, and music were merged effectively, "so many
references were made to each program's being a spectrum

or kaleidoscopié view, it made one. fear that a spectrum-

was haunting Newport'."133

133 These problems were pointed out by Robert Shelton

in his "A Fare-Thee-Well for Newport Sing," New York Times,
25 July 1966, Sec. 1, p. 23. ' : i

o~
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-
.As\ in the past, the opening concert was an overview

of thef€ypks of music to be heard throughout the weekend. '%§"

The Friday night program was-a series of competitions

. based on traditional modes .of musical exchange. "The Bat—.'

@ | 4 -
tle of Music" opened with a re-creation of a southern old-

time‘fidalgrs' conyenfion. This segment was followed by

. G . Ly : .
a“blues "carving session"” and a ballad swapping session
| .

_amongst singers representing Irish, Caribbe@an, Ozark, and

northeast American traditions. The concert concluded with

a gospel hgsic_baﬁtle. .Alﬁﬁough'Clevérl§ designed to make

the éudience focus on the performers in comparative terms;

the.presentation,suffered-f;om the presence of a péﬁél of
o :

juddes who were supposed to select winners in each qategory

but wound up giving awards to all who participatedz' More-

‘over, the overall design of the program sometimes hindered

o
the artists' abilities to dommunicate the subtleties of
their styles--such as when Skip James, Son House, and "BukkaF
White were ch agabd!to sing onl& one versé of the same
song.. | H |

Saturday night's\program, entitled, "A Patchwork of
Americen Music," traced the evolution of cén@emporary music
from the mﬁsicai‘he?itage of Irish, Engiish, Scottish, Af¥i—
can, French, and Spanish settlers. The script, written by

Alan Lomax and delivered by Tom Clancy, was “pure schmaltz."134'

134 Point made in Jackson, "Newport '66," p. 17.
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_formers or thelr music could speak for ghemselves.

1967 | igo

;, p- 21.
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Within the conflnes of the script, traditional perfgrmers

u'

. were rushed on and off stage in. fbpld succession; in the

EH . f ~
secg;d hglf of ﬁhe program whlch featured}guty peﬂformersi

D . “x f-."

no scrlpt was usedQY The artlsts were 1ntroduced and each

,perm;q’ted to. vs:ng seﬂ%al &ongs, leadlng one to believe

v T ®
that’ the managemenﬁ doubted whether the . &;adltlonal per-

135 "Th

Lg
festival closed ©on Sunday w1th a hootenanny hosted in a
refreshingly off-the-cuff manner by Pete Seeger. It fea-

tured a segment of game-singing by Newport schoolchildren.
v -

%

3

The directors continued te buikd the evening concerts
around central themes in 1967. _This festival %as the first
to.stretch a fuil week long and in addition to a Monday
evenlng dance program, folklorist Henrj“Glassie hosted a
Tuesday evenlng program devoted to "Talesﬁand Tunes" of
Yiddish, Scottish, Appalachian, and Ozark tradltlons.lg'.6
A Thursday night céncert of "Topical Songs '76 - '&7"

included the first Newport appearance of E1 ?gftro Campesino

'135'Point made by Jacks.n

o/%\fNeWport '66," p. 17.

136 See Ruth Tripp, "Taleks, Tunes from Past Are Of-
fered at Newport," Providence Journal, 12 July 1967, Sec.

:"-’-6’

[
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o

(Literally translated as the Farm Workers' Theater)". This

troupe, composed of current and former farmworkers, sang

songs in both Spanish and English about ;Lg Huelge;" the

twenty—-two-month-old strike of the Mexican-American grape

pickers: of the Delano Valley- in California. -They alsp per-

o

formed an "acto" to "explain what the union and the'huelga

nl37

and the fighting for a contract is all about. Called

"La Quinta Tgmparata," or "The Fifth Season," the "acto"

- portrayed the relationship of the farmworkers to the sea-

. ﬂ"u 2 .
-plained, "it's also the'ﬁgimworker. If it's cold, if it K

‘literally-—gf go to welfare to beg for money.’

»

sons and illustrated the tenuous nature of their existence.
"It isn't only the small farmer that worries about. the con-

dition of the weather in relation to hids crops," they ex-

sﬁows, if it's the off—season, he's going to starve--,
| 138
troupe used-no §cenery or scripts and. instead of the usual .
type of charaeﬁer development, they hung signs eround their
necks to indicate the'chaSther portrayed: the "Boss," the
"Labor Cont:aetor," the "Striker," orltﬂe "Seab."

On director Julius Lester's suggestion. that one niéht
of the festival be proérammed around the music of one city,

the Friday evenihg program provided a sampling of New York

_Sé .
137 s Valdez, recorded 13 July 1967, FOHA/SUNY,

235 (7 1/2-%9ps, 7" reel).

138 Luis Valdez, recorded 13 July 1967, FOHA/SUNY,
235 (7 1/2 ip%{ 7" reel).

q »
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a

,Agyﬁﬁpity folklore.. Tne.program was notaole as an_atiempt-to

& demonstrate that the term "folk" didrnot apply exclusively
%o ruﬁgl populations but to all~ ti\\§~of tradﬂﬁion oriented
people, including é&ty dwellers& This concept was illus—
,trated aptly by the incluSion of several different ethnic

groups in,the coﬁbert.. Antonio MoSquera, a naﬁﬁve yf

-
[

Galicia, led the bagpipers and drummers’of Los Gallegos
e;Espana down the aisle and onto the stage-to open tne.
evening's second.set., Mezzo—soprano Chang Ming Quang ' ‘'was
accompanied byfthe Chinese Music Ensemble of New York.
#rhe Glinka.Russian:Dancers performed. a sword dance and a
harvest ‘dance, and enacted the tale -of a Russian Don Juan.
A more avant—garde demonstration of,the.unified code'
of behavior, dress, and world view which cnaracterizes e/
folk groups was supplied by the Bread,and Puppet Theater.
This Pband of singers, dancers, musicians, actors, and -
creative aspirants held togetner.by:the magical personality
and commited social vision of German;born Peter Schumann,™

133 The form of their

enacted the story of énicken Little.
presentation’shifted back and forth from puppetry to dance
to music. The cast included\sixteen—foot-tall"puppets,n
masked actors,andhringerpuppets. At the end of their per-
formance, twenty Neyport schoolchildren helped the troupe
‘march an eighty-foot smoke—breathing draqon_across’the stage.

-

o 3
139 Silber, p. %. ..
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On Saturday, the diréctors heeded Mike Seeger's sug-
gestion of 1965 and designed a prog%am of country music
ana blues. 'Featured on the program were Grand Ole Opry

performers Grandpa Jones and Dave Dudley and the Road Run-

. ]
ners. Sara and Maybelle Carter sang on'%tage together for

tﬁh first time in twenty-four years. They were given a
) i !
bouquet and aﬁsingle red rose from Pete Seeger and Joan

Baez.l4o Baez; a late and incongruous addition to ;he

'program, was, as usual, one of the most popular performers.

{

The driving music of the Muddy Waters Blues Band and the

Chambers Brothers also drew enthusiastic responses. Thou-

sands stood on their chairs or danced on the grassy slope

to the rear of the field when the latter group took the

p
stage.

Only the Sunday night show was organized similar-to

the samplers of previous years. Joan Baez, who appeared

— .

in placé of the Buffalo Springfield, one of whom had toﬂ—

sillitis, ?ang alone and was accompanied on several num-

- . 2‘ . . ) .
"bers by her sister, Mimi.Farina®, -and Judy é%ll;ns. On
~ this nigﬁt, Baez shared the spotlight with Arlo  Guthrie, -

" son of legendary folksinger Woody Guthrie. " Guthrie had

received tremendous ovations for his composition, "Alice's
T P

) "L.‘. .
- 140 See James T. Kaull, "Country Sound Turns on

17,000," Providence Sunday Journal, 16 July 1967, Sec.
l, p. 1. . N

kp
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Restaurant," at Saturday's topical song workshop and Sun-

day's New Directions concert: <\'

,Mr. Guthrie's delivery was so wry and dry, -
"his timing so keenly calculated and the

simple tune so maddeningly memorable that
it captivated one audience after another.

141
Pete Seeger, realizing that the "socially relevaht, exis-
- tential 'Alice's Restaurant' captivated and synthesized
the mood of the festival," had pressed for Guthrie's in-
' 142

clusion on the final evening's program. Over'thirty

perfbrmers_joined him on stage for the song's final choruses,

Subsidiary Concerts

« In addition to the main stage productions, the direc-

’tors organlzed auxiliary concerts at Rogers High School in

1968 and 1969. Some performers and fans came to Newport
i ‘ seeklng to offer or galn what cannot ever be properly pre-
£, sented on the main stage," Ralph Rlnzler had(p01nted out

;‘;ﬁhortly-after the 1967 festival.143 Draw1ng on his knowledge

» .
'.5 ~.of presentational techniques usedﬁfy.other fedtival coor-

e ]
' .

N L™

14l John S. Wilson, "Newport Is His Just For A Song:
Arlo Guthrie Festival Hero With 'Alice's Restaurant',"
New York Times, 18 July 1967, Sec. 1, p. 30.

142 Silber, p. i.

h 143

Ralph Rinzlex, Letter to the Board, 29 Sept. 1967,
‘BJ/NP. . ’
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L]

dinators, he suggested that Newpoft emulate"Englénd's

Keele festival; which presented'thrée concomitant concerts
ecach night. He suggested that the Newport'festival feature
"An Evening of Tales Suné and Told by Jimmie Driftwood and
Richard Chase," "An Evening ©f Blues with Jul?&é Lester,"
or "An Evening of Countfy Music with Mike Seeger or Bill

w144

Clifton. Although none of these were produced, three

subsidiary co;certs were.presented in 1968‘and 1969.

Both the musicians and their materials seemed to thrive
in the family-like aﬁmosphere that pervaded these concerts.
Ticket sales were limited to one thousand spectators for a
1968 program devoted exclusively to ballads. A Friday eve-
ning program-in 1969 was entitled "Fiddle Around the World."
It featured a Turkish cabaret orchestra,'a New Hampshire
family of French-Canadian backéround, a éennsylvania Taﬁ—
bouritza Orchestra, and a number of older fiddlers from

Galax, Virginia. On Saturday, Carlton Haney and Ralph

Rinzler built a survey of bluegrass around the career of

‘Bill Monroe. s

Monroe and current and former m

‘k(ers of his Bluegrass
' IS v ’
Boys traced the growth of bluegrass th?gugh highlights in
i o L ‘
his career. Others illustratged the mus Teal sources upon

which heC%éd drawn in creating his own style. Jean Ritchie

144 Ralph Rinzler, Letter to the Board, 29 Sept. 1967.

»
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sang traditional mountain songs similar to those Monroe re-

called his own mother singing:
N

Her young son joined her in playing guitar .
accompaniments for one of the songs and
here, with no fanfare or long explanations,
was direct evidence of how this musiclggs
endured. from generationto generation.

