AN ETHNOGRAPHY OF THE
SI. ALBANS FOLK MUSIC CLUB

CENTRE FOR NEWFOUNDLAND STUDIES

TOTAL OF 10 PAGES ONLY
MAY BE XEROXED

(Without Author’s Permission)

JOAN BARBARA KOSBY







166299







.
<
’
s
a
)
L o ._\

CAS
~
/
-

o .

; s ' »". * ! = T, N

. ) . N
A e . A ’ . g
S, RN o .‘ i -

£ : LT .

i o o - s

sl L& .
.o

h
SLRDL T T e MEL D i i bk AT

SRR A rhes1s submitted in part1a1 fu'ifﬂ'lment f;?*:' I
_ . of the reqmrements for- the degree of ER

Master of Arts e \'_ L

;. .
?v V- . e N

Doop T T Department of Fo]k]ore
A L Memoria] Umvers1ty of Newf’ound]and

e,
T e g e
.

December 1977




P ABSTRACT

f 4

-

The fo]ksong (or "fo]k") cLub 1s the prtmaﬁy performance

: 'outlet of the recent Br1t1sh ‘fo’rksong rvea] which began t'n
. i

-,'..1950 5.7 L1ke North Amemcan coffeehouses, prov1de a: reasonab]y
.smaH and 1nforma1 miheu for the perfonnance of.._the var‘nous t_wes of
" ._ musxc 1abe1ed "fo'lk ! Th1s thesis exammes one such c'Iub ‘the St

Albans Fo]k Music C'Iub from the po1nt of v1ew of the fpeop1e d1rect1y

1nvo]veb 1n 1ts organizatwn In order to arrtve at ian: 1ns1der s, potnt

.

of view the methodo'logy,of ethnosc1ence was emp]oyed The theoretwa'l

ar

bas(eo ethnosmence and the speciﬁc techmques used to gather data are

d1scussed 1n the thes1s"5:'_'_-:'-:_,';:.‘?'.._

“» /

Revwa'hsts are primaﬂ‘ly a heterogeneous urban midd]e :

» ~a

c‘lass group. Thus the_v are 1n e]ear contrast to the o\der co\hcept of
the "1dea1 ‘Fo)'ﬂsoc*iety,“ defmed as sma'l] N ﬁso]ated homogeneohs,_ ,-
nonHterate._ However 1h recent 9ears th1s 1dea11zed n0t1on of fo]lc
soc1ety has g1 ven Way to the concept of the "fo]k group " A fo]k

group is. any group of peop1e who, on the basw of some corrmon bond

can be seen as a fo’lk gmup sha\ring a number\ of trad1t10ns, 1nc1ud1ng

i

As there' are few stud1es deahng w1th the Br1t1sh rev1va1

4

the h1story and 1deo1 ogy of thws movement are d1scussed 1n some detaﬂ

11ke re'hgion, ocCUpat'Ion. or,_nationa-lu—y'ehaee—tradﬂﬁonr*ReﬂWm y




- B . . -,

~1In order to acquamt the reader with the St “Al baps Fo]k Music. Club,

, 1ts h1stor_y, phys1ca1 setung, and format are ou'c;hned The rema1nder§

'--of the thesis .is devoted to t0p1c5 of parmcu'lar ‘importance to 1nform—_

’

ants. These are. the ro’le structur‘e of the c]ub the c1a551f1cat10n

of performers apart from the1r ro1e mthm the c1ub the "atmosphere" '

B

» or mood of the c'lﬂib durmg an even'lng. and the c'lass1f1 cation, selection

V-
]

and use of repertmre.. The concluding chapter compares 1nfbrmants

',

1deology w1 th that of other revwaHsts, as weH as w1th 1nfonnants

actual behavmr Some bas1c d1fferences between the fo]ksong c]ass'l-

" ‘..ﬁcat\on s ms used m the rev1va1 an‘d in; fo1 k]ore stud1es are a1so

out1 1ned

f




. ._,\; ) :
; LA ,\ ."_‘.
. o

.4

»

L

their. kT.nd.ne.ss.- pat

| -abah:db'n;df1ohg ago’..

.
A ~
[ '
R

AN not
AN
s -

" DEDIGATION -

-

o

“aey

© " .. This thesis is dedicated to Grahan and Jen Goffee, for.

jence, - Guinné‘s,é » ‘ang,,O'\(a1t/ine » and to Pau-i_.Mer'*ce‘r:: '

.IfO'YT ,hj'_s more- than generous moral, _me'n,tai . and financial support. .

. Without their help.and understanding, this- work might havé been . ., .

ﬁ.ﬂ_;n-—, ,-.. 3 : ..4_-.- - . .

o e
o Il

Laat
P N

~

CERIRIE 1 X
S~




g As weH usefu‘l b‘ckground informatwn an the Br1§'lsh folksono revwaT
,"-~-"Armstrong, Roddz‘e Come y

. I:'F‘kaTore at Memoria] Umversit.y of Newfound'land orovxded 1nformat1on

e

, L E o -
. / ! . . v‘| . . -
, ACKNOWLEDGMENTS &

STt s impdssible to adequa&'ly thank a1l those who have
~ contributed, fn various Ways, to t;he/"completi'on of this thesis.

These acknowTedcments represent an attenpt to express my qratitude :

tothem R . _ N SR
, ‘F1rst \I want to thank those peoplé from the St. ATbans L

FOlk Musm CTub who so unseTﬁshTy qave up the1r free~t1me for 1nter- '

v1ews and otry\disturbances.:,_ Graham arnd Jen Goffee V1ck1 North

s

|-
Tony Barra;ct, Sandy (‘Tover (who also took mqst of the photographs
1nc1uded 1n the thes1s) Maum ce S1bTey, @y and \dendy RundTe, Graham

Lyndon Jones, Cohn and J1H Bargery. Graham Br1nsden Tony CHff

~,Graham Terry, ATan Hart and Martm. R1ch Ken Lindsay and M1ke/ Aston, I

n

: who are no Tanger assoc1ated w1th the cTub were aTso ve’\he%pfu‘l

"was supphed by KarT DaT'as, Ewan MacCoTT A L L1§yd Frank1e

'Iis Foren, and Ro_y Harms..

VR

‘ '1-;;'Areferences and suggest'l,ons regarding earher drafts “of the manuscrwpt Lo
SR © o,

.In partlcuTar I am gratefu] to the fo'lTow1pg PauT Mercer. John Ashton, S

"::‘Martin Lovelace, MichaeT Taft Laurie Lacey. Mac Swackhamner GeraTd

Steve 01ck1nson Br\anr Pears,pn Janet Smpson ALlsoymacfarTane, L

s=izgen

FacuT ty members and feT'low students 1n the Departmeht of Dot




- K i v . . § ‘ . . ,.\\
' . ‘.~ v . v .
Th-o'mas. and K%nneth S. Goldst‘ein My superv1 sor. Ne11 V. Rosenberq, Vo

offered constL*uctwe cr1t1c1sm durdng both the research ‘and wr1 t1nq

[y

stages In add1 hon. the reference hbrar1ans at Memonal s ma1n '

. hbrary( deser‘ve spec1a‘l recogmtwn for the many 1nterhbrary Toan

.