Brownie McGhée sang and played blues guiﬁar in a style
‘simiiar to that which may have been played by Arnold
.Schultz, a2 black guitarist and fiddler who Monroe had
played with as a youth.” "Monroe's singing style derived
‘largely from attendance at churéh singing schools,™ Bill
Malone has noted, &nd the fifteen-voice Cook County Cén-
vention was brought on to sing the shape-note hymns that

‘had been a part of Monroe's religious upbringing.l4§

Format Changes Not Enough

‘There were further innovations in 1968. Although
the festival had always been run' “with the utmost of plan-

. 1
ning,"” Jim Kweskin, who joined the board in 1968, felt that
. . bS ’

=

. M :
145 Ruth Tripp, "Mountain Music a Feature In Coéncert

at Rogers High," Providence Journal, 20 July 1969, Sec. N,
p. 2&\\ . - )

146 Bill C. Malone, Country Music U.S.A.: A Fifty
Year History, American Folklore Society, Memoir Series,
Vol. 54 (Austin: University of Texas Press, 1968), p. 311.
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such planning confined and restricted performers.147 Hoping

to create an environment conducive to spontaneity, he decided
that there would be no schedule, format, or program for that
year's Thursday night "happening." Kweskin's idea was based

upon the school of thought in musical circles that sponta?

neity "may be risky, but if it works, 1it's transcenden’t."148

Unfortunately, the concert was a bit uneven and, at times,

resembled "Counselor's Stunt Night at Camp Runamuck":

1t developed that the performers were
having a party onstage and we were all in-
vited, according to Jim Kweskin, who re-
strained himself from tiresome introducing
of all the acts and numbers, since most of
us presumably knew each other. '

People wandered on and off, drinking
from paper cups and smoking .cigarettes.
_ Remarks filtered to the microphones:
"Shall we do another'{z9 "Another what?"
"Who drank my beer?"

Although several performefs graced the stage, Richie Havens
was the star attraction and the audience, "hungry for some-

one they knew," gave him a standi*é'ovatiOn and called him

. 147 Jim Kweskin, "The Thursday Night Happening," (2 -
Program Notes: Getting Back’ To People), 1968 NFFPB, p. 12.

143 Robert Shelton, "Newpor£ Offers 'Free Form Folk,'"
New York Times, 26 July.1968, Sec. 1, p. 21.

1439 James T. Kaull, "The Party's Informal as Folk Fes-
‘tival Bows," Providence Journal, 26 July 1968, Sec. 1, p. 1.
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back for two encores.150 } -

The second half of the Sunday evening program was a
tribute to the late Woody Guthrie. The tribute was a rev- -
erent, slow-moving, ang "pleasant affair which accomplished

'

its purpose of having old friends reminisce in song and

story dbout a departed colleague.“151

Alan Lomax and Lee
Hays read some of Gu;hrie's.grose, Bernice Reagon read from
his autobiography, and many of his songs were sung. Near
the end of the evening, a tépe was played of the late Cisco
Houston telling Lee Hays about Guthrie during his time as
a Merchant Marine. Most of the lead singiné was left.to-
Jack Elliott ana Arlo‘éﬁthrie, "the two best‘interpreters

of Woody around."152

The audience joined in the singing of
several of Guthrie's songs, including a finale of "So Long,
It's Been Good to Know You." Arlo Guthr;e géve a solo en-
core pgrformancé and ied them in the singing of "Amag}ng
Grace." A similar tribute to. Negro folksinger Huddie "Lead-
belly" Ledbetter was organized for the final evening concert

ip 1969.

Yet despite these innovative presentational strategies,

150 wi11is, p..89.

lSl“Dick.ﬁeuss; "Conclusion of Dick Reuss' letter to
Broadside on the 1968 Newport Tribute to Woody Guthrie,"
Broadside, No. 97 (Mar.-Apr. 1969), p. 11.

152 Dick Reuss, "Report on the Newport Folk Festival,
Part One," Broadside, No. 94 (Sept.-Oct. 1968), p. 6.
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1t had become ogvious that the festival continued to suffer
from problems inherent in its overall desién. As part of
the plan to decrease annually the number of big-name per-
for%ers used to attract fans to the festival, appearances
by Pete Seeger, Judy Collins, and Theodore Bikel were sup-
posed to be the board's only concession to commercial folk
music in 1967. However, lagging'tickets sales indicated
that a program heavily wéighted with traditional artists
would not attract enoqgh of an audience to cover the festi-
val's production costs. Only a few days before the festi-
val, Joan Baez had been added to the'prdgram, helping to
transform what was potentially a financial disaster into

153

only a minor calamity. The directors tried to recoup

their financial losses the folloWing year by featuring well-
known blues~rock singer Janis Joplin on the Saturday night
program. Income from this concert--which was nominally

devoted to country music--totaled over sixty-one thousand
5

dollars. .
' 4

In addition, the 1968 festival suffered from ‘the type
hl .

JE "orgiaétic.hero worship" that superstars 1ike Joplin

inspired._}54 Fans waited in the parking lot for hours when
rumors circulated that a star might stage an unscheduled

performarice there. The deteriorag}on of the Saturday after-

153 s pointed out by Silber, p. 1.

154 4ii11is, p. 88.
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noon workshop program was one way in which this spirit

was manifested. One réviewef noﬁéd that the 1968 festival
failed because instead of camaraderie there was tension
and instead of participation there was consumers'hip.155
Simflar observations were made in 1969. One photographer,
having noticed British guitarist Van Morrison sitting alone
backééage, began taking pictures of him: "Pretty soon an-
other photographer saw me, and he started taking'pictures}
In fifteen minutes, there were half a dozen photographers

and three writers edging in for the ki1l 136 A

The Festival :Ends

LN

Precautions taken after riots broke out at the 1969
AR
jazz festival detracted from the performances at that year's
folk festival. Only a week prior to the festival's opening,

the Newport City Council decreed that jt could be held only

if

- no rock music were played; ) ' '

- a heavy wire fence were installed '

around the field; o

- addltlonal security guards were hired;

135 willis, p. 87.

156 As quoted in Rolling Stone, The Book of American
Music Celebrations: Festival! (New York: Macmillan, 1970),

p. 69.
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- seating were limited to eighteen thou-

sand at each evening concert; 157
- all concerts would end by 12:15 a.m.

As a resultf the 1969 festival opened amidst an adra

a

of suspicion and fear. Taj Mahal,'who was to have been fea-

)
F)

tyred in the Friday night concert, was noticeaply absént.
George ‘Wein denied that there had been ahy change of plans,
but the press speculated that Mahal had been uninvited when
the city council suggested that Hhe miéht be too "heavy" a '
performer.158 Based on disturbances that had occurred at
other festivals during the year, the directors devised a
contingenc; plan in case members of the audiencé tried to
take over the stage.-ﬂzbcal police, state troopers, and pri-
vate security officers patrolled in and outside of the fes-
tival grounds and enforced curfews that kept both residents .
and visitors off of the city's beaches between midnight and
7:00 a.m. |

| Ironically, it was at.this festivaljgPhat traditional
music écored notable successes. Rakph Rinzler was partié—

_ . . ¥ , '
ularly impressed that the_crowd at the Thursday night con-

cert- responded qpthuéiaéticélly to the 01d Tiﬁers, three

a
a

-~

157 As noted.in John S. Wilson, "Ban On Rock Clouds
Newport Festivals," New York Times,®’ 18 July 1969, Sec. 1,
p. 15. o v

_ 158 James T. Kaull, "Big Mama Thornton Makes Debut at
Newport Festival," Providence Journal, 19 July 1969, Sec.
l, p. 14. e
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¢ .
country musicians:

"They were playing a- raw form of music,” L
Mr. Rinzler pointed out, "but that big audi-
ence opened up to them."”
Similarly, the B.C. Harmonizers, a Gos-
pel group from Rochester, captivated 16,000
on Saturday, when Arlo Guthrie, Jonli Mitchell

and the Ever}ggBrothers were the best-known
attractions.

&
At the Sunday afterncon new talent concert the audience gave

an extended standing ovation to dulcimer player and singer
Frank Proffitt, Jr. of North Carolina. The festival fea-
tured‘Neaf Eastern music as performed by a grdup of Armenian,
Greek, and Turkish—Americans, the Swedish fiddling of Ole
Hjorth and Bjorn Stabi, and African music as éérformed by'
singer and guitarist Jean-Bosco Mwenda.

Once again, the festival incurred tremendous financial
losses. Although performers were still paid only fifty dol-
lars for each day of participation in the festival, travel
and housing costs always made a dent in the foundation's
treasury. In 1969, bringing Mwenda to -the festival from Af-
rica cost the foundation two thousand dollars. The festi—'_

=P

val did no#attract as large a crowd as-officials had an-

ticipated. Many attributed the small crowds to the riots

159 john s. Wilson, "Folk Fete Shines Without Super-

stars," New York Times, 22 July 1969, Sec. 1, p. 32.

»
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at the jazz festival the week before.

Moreover, the restrictions “that the city had iBlposed
-viréually depleted the folk founda;ion's funds. The folk
and jazz festjivals split the cost of the mile long chain
link fence that was installed arounﬁ Fest;val Field: a
fourteen thousand dollar ekﬁenditure for each. The'addij
tional security guards that were hired raised the totalg 
policing cost for the folk festival from fifteen thodsand

to tweﬁtyefive thousand dollars.

. The lack of fundé clUrtailed the foundation's non-
festival operations and cut short plans for a.festival in
1970. The foundation incurred an additional fifteen thou-

' sand dollar debt in 1971, when riots at that year's jazz
festival caused the canceliation of the folk évent oﬁly a
@éek before it was séheauled to open. Insteéd'éf declaring
bankruptcy, the foundation borrowed eigﬁt thousénd dollars
from its board of trustees to péy off its most immediate
creditors. Two benefit concerts were held in Carnegie Hall -
in July of 1972 Eo raise the additional thirty thousand dol:w

‘ﬁars needed to pay off its debts. The foundation settled its

" 160

B

n

outstanding accounts 'and was dissolved.

[ (o]

In 1979, Frdnk J. Russo, a rmﬂcigogoter with no prigr

association with the folk festivall, attempted to revive it.z

&y '_-_'i', Nl s 4

160 See Gent, p. 42.
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Tom Rush, Mary Travers, Peter Yarrow, and other "reviv-
alists™ were scheduled to appear in Newport over the Labor
Day weekend. Russo spent twenty thousand dollagits adver-

tising the festival in major newspapers and on radio shows

in New England and New York. By mid-August only 780 of

~

the twenty-five thousand available tickets had been sold

and_.the festival was cancelled.

Although the lack of interest in the festival's revival

caused at 1east one observer to suggest that "folk mu51c is
« ™.
dead," its former directors are qulck to note the v1ta11ty

of many grassroots traditions that were supported and en-

couraged by the Newport«?oik F‘Oundation.'161 ‘The directors

‘themselves deserve recognition as pioneers in the develop-

v

. ;. _ ,
ment of a presentational format that could accommodate a
wide variety of performers and appeal to both general and
'special interest audiences, while overseeing educational

programming of many types. The following chapter describes

R - f
some of the dlrectors' attempts tq expand the festlval'

7 v
. : - .

impact through theusponsorshlp gééfolk culturatﬁ;esearch

and presentatlons.4 .
RE %
. .@ @}c
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Samuel AlIhs, "No Folk in Néwport: ﬁgétﬂbal ¢

Revival Failg for Want of an Audience,"_ﬁﬂﬁhlngton Post,
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OFF-STAGE AND "IN THE FIELD:
THE WORK OF THE NEﬂPORT FOLK FOUNDATION

Ddring the 1960's, the Newport Folk Foundation.was

- . far
the only institution solely devoted to the‘perpetuation

and presentation of grassroots American culture. Today,

'z

former directors of the fdundation speak enthusiastically

about what they'regard-as their most successful under-

-

takings: the revival of interest in traditional Céjun
music in South&estern Louisiana; the continued productdpn
of traditional ware at the Jugtown Pottery in North Car-
olina; and'thé phenomenal success of the Foxfire Projéct
in Rabun Gap; Georgia. ~Yet ‘beyond this smalIlgroup, the |
guiding principles and the work 6f“the foundatiqn are
virtually unknown. Because records_of%its oper;tions are
scarce, and its annualg%eports highly subjectivé, it is
diggicult both to détermine'how many of the foundafion’s
projects que to fruition, and to assé$s the importancé

1 . = Y -
of .those which its directors viewed as their crowning

achievements. )
. 3 o

. The overview which follows idéntifies‘the assﬁhp—

tions which prompted the establishment of the foundation
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and discusses tRe various means by which its directors
sought to achieve their goals. It is hoped that the

o < . ' ' :
presentation of this‘@é&iriél will.prompt others to come

forth with their knowledgé of the foundation's accomplish-

ments or failures in ®ncouraging the study, appreciation,

and perpetuation of 'folk music and other folk arts. -
. . < o

- Funding With a Focus

»
A

As outlined in its original charter, the Newport Folk

foundation began operaﬁing with a broad mandate to promote

and stihulate interest in folk music and related arts.l

In its first two years, the foundation funded a wide range

of projects. Based on the success of several of these,

and guided by Alan Lomax's plea for help in revitalizing

traditional cultures, the board resolved in 1965 that the

v .