- requests they ﬁued an questwns they answer:ed L L
: ]

. There are 2150 3 number of other peop]e whose ‘help should -
be mentmnedt John 0. A Hiddowson, who as actmg head of the fo’fk]ore

department a Memor'la] (]974 '1975), d1scus ed my or1g1na] thes1s

proposa1 w1th\me, Fred Noods, ed1tor of the Br1t1 fo]ksong revwa]
magazme FoTk Revxew, who sent me severa] 1ssues of the pubhcatwn ha

N free of charjge, §111 Cook P1ers Harker and Bob G]ass of Co'Het s,

ol Record Shop

l

1n Lo don, who prov‘ided me w1th 1nformat1 on and anwed \_ B

L me* to brows' and 11sten as much as I 11ked V1c and Chr1stine Sunth

et

for the1r hosmtaht"z durmg my v1s1t to Sussex, the oeopleﬁt _'the"-: o

Memona] Unlvers1 ty Educat1ona1 Te]eV1s1on Photography Sectwn, for

: prmtmg th photographs 1nc1uded 1n th1s work Ch es- HlscocL for
_ 1 wrotarshs rirles .
drawmg the tab1e5 and. f1gures, and C1ndy Turpm. for typmg the ﬁna] .

draft of the thes1s I a\m a1so gratefm to my St mbans housemates,

i} V1 v1en Baﬂ y and Sue SanderSOn, for to1era‘f1ng pﬂes of tapes and )

. A\
'g',_t/ranscmpts 1nterv1ews bemg conducted 1n the house, and an occaswna]ly

° '/‘ «
S Ce

- 1'I'l tempered researcher - - \' IR .. "‘, S |
. l ' Th1s thesis was made poss:b'le by a graduate feﬂowsmp : ;

S o r)
‘ /from Memor1a1 Un1 ver51ty of Newfound]and,,and by a traVel grant from o

/ ‘the. Department of. Fo1k1ore Permisswn to cite T L F1sher s the51s, R
. ' 9 . \,': ]
$

The Radma'l Lievwa*l was granted by the Umversaty L1brary, Umver51ty

S [ of B1rm1ngha N B1 rrmngham, Eng"land L 5;,“",._3: R 3,.1"’_"5 o ,;_'_- R

Lo s " LR . A N




L IR | TASLE OF coNTENjé ‘j - ]f‘ (\

e DEDICATION .« « o o oo e o e

. ACKNOWEEUGMENTS

r
PR
-

LIST OF TABLES © .« .o b ew vie®y o o e 2 e Vi

'5f;;CHAPTER

i TM Bri t‘lSh FoIksong Revwa
_:TMETHODOLOGX AND FIELDNORK

-------

o A BRIEF HISTORY OF THE FOLKSONG REVIVAL ug,ijjfg o
BRITAIN o

SOME FLINEAMENTAL CONCEPTS UNDERLUNG THE

nAN INTRODUCTION TO THE ST. ALBANS FOLK MUSIC

o " i . . - ,,f“

' ~

e fC]ub Evemngs N L O A 1

LIST FIGURES . . . L0 ;{;:i N R T

r"\t
'INTRODUCTION .SJ';H;-;nQﬁ,/; A I

' ., F1e1dwork . ‘ g j 35

.‘; ST ;;;-;;;Lju SR 1§
mvwm. hif'pxhu ;;.1;:; ;;Afth:“ fem
CLUB SRR A S S 1) s

- 'H1stor1ca] Deve]opment e [

) ".Physma] Sett\ing - e 111 .

.\' :".-;..Methodolog1 ca1 :Theory 2 ',:' 27 R

Fot el St kbl A M AN R T

o
IR e on N

DR P

" ;

2"
(y )
3
3
¥
i
;
- :;
-k
&

{
;{i
. "'\
-
2

o

RS

&

d ..

[N

.
N
. 1 - . st .
Nk T S s
ARSI, TR Lyl LM DD

Ay

~




<

T VI ROLE STRUCTURE OF THECLUB ... . ... ... .. 120

> _ : '*Orgamzers e e e e e e e e e e e e 120

AudIenceMembers...'....,...._..... 145

Concluswn . ;':;' e e e e C . . 150

77 VIT S PERFORMER CLASSIFICATION A -7 S

Vo

Y

S | ATMOSPHERB( i {ﬁ L L

1X REPERTOIRE éLASSIF'I ITTION SELECTION AND

1o e
I

L uss oS e e s s

Repertblre Se'lechcm 'f‘,;-;\‘“,%'..;.". S _.'."‘,‘ R ]86 » '

\

w C T :
' -Use‘.of Reperj,tm,re- R S A T A U & -1

s N

Conclusion e e e 208

X LOONCLSION . L 2l

-SELECTEDBIBLIOGRAPHY 1

‘»RECORDS WTED | . -n et el S L L 240,

"'-;;.APPENDIX PHOTOGRAPHS B P P £ T

PR

“The, Goit: Inn e ;', P R A 2.7 A

~

(TR , - - : .. : )
. ’ : v ' B
| CHPTER LA /? ) . PAGE

Performers e e e e * e e e e 131.

Tnesa'rman..(..........,_,_..,.... 150

lNFORMANTS CITED O DI -1

'The St. AIbans roIk MUSIc C]ub -7 A
PortraIts of lnfarmants . B T T

5 N e e
BT T

oy

g
L
-t
.
{
1

Cptemme 5w e T e e N\
TR L0 TR S IE S e WV B

l.’ ~

(I



N
- A 5_'

,ﬂomponenma] deﬁ mtwn of thmgs res1 dents do. L.t 11

—
. .:;;;;i,"\r-.y'&.g:@w.‘f-\f- o

\

© .

=

o

™

o
RPN NS ]

’
[ RN
DR it P A

does 23 .

does ,‘ 124

on th&door doe/s ..'. ‘ .' . 128 v

-Component'ua] det" S 13 o S

L T e

J 9 D1mens1ons of contrast for thmgs the ’ | | | _
= ~grpenftirer dges . . Lo s Fe M
| ,l 1.01- .",--Compongnha] deﬁ mtwn of thmqs the . ‘ﬂ : R SR ‘
- arimpentler doss .. i / PR T IR e

g

' Taxonom c deﬁm t1 on of regulars w D ]47

/

Types of performers (extraneous to fo’lk c]ub IR : /

ro,]e)_‘_ L e




"LIST OF FIGURES
&« ..
] .
. .° ! ? .
'Ma'p of En'gland, showing Hert fordshire. and

St ATbans S e . .

Tea, chest a5 pTayed in sk1fﬂe bands ey
Map,of cen&ral StuATbans showing the Pe'ahen

I

HoteT the Qu@ens Hotel'and the Goat lnn .
‘ FToor plan of the Goat— Inn (not to scaTe) o
\, The back room of the G,oat ERCe:
| The Goat Inn, SopweH Lane. St AJbans

o4
]

The Sopwel] Lane entrance to the Goat ::;' .

The s1gn outsme the Goat ' :_‘ .. o

,‘5 - e

,

One of the barmen in the front bar area. ..

I

The Tand’lady f1’l'l1ng a beer g]ass at; the front
'f'b_a_r, L s . i

Customers in the front bar .

a

‘

A Cust%,(s ‘" fhe \béck bar T .-:'l-:;-.'- e

permahent fofk c]ub s1gn, Tocated 1n.,the-.-..

co’n dor Tead1 ng to the bacl& robm




. N
v " & .
L P ‘. . .
- . . - .
.. R
< cem ~ P ey o = -
. B
N
4 K3 >
. &
-
. -
o
T -2 9 /
-~ . . - N . .
: I L ey :
. ; .

FIOURE, L _x_i o ,,;' .'a_ © PAGE
]B;JF§ The s1gn 115t1ng adm1ss1on pr1ces, posted . T o

| _' out§1de the back room e { e e e i ... 259
{j17;“f The s1de port1on of the back room, as set up

. _ "rj" for an. even1ng at the c]ub e e < e e . 266

o8 Thg r port1on of the back room,-arranged for
L /{//Ba“

aqclub even1ng ;j. . e e . 2. .:f'; Coe et 261
“39: " The ‘band. ;”;';:,J,Qjﬁ;-. o AR N

L-'l‘ .
;

. "-/ %
o 20;j The hahd fshow1ng the stage area and prox1m1ty

of t e aud1ence to the stage "uii‘f‘_ée'f;}-: ';253'::

R4

.,_A '

7'Res1dents Maur1ce/S1b1ey, vo1ce; Graham Goffee,

gu1tar, and Andrew BrDWn, harmonium N .5ﬂ“.f3;'

"f V1ew of the-aUd1ence from the stage ;,f-,ﬁﬁ“if;'-"'

"szhe author. perform1ng as a- fTUor s1nger, ’
accompan1ed ‘on gu1tar by Graham Goffee ﬁ-u-.fﬁg;-'*268175‘

Graham Goffee' :K'i”Fh‘:ﬁW.*;fﬁf;1§';gl;f; lfj;tj270f f:t RER LR

I A .'t'

» : @

:}V1ck1 North '“s1tt1ng o the door"‘fJ :'ti"?“tlf ;-f‘éjz o

'Jaﬁet SwmpsowI.?{ﬂgf;fr‘gzeiﬁf.fxf;{ff ;* L

. roet fav e F‘- S N _I'-- e . ';. "' . . ;' -' .o : v' . :‘”
_ Residents Steve D1ck1nson and Tony Barratt e 2T T T
- ;n Tony Rund]e e e e s T T b




FIGURE ~ .

33:

tooas \\ U
©wgrkshop « . . .
'34:

" 35. Maurice Sibley . . .

36:. Sandy Glover . . . .

'
,
. (e
. v e
. a .
. P oo
" e s
" 1 ., .
. SR
$ e -
- 4 St
. Oy,
. s -
- LT \
. PP
<’ .
' E
,
' N
* \ » . »

321 Wendy Rundle . . . .-
Af{§0n~Macfaflane ..

‘Andrew Brown : . . ..

)

.
. .

Brian Peqrsoﬁ and Frankie Armsfrong} ag a vocal

"
a7 .
. e
. v w
CE—Y

xi

PAGE
276

.
277
278
279
280
281

7

LN

S,

e

ML

PRI




I . | o

INTRODUCTION

i In this study the St. Albans Folk Music Club, one of the’
o . } \ . .
L . - many folksong, or "folk," clubs which haye\deveioped.as part of the
recent British onksong revival, 1§/ describeq from the point of view of: -
N . a1

those who are 1nt1mate1y concerned@W1th its operat1on This c1ub is ," _ I

Py

D . located 1n St A]bans, Hertfordshire a city about twenty mi]es from :

e

l

Yoo L0ndon n,. -..,:Tl;‘ L o R :
L1ke North American coffeehouses, Brit1sh folk c]ubs provide R

'/,~

B a re]ative]y sma]] and 1nforma1 m111eu for the performance of @?o1k

A N R s S s

mus1c."'l Fo]k c]ubs were f1rst fonmed dUr1ng the 1950 s, but d1d not

'appear 1n s1gn1f1cant numbers unt11 the so ca]]ed "fo]k boom" of the :-1:-'“'

v
gl
N
.'-="1' .

7

A conservat1ve est1mate of the number of clubs’

Sy ","ﬂlvu f 1960' ' In1t1a11y an urban phenomenon, they can now_be found in mgre

rura] areas, as well

present]y 1n ex1stence 15 one thousand

; .
¢
!
8

O o _ S My . 1nterest in.’the present topic grew out of my persona]

1nvo]vement in both the Amer1can and Br1t1sh fo]ksong rev1vaJs, as an -

Ty S ‘enthus1ast and amateur perfonner In the.ear]y”1970 s, while I was an - }

~

=

I T ]The term “folk music“ 1nm11es both" 1nstrumenta1 and vocal: _
o jmus1c, however, it has often been used synonymously. with" "folksong." - R
) The defiriition of these terms_has become. problematic’ in recént years, . o 1
-1 s they have been used to Tabel such disparate forms.-as very 0ld -songs ‘
.. of Unknown -authorship “and newly composed songs of the "Top Forty."
Some def1n1tlons of "fo]ksong" current in th revival are: d1scus5ed on-

’

Cpages 3 g T S
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w e

"

.undergraduate at the State University of ‘New York at Albany, ¥ began

- attending'cotfeehouses'frequent1y. I eventually became interested

well. Between 1972

in and acquainted with the British

and 1974, i'made-three trips to Bfitain, and spent much of my time

there attending folk clubs.

- _ Gradually my'iﬁterest in the backgrounds of the British
and Angto-= Amer1can fo]ksongs I sang brbadened into a more serious
1nterest in folklore in general. In September 1974, I enro]]ed in the
graduate program 1n folklore at Memor1a1 Un1vers1ty of Newfound1and

| As I learned more about fo]kTore, my concern W1th the reV1va1 rema1ned
but w1th an added d1mens1on I began to perce1ve 1t not only as a
'*::" part1c1pant,:but a150 ‘as socia] sc1entwst 1nterested 1n both the-fﬁlf

": mus1c performed 1n the rev1va} th the dynam1cs of the movement itse]f

My reasons for focus1ng on.a s1ng]e fo]ksong c]ub w111 be cons1dered S

1ater.\ ’ o -1'5; .'?-..'*f' s S E”'l _f- - : = _3
' T o s S o \

’

The Br1t1sh Fo]ksong Rev1va1

Th1s sect1on descr1bes the fusic - perfonned in the reviva]

s

prov1des some general 1nformat1on on folk clubs and the1r part1c1pants,
dvscusses reason$ why the rev1va1 ;hou1d be of concern to folk]or1sts,
and cons1ders some exist1ng stud1es of 1t. Thc h1story and 1deo1ogy
“of th1s movement are dea)t wwth 1n Chapters III and . v, respect1ve1y,‘:‘
: ,Part1c1pants in the Br1tish rev1va1 come from var1ous
soc1o—econ0m1c strata, and range 1n age from teenagers to senwor.

c1t1zens., However, m1dd1e c]ass peop]e (often from work1ng or lower-

m1dd1e class backgrounds) ln thelr twent1es and thirtles appear to be e

RS A

Tt
b,

(g

e HE e

b

B AR
GREL Y L e
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the most dominant group overall. Males outnumber females, particu1ar1y'

i " in terms of perfonnance. on both-amateur and professional']eVe1s, -?3
- - A w1de variety of music is performed in the revival, most ) 'f;
. - if not a]] of which has been labeled “fo]ksong"at some time or other. j%
Not surprisingly, & substantial amoudt of controversy has resulted. '-3§

»

within the movement over the def1n1txon of this term. Some revivalists,

”

like fo]ksong scholars in the past. use “"folksong" to 1nd1cate those

songs which have been in “ora] trad1tion" for a number of years (e g,

AL

A - \ two generat1ons), are’ usua]]y of unknown authorsh1p, and wh1ch ex1st

L
sy

R . _'i1n verswnsh or “var1ants" rather than 1n a s1ng1e. f]xed fonn
_ 7Ih1s body of song 1s now frequenS]y referred to as "trad1t1ona] song"f"-i fj TR
R f '.f ot -

-by folk]or1sts and rev1va11sts a11ke, 1n order to d1st1ngu1sh 1t from RS

A v

o ‘Y'nother types of "fo]ksong,fjfi'f;o'43-?11ft.ﬁ.;;:;Tflfﬁfi”,'-::f::_j;z.

¥

A more 11beral def1n1tr\n 1nc1udes as fo]ksong recent]y

f1xed fonm, wh1ch are based sty11st1ca11y or themat1ca11yuupon ‘tra- v \

;
3
Ry
ET composed or "contemporary, p1eces of. known authorsh1p and re]ative]y St
. S
§
c1t1ona1 songs. “Fo1ksong" has a]so ‘been used as a gener1c tenn for f
. 1
{

contemporary songs/accompan1ed by acoust1c gu1tar, regard1ess of '_," o A; 0

W
~ -

nhether or.not they resemb]e trad1;1ona1 p1eces;..At;the.Sg. Albani

h— : Ui

S 2“0ra1 trad1t1on“ refers" to ‘transmission from person-to
R e person {in this_case, §inger .to.singer) by word of mouth. "Ver51on"
A 0 - 7 ustally vefers to a basic form or type (as of.a ba]]ad), ‘whereas . - °
W S ot "vardant' ‘is used to des1gnate differences within a version.! See N
B . " = Edson Richmond, -"The Comparative Approach: -Its Aims, Techniques, and .. "
i , Lim1tat10ns,“- in Folksong and -Folksong Scholarship, introductory ‘f’-.._f ,
remarks by.Roger D. Abrahams (Dallas.f Southern Method1st Un1ver51ty ' T

 Press, 1964), P27, L . : ' '
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- ¢lub; people tend fo use "folksong" synonymously with "traditional X

song." To avoid confusion, the term will be used in this manner

B LN

throughout the thes1s _ : ) U
Rev1va1 performers have a number of sources from wh1ch
to choose 13 se]ect1ng their repertoires. There are, of course,lthe
- older colTections of songs or“tunes" (i.e., insfrumenta] music), such

. o as Francis James Ch11d ] The Engl1sh and Scott1sh Popu]ar Ba]Tads, and

0 Ne111's Mu51c of Ire]and E1ghteen Hundred and Rxfty Me]od1es Many ‘?;
‘iof these books (1nc1ud1ng Ch11d agd o Ne111) have been repr1nted 1n
f?;relat1ve1y inexpensive paperback ed1t1ons 3f There are a]so numerous
"'iffrecent pub11cat1ons spec1f1ca11y des1gned for use by reV1vaTists fhéeﬁf”
‘ﬂ;ld;ff?:{fmany records of trad1t1onaT and contemporary mUSTC wh1ch have been "’ff=:“ PR

i Ca

BRI 4
:~1ssued 1n the 1ast severa1 xears serve as another source of reperto1re

' 'sPerformers obta1n mater1a1 from each other, as weTT, rev1va11sts

o L.