1 The foundation's certificate of incoérporation
states that its purpose was’ "to promote and stimulate
interest in the arts associated with folk music; to coor-
dinate research and promotion of these arts in the United
States of Ame;lca and elsawhere and to furnish a central

- source of assistance or information 40 groups or individ-

uals interested in folk.music and the folk a¥ts; to foster
the developmdnt everywhere of. an understanding and appre-

_ciation .0of.the folk arts, and w1th particular emphasis on
--folk music, by promotir) and causing to be produced,

musical producﬁionsy sdflinars s andxentertalnments, and by
taking part in actf§1t1 ] hav;ng at end in view. To
encourageg and' omote study; resea ch and- scholarship in

the area of folk music and the folk rarts through voluntary

grants for such purposes by scholarships-or otherw1se, to
1nd1v1duals,_1nsthytlons and organlzatlons. RR/NP.

L2 -
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- . . C.
work of the foundation should be channeled more exclu-

sively toward encoufaging the live performance of folk
g
music regionally. Pete Seeger most eloquently explained

the reason for this in a letter to his fellow directors:

-
» ' ') . . '

2
K

But %here can't be any Newport Folk Festival '
if we can't keep the music alive' at the grass

roots. ‘I don't feel so worried as George Wein

is about so few new "stars" being developed in

the field. I am very concerned with the slow.
"dying-out of some very wonderful musicians who

are not being replaced, so I'd like to cast my

vote for any project however humble, by which

some one or another Eradition can be kept alive

[

in its home.grdunds.” " . : '
) N > : : £
Y \ : @

While most of the foundation's efforts were directed

°foward'thefpresérvation of folk music regionally, there .o

were exqeptiohs. Naturally, each member of the board had

his own interests and concerns, and the foundation's in-
& , .

2

formaliéy allowed its members a very uniquelgndgtolerant
arena.in which to. develop and test their ideas. While
Ralph'RinzlerﬂS interest in traditional crafts preceded )
his involvemeht?%ith'Newpo;t, the.foundationAsupported him

in exploring the connections between the folk mﬁsic and

crafts of a regipé énd in’heiping to éave a traditional

pottéf%bthat was struggling td survive. In
P . »

N

2 pete Séeger, Letter to the Board, [1965], RR/NP.

O
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a clear departure from the stated objectives of the
foundation, Péte and Toshi Seeger gaTged suppdrt for the
construction of a_Hudson Riyer slodp. The primary pur-
pose of the sloop was to eﬁéourage environmental aware-
ness rather'fhan cultural conse;vation.

The bulk of the foundation's projects were, in fact,
vehicles for broadeningﬁinterest:in folk cultural tradi-
tion§. Accordingly, the majority of. its financial awards
deliSerately were. made in small amounts sb the funds could
be dispersed tg the greatest number of recipients. Many
§eé’:'gly“dhroﬁlihithé—bﬁckeqf grants were made with aif-
"feriﬁgf}atioﬁales and differing results. In 1964, the
foundétion responded to Rhode Island Sgnafor Pell's réquest
for a donation of a few guitars to a Newport-based Portu;
guese priest, hopiné.that_the priest could use the instru-
ments in his homeland to create a ripple of interest in
Portuguese folk musig: the effects of such a benevolent
gesturé are indeterminable.

At the dEher extreme, a similarly ﬁodest five hundred
'dollar‘award to the fOxfire P>oject at theNaccoocheeSggfol
in RaBun Gap, Georgia was cfucial in.léunching a muiti—\
million dollar cottage industry that has sent éreat waves
of interest in local culture ‘and traditions across North
América:

>

What began as an effort to help students
master language arts and communication skills

¥ ' )
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has developed into a highly successful and
meaningful project. Through tape-recorded
interviews with grandparents and other elders
of the Appalachians, plus cameras to capture
the spirit and detail of these personalities
and their lives FOXFIRE magazine is an effort
to record Appalachian culture and heritage.

o

In addition to its own expansion [ see Page 205], the
Foxfire project has inspired the estgblishment of many
similar projects in édltural journalism.

The foundation derived all of its funds either
'directly or indirectly from the annual presentation of the
'-Néwport Folk Festival. Ticket sales alone.generally

brought in over $100,000 each year, peaking at $252,347

in 1968. The issuance of licenses for recording the -festi-

val, the sale~0of program books, and similar business ven-
tures produced supplemental income. After setting aside

a substantial amount for éhe production of the following
year's feétival, the foundation used the remaining profits
to finance their own projects and give out grants to others.
. From aAmodést beginning of eleven thousand dollaxs in 1963,
fﬁnds spent on non—festiQal 3stiVitiés usually t::;Téﬂ
between thirty and forty-five thousand dollaxs annually.

The foundation supplemented its own research and

educational efforts by serving as a clearinghouse for

information on traditional cultures, and establishing an

3 Foxfire Fund, Inc., Untitled Brochufe, (1983}, LC/AFC.
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equipment loan program for fieldworkers. By demonstrating
the need for these services, the foundation contributed to
the establishment of the Folk Ar'ts Program at the National
Endowment for the Arts (1974), the American Folklife Center
;t the Library of Congress (1976), and the Smithsonian

Institution's Office of Folklife Programs.(1977).4

Limiting Academic Support

Although the foundatibn was in a good position to
encourage dynamic people in the field, the board chose to

limit support of scholarly research. The foundation's
) \
objectives clearly distinguished it from academic organi-

zations such as the American Folklore So&iety, which

"never attempted to interest itself in any event having

. 0
to do with folk music as an active event."5 As Ralph

Rinzler wrote to a rejected applicant in 1965:

In discussing, a general orientation for ,awarding
grants, the Board of Directors felt that while
many educational institutions and cultural foun-
dations made money available .for scholarship,
virtually no funds are available for work to re-

-

o

4_The Archive of Folk Song at the Library of Congress,
which had previously sponsored fieldwork, was hampered from
the mid-1950's through the early 1960's by limited staff and
the Library's unwillingness to commit itself to the future
of the Archive. See Peter T. Bartis, "A History of the
Archive of Folk Song .at the Library of Congress: The First:
Fifty Years," Diss. University of Pennsylvania 1982.

: > Bruce Jackson, "Newport,' Sing Out!, 16, No. 4 (Aug.-
-Sept. 1966), p. 10. . : '
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vitalize folk traditions in the few folk com-
munities that have survived. It was with this
thought in mind that the/ Board has made funds
available for this type of project rather than
in the equally valid but more frequently subsi--
dized areas Qf scholarship and collecting.6 '

Consistent with this policy, numerous very worthwhile
projects were denied funding, The foundation turned down

Richard Reuss's request for funds to organize and catalog

the People's Songs library, owned by Sing Out. magazine
- and cpnsidered the most important collection of labor and

the United.States. The foundation felt it
’ [V

’

improper to spend fuﬁ&é on a collection that would not be
open to the public. Similarly, the boara denied Francis
Utley'é request for funds to help Ohio Staté ﬁniversity (0su)
purchase thé Jose Hilmer collection of primitive and ethnic
music on 78 rpm fecords; Since 0OSU haé already allocated

a substaqtial sum for the purchase of LP recofds, the

board recommended that Utley request a portion of this

fund be used tp obtain the Hilmer collection. The founda-
tion declined a request by Assistant Professor Ellen

Stekert of Wayne State University to sponsor'ciassroom

performances by ethnic artists. The board felt it would

_'6 Ralph Rinzler, Letter to Adele Margolin, 18 Feb.
1965, RR/NP. During the 1960's, folklore scholars could ob-
tain limited funding from the American Council for Learned
Societies, the American Philosophical Society, and the Wenner-

Gren Foundation. (Personal conversation with Kenneth S. Gold-
stein, 2 Aug. 1982). ' :
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establish a bad precedent by funding an activit y that
"logically called for a university sponsor. Similar cri-
teria we}e used in evaluating other grant requests.

Yet, consistent with thé foundation's mandate to
encourage study and research in the folk arts; a few
.academic institutions réggived support. In 1964, five
thousand dollars was used to facilitate the initial
operatiOns of the John Edwards Memoriai Fbundation (JEMF)
at UCLA. An organizétion established in 1960 to promote
research in American country or ﬁiilbilly music, the JEMF
recéived additi&hal funding over the years, as it expanded
its-operatiQns. Also in 1964, the founﬁation'earmarked
one thousand dollars for the purchase of two Ampek tape

recorders to be used in estéblishing.a folk music archive

‘at the University of Pennsylvania.

Establishing Selection Procedures

The foundation was furthérﬂdistinguished by the infor-
mality/;f its applicé£ion, review, and awarding procedures.
During its first five years, the féundétion'was compietely
devoid of a formal application and review brocedurep Dur-
ing this period, at least one potential applicant was’told
that a grant requést qgé to be accoméanied by a detailed

description of the project in genéral terms, noting its

relation to a specific field such as music, sociology, or
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anthropology, and including a project budget and .letters
of rec%pmendation ffLm five or six scholars in the field
of interest. !: Yet grant requests were almost alwaYs from
individuals known to members of the board and included
much less formal detail.

Occasional correspondence ameong board members indi-
‘cates a continual concern about the rather arbitrary dis-

tribution of funds. As Mike Seeger advised in a 1963°

letter to other members of the board:

We must start acting like a Foundation and for
. our own ease as well as for our responsibility
to the field, we must initiate some standard
procedures in the use &f machines and giving

of grants. . . . Grants shaquld be regularly
read, acknowledged, boiled down and presented
to the board for decision.

gt

It ‘was not until Bruce Jackson joined the board thét the
grént awarding procedures begaﬂ to resemble those of
academic foundations,: At-his ufging, an information

sheet on the grants program was prepared for'distribution
to interested parties and a grants committee established
to screen requgsts. as a matter of policy, the foundation,

considered a grant absolute and did not check up on any of

7Ralph'Rinzler, Letter to Mike Michaels, 7 Aug.
1964, RR/NP.. | _

8 Mike Seeger, Letter to the Board, 19 Aug. 1965,
RR/NP. ’ . '
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its grantees. The foundation expected thét upon a proj-
ect's completion, a letter describing the project and

copies of any resulting publications would be submitted.
Excerpts from several of the project summariés also were

published in the festival program books.

The Foundation's Projects

The.Fouhdation preferredltq make.grants of .money to
existing oraganizations capable of managing specific proj-
ects. However, tge board mempers also coordinatgd other
, preséntations which were designed to educate the public
about folk traditions. — ‘ -

In the spring of 1965, éhé foundation produced an
educational concert series called "The Folksong Trail."
The series was sponéored by folk music orqanizati&ﬂs.in
major Northeast;rn citiés:.-tﬁe'Club 47 in Cambridge,
Méssachusetts; thée Friends of 01d Time“Music‘and the New
School for Social Beseafch in New York City; and the Phil-
adelphia'Folk Song Society; The. series coﬁéisted of four
concerts, two cdﬁcentrating ;n Angio-American traditions,
two on Afro-American. One Anglo program focused on "The
Folg Professional," the. other on the."The Mountaineer."
The first Afro”concert.featured "Shouts, Songs, and Jubi-

lees from the'Georgia Sea-Islands," and the other Afro

‘program iﬁcluded "Ballads, Rﬁyming Songs, Polyrhythmic
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Guitar from Andros Island, Bahamas.."9 Deﬁai%ed progfém
notes on the featured performers and their performance
styles‘enﬁénced these presentations. -The foundation also
sponsored two free c¢oncerts at the Delacourt Theater in
New York's éentral Park during ‘the summer of 1965. Al-
though thése.had no overtly educationél dimension, the
concerts helped performers suéh as the McGee Brothers
realize that there was a large- and enthusiastic audience
for their music in the North, an important development in
their performing careers. 10 |

Another of. the foundation's projects was to estab-
iish a toﬁring folk company; which it felt coﬁld be both
the nation's "greatest.ambassador and most Vvalued export." 1l
By selecting perfofmers who would illustrate'the diversity '
of folk‘trédi£ions extant in the Upitgd States, the foundé—
tion hoped to gain State Department support for interna-
tional performgnces by the troupe. On the démestic scene,
it was hoped thatg the trpupe-wouldﬁproviée incentive'for
backcounfry siﬁgers-and musicians to practice old songs or

to resume playing instruments they had long neglected.