- 3Franc1s James Ch11d ‘ed. vy -The’ Eng11sh and. Scott1sh o RS
mPppuTar Ba]Tads, 5 vols: (1882 1898 ‘rpt. New York:  Dover ... : T
. Publications, 1965) “Francis 0! Ne111, comp., 0'Neill's Music of - ‘ ' oo
... ‘lreland: Eighteén Hundred and F1fty Me10d1es (T903 rpt New York
R v DanieT.CoTTins, n.di).m" T

L f'f o o 4Recent]y 1s§hed song co]lect1ons 1nc1ude R Vaughn I
“b o 0 Williams and AlL,, ‘Lloyd, eds., The Penquin.Book-of English Folk. . .- ‘“ho.i®
" Songs'. (Harmondsworth Middlesex: ‘Penguin.Books, 1959); Frank PursYow,- '~ = '~ - ©
A - j.ed., Marrow Bones: . ‘English Folk.Songs from'the Hammond ‘and'Gardiner . . . .. (i
R -~ " Mss.. (London: - EFDS Publications, 1965);:Fred Hanmer, ed., Garners Gag,' PR
Ceeadl o0 .0t -i- Folk Song Today@ No..2 (Loridon:. ‘EFDS Pub11cat1ons, 19 7), and the’
Tl i T New City Songster, -an occasional publication :of icontemporary songs,
.. .-available from 35: Stan]ey Ave., Beckenham, ‘Kent” BR3:.2AU,~England.
-..addition; some revival magaz1nes such.as’ English Dande and Song, pr1nt SR

1 songs_(see Chapter 111, pp.. 81- 82) “For. a_list of sofie réevival. records . : ’
' (featuiring mainly.” rad1t10na1 mu51c)- see the Records,C1ted sect1on of :.:;J L
' th1s work pages 240 243, : : : G
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\l‘gng songs, 1nc1ude f1dd]e, mando]xn, banjo, concertina, t1n wh1st1e

Co trend toward the use of e1ectron1ca11y amp11f1ed 1nstruments to

' 34,perfonners whb favor trad1tlona1 mus1c, there 1s a]so a fa1r-amount of N

"?.unaCCompanied s1ng1ng

' »;bas1s for c1ass1f1cat1on is the type or types “of - mus1c they featnre

e addit1ona1 1nformat10n on:the . concertina, see’ Frank Butler,’ The® ‘.f - e -oa

"::'Pub11cat1ons, and London' Mus1c Sa1es, 1975) v

frequently own cassette tape recorders, and thus can learn songs or.
tunes from record1ngs they have made. Lastly, many performers wr1te : 3

“some, or all, of the mater1a1 they perform.

The guitar is the most popular instrument in the British

Bk e Y

reviyal; especia11y.amona’those who perform contemporary.songs. Other RN

1 standard instrunents, used for p1ay1ng tunes as we11 as fof accompany-

§ S WA X G T

- (or "flageoIet") and (Appalach1an) du1c1mer75, There is an 4ncreasing

| » .
‘acc0mpany contemporary and to some extent, trad1tﬁona1 songs Among- T“f'

i

o3

AT St

The var1ous att1tudes toward foIksong descr1bed above are u;}j?'""“ﬂ

4

ref]écted 1n the way rev1va11sts c1ass1fy folk c]ubs The'most connnn v

<
A R i

TN N
¢

- Hence, at one extreme are "trad1t1ona1" c1ubs, which present Br1t1sh

o trad1t1ona1 mus1c almost exc]us1ve1y, at the other end of the spec%;um .

v m mge,

o, B I A

) : 5The concert1na 1s s1m11ar to. the=accord1on, but 1s ,
--generalTy sma]]er, with hexagonal beT1ows .and ‘ends. --An Appalachian - -. . @ [~ i

"du1c1mer is’a hollow bodied; wooden instrument somewhat resembling a - - , g

" zither, ‘with a fretted f1ngerboard running the: length of the body;
~-the strings. (usually “three or four) are strummed or~plucked. For .

Concertina: - A Handbook and. Tutor for Beginnérs .on-the-"English" ...

-Concertina: (Duff1e]d tDerbyshirel: . Free-Reed Press, 1974),-and ATF , ‘ L
- ;Edwards’,- Wheatstone's -Instructions for ‘the English Concertina. (London I

Co Wheatstone. 19602 ~. On-the du1cimer, see CharTes Seeger, "The. " = =" . . G
C Appa]ach1an Dulcimer," Journal of Anierican Folklore, 71. (1958) 40-51 N .
" and Jean Ritchie,-Jean Ritchie's Dulcimer PeAp1e*INew York Oak SR T T




'f;,.lthe d1v1swon of fo]k clubs ‘on’ 8 "trad1t1ona1 c0ntemporary spectrum are .-. ?T

5. S'F; -'1. :‘-LCharacter1st1c of the d1chot0my between tradwtlona1 and contemporary ='f<‘ e

i L . f_'song Wh1ch pervades the Br1e1sh rev1va1 In keep1ng w1th the b1as of - f\ :‘

N . _ |
e ‘ : ';‘: ° . ’ ' . - "‘.:t .
& . | y o
A ‘ L~ . . -, 6 . -~
S are "contemporary” clubs, whose programs of recently composed- sangs o %
v : . . L
;2 most often inc]ude pieces that bear no resemblance to traditional, . §
ﬁ song. In between these extremes are a range of clubs offering both :
. ¥
ﬂg traditional and contemporary music (and somet1mes other types as- we]]) :
: in varying proportwons. There are no f1xed names for these kinds of ;E
B clubs. My own informants use terms such as~“trad1t1ona11y-based" é
;’ to refer to clubs that. pr1mar11y feature trad1t1ona1 music, and "half- f'
t{ - and- ha]f" for those at whlch the proport1on of tradltlona] and contem- ' ;_
ap, : :ja o ,.':porarynm51c)1s more or 1ess equa] The‘St, leans Fo]k,Musyc C}ub is. : fé.
R "f“,””tradvt1ona11y based n ' ' M o B
S s . N : . . I X Sy
I -"~"rﬂf;‘ The c0ntroversy over the def1n1t1on of ”fo]ksong," and : "§=A
5
jiv
T

A the St A]bans c1ub further d1scuss1on of the rev1va1 1n th1s work will

focus upon 1ts “trad1t1ona1" ‘sphere.

f5 w - There are a number of perfonnanCe med1ums 1n the reviva1 , ' ' i ;

;;l' ' 71nc1ud1ng fo]k fest1va1s, records, and radio, but. fo1k clubs- are by ' 3 4 o
,i.- - ..= far the .mast 1mportant medwum. Clubs genera11y meet’ week]y or bw-‘ ' _ _f:.?
vob : week]y 1n the back: or upsta1rs rooms of pub11€’hbuses, or “pubs " The' o :__gffiki'ff

1f .pub 15 the Br1t1sh equ1va]ent of the bar in North Amer1ca but, as one - } o ;5.