Y

9 See The Folksong Trail, program booklet, [19651L

RR/NP. _

OAg noted in Burt Goldblatt and Robert Shelton,
The Country Music Story: A Pictorial History of Country
and Western Music (Indianapplis: Bobbs-Merrill, 1966), N
p. 230. ' '

11

Board meeting, 17 Sept. 1964, New York, NY, RR/NP.

’t
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.The board thought that efforts to recruit musicians for
the troupe might prompt the revival of - older community
gatherings, such as fiddler's contests, all-night sings,
-
and musical picniés. - After a modest festival was organ-
ized by Jimmie Driftwood in Mountain View, Arkansas, the
local s%ngers and musicians had become so accustomed té
attending Friday night rehearsals at the courthouse that
they continued to show up every week. After a couple, of
yéars, hundreds were gathering‘wéekiy to play music. and
‘'sing. Although the touring company plan never came to -
fruitigﬁﬁﬁnder the auspices.of the .foundation, Ralph Riﬁz; .
lér pursued the idea and helped the U.S: State Department

send such a troupe to.Mexico City in 1968. Other tours by

folk artists have since-been sponsored by the National
o

Céuggﬁl f@r‘tbe Traditional Arts.

The .-foundation also undertook the production of a

Newport Poik Festival songbook and experimented with
variohs.ﬁses of audib and visual recordings of the festi—
val. Published in 1965 by the Alfred Music Company, the
songbook featured one soné of each of,fifty—seveﬁ artists
who had performed at the 1963 and 1964 festivals, with .
descriptive notes for each-song and biographical sketch- of

each artist. 12

12Jean Ritchie, ed., The.Newport Folk Festival Sohq—
book (New York: Alfred Music, 1965).
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Festival!, an independent featufe-fi;m,"documents
much of the activity on and off-stage at the 1963-66
festivals. Produced in cooperation with the - foundation
by Murray Lerner, the two-hour docﬁmentary was released
in 1967. Although the film was nominated for, but did
not receive an Academy Award that year, at the San Fran-
cisco Film Festival in Octobérb_"a sell-out crowd burst
into ;pplause more than 25 times in 95 minutes, and gave
this motion picture.an.ﬁpbrécedented ovation." 13 _film

critics also were quick to note the film's importance as

both a historical document and entertainment:

Rarely, if ever has a tribute to the
beauty and timelessness of a form of music
been so brilliantly expressed. . . "Festival"
is a song to folk music; its peformers, its
thlosophles and feelings, its ValﬁﬁltY/ its <
power and exquisite articulations. '

Although more than a little top-heavy with performances :

by big-name artists, the film also presents clogging by « .

the Blue Ridge Mountain Dancens, gospel singing by the :

©o

3 Quoted from MLE_ Prodwctions, Inc., Untitled infor-
mation sheet on Festivall, sent to the author, 28 Jan. 1982.

14 In addition to the previously noted information ’
sheet on FestiVal', I received several photocopied, undated
press reviews of the film from MLF Productions, Inc. The*
 quote above is from John L. Wassefman, "Folk Festival Film
Beautiful," San Francisco Chronicle, [28 Oct. 1967].
Charles Champlln also praised the film in hlS review, "'Fes-
tival'~-Joyous Look at World of Folk Music," Los Angeles
Times, 15 Nav. 1967, Sec. 4, p. 1.

&
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Swan Silven@onesf and "cheek slapping"” byJCousin Emmy .
Lerner cleverly contrasts the:traditional blues as played
on an acoustic guitar by Son House with an electric per-

formance of similar material by the Butterfield Blues

Band, .including observations by House, members of the

Butterfield band, and others as to the role of folk music

.

"in their lives and why they came to the festival. The film

]

paptﬁres the festive air of Newport in Jﬁly: the impromptu

jam sessions on street .corners and the crowds of young

_people sleeplng -on the beaches.

The foundatlon s, tape 11brary included recordlngs of

X,

performances at the NeWport Folk Festival and. a unique
: p :

collection of field recordings. For several years the

tapes were stored in George Wein's office in New York City,

but the set- up there was hardly the equivalent of "a func-

Q

tlonlng archlve. By 1967 the collection numbered well

~over two hundred-seven-lnch ‘reels. Although the foundation

S

‘planned to turn topies over the Archives of Traditional

Music at Indiana University, where they would be accessible .

to researcheré andienthusiasts, this was never done. 1In

1968, ‘having discovered tabes setting next to a heater -4n
Wein's office, Brpoe.Jackson-negotiated for their rranSfer
to the Srate University.of New 'York at Buffalo, Where’EiE

remaln as a part of a, folklore and ‘oral hlstory archive

S SHUR

‘ housed in hls offlce. Ralph Rinzler has retalned many of

the orlglnal field recordlngs, but coples of many of these
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have been accessioned into the collectioh 6f the Archive
of Folk Culture at the Library of Congress.15
Originally,'the diredtorS'thought that commercial
recordings of the festival might prove a valuable source
of income for both the-fouhdation and the featured per-
’formers. The Vanguard Recording Company issued'sevérél
‘}ecordings from the 1963,.1964, and 1965 festivals. [See
Ap@endix C for a cémpleﬁe listing of commercially available
a festival recordings.] These albums here ogganized as
samplers oﬁ evening-copce{ts, or of blues, bluegrass, and
other genres, but néver sold well, as fans seemed to prefer
buying a full LP of a single performer;16 Noneéhelesé,ias
part of its recordiﬁélagreement with Vanguard, the founda-

tion received unedited, professional guality recorgings of
s :

I3 )
workshop and conceft presentations, even in later years
when there were no commercial releases. Over 350 tapes of .
the festival are housed in the Buffalo archive and except_

for a few cataloguing notes by the Vanguard and ﬁewport

sﬁaffs,-arq.unannotéted.' The recordings of workshop ses-

15 see Ralph Rinzler, Recordings made for the Newport

Folk Foundation of Cajun folk music from Louisiana, Scottish
Gaelic folk music from Cape Breton, Nova Scotia, d ballads
from Newfoundland,.[1964-1966]), LC/AFC, AFS 13,681-13,702
(7 1/2 ips, 22 10" reels); Ralph Rinzler, Recordings of

" French (Cajun & Zydeco), Spanish, and Choctaw music from
Louisiana, ([1964-1965], LC/AFC, AFS 15,075-15,076 (7 1/2

- ips, 2 10" reels); and Ralph Rinzler et al., Recordings of
Doc Watson and family, Clarence Ashley, Fred Price, Clint

.+ Howard, Gaither Carlton,: Garley Foster, Bill Monroe, and
others, at home concerts, festivals, and workshops in North
Caxolina, Virginia, Tennessee, and Kentucky; 1960-1965,
LC/AFC, AFS 19,559-19,600 (7 1/2 ips, 42 10" reels).

16 According to Vanguard President Maynard.Solémon, as
quoted .in Jackscn, p. 8. :

T+
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Fd

\

sions in which performers discussed the backgrounds of

thelr materials and the development of their performance

!

styles are a partlcularly rich but_neglected source of
material,forifolksong soholars. |

*Most of the field reoordings hodsed in the Buffalo
archive and.the Arohive of Folk Culture were made by Ralph

Rinzler at local festlvals and on field trips sponsored by

the foundation and had been submitted to the board Wlth_
recommendations for each year's program. The board real-
ized that much d% the material wowld be of interest only
to scholars as examples of cultural survivals or variants
of'items previously collected. The archive contained a

particularly extensive collection of Cajun music recorded

in southwestern Louisiana Some of its rarest recordlngs

! f ]
were of ccompanled Newfoundland ballad 51ngers and Cape

‘Breton Island'G ic mllllng" or "waulklng"-51ngers, as

well as mu51c collected from blacks in southern Alabama,

”1nclud1ng splrltual, sacred harp, and gospel 51ng1nq, blues,
cﬁildren's game-singing, and panpipes.performanbe..;The
R 3 : , —", -
“foundation consideréd various ways-of publishing these re-

coré;nqs but never released aﬁyﬁ
. 1 3
In l965 the foundatlon also began producing'a series

of thlrteen half-heur radio. prografis, whioh'it planned to’

make availableftozndnprofit‘stations_for the mere.prf&e.of
R v . .' . “ e e . ]

dubbing tape. Using both field:reooisings and unreleased

~ ‘I . N °
' - . PR .
. . P PR

. . . . - .
: . : e . B B
. N - Y
BRI ?
. - . - . . .

. R Aet - : . . .

.9



173a

tapes 6f the 1963-65 festivals, each.of the shows would
explore a particular aspect of folk music. Among others,
segments on '"religious group sinaing," "secular group
singing," "banjo accompaniment.and the folk aesthetic,"
and "city performers and their sources" were planned.
The series was never completed.

As a part of its mandate to promote and assist in
the production of musical and folk entertainments, the

foundation often gave or loaned money to festivals
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and festival coordinators. In 1965, the foundation sup-
ported three very different types of festivals. The UCLA
Folk Festival, directed by Professor D.K. Wilgus, receiveq
a $6,075 loan to produce their third annual tradition-
oriented, nonprofit event. Five hundred dollars was loaned
to the Atlanta Folk Music.Society to launch the first Georgia
Festival of Folk Music. The foﬁndation aléo suébérted'é
festival at Wayne State University which featured a variety
of ethnic ‘groups. The following year, Mack McCormick
received a fifteen hugdred dollar grant to locate talent
for the 1966 Texas Heritage Festival. A grant from the
foundation helped to establish the Northeast Fiddler's
Association, which. coordinated the 1966 Vermont Fiddler's
Convention. This event stimulated local interest in tradi-
tional fiddling and resulted in requests for fiddlers to
perform at functions throughout northern Vermont.17

Many festival organizers turned for guidance in talent
selection, programming, and technical coordination to the
foundation, a recognized leader in folk festival production.
In 1965, Rogef Abrahams and Américo Paredes, English pro-
fessors at._the Unibersity of Texas at Austin, asked the

foundation for advice when'studepts approached them with

17

"Field Reports: Bob Clarke reports," 1966 NFFPB,
p. 54. :
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18

the idea of organizing a folk festival. In 1966, when

James R. Morris, soon t; be head of the ?erforming Arts
Division of the Smithsonian Institution, took on the
responsibility of producing a tribute to grassroots Amer-
ica, he contacted Ralph Rinzler, then employed by the

19 1h 1969, Don

foundation, for advice and assistance.
ﬁest requested financial assisgance and guidance in organ-

izing a second annual folk festival and workshop in southern
mountain folk music at the Appalachian South Folklife Center

in West Virginia.20

First Financial Awards —

Of the foundation's first financial awards, announced
Nip-January of 1964, most were to organizations and publica-
tions the directors felt had already "distinguished them-

selves by dedicated service to the world of folk arts."21

The John C. Campbell Folk School in Brasstown, North Carolina

and settlement schools in Hindman, Kentucky and Pine Mountain,

18 poger D. Abrahams and Américo Paredes, Letter to
the Board, 9 Aug. 1965, RR/NP.