Ry ; R B .EngTwsh v1s1tor to the Un1ted States remarked pubs ‘are “fr1end11er“ o B E
S DN _ o S 5 o , =D

L C S GFest1va1s, records, and radio'qr§,£;éated brdefty in 5:;

Chaoter I]I ne et el _




? Y than bars. 7 They are also more closely knit into the fabric of X )
i . community 11fe and less likely to cater to a particular segment of E y
§ the popu1at1on than bars 8 . ) o ) i
. ' ' Historically, the soc1a1 fdﬁtt1on of. puqs accounts, in N :f
5 o ' 'part for the deve]opment of folk clubs in thesﬁ&@&%tltutions Pubs K g
) have trad1t10na11y served as meet1ng places in British soc1ety ‘Their ;g
i preeminence’ in th1s regard is mndxcated by the fact that,1t is. common _ é
X * X
( ="‘e-‘ — pract1ce to n:je;/to a, fo]k club. by the name of . the pub in which it is e

i
5

e ',f. he]d rather han by its: off1c1a1 name In some 1nstances, folk t]ubs
i:f-f_é- - are actua]]y named after the pubs in wh1ch they meet.. 'j’ : '

rhe 1ong trad1t1on of 51n91ng 1n pubs also he]pﬁ exp1a1n

-

"yhy fo1k q]ubs are he]d there Accord1ng to M1chae1¢dackson“ “There

.o, . e .
& haVe been pub s1ngsongs s1nce,the Ang]o Saxons 'wassa1 ed"1n the1r

\ . A
b ’ a1e houses, Shakespeare perfonped at inns; the mus1c ha11 was bOrn 1n o ';f"-"
E; ' the V1ctor1an publwc house, Eng11sh pop music - has or1g1ns in the pub ", rf
£ : : SR o
f ' ?i; ' B ! ' Author s notes from theoFox Hoﬂ1ow Folk FestwvaJ‘ . i . f,_u,
p 4 ' Petersburg, ‘New York, August 7, 1976. " The conment was made by’ ) o
- Heather Wood, an English revival singer, fo er]y with fhe we]]- : o
}-%} known (now defunct) group,.thexYoung Tradition. -

7T"":f-— By fa1r amount of Viterature’exists of pubs, some Lf .
the more he1pfu1 works ‘ara: . The:Pub and\the ‘PeopTe: A Worktown ;

" 'Study, an _excellent study by "Mass-Observation” (London: Victor 'Kh R B
t

'.1Go]1ancz. 1943) H.A. Monckton; A History of the Engllsh -PubTic
.~ Hoyse (London: Bodley Head, :1969), and M chael Jackson's gTossy. bu
v":'1nformat1ve book - The,: Eng11sh Pub (Toront Fitzhenry and Nh1te51de,
L 1976

" ments which offer 1odg1ng as well as dripk. See A.E. Richardson and
H. Donaldson. Eberlein; Thé English Inn Past and. Present A Review’ of . »
Its H1story and Socia] Life- (]925\ rpt.’ New York: - Benjamin' Bloom, - . ‘
1968) 1 . , ’ S - S

. r.

Fo]k clubs are a13ghhe1d in- 1 ins and hote]s, estab11sh-
1

o




/ | :
?ﬁ{ | S ' : - I
Ef' {, and the Londdn theatre's fringe is there, too."9 Today this tradition -%
3' of pub singing is carried out in a number of ways. In addition to E‘; :

folk clubs, tzere)are British country and western singers inapubs{'; %

' piano and organ players, the occasional "impromptu s1ngsong w10 and . . ﬁ

; ' 50 forth. Jazz clubs, the predecessors of foIk clubs (see Chapten III). ' .%
- . were often hefqﬂlg\g;Ei: lrhus, it was‘Iog1ca1 for foIk clubs to develop. é
in the same Iocble e R _ . . - 5

"~E%}( L ",.p tr C F1nj]1y, pubs have extra rooms wh1ch can be reserved by _”I . qu.ﬁﬁ
L part1cu1ar grou |

Sy either_iree of charge. or.at a. reasonabIe .price. .

I

Hav1ng a: separate room permits those runn1ng a cIub not on1y to regulate
/

the anmunt of ex raneous no1se toIerabIe from patrons, but to charge an

in. order to- cover expenses x'“'-"f'. Tq,'”

adm1s$§on fee as we]]

The s1ze of fo]k cIub rooms obv1ou51y var1es from pub to

a

-8

|: )
i .'

g

}

pub but they are genera]]y sma]] enough SO, that m1crophones == whrch

»

in any case‘wou]dibefbeyond ‘the f1nanc1a1 means of most.c1ubs -- are

gl - ' ) L )
R i . :

R
'

< ~
<
il T

a4

. ‘ 'Q.
. ‘ ‘
— 90acksbn;'p.;131.
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A

S, I]Clubs in genera] are. a\pervas1ve part of Br1t1sh Tife,

. and- this helps exp1a1n the deve]opmént of clubs as the primary per-
- formance outlets: 1n both the Jjazz and. folksong revivals. I have NN
been abIe to f1nd no study.which” Tooks -at the phénomenon of cIubs
- as.a"whole.. "Various .types: of clubs are discussed -in: “Ma
055ervat1on. ‘The .Pub and- the People, cited .above;. Robert Gr ves _ AV BN
and Alan:Hodge,' Thellong Week=End:. A Social History of Great ) : S 2
" Britain; -1918-1939 (1940; rpt. New Yaork: .W. W. Norton.and to., : - .
1963) ‘B. Seebohm Rowntreé and.G.R. Lavers, ‘English Life and Leisure: , . .
" A Social Study (London. Longmans’, Greeri and Co., 1951), and RJchard -
-~ Hoggart, ."Changes in: WOrk1ng =Class L\fe.? in Michael -A.: “Smi th, C
Stanley: Parker, and: Cyr11 S. Smith, Leisure dnd Soc1ety 1n Brita1n o SR DR
(London. AIIen Lane, ]973), pp 28 39. R ;o B S R

— Vs,

i

-y
L




.

PR

| B | o)

N

leigte L e
PR e Y

Vi

3
£l
s

12 Chairs in fE*k ¢lubs are usually arranged in rows;

unnecessary.
If there is no ?orma]

tables may be placed among-the rows of chairs.

stage, a portion of the room will he used for that purposé,

\ A folk club is normally run by an organizer (or organ-
" izers), responsible for publicity, finanees, bookiné pexformers, and’ /;;7
overall administration. Residents -- one or more of whom may also be .

’ -

PN L e BN R

organizeré -- are regular perfonners.ét a club, who have a commitment ,

A

s1ngers are aud1ence membgrs who perform dur1ngfan even1ng,

to’performﬁthere? The average‘numBEr'efiresidents-at‘a club is from i
i - three;to fiye Dependlng upon c1ub po]1cy, a11 may perfonm each week, %%L,.
. h' - or they may take turns perform1ng, w1th one .or. more appear1ng on a. , {:,f.f 3-;~é§:,'
. ff' Ce i - g1ven n1ght’ It 15 the residents Job to beg1n the even]ng S. perfor- o :ﬁx :731_5
lfky:'g“ ']“:'” o mances,and to. schedule and time the f]oor S1ngers and the guest F]oorr . ;P 3‘-5 jgi v
; . 13 their o Hﬁ>\"§ ;
”3

T performances are norma11y 1imi ted to from one to three songs orrtunes.
- . The artist booked for a part;culer,eyen1ng i Kiiown as the guest.
Guests are usua11y'the only'perfonners'who receive any pay, although

T floor s1nger5 are frequent]y adm1tted free of charge, or refunded thg?r

Ib

-
A

adm1ttance fee Sy

¢

A ' o Of caurse, when e1ectron1ca11y amp11f1ed 1nstruments
f - are used "microphones are necessary -for ‘vocal amplification. In

addition, microphones are a regu]ar fea;ure in a small proportion - e BRI
. of c]ubs, regard1ess ‘of  the. type of 1nstruments be1ng p]ayed o S SR

s N

]3The express1on "f1oor s1ngers“ refers to tH ¢t that L 1,
“these peop1e are singers. "from the floor [audience]." 'In sohe-folk \ "
clubs, f1oor singers$ do actua]ly perform from their seats in the - . , : f'f,~-
aud1ence, in-most clubs. I have attended, they use the stage area. ° oo AR
;- Although ‘some people who' perfarm *"from the : floor" are primarilyor -~ . ST
. so]e]y 1nstrumentallsts, the maJor1ty do sing, hence the term, "floor - R

N 1ngers..
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& e . Some folk clubs meet throughout the year, hht'a sizsab]e ' é
: g-.' ' proportion close during the suﬁmer months, when a number of peop]e E%
take their holdiays. Most clubs meet in the evening, with admittance -
beginning at about seVen-thirty or eight o'clock, and performancea

starting about half an hour later. ThEy must close at ten-thirty or

eleven, when pubs are required by law to shut down-for the night. An

i
D . . evening at a folk club is u%ually divided into two “"halves," each - i
R WS“ : }
P2 %
*wii9 approxfmate]y an hour and a~quarter long Res1dents perform’ f1rst -%
\ s, N
‘ **"h as noted above after which the guest appears The guest performi\for ' -..§ S
. “ . Co ¢ i a

- . A about half dn hour. Next is the- 1hnterva1 " or "break " lasting .

approx1mate]y f1fteen m1nutes The bas1c sequehte of the firét half . R

e

'15 then repeated In one or both ha]ves the f]oor S1ngers w1T1

presented, “often between the performance§ of the res;dents-and

18
e A ST 5 L,

e

- guest.