19 James Morris, "Division of Performing Arts,"
Smithsonian Year, 1968 ed., p. 71.

20

Don West, Letter to the Board, 6 Jan. 1969, BJ/NP.

21 Newport Folk Foundation Grants, Newport Folk
Foundation Press Release, 6 Jan. 1964, RR/NP. '
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North Carolina each received two hundred and fifty dollar

donations. The Little Sandy Review, a folksong magazine

published in Minneapolis, was given two hundred and fifty
dollars and Broadside magazine, chronicler of-the topical
song movement, received an equivalent dOnation,_in the form
of one hundred one-year subscfiptions. The Cooperative
Recreation Service ih Delaware, Ohio was awarded two hun-
dred and fifty dollars for the printing of five thousand
folksong books to be used by members of the Peace Corps.
The 01d Town School of Folk Mﬁsic in ﬁilmette, Yllinois
received five hundred dollars for the purchase of library.
materials in folklére. Five hundred dollar grants were
also made to the Council of Southern Mountains in'Berea,l
Kentucky and Boston's educational radio statibn, WGBH,'and
two hundred dollars was donated to the Institute of American
Indian Arxrts in Santa Fe, New Mexico.

Grassroots Focus

‘Despite the breadth of tﬁeir intere;ts, the board felt
from the outset that.its most substantial and lasting con-
tribution might be to revitalize, document, and preserve
grassroots musical traditioné. As Ralph Rinzler explaiﬁed
in a 1964 essay reviewing its initial expenditures, the
foundation viewed support of existing institutions as "an

obvious point of departure,” but that



177

Looking deeper into community problems it
became evident that, unlike some Sq@cialist
countries, where the government assume€s re-
sponsibility for the ceollection, stimula-
tion and preservation of folk creation and
culture, we live in a situation where the
product of folk culture nets millions of
dollars annually in the entertainment in-
dustry but neither the industry nor the
government has sought to conisnve its nat-
ural resources’ in this area.

. L .8 : - .
As its initial show of concern, the foundation gave tools
' ' '

of the trade to two of the grassroots performers at the 1963

festival. Veteran folksinger and writer Dorsey Dixon was

'given a Wollensack tape recorder to collect songs in his.

cohmunity and help him improve his own singing and piaying.23

Mississippi John Hurt took home a brand-new Guild guitar.
Two five hundred dollar grants given to Guy Carawan to
organize folk festivals on John's Island, South Carolina
seem to have been the most influential in shaping the future
direction of the foundation's operations. These festivals
were designed to ease the collection of folk songs and tales
in the region, to identify potential performers for the New-
port Folk Festival, to help the islanders realizé the value

of their unique cultural heritage, and to interest them in

22-Ralph Rinzler, "The Newport Folk Foundation: Keeping
the Roots of Music Alive," 1964 NFFPB, p. 5.

23 1n a poem by Dixon, entitled "“The Newport Folk Foun-
dation," he expresses his gratitude to the foundation. See
Archie Green, "Dorsey Dixon: Minstrel of the Mills," Sinyg
Qut!, 16, No. 3 (June-July 1966), p. 10.
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keeping their traditions alive. The local enthusiasm for
these events convinced members of the board that they should
begin to develop similar strategies for revitalizing tradi-
tional cultures in other rural areas. |

The chain%bf islands along the coast of South Carolina
and Ggorgia was an ideal spot in which to }aunch.a pilot
project in cultural advocacy. The islands have long been
regarded as a prime location in which to study traditional
‘Afro-American culture, as their isolation from the~mainland
contributed to the preservation of a way of lifé and style
of singing that had died oﬁt in much of the South. -Indeed,
the interest of the outside world has helped to preserve the
traditional culture of the islanders. The Coastgl Singers
of St. Simon's, organized in the 1920's by Mrs. Maxfield
Parish, wife of the famous painter, have dedicated them-
selves to preserving the singing styles of ante-bellum
Georgia Negroes. They sing rowing songs, longshoreman's
songs, ring.games, and shouts that are over one hundred years
old. Alan Lomax became familiar with the singing group
while on coliecting trips to the area and, in the 1950's,
helped to launch Bessie Jones on a solo singing career. Sub-
sequently, she and other members of the group--who came to be
known as the Georgia Sea Island Singers~-began to perform
around the country, first appearing'at the Newport Folk Fes-~

tival in 1963.
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In the islands, however, only a minority of the
population appreciated the older songs ;nd singing styles.
Researchers in the area continually found that most of the
residents--particulariy the young people--were ashamed of
the traditional ways of expressing themselves. Guy and
Candie Carawan, who began documenting the way of life of
the Sea Islanders off the Charleston, South Carolina coast
in the early 1960's, attributed the widespread disregard
for traditional culture to .the "mainstreaming influence"
of commercial media, churches, and schools. Noting the.
1963 éuccess of the Sea Island Singers at the Newport festi-
val and the local interest it genetatéd; both the Carawans
and the foundation began fo explore ways in which to fur-
‘ther stimulate interest and pride in tﬁe old music.z-4

The local festivals they-organized had the dual benefit
of having a positive impact locally and helping to uncover
new performers for the Newport Folk Festival. The founda-
tion continued to support the'production‘of nonprofit com-
munity festivals in the Sea Islands for several years; even-
tually these became self-supporting énd locally controlled.
In.addition, money was.given to help organize a conference
on Negro folklife, which brought.together scholérs, collec-
tors, and community organizers to develop ways to link cul-
tural .revitalization work with the larger freedom movement

gainjfhg momentum throughout the South.

24 See Guy Carawan, "Negro Folk Roots Kept Alive in the

Sea Islands," ({(Newport Field Report: 3), 1965 NFFPB, pp. 8-
9, 50.
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Field Operations

Soon after the first Sea Islands festivals, the founda-
tion set aside an additional five thousand dollars to fi-
nance a field program wiﬁh very similar objectives. One of
its purposés wés to locate "the best, most representative
and most exciting" artists for the 1964 festival.zs"Anéther
objective was to help further the fouﬁdation's nascent pro-
gram of cultural advocacy by highlighting rural areas like
the Sea Islands where the foundation might institute similar
local folk festivals "to stimulate the interest of the folk
in the”rémnants of loéal folk culture which exists in their

R 26
own communities."

The field program ;as primarily the brainchild of Alan
meax. It reflected his dual interests in increasing the
nﬁmber of traditional performers featured at the festival
and in allocating the foundation's human, financial, and
organizational resources to encourage the revitalization of
grassroots folk culture. Soon after joining the board in
1964, Lomax and fellow director Mike Seéger_recommehded
that the foundation hire Ralph Rinzler to locate traditional

a

artists, prepare them for a Newport appearance, and, at the

25 Alan Lomax and Mike Seeger, Memorandum to the
Board, [1964], RR/NP.

26 Ralph Rinzler, Letter to Richard A. Reuss, 28
Sept. 1964, RR/NP.
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same time, pinpoint areas where Newport-sponsored local
festivals might help revitalize traditional cultures. As
they pointed out in the memorandum. recommending Rinzler,

Lomax and Seeger believed that

If Newport interests itself professionally
in the destiny of American folk artists
themselves, through trained personnel such
as this s&out, the Foundation can greatly
benefit the whole field. . . . We can lay
our plans well, produce a better festival,
learn much about the field and its needs,
and be ready next year to 1aun§9 a broad
program of work in this field. .

Lomax and Seeger outlined specific areas which Rinzler
sﬁould visit, as well as specific duties that he should

perform. Foremost they recommended that he investigate

local traditions in the following regions:

- the Maritime Provinces - in Canada;

- French Quebec; .

- the foreign minority neighborhoods of
Detroit, Chicago, and Pittsburgh;

- the Mexican Southwest;

- Cajun Louisiana;

- backwoods Alabama. 28

In these and in other areas he visited, Rinzler was to

work with all festival invitees--both his own "discoveries"

-

2
7 Lomax and Seeger memorandum.

Lomax and Seeger memorandum.

~
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and "already-known" performers--to prepare them for a New-
port appearance. He also was responsible for‘arranging
éach performer's travel, accommodations, and care at the
festival. Because many of these musicians had never before
left home or performed in the usual sense of the word, Rinz-
>ler was to work with these performers during a two-day period
prior to the festival to help them program their material
most advantageously for the stage. -

' Rinzler, who joined the foundation's staff in February
of 1964, was singularly sﬁited to the position. As Robert
Shelton pointed out in 1965:

His catholicity of taste is something rare in
a field where likes and dislikes tend to be
dogmatic and immovable. One day recently,
after raving to a visitor about a banjo-
player who was coming toc Newport, Rinzler
waved the visitor to a chair to hear gospel
tapes and then started to unwrap some disks
of sitar players from India. This typifies
the range and apthusiasm of Rinzler's musi-
cal interests.

To Rinzler, his role as fieldworker for the Foundation
was not only to infuse the festival with new life, but also

to take stock of and draw attention to the traditional ex-

pressions he found extant in communities.throughout the

_29 Bob Shelton, "The Peopie Behind the Scenes: .
Ralph Rinzler," 1964 NFFPB, p. 34.
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country. The nature of the festival changed with the intro-
duction of the field program, he explains, because prior to

1964 it had _ X

. . . just a token representation of tradi-
tional material . . . nobody had really started
looking to see what other kinds of traditional
materials were really available. . . . People
sort of coasted on the assumption that the Li-
brary of Congress had really covered the field
in the '30's and '40's and that there really
wasn't that much left--it was slim pickings.
Individuals like Mike Seeger and John Cohen,
George Mitchell, down in Georgia, Mack McCor-
‘mick, had all looked into different regional
traditions wherever they happened to be, or in
areas that they happened to be interested in.
They'd come back with a wealth of material,
just really good musicians and good instru-
mentalists. And it was evident that if you
looked, you could find materials anywhere. So
Newport-—as Alan realized'and other people sus-
pected--Newport's real mission was to try to
start collecting again as they géd in the '30's
and find some of that material.

Rinzler collaborated with Mike Seeger and Alan Lomax
to develop the bulk of his fieldwork strategy. As Rinzler

recalls, Alan Lomax

. . sat down with me in his living room and
rambled over the continent in his mind and
said, "Back in the '30's I went here and I.
went there and the best stuff was in this
town and --" he just came up with an incred-

30 Carole Henderson, Personal interview with Ralph

Rinzler, 22 Mar. 1971, MUNFLA, C3958 (cassette).
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ible number of things. "Go see this person
here and that person there --" and I started
with what Alan knew and went on to what I knew
and called all kinds of people on the phone
and laid out a map, a route, and went out "and
found it.