.;f' ‘ . - Many fo]k c]ubs hold weekly raffles for a. record

bottTe of wine. Raff]e t1ckets are ava11ab1e upon entering

R R TP

é. and~at the 1nterva].) The raffle is drawn sometime durwng the second . i
N 3? - : - haif of the evening. -Some folk clubs havela.secohd prize An the raffle 5
'-{-gf S . " of free admtssion'the following week - "

? ' The -above descr1pt10h of the Br1t1sh folk ub oresents.‘ R ﬂ:r—

the typieai but there are numerous except1ons - Some c1ubs have no

"'23§u o ' ) off1¢1a] organ1zer, and other peop]e share the adm1n strative duties.,
i ” “ " There! are also fo]k c1ubs at: wh1ch there are no résidents. Lacking
local performeps w;1ﬂ1ng and able to handle this p's1t1on.uthese clubs
L rety'upoh_fioor éingers‘to_fi]] those oortiohs of the ‘evening uhen the , $o

. guest is'not—berfonningg Other clubs, o;ﬁen because of financial S fj‘f
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limitations, do not book guests every week. In addition, there are

folk clubs whose basic social structure differs from that described 3.
above. These "singaround,” or "singewns'," c]d%s have neither residents ®
;f' ' nor guests. They depend entirely upon the performers who attend on'a

given .night.

Hav1ng out11ned some character1st1cs of the British folk- . P

songﬁrev1vﬁ1. it is now poss1b1e to quest1on whether or not this

7o

AT -’f rbeyfg] 15 of Iegit1maté'concern to academ1c folklor1sts I believe . =

-

_that it 15 HOWever. as w111 be seen be]ow, the Br1t1sh rev1va1 has

K rece1ved a]most no attent1on from fo]k]ore scho]ars, I therefore fee]

Y

S that 1t 1s necessary to elaborate _upon my reasons for cons1der1ng

) . , '

th1s movement as part of the doma1n of fo1klore stud1es In other '

: .
R ¢

words, it must be shown that rev1va11sts are "folk," and that their

- activities constitute’ "folk]ore,? in some accepted sense of these

GenirRvAn RIEIR TR

-

g 1

T CID S TE SE T S
. e TR e R e A AR LS e o A e
. L T :

terms. T ' ' : ) ‘ o

Revivalists, who are primarily an urban, heterogeneous,

E N TR LRI Tk b LA
-
,

B e el T .

middle class group, clearly cbntrast with older concepts of ."the folk."
- These conceptswere synthesizeo,and‘élarified by Robért'Redfje1q, who o
ohereoterized the "ideal folk soCiéty" asf“small, iso]atéd nbn]iterdte,' . {:
' end homogeneousZ' w1th a, ‘behavior system which 1s “trad1t1ona1, ‘spon- :’."4 '
taneous, and uncr1t1ca1 “]4 Concom1tant with th1s def1n1tion are the

h

e 14 Robert Redfield, "The Fo]k Society.“ Amer1can Journa1
of - Soc1o1ogx 52 (1947) 297 300 . ' _

o A0 ool ITCE St L L2050

&

e . : A
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requirements that the 1ore be transmitted ora11y "from generatrom
15

)
A

to generation," and not tjaceab]e to an individual author Here,

e B T

too, the revival conflicts with the folk 1dea1: fevivalists rely

. . heavily upon printed sources, and recent compositians whose-authors

r
i g are known are a standard part of the reperto1re ‘ ‘~

.'j?; , - _In recent years, however, this idealized not1on of fo1k

: soc1ety has given way to _the concept of o "1k, group§ " A“fo]k group .'% )
el . e o

1 can refer to any group of peop]e whatSOever who share att?east one
common factor "]6 “The. nature of the “1ﬁnk1ng or 1so]atang 1’actor"]7
o; - IS unimportant what 13 cons1dered s1gn1f1cant 15 that the group’ N "
. ' ' have "some trad1t1ons which‘1t ca]]s 1ts own "]8: rhus, peop]e reﬁated .53};_
by occupatlona1 re11g1ous, ]1ngu1st1c, nat1onaﬂ reg1ona1, oh fami]1a1 ’
» bonds a11 qua11fy as fo]k groups F1tt1ng]y, the trad\t1ons whlch ;
':%. ' bind these groups fio 1onger must be. ora], anon&mous and of great age
“ %ﬁT o in order to- be cons1dered fo]k]ore ' . T
.%; . - App]1cat1on of the fo1k group concept can be seen %in nany
?; | _recent stud1es by fo]k1or1sts ¥ The 10re of smokeaumpersg urban b1acks,
.i§? C ' m1dd1e c]ass off1ce workers, and even_to]k]orjsts,themse]ves,has been

’ N . . . . T 8
: . ]sGertrude P. Kurath '"Fo]klore." in. Maria. Leach, ed.. Funk |

‘and Wagnialls Standard Dicticnary of Folklore, Mythology and Legend (New '
York: Funk . and wagna]1s, 1972) p 401, and Archer Tay10r, "FoTvTore," o -
in Leach p 402 , ) - ' o

165 1an Dundes "The American Concébt“’T“Folklore," Journa] T
of the Folklore Institutey 3 (1966), 282. /. G e
”Ib T T
18, '

: Ibid. On the concept of “trad1t\ons" n. fo]k]ore stud1es,
see Chapter IT, page 85. o . ,
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. examined.” Individual "folk poets" have been studied as participants '

.'in m'fofksong tradition. Attention has also been paid'to the role of , kR
N .
prvnt as ‘wel? as electronic mass media, in some traditions. 19
“According to these more recent views, the revival appears C e

to be an approprjate area for folklore study. Revivalists, although

a

N a 1oose1yiknit group, have ce?tain common traditions, such as folk

Rt T TR S,
SESO TR TS T G I R

2 e,

-
i
EE RIS

o _F -c1ubs Subgr0ups within. the movement share att1tudes about "folk musnc

.l T A part1cu]ar c]ub has. many trad1t10ns, some of wh1ch are- s1m11ar to ‘

those found in other clubs. and some of which are un1que These '
.. -e (\\ v
"g.'.~ trad1tnonsrjnclude such th1ngs as the number of residents who perform
each Week the‘txme dur1ng the~even1ng when f1oor slngers are presented
o "‘. oo A

and the number of 1tems theyarepmrm1tted to perfbrm, the dut1es carr1ed

AN B K P
P S T . L - -

N .,' . __,- P ._: .-.._ - [ N R ."' N B
SR IS . S g ot b °

- ]90n the fo1klore of smokeaumpers. see’ Robert S McCar1 bgl -
"Smokejumper Initiation: . Ritualized’ tonnmn1catlon a Modern’ Occupat1on, T
" Journal .of American- Fo]k]ore, 89 (1976)), .49~ ‘667 on urban blacks, see - .
.-Roger D.. Abrahams, Deep Down in -the Jungle: - Neqrd Narrative ‘Folklore- C
_-from the Streets -of Philadelphia (rev. ‘ed.; Chicago:. Aldine Bub]ishyng
" Touy 1970);.on office workers,.see Alan Dundes and Carl R. Pagter,
PR ,Urban Fo]k]ore from the “Paperwork Empire, Publications of.the American
- “Folklore Sadiety: Memoir Series, Vol. 62 (Austin:. American’ Folklore:
' - " “Society; 1975), on .the folklore of- fo]k]or1sts, see Richard A. Reuss, .
"'That :Can't Be- ‘Man’ Dundes! Alan Dundes Is. Taller than-That!':The Co e
Fo]klore ‘of:Folklorists,” Journal of -American Folklore, 87 (1974), I T
7.303- 317, ‘on folk:poets, see Edward D, Ives' two books, Larry Gotman: .. - g.~} o
. The Man’ Who' Made' the Songs (B]oom1ngton‘* ‘Indiana Un1vers1ty_2ress, 1964), . . .1
~.and Lawrence. Deyle:: The Farmer Poet.of Prince. Edward Island, University . . - - .