Mike Seeger also had a tremendous impact
on the direction that Newport took . . . he
always came up with ideas from his own field-
work, for Newport. Newport would support
fieldwork of his occasionally, if he felt he
needed support, and he was probably better ac-
quainted with the cultural map of the South at
the time than Alan Lomax was. Most of Alan's
contacts were from the '50's and '60's. And I -
think more than anyone else, Mike was respon-.
sible for a lot of the field directions that
Newport took. He and I'had been friends for
years and together we would develop strategies
and approaches. 1In fact, more often than not,
I'd stop at Mike's house on the way up from a
field trip and go over all the stuff with him
and we'd decide together what we liked gnd
what we'd want to present to the board. 1

Rinzler also received a wealth of information and assistance

1

from experienced collectors and folklorists, including
Richard Allen, Samuel Charters, Jimmié Driftwood, Kenpeth
Goldstein, Harry Ostef, ;nd John Quincy Wolfe. They gave
him information about communities in whiéh they had done
research, introducead him to local.singers and musicians,
and helped him to locate others, like the Coon Creek Girlé,

who had been recorded years before,

31 Personal knterview with Ralph Rinzler, 20 May 1981.

~
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On the Road

~Between March. and July of, 1964, ﬁiﬁzler traveled some
12,000 miles. Using a Nagra tape recorder.purchased by the .
foundation, he recorded more than four dozen tapes of soyo
musicians and groups in eight states, Nova Scotia, and parts
of French Canada. He also took extensive notes on ‘local
traditions in these areas. A

Based on the fecordings and other background informa-

tion he supplied, fhe board decided to bring seQeral of
: .
Rinzler's discoveries to Newport in 1964. Among these
were Dewey Sheperd and his son, 0.C., fiddlers from David,
Kentucky; a group of Cajﬁn musicians from southwestern
Louisiana, including Dewey Balfa; Sacred Harp Singers from
northern Alabama; panpipe or "quill-player" Joe Patterson
and blues singer/guita;ist Willy Doss, neighbors from
southern Alabama; and a group of musicians and singers frém
Cape Breton Island, Nova Scotia. Among the already-known
performers he worked with in the field were singer/song-
writer Jimmie Driftwood of Arkansas; banjo player{maker
Frank Proffitt of Norﬁh Carolina; blues siﬁéer Robert Pete
Williams from Louisiana; the singing Phipps family of Ken-
tucky; cowboy éinger Glenn Ohrlin of Arkanéés; ballad singer
Almeda Riddle of the Ozarks; blues guitarist Fred McDowell

and his wife, Annie Mae, of Mississippi; and well-known

country fiddler Clayton (Pappy) McMichen.



185

After the 1964 festival,itpe'foundation launched a
more comprehensive field program and hired Rinzler‘as full-
time talent coordinator and permanent member of the staff.
P{ior t6 the 1965 festival,lRinzler took two field trips,
covering more than 14,000 miles and resulting in a variéty
of new performers for the festival, including a prison
worksong group from Texas and traditional singers from
Rocky Harbour, Newfoundland..

Just as actors and actresses modify their presenta-
tional techniques when moving from stage to screen, the
amateurs selected to appear at Newport wefe coached on how
to present themselves in a formal entertainment context.
In addition to style, performance content also was re-

viewed carefully. Among the reasons for this was that

the directors wanted to ensure that the country blues
musicians and Appalachian ballad singers they were pre-
senting would indeed play traditional blues or sing Child
ballads. Rinzler's advance work with eéch performer was

particularly important, he explains, Qn avoiding

. the classic problems that*you always

have when a folklorist works with a tradi-

i tional musician, a traditional informant.
A craftsperson can make something that looks
like something he's just seen in a newspaper,
thinking that that's what's the latest. thing.
So he'll copy a crockpot that'!s mass produced
and sold at K-Mart because that's what he
sees in the paper . . . Doc Watson wanted to
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play Eddie Arnold songs and Chet Atkins
songs because he knew that Nashville was
a symbol of success and he figured that
for him to be sucggssful he had to sing

what was popular. o

Knowing also that a successful festival appearance might
Help a participant interested in a musical career, Rinzler
felt that part of his .responsibility was to work with

those performers'and "educate"”" them

r

. . . so that they can know what to do to
become popular. Doc, being an imitation
of a Nashville performer, would never have
been as successful as he was being himself.

- And that took time and fieldwork . . . .
The educational role there of a folklorist,
myself as an employee of Newport or Alan
Lomax, who would work with a performer .
sometimes, was to take out the deepest

- cut of tradition that they were in contact
with through their family or community and
encourage them not to imitate pop Nashville
or pop Cajun or rock musicians but to play
the grassroots stuff that was unique agg
distinctive regionally and familially.

While it is my belief that such efforts have contributed
to the perpetuation of some of the older forms, I would

also suggest that presentations which limited the tradi-

tional artists' repertoires to only the "deepest cuts of

32 Personal interview with Ralph Rinzler, 20 May 1981.

33 Personal interview with Ralph Rinzler, 20 May 1981.
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tradition" also may have contributed to the perpetuation
of distorted and idealized views of folk culture.

In addition to preparing performers for the festival,
Ralph Rinzler spent much of his time, as he says, "commun-

ity organizing around cultural ideas.“34

A report sub-
mitted to the board in November of 1965, which details
Rinzler's activities of the previous eight weeks, suggests

i

the scope of his responsibilities and provides insight as

to the foundation's priorities.35
He began the trip in late September, attending gnd

recording a convention of black sacred harp singers of

northern Florida and Alabama. Although Rinzler had previ-

ously thought that waning interest in sacred harp singing

"might be stimulated if The Colored Sacred Harp were réé&?

prin;ed,-his’aﬁténdance at the convention led him to belie
éhat reprinting the book would do little to effect a re-
“QiQai of interest among young people. He did, however,
note that the tapes‘of'the convention were the oﬁly record-

ings of black sacred harp singing to have been made on

~

modern recording equipment and thus were a valuable addi-

tion to the foundation's archive.

Personal interview with Ralph Rinzler, 20 May 1981.
35 | . .
Ralph Rinzler, Report on Field Trip, 24 Sept. -
7 Nov. 1965. Appended to minutes of the Board meeting,
8 Nov. 1965, RR/NP. '
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Next, Rinzler, along with fellow board members Alan
Lomax and Julius Lester, attended a Conference for Southern
Community Cultural Revival held at the Highlander Center in
Knoxville, Tennessee. The.purpoge of the conference was

twofold:
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- to bring together cultural workers from
throughout the South to share experi-
ences and exchange ideas on projects
that® would focus the attention of
communities on their own cultural
heritage and traditions (like the
cultural revival work Guy Carawan
had undertaken in the Sea Islands); -

~ to make plans to put a folk music re-
vival program into action on a
South-wide basis.
The participants made plans for a national organization
to direct such activities and outlined specific plans for

eight festivals. 3¢ .
After the conference, Rinzler traveled extensively

throughout the South. He stopped twice in Nashville.

The first time,-he took Deford Bailey to several music

supply and repair shops to have his fiddle and banjo

repaired. ."His harmonica playing has lost none of its

soulful appeal and it is hoped that with practice his banja

picking and fiddling will be brought into focus for his

probéble'appearaﬁce at Newport this summer," Rinzler wrote. 37

'When he returned ﬁo Nashville a few weeks later, Rinzler

made tenﬁative arrangemehts with Roy~Acuff and with Lester

Flatt and Earl'Scrugés to perform at the 1966 festiv;l in

Newport. _He settled an account with festival organizers in

Greenwood, Mississippi and advised on preliminary arrange-

36 Alan Lomax et al., "Report on the Conference for
Southern Community Cultural Revival," 1-3 Oct. 1965. Ap-
pended to minutes of the Board meeting, 8 Nov. 1965, RR/NP.

37 Rinzler, Report on Field Trip.
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ments for a Christmas festival to be held in southwesterh
Mississippi. He also stopped in Mountain View, Arkansas
to see Jimmie Driftwood's Friday night courthouse spec-
tacular. "The Mountain View project is an ideal examplé
for us to follow," Rinzler wrote with enthusiasm.38 He
noted that Driftwood had agreed to undertake a similar
project in the area of Boone, North Carolina the following
spring, with the aid of Doc Watson and Frank Proffitt. He

further recommepded that

If we could succeed in doing exactly what
Jimmy has done in a few dozen communities
across the country, the future of folk
song would be immeasurably brighter and a
few thousand people would be back in the
swing of music which they 1oved3§or years
but abandoned for poor reasons.

In Boone, North Carolina, Rinzler purchased- an early
nineteenth century loom, which he hoped to use in a crafts
display at the 1966 festival. 1In his report, éqntaining
the first recorded reference to presenting crafts.at the
folk festival, Rinzler gave a br?ef overuiew.of the.puri
pose of such an exhibit and outlined is‘plqps for organ-

izing it: ..b

38 Rinzler, Report -on Fiela Trip.

39 Rinzler, Report on Field Trip.
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‘Such a display could add another dimension to
the program and bring to the attention of the
folk song enthusiast another aspect of folk
arts. A potter, weaver, basket maker, group
of quilting ladies, folk toy maker etc. could
be set up, each with a separate booth to dis-
play the process of making their wares as well
as to sell them. If this is to be included in
the Festival, we should contact crafts quilds,
museums and other such organizations and ob-
tain recommendations and mailing lists. 1In
this way, we could draw to the Festival an-
other group of people who are more interested
in crafts than in music. The educational
value of such a display for children is an ad-
ditional factor. Perhaps we could arrange for
summer camps and schools in the area of Newport'
to comgotq daytime sessions at special group

' rates.

,Rinzler's trip also included a visit with Willis James
in Atlanta, where he redrded a talk on the roots and types
of Afro-American music. Riﬁzler recommended that the tape
be made available to Folkways Records, for productionvand
distribution as a teaching tool of particular value to
field@orkers in black music. The entire text of Dr. Ja&es'
talk was transcribed and included, along with a bibliography
and discography, as notes in the record jacket when it was
released.41

On this, as én subsequent field trips, Rinzler also_
spent several days in the area of Mamou, Louisiana, assistihg

with local efforts to gain acceptance for and recognition of

40 Rinzler, Report on Field Trip.

Al Willis James, Afro-American Music: A Demonstration
and Lecture Recording by Dr. Willis James, Folkways, AA-702,
(2 12" discs), 1970.
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the area's indigenous cultures. As noted previously, the
Newport Folk foundation felt that-a part of its cultural
mission was to help stimulate local interest and pride in
regional cultures and thus save their traditions from ex-
tinctidn. In doing so, the foundation chose to work with
groups--similar to those in the Sea Islands~-that had Qhat
Richard Dorson has identified as

’ 7/

. . . the stereotyﬁical qualities associated.

with the carriers of folklore: remoteness,

isolation, illiteracy, poverty, and the nobil-

ity of4§eart engendered by a life close to the

earth. ' ’
Hawever, they were not always successful. The foundation's
attempts to establish a cultural organization which would
help to revive interest in gaelic songs and language among
young people'in Cape Breton, Nova Scotia was never accom-
plished. As was feared, many of the best singers in the
North Shore region have died recently, often without.having
imparted their knowledge of local ‘songs and traditions to
younger generations.

!

42 ’

Richard M. Dorson, "Folklore in the Modern World,"
in Folklore and Fakelore: Essays toward a Discipline of
Folk Studies (Cambridge: Harvard UnfveriiﬁgLangij 1976) ,
p. 43.

43 See Mick Hill and Ralph Rinzler, "Cape Breton: 1Its
Music and Way of 'Life," 1965 NFFPB, pp. 21-22, 63.
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Preserving Traditions: Louisiana

Only in Cajun communities of southwestern Louisiana
did the foundation's assistanée have a lasting impact on
the revitalization of perpetuation of indigenous cultural
forms.44 However, despite claims which suggest that the
foundation was the principal force behind a cﬁltural re;
vival in the region, scholars had been collecting and
researching Cajun traditions for over half a century;45
In addition, the bicentennial celebration of the Acadian
exile alsé had spurned new interest in the Cajun culture
and language shortly before Newport turned its attention
to the area.

Having settled in Louisiana following their ékpulsion
from Nova Scotia in 1755, Acadiaqs had retained their pre-
industrial way of life in the new location. Geographic
and cultural isolation made it difficult for them to con-
form to the mainstream culture, with the result that many
people, caught up in thé "melting pot" philosophy, de-

nounced everything Acadian--including their traditional

"Cajun" is derived from "Acadian."

45 A brief review of the interest of folklorists in
Cajun culture is included in Richard M. Dorson, Buying the
wWind: Regional Folklore in the United States (Chicago:
University of Chicago Press, 1964), pp. 229-34. See also
Barry Jean Ancelet, "Cajun Music: A Louisiana French Tradi-
tion," in 1983 Festival of American Folklife Program Book,
ed. Thomas Vennum (Washington, DC: Smithsonian Institution,
1983), pp. 39-42.




193

music. The traditional instruments, such as the accor-
dion, violin, and triangle, were drowned out and replaced
by steel gquitars and drums. Older aspects pf.the music
itself were rejected by the youngertbeneration.

Newport involvement with Cajun culture began in 1964.
Because, of his own interest in the region, southwestern
Louisiana was one.of the.first areas Alan Lomax suggested
the‘foundation's fieldworke; visit. Harfy Oster, a folk-
lorist. at Louisiana State University, also had begun re-
cording Cajun music, rangipg from udnaccompanied ballads‘
to contemporary dance tunes. His collection, which
stressed the evolution of the music, further contributed
to the foundation's interest in documenting and preserving
Cajun music.46

Based on the success of the revival in thé Sea Is-
lands, the foundation's directbrs realized that the
endoréement of Cajun music by outsiders might help it
regain status locally. When Ralph'Rinzler first visited
the area in 1964, he selected a group of musicians from
the region to play old-style Cajun music at the Newport
festival. Déwey Balfa, one of the members of the group,

recalls people in his community asking, "'Why are those

boys going up there? Nobody wants to listen to that

46 as noted by Ancelet.

-
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chenka-chenk musicl!' . . . They thought tgat it's so back-
ward, so old, that it shouldn't be done.“47 .
- The Céjun music was enthusiastically received by the -
huge crowds at thé festival. Moreover, "the invitation of
the Cajun band to Newpor®™ had the desired effect of giving
stature to traditional Acadian music played on traditional

instruments."48

After the festival, Balfa begén working at home among
his friends and family to preserve the music, language) and
culture. The Newport Folk Foundation designed and set up
a Louisiana Folk ?oundation to help Balfa, other local
musicians, academics, and state and loc;l politicians to
coordinate their efforts in this regard. Successive grants
made by the Newport Folk foundation.helped its Louisiana
counterpart to organize traditional music contests and
concertg at local agricultural fairs.49

The Newport Folk Foundation's further involvement in

the revitalization of Cajun culture was largely the result

of Ralph Rinzler's initiative. When Rinzler visited the

47 As quoted in Joe Wilson and Lee Udall, Folk Festi-
vals: A Handbook for Organization and Management (Knox-
ville: University of Tennessee Press, 1982), p. 164.

48 Paul C. Tate, Letter éQ\iif Board, 19 May 1965, RR/NP.
49 See Paul C. Tate, "Newport Grant Brings State Recog-
nition to Music of Louisiana Acadians," (Newport Field Report:
5), 1965 NFFPB, p. 1l. :
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4
area in October of 1965, he attended three of the music
competitioﬁs, recorded over forty tapes of French language
music sung and played by whites, blacks, and Indians, and.
identified musicians who might be invited to Newport. On
Rinzler's recommendation, twé of the Negro performers,
fiddler/singer Canray Fontenot aﬁd accordion player/singex
Alphonse "Bois Sec™ Ar@oin, were selected to perform at
Newport in 1966. N

Rinzler also attended several meetings. Some of these
concerned the éstabliéhment of an integrated festival of folk

music at the University of Southwestern Louisiana (USL) at

Lafayette. Students were to locate talent for the festival
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in théir home dommunities and bring it for consideration
to Richard Wagner, a trained folklorist both on the i
faculty at USL and the'board of the Louisiana Folk Founda-
tion. A variety of local blues, jazz, and Cajun musicians
were to be included in the two-day program. At a ﬁeeting
of state education officials, state politicians, and French
teachers, called by Hosea Phillips, a French professor at
USL, on behalf of the Folk Foundation and ﬁhe Societe de
France Amerique,'Rinzle; and others laid the groundwork for
reinstituting French as a part of the curriculum in primary
schools in the Frehch—speaking areas 6f the étate. . Although’
French was spoken in many homes, children were punished for
speaking it at school, with the result that the language
was disappearing and with it, the music. The State Depart-
ment of Education, although it did not oppose the teaching
of French, had no interest in spending funds on textbooks
and teacher training. The Louisiana Folk Foundation helped
the large but often disorganized southwestern French-
speaking faction press for a chénée in policyf

Within a decade, many of these ideas had become re-
alities. 1In 1968, the state of Louisiana, under pressure
from former U.S. Congressman James Domengeaux, .supported
. the Council for the Development‘bf\zggpch in Louisiana
(CODOFIL) to work on political, psychological, and educa~
tionai fronts to erase the stigma Louisianans had long

“attached to the French language and culture. French classes .
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were instituted in elementary schools. In 1974, CODOFIL
organized the first Tribute to Cajun Music festival, where
Dewey Balfa's message of cultural self-esteem was received

by an audience of over 12,000. Now an annual event, this

r—
e

festival has not only provided exéésure for musicians but,
in presenting thém_as cultural heroes, has helped to re-

validate the music. 59

e
Miscellaneous Projects: Civil Rights to Smithsonian

The Newport Folk Foundation clearly distinguished it-

self as an activist organization, in contrast to academic ..

[
: %y
foundations which were concerned primarily with supporting

diéinterested scholarly research.’ Particulafly in the late
1960's, when questions of "relevance" contributed to majoxr
changes in academ%c progr;ms across the country, the board
showed little interest in supporting projects @hat were not
designed to encourage social change. While the discﬁssion
which follows is limited by the lack of available informa-
tion on some of these projects, others have had a dramatic
and lasting impact. ' .
As'a by-product of its\iREgrest in local traditions,

.0

the foundation used its cultural resources to encourage com-

50 As noted by Ancelet.
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N

munity involvement in the civil_rights movement. The
Newport-sponsored festivals.in.the Sea Islands, designed
to preserQe-thé oldest and purest Afro-American music
known to exist, inséired-cultural workers in the South to
find and utilize native folk talent. In.l965, Guy Caraﬁan
reported that civil rights workers visiting the John's

Island festival

. . decided they would like to see similar
grassroots festivals developed in communities
where they're organizing community centers
and freedom schools in Mississippi, Alabama,
southwest Georgia and Arkansas. They pointed
out that this approach would be adding another
dimension to their main objective--trying to
convince the Negroes in these areas that they
do have validity as people, that they have some-
/ thing tos?ffer {culturally as well as polit-
ically). . : :

Subsequently, the Newpdrt Folk Foundation supported
~other festivals and events designed to enrich the music of
the freedom movement. 1In 1964 and 1965, it sponsored the

participation of the Georgia Sea Island Singers, Alan .

.

51 Carawan, p. 9.
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Lomax, Dock Reese, and Ed Young in festivals of Negro
folk music and‘freedom songs held in Atlanta, Georgia and
'Edwards, Mississippi. The foundation's most ambitious
undertaking in this regard involved organizing and spon-

soring musical activities for the 1968 Poor People's

o

March on Washington. In March of that year, Dr. Martin
-Luthér King, Jr. had urged the nation's poor éo assemble
in the capital to dramatize the severity of their.economic
plight and press for social change. The Newport board,
which believed that the foﬁndationhhad "benefitted so
greatly from the mus}cal tfaditions 6f the very péople
making that march}".donated a considerable amount of time

and money to organizing musical activities by and for the

52

participants."” As explafned'by Bruce Jackson, the real

purpose of Newport's involvement was to ensure

e

"+ . . that the music going on at the March
will be music of the people, rather than
stars brought in from outside their world.

. It will be possible for stage performers

to appe€ar (jazzmen, Belafonte, etc.), but

. they won't create a situation in which the

only music around is what is being giveh to
the marchers~-the main source of mggic will
come from the marchers themselves.™ ™

o

22 The Board, Draft of a letter to organizgpgons B
that it was hoped would co-sponsor musical events for the’
Poor People's March, [1968], BJ/NP.

22 Bruce Jackson, Letter to Elliot Hoffman, iZ;
May 1968, BJ/NP.
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At the outset, the foundation donated five thousand dollars
to help finance a program that would feature performers
from American Indian, Puerto Rican, Negro, and Mexican
communities in the United States. The musical program
Reverend Frederick Kirkpatrick'subsequently developed in
conjunctién with curfent and fofher Ne&port directors Bruce
Jacksdﬁ;.Alan Lomai,zand Ralph Rinzler was cbﬁsiderably
broader in scope. for'the march itself, the foundation
provided the main coﬁtingentS'in Chicago and Mississippi
with experienced coordinators such as Bernice Reagon and
Jimmy Collier, who led the people in singing protest songs.
relevant to their cause. "An assortment of activities,
inclﬂding danées, concerﬁs, and jam sessions, helped téb
occupy the marchers during their stay in Waéhington.

At one board meeting in the fall of 1968, two ten
thousandAgollar loans were approved for projects‘whose
objectives wgpt peyond the foundation's usual sphere of
influence. The first of these was to-Country Roads, Inc.
to purchase and revitalize the Jugtown Pottery in North
Carolina. The other loan was to Pete and Toshi Seeger to
build a Hudson Rivgr sloop that would.inspire public
awareness of the éﬁvi;qnmentéi pbliution of the river.
_Both iq;ns‘late; Qé;e repaid in full.

- "Léountry Roaés, Inc. a nonprofit corpofation, had been

established by Nancy Sweeiy and Ralph Rinzler in 1966 for
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the purpose of

.« e devélopinq and promoting handicrafts in

the U.g. with particglar, though_not exclus%xe,

emphasis on Appalachian & SE Indian crafts.
The Jugtgwn Pottery was one of the.last remaining tradi-
tional country potteries. Yet despite the demand for
wares produced at Jugtown, the property was in disrepair
and. required considerable improvement to reach a modest
level for working and living. The young Owens brothers
who were running the pottery were qonsidering abandonigg.
it for jobs in a nearby factory. | |

Believing that

. . . it was economically feasible to produce
and sell handicrafts at a profit--through ef-
ficiency, discipline, and informative promo-
tional efforts--without resorting to the dead-
ening effects of mass production processes,

, Couné&y Roads used the Newport Folk Foundation's loan

along with money from other sources to purchase Jugtown
e
and increase the pottery's production to a profitable

55

level. This included building two new walk-in kilns,

54 Nancy Sweezy, Report on "Jugtown Pottery," 15 Jan.

1969, p. 1, BJ/NP.

33 Nancy Sweezy and Ralph Rinzler, "Proposal for the
Development of Jugtown Pottery in the Community of Jugtown,
Moore County, North Carolina," 10 June 1968, p. 1, BJ/NP.
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experimenting with local clays, reorganizing the clay
processing system, examining the pottery'é"éurrent forms
to determine which should be produced in guantity and
which should be discontinued, prloring wholesale mar-
keting possibilities, and establishihq a system of ap-
prenticeship in which. some forty apprenticgs were trained
between 1968 and 1982. The Owens brothers continued to
work at thg pottery and in 1982, with the production of
Jugtown-ware entirely self-supporting, Country Roads sold
" it back to them. Sweezy describes the foundation's loan
as "critical" in helping to attain the desired end of |
having the pottery re-emphasize traditionél forms and con-
tinue to produce qooé-ware in tradition.>®° Jugtown has
greatly influenced other potteries in the region and ef-
fectively demonstrated that "a fully creative, and there-
fore satisfying way of life can be economically suc-
cessful.57
The foundation's loaﬁ to Pete and Toshi Seeger to
help build a Hudson River sloop was based partially on
the grounds that the craft w&uld be uéed to conduct festi-
vals and increase folk music actiQity in the Hudson Valley.

- .
Beginning in the winter of 1968-69, Pete Seeger and others
[} . :

>6 Personal conversation with Nancy Sweezy, 15 April
1983.

>7 Sweezy and Rinzier, p. 2.
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gave concerpf to raise more money for buildiné the sloop
and helped in the formation of Sloop Clubs in a number of
cities and towns, to organize local shows to raise money
for the project.