TNl e L e olrs S

" * of Maine Studies, No. 92 (Orono: - University of Maine Press,: 197), and

y i”@fz Henry Glassie, .Edward-D. Ives’ -and:-John F. Szwed Folksongs ‘and Their

o, w#2, . Makers' (Bowling Gréen:..Bowling- Green University Popular.Press, n. dg), N

Sl ~..on the: ‘interplay- between print and folksorg see Rainer Wehse,. “Broad51de SIS R

L Ba11ad -and Fo1ksong ~Oral Tradition Versus Literary Trad1t1on,“ e o

otklore ‘Forum, 8 (1975) 324/2-334/12, and on the importance of mass ' . . . . y

"5 media\in folklore, see Ed Kahn,'"F01k1ore- ‘A Sub-Discipline of Media &~ -~ " f§
L Stud1es7“ John Edwards Memor1a1 Foundatlon Quarter]y. 6 (1970) 2 5 IR
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; out by specific individuals running the club, and the policy regarding .g;\
'f(’e the type or -types of ‘music featured. A
. Yet ,r-eyivalists- differ from other "folk groups" in one: J

way, which, for—some,,fo]k]orists,_wou]ld p]aée the revival well outside

the reaim of folklore studies. Folklore has long been considered to be

o Lt P
Fooadaes S maewdly
el My T SR

ey

"unconsciously" -- or more/acturate']y, "unself-consciously" -- produced

and utilized w1th1n a group 20 The British folksong revival; however, *

EVR..3

RS . is -an extreme]y self—conscwus phenomenon. A “revival," by definition,

LY
\

'inv'o'IVes," 'the self—conscio'us" us'e of customs and values which may have,
21

«
“

Fins

"for aH pract1ca1 purposes, d1ed out" in the‘ir nafurai environment

Suph a. mdvement can be v1ewed mthm the genera] framework of "rev1- S

-.“”.'_',ta'hzatmn movements NaHace defmes a. rev1ta11zat1on movement as

°
;. i :- b‘&_}

; dehberate, orgamzed conscwus effort by members of @- somety to

construct a’ more sat1sfactor_y cu'fture "22 As wﬂ] ‘be’ d1scussed 1n R .

pha—y

Chapter IV many revwahsts have - seen trad1t10na1 music’ as prov1dmg -

o) “~_~'7: .‘._‘...-"-_-...\
T a .

N

‘ ~an a'lternatwe to other types of music, part1cu1ar'ly ‘that produced by .

the pop music 1ndustry In add1t1on, trad1t10na1 music USed in the q
revWa] is often de\'hberate]y changed For examp]e, revwa] performers
.frequenﬂy 1oc§te severa1 var1ants of a trad1t1ona1 song, and se'lect o i

portwns of each thUS creatmg a new, "compos1te vaman,t.;

I

e S ZOSee'Dundes.‘» "The-_Alg{éan Concept of Fol‘kl'lorfe'," 233.

R ,-2-]151‘&:,.234‘.'

L ' 2Anthony F. c: Waﬂace, "Rev1ta11zat1on Movements Some

, Theoretma'l Corisiderations “for I‘he1r Comparatwe Study," Amencan
. Anthropo]ogvst, 58 (1956), 265 o . , B

S '.- ,‘J .' ' - . . . ) s ! o
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For those folklore scholars who agree with Alan Dundes’ &
, ' i g
statement that “Materials which are consciously contrived and altered ]
. would be literaryor popular rather than fo'lk.“23 the deliber- g?f‘
ateness of the #eviva] disqualifies it as a topic of concern. How- fﬁ
. ’ -‘.I;'
y . ever,*I would argue that upon closer examination, there is no logical f
4
- basis for confining the discipline of folklore.to those materials which ! -
‘ have been unself-consciously produced. The idea that folklore is ;?
“spontaneous" stems, like the requirements of anonymity of composition, '@ ‘ -ﬁ"
I ora]-transmission, and antiquity; from the RedfieIdian conoept of “the E ';
- L < . ¥ “".‘4' . .
'folk " \ho were pharacterlzed by their "s1mp11c1ty " Like these other- ﬁ%-»
R0
'cr1ter1a, unse]f consc1ou9ness is “c1rcumstant1a] and not essentlal N f%

/ ;
. to folk]oré "24. There 15, 1n fact, nothing 1ntr1n$1c to the newer' .

~
R e S A e B

'.”%; S h : def1n1t10ns o; fo]k]ore which prec1udes the ex1stence of consc1ous B
: %t. o a thought in folk act1v1t1es.2?" . "
%; ‘ o o Mareover, recent research has shown that fo]k1ore in
.~§ _ | general may not .be as spontaneous1y produch as earlier scholars thought. P

For examp]e, in "Individual Cho1ce and the Contro1 of Musical Change.

»

Pandora Hopkins demonstrates "the 1mportance of intentionality as a . -

,;

23"The Amer1can Concept of Fo]klore,“ 233

' . 24Dan ‘Ben-Amos, “Toward a Deflnition of Folklore in.
Context " Journa] of American Folk]ore, 84. (1971) 4, -

/ - anan Ben-Amos deflnes folklore. as "artistic cammun1cat1on A D
in sma11 groups" ("Toward a Definitionof‘Folk]ore in Context," 13); ) o
according to Roger D. Abrahams, *'Folklore is all conventional expres- S :
sive devices ava11able for performance and the achievement of per- '
former status within a socially bounded group.'" ("Personal Power and
- Social Restraint in the Def1n1t1on of Folk]ore," Journal of American

Fo1klore, 84 [1971], 28)/ . !




T recogmtmn from professwna] fo]k]om sts, or 1ndeed from any soc1a1
i sc1ent1sts Most revwa1 stud1es dea] w1th the movement 1n Amemca Th1s

11terature 15 of reievanoe her'e however, not on]y because ther‘e are some

. | ' ' 16

determining factor in the occurrence (or non-occurrence) of change in i
music."26 Folklorists mus{ also begin to take account of the fact that '
"the evolution of man is movi'ng in a direction towards more, rather than

less, consciousness and awareness of culture® (Dundes, "The American

Concept of Fo]k]ore.," 234). If upself-conscious production continues to §
“be.used as a cri'terion for the existence of folklore, folklore scholars will \
- once again_be relegated to the co]lectio_n of disappearing surviva]s.27 : oo ;

This concept .s'hould, therefore,’be discarded. Hence, we can conclude that '."'5 b

the British revival is an,appropriate topic for folklore study, ‘

*As noted above, the. r’evi'va1 in'Britain has recei\}ed almost no

’

.

b

3
o I8
L I

v

1deo1og1ca1 s1m11ar1t1es between the Amemcan and British rev1va1s, but

a1so_because the, Amemcan revwa-1 has affected the-dev_e]opmen_t of .the- 3 R
revival in Britain. This influence will be discussed in Chapter III.
’ N . /

Scho1ars have been studying aspects of the American revival

since 1953 when John Greenway.'s Amencan Folksongs of Protest was

pubhshed. Th1s "p1oneer work”29 examines the relationship of music

s

% Journal of Aterican Folklore, 89 (1976), 450.
27Ben Amos makes a s1mﬂar point regardmg the cri terion of
“trad1t1on" in. "Toward a Def1n1t1on of" Fo1k1ore in Context " 14,
. 28

Ph1‘la_d_e1 ph1a: Un_,wer_s1ty. of Pennsy]van)a Press.

RN SO et e A
A - .o - . .

29R. Serge beniSoff, Great Day -Coming: Folk Music and the
American Left (Urbana:- University of ITlinois Press, 1971), p




LI N AP

of th1s revwa]

17

.

and social movements, mainly prior to.the ]930l's; it is also concerned
with four writers of protest songs. A1 though Greenway ‘s book does not
deal with\"the Amerjcan re_v1:va1 of the 1930's and 1940's per se,' it.
discusses materic] and. performers of significance tn that~movement.

As well, this was the first in-depth acadennc treatment of "folksongs"
of proteLn?q which played an imporfar’it role in the American revi'ya‘l
during the thirties and forties, as.well as in. the sixties. Thns,

Greenway opened the way for other scholars to focus directly on aspects
31 -

-,

Later works tend to fonow ~one of two closely re]ated

. paths, both of' which can be see\n in Amer1can Fo'lksorms of Protest

F1rst research is h1stor1ca1 in nature and broad 1n scope Emphasws'

'~1s usua'I'Iy on the earher penod of the revwa'l, and Ats: Commumst

w

N

30Greenway defines a folksong asj"a-song concerned with
the interests of the folk, and :in.the camplete . possession of the -
folk." - To Greenway, the "modern folk" are "most often ‘the unskilled
worker, less.often the skilled worker in-industrial occupations" (9).,
However, he notes that not all the 'songs in his collection-are "“folk-
songs" according tp this definition, defending their inclusion on the
grounds that “since-most of these [songs] are on the periphery of -
folksong, there is a possibility that some of them.may yet be taken
over by the folk." " Greenway employs the "folk™ criterion of unself-
consciousness- in his defense ‘as well, stating that these songs . “are
of ‘interest also in estabhshmg’ that amorphous hne that separates -
fo]k mateﬂa] from conscwus art". (9-n.). .