However, the Clearwater, as the sloop was named, was
built primarily to'be a floating museum,'a symboi of a
time when the river was a source of pleasure, its beauty
not marred by its usefulnéss. Ultimately, the sloop
helpgd to_ipspi:e a public awareness of and concern with
environmental polluﬁibn_and prompted communities in the
Hudson River Valley to participaﬁé in what is an ongoing
effort to clean up .the'river and conserve its resources.
A further outgrowth of these activitieé was the Hudson
River Revival, a folk music festival with an environmen-
talist or;éntation, that began as a community picnic and
folksong gétﬁéring. o |

Other projects had more overtly educational objeCti?és,

In January of 1969, the foundétionwgavé the -Southern Folk
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Culturél Revival Project (SFCRP) twenty-four hundred dol-
lars to finance a "Music and History Program" in public
schools in and around Atlanta, Georgia. Based on the
belief that “S%e of the greatest assets of American cul-
ture is the music that has its roots in the South," and
that this music should be a part of a child's education,
the SFCRP helped educational institutions in the South
utilize the cultural resources of the region.58 Toward
this end, three classroom programs were organized. The
firSt, on "Mountain Life and Song," was designed by Anne
Romaine and Esther Lefecer to present. southern mountain
music as a history of a people, a collective experience
and an individual reaction to that experience. Bernice
Reagon designed a series on "Black History Through Music,"
ﬁo.teachuﬁhe unwritten culture of the black American in
music, dahce, folktales, and language. All three co-
ordinators collaborated on the final program, entitled,
"Music of the Grassroots South," which focused on the
historical development of sduthern folk music from Engiish_
ballads and religidﬁs'mdsié, and included worksongs, blues,
industrial songs, and topical songs of the twentieth cen-
' f£hryi_ By all accounts——thosé of performers, teachérs, and

students--the program was highly successful.”’

58 'Music and History', The Southern Folk Cultural
Revival Project Brochure, [1969], BJ/NP. :

, 59 Letters from teachers and students were appended to
the Final Report on "'Music and History': Southern Folk
Cultural Revival Project," [1969], BJ/NP.
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A grant made in the spring of 1968 to Eliot Wig-
ginton of Foxfire magazine was, as Bruce Jackson points
out, the foundation's "best investment."60 In 1966,
Wigginton, an English teacher in a 250-pupil high school
in the Appalachian mountains of northeastern Georgia, had
begun a project in cultdfal'journalism.' Studgnts partic-
ipating in the pfoject interviewed people in the éommunity
about their traditional customs and beliefs'and published
~a magazine feéturing articles based on the materials they
had collected. The foundation became aware of the Foxfire

. <.

project in 1968, when Wigginton, using an army surplus
printing press, was struggling to keep the operation afloat.
Thining it a splendid way to help people in the area come
to appreciate their own heritage and t% make outsiders
aware that such a heritage existed, the foundation offered
its assistance., In addition to loaning the project a tape
.recorder for interviewing purposes, the foundation also
donated a couple of éases of recording tape, film, printing
papér, and five hundred dollars. As Wigginton enthusiasti-
cally wrote to the board in March of 1968, its assistance
was crucial in carrying the project thrbﬁgh the summer and

-

beyond:

60

Personal conversation with Bruce Jackson, 24 Feb.
1982. o : - :

r



o

205

.. by damn, it just looks like we're going
to make it. You wanted to give us breathing
room--you've done more than that. You've
really put‘us on top of thesyorld. I can't
see any way to stop us now.

Foxfire is not without critics, however. The principal
contention, as summarized by Richard M. Dorson, is that Wig-

ginton

. . . could have developed his concept more

fruitfully with the advice of trained folk-

lorists, who could have led students to the

library as well as the field to learn of sim- : -
ilar cultures, counseled them on traditions

they might search for, and advised them on

editing the magazine and the book so they

would avoid romantic stereotypessgf backwoods

folks practicing old-timey ways.

Wigginton &s recognized for his devélopment of a bold and
innovative educational project. Even Dorson has admitted
that "properly channeled, thé Foxfire concept can lead into
valuable fieldwork and interpretation of local cultures."
In addition to the magazine, Foxfire has now expanded to
include seven other divisions in which the high school

students participate. These are: Foxfire Press, Foxfire

61
1968.

62 Richard M. Dorson, "Folklore, Academe, and the
Marketplace," in Folklore and Fakelore: Essays toward a

Discipline of Folk Studies (Cambridge: Harvard University
Press, 1976), p. 25. .

63

Eliot Wigginton, Letter to Bruce Jackson, 25 Mar.

63 - ...

Dorson, "Folklore, Academe," p. 25. ( e
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V#ieo and Community Television; Foxfire Records; Envirdn-
hental Studies and Outdoor Educétion; Photography; Book -
keeping and Circulation; and Co%munity Developmént.64 + As
a successful cottage industry, the Foxfire operation'has
made a tremendous economic, as Qell as cultural, impact
in the region. It has fostered the development of similar.
programs nationwide. 4
The foundation also laid the groundwork for the sdc—
cessful présentation of a folk festival on the National
Mall in Wéshington, D.C. The Festival of American Folklife
(FAF), which Ralph Rinzler began producing at the Smith-
sonian Institﬁﬁion'in 1967, drew hgavily on fieldwork he
had done for Newport ana on Newport-sponsored fieldwork of
others.65 As Rinzler explains, the FAF's production tech-
niques were whoily the result of the Newport board's efforts

to develop folk festivals as educational tools:

The idea all amme out of Newport, out of the.
successes and the failures, the production

ideas, the tender loving care ideas. Newport

was an_excellent training ground for anyone o

64 Foxfire Fund, Inc.,-n.p.

65 In 1968, the foundation co=-sponsored and provided
recording tape and equipment for Ethel Raim to use in con-
ducting a field survey of the cultural traditions of im-
migrant groups in the New York, Philadelphia, Pittsburgh,
Chicago, and Baltimore-Washington metropolitan areas. This
formed the basis of the "01d wWays in the New World" segment
subseguently introduced into the FAF.
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who wanted to come work in a Egseum and do
a living museum presentation.

In addition to fostering the development of numerous
state and local festivals, the production of the FAF also
led to the establishment of an Office of Folklife Programs
at the Smithsonian. The staff of.this office engages in
scholarly research and documentation of folk cultural tradi-
tions. The FAF also has inspired. the awarding of National
Heritage Fellowships, through which the Folk Arts Program
of the National Endowment for the. Arts, i; the spirit of

Newport, annually

. . recognizes and honors some of the many
master traditional artists who have contrib-
uted to the shaping of our artistic traditions
and to the preserving of our cultural diversity
and vitality.67

In retrospect, though some of the Newport Folk Founda-.
tion's projects never progressed beyond the planning stage
and others have made little impact on the folk field,
there are notable exceptions which testify éo its important

role in both ‘encouraging interest in and helping to per-

66 personal interview with Ralph Rinzler, 20 May 1981.

67 National Heritage Fellowships Program Booklet

1983, [p. 2].
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petuate folk tfaditigns. Festivals continue to be held,
and local traditions thrive, in the Georgia Sea Islands.
The foundation helped to institute a major cultural revital-
ization in Cajun communities” of southwestern Louisiana.
French is taught in the schools and the local festivalsg
are more successful than ever. . The selﬁ-suppérting Jugtown
Pottery continues to produce wares using traditional mate-
rials, tools, methods, and forms and-since January 1983 is
owned by master potter, Vérno&-Owensv’ The Foxfire corpo-
ration has successfully marketed its seventh book and has
fostered the develbpment of nuherdus other programs in
cultural journalism.: The Festival of American Folklife at
the Sﬁithsonian Instiﬁupion, which has recently concluded
its seventéenth annual production, has helped to gain
political support for folklore and make public funds avail-

. able for folk arts research and presentations.
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CONCLUSION
o

The Newport Folk Festival was an important cultural
institution which beéame a model for the organization and
production of many subsequent folk festivals. In 1959
George Wein and Albert Grossman reworked the successful
format of the Newport Jazz Festiv%l to appeal to the grow-
ing market of folk music?fans. When the folk festival was
reorganized as a n ofit venture in 1963, it both
resembled the folk festivals they had produced in 1959 and
1960, and differed considefably in approach.- The artists-
run Newport Folk Foundation was established to oversee pro-
duction‘of the festival and to redistribute its income:to
individuals and organizations involved in developing the
folk arts at;the grassroots. Foundation fieldworkerswsought
out and worked with traditional artists in communities
thfoughout North America, and the size and scope of the
festival expanded as increasing'numbers of these performers
were brought'to Newport. The directors of the foundation
continually experimented with Qaysngf illustrating the idea
that'"folk,music grows out of li;ing."

Although the festival was an important fofum for fblk

musicians, there were numerous problems inherent in its
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design. .In its first years, most presgntations wexe held

in a municipal sports stadium before several thousand,Spec;
tators. Artists ﬁnaccustomed to performing in such é vast
arena had difficulty adjusting to the new énvironment. They
were often overpowered by more seasoned performers, with the
result that the fes£iva1 deveiloped a reputation as‘an annual
showcase for pop folk entertainers. The festival's organizers:
were criticized for using big-name folk artists to attract
large audiences, despite the fact that their inclusibn/helpeq
to subsidize the appearance of lesser-knowh grassroots |
artists. .

As the juxtaposition of big-name and lesser—known:per-

formers continued to be problematic, the directors stepped

&

up their effortsAto devélbp the festival as an educational
forum. After tﬁe festival was revived as a nénprofit and
artists-run venture in 1963,.the evening concerts remained
its-fiﬁancial backbone; but the strength of the ;eorganized
festival was its greatly expanded daytime p?ogram of work-
shops, concerts, and non-musical sessions. JIn the;e, par£i-
cipants were allowed mo;eftime to démonstrate and explain
their skil;s. N |

By 1969'it was evident -that the festival had run its
course. It had apcomplished its goals of hglping folk

musicians gain entry into the commercial music industry,

introducing followers of the folksong revival to the

-
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bearers of tradition, and using profits from the festival to
foster the preservation-and perpetuation of folk music tra-

ditions at-the grassroots level. As the festival's unsuc-

cessful experiments with the presentation-of fo}k.craftsrand

dance had made -apparent, the Newport audience's intereSt in
folk music was only as a kind of entertainment;_further

attempts- edycate the public about the breadth and variety-

.of folk traditions wo be best accomplished elsewhere..

The spirit'of Newport survives in'numerous projects ’
.initiated or sponsored by the Newport Folk Foundation. The
foundation provided crucial financial backing for the John:

Edwards Memorial Foundation, Foxfire, Inc., and the Jugtown

Pottery. Most of the foundation's efforts were directed to-
. y Lg , .
ward keeping folk music alive at its.grassroots amd, toward

A o .
this end, it sponsored, advised and'suppdrted numerbdus
festlvals and folk music gatherlngs throughout North Amerlca
'It supported the rev1tallzatlon of tradltlonal cultures in’

the Sea Islands off the coast of Georgla»and-South-Carollna;
ahd played a major role in instigating a similar revival Hin
Cajun communities in southwestern Louisiana. Former directors
- of Ghe foundation cont:nue to perpetuate, preserve, and -docu-
ment folk curtura}'traditions. Notabiy, the.Smithson;an .’
institution's Festivai of American Folklife, establishedtby-

Ralph Rinzler, is a direct outgrowth of the research conducted

by hlm undeé}the auspices of(phe foundation. Many progects

<
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undertaken by the Smithsonian's Officé ;% §6iklife'Png;§ms
are the result of ideaé_which were introduced but never fully.
developed at Newport.‘

Tﬁis study points to the need for fu;ﬁher examination
of the goals and accomplishments of, folk festivals and other
vehicles designed to'preseryé and'diéséminate information
about folk cultural traditions, with particular regard to

their impact .on audiences and participants.
.

w7

e
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This bibliography is divided into two main secfions.
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releases, articles in program books) .
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aration of this work. Thé_groupings of entries in this

section are similar to those in Section I: "qﬁ
: A

.
_"\" [3s
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