/

-

\er to Greenway s study. A]an Lomax and others. had
coHected from performers active in the. revival of the thirties and
forties, like Noody Guthrie (Denisoff, Great Day Coming, p. 70).

Some of this material was pub‘hshed. 4in_collections Tike-John and Alan -

Lomax's. Our .Singing Country {New York: - Macmillan Co., 1941). ‘As well,
in 1953, the year Greenway's book was. pubHshed musicologist Charles
Seeger wrote a brief article containing suggestions on the use.of

“Folk Music ‘in the Schools of a HV ghly Industrialised Society" (Journal '

of the Internatmnal Falk Music Councﬂ. 5 [1953], 40- 44)
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‘Denisoff, Reuss, Patterson, and Stekert have done work

on the historical aspect of the revival.?2 The second group of

studies is concerned specifically with jrotest songs.. This research

covers a wide spectrum of material, fro

outside as well as within

the revival, and from early manifestations of the genre through

developments in the 1960's. Denisoff in particular has done exten-

sive work on protest songs, and,'in a recent study, Rodnitzky con-

sidered the role of the “folk-protest" singer of the 1960
33 ‘ '

rhe performers d1scussed 1n most stud1es1have

/7

J_,beah 1ead1ng f1gures in. the rev1va] Th1s 15 a funct1on

‘s as

ma1n1y

of the broad.

32See R Serge Den1soff's Great Day Coming, i

5] “Fo]k

"Mus1c and. the American'Left,” .in :R. ‘Serge Denisoff ‘and Richard-A.

Peterson, eds., The Sounds - of Social Change (Chicago: Rand McNally

and Co., 1972) pp.. 105-120, and his "Folk Consc1ousness“

People's

Music and American. Communism,” unpub11shéd Ph.D. dissertation, Simon
_Fraser Un1vers1tv, 1970; Richard A: Reuss' "American Folksongs and -

Left-Wing P011t1cs

1935 56," Journal of the Folklore.Institute, 12

(1975), 89-111; h'is "The Roots of American Left-Wing Interest in Folk

259~279, and his “"American .Folklore

Song," Labor H1storz. 12“4]97])
1927-1957," "unpublished Ph.D. dissertation, -

John S.’ Patterson,."The Folksong'Revival
1920-1963,"

and Left-Wing Politics:.

Indiana University, 1971
and Some Sources of the Popu]ar Image of the Folksinger:

-unpublished master's thesis, Indiana University, 1963, and Ellen J.
Stekert, "Cents and Nonsense'in the Urban Folksong Movement 1930~

1966," in-Bruce Jackson, ed.; Fo]k]ore and Society: .Essays in Honor

\

33 Jerome L Rodn1tzky,,M1nstre1s of the Dawn

j.of BenJam1n A. Botk1n (Hatboro, Pa 5 Folk]ore Assoc1ates, 1966) pp
153 168. - . ) :
The Fo1k-_'.

Protest5 Singer as.a Cultural Hero .(Chicago: - Nelson-Hall,

1976) 3

Significance - (Bowling Greef:
7972); "The Evolution of “the: Amer1can Protest Song," in
Peterson. pp. 15-25, and Songs of Prqtestﬂ'uar and Peace:

. Denisoff’s. writings.of. protest songs ~incTude - Sing a Song of Social
Bowling Green Un1ver51ty Popular Press, -

DenAsoff and

".Bibliography and Discography’{rev. ed,; Santa Barbara
BiBIiograph1cai Center- C|10 Press, 1973) L

\s‘.

‘American. . -
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i historical approach, which has concentrated on the movelnent's major

,deve]oprnents. Very little research has beenldone onh local, typical, . .
or recent espects of the Amecjcan revi\'/ai. Exceptions to this i
include works by_Kap]anLand Sanders.aq Kaplan, in .the early 1950°s,

studied a folksinging group from the San Francisco Bay area; some

twenty years later, Sanders dealt with performers in “Chicago's 0

vigorous professional 'folk scene'." (265). In additijon, 1. Sheldon . :

Posen's master's thesis, “Song and-Sing"ing ‘Traditions at Ch'i‘ld'ren's . \
i

Summer Camps," conta1ns a sectmn on the 1nterr-e'lat'lonsh1p of the .

o . ‘_~ Amemtan fo]ksong revwa1 ‘and ~camp - s1n91ng.35 ' I \) S
A few folk]omsts, notab]y Richay;d M. Dorson, have been S R i
. a l“l
concerned w1th the revwa].-not as- .a f1e1d of stud_y, but in terms of ' '
1ts negatwe effects upon the deve]opment of folk'lore as a. d1sc1p11ne 4
Most of thlS matema'l dates fr-om the 1960 N when fo]klore was still S :
it - A ) .',X
) expemencmg d1ff1cu1ty in estabhsh'lng 1tse1f as an academic disci- . o
. 4 .
o ' X -ph'ne.36-\‘ C . ' . , l
) . »"ﬁ . " ) T
2 ‘ : ' SIS ® AN
}’?’ ' . ~ 3¢yinton R. Sanders, "psyching Out the: Crowd: Fo]k :
; C X _Performers and Thejr Audiences," Urban Life and Culture, 3 (1974), T
5 264-282; Arlene E. Kaplan, "A Study of" Fo1ks1nging in a Mass e
o ‘ o Soc1ety,“ ociologus, 5- (1955), 14-28. Kaplan's article is actuaTly : ' S
4'* B an abstract of her master's thesis of the same title, subm1tted to ’ B
g"f X . 1,t;he Un1Vers1t_y of California, Berke'ley, 1n 1954,
%“ ) T 3sUnpubhshed Memor1a1 Umversn:y of NewfoundWand 1974,
%ﬁ? T p 37- 49
,."ﬂ‘ For example, see’ Dorson s "Fo]klore in Higher Educatmn W A

New York Fo]kJore Quarterly, 18 (1962), 44-54, and his- “"The American
Folklore Scene, 1963," folklore, 74 (1963) 433-449. Also see Tmstam

P Coffm,."lmage of the Fol k1or1st," New York Fo]k]ore Quarter]_y, 18 : Lk P
(1962), 39-43.- , A
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. Publications about the American revival produced outside

the;fea‘ims of scholarship include those by revivalists themselves, as
we’i"l a*sr those by right-wing authors, who_have viewed folksinging in

general as a Comuniet conspiraey_. Many of these right-wing documents
were published 1'n' the 1960's, but the "attitudes they express hark back

to the Conmumst "w1tch\ hunts" of the McCarthy era, durmg the early

1950's. 37

To. the best of my knowledge, only one academic 'study ‘treats

“the Br1t1sh revival in an in-depth manner Trevor L Fisher!' s master's

,thes1s, "The Rad1ca1 Rev1va1 ".8 covers "counter-cu]tura]" ‘musma] move-

o mentss,gl 1n both Br'itam and the Un1ted States, from the 1930 s, to the/

' i L. e

A B

37Rev1va]1st pubhcatmns 1nc]ude Josh Dunson, Freedom in .

.' the Aﬁ' Song Movements of the Sixties {(New’ York International’ o
Putohshers, 1965), articles by Pete Seeger,: Sandy Paton, and John Cohen,
among others, in David A. DeTurk -and .A. Poulin, dr., eds., The American

Folk Scene: Dimeénsidns of the Folksong Revwa'l (New York: ~ Dell
Publishing Co., 1967), .and numerous articles in ‘the Amemcan folksong

.revival magazine, Sing Out!, since its dnception in 1950. For example,

see Alan Lomax, "The 'Folkniks' and the Songs They Sing," 9 (Summer
1959), 30-31, and John Cohen, "A Reply 'to Alan Lomax: In Defense of City-

- Falksingers,"'9 (Summe r 1959), 32-34. Extremé ru(;ht—mng vi ews are found
Tulsa, Okla.: . Christian .

. Crusade PubTica_tions, 1966), and Jere Real, "Folk Music and Red Tubthumpers,"
-American Opinion, 7 (Dec, 1964), 19-24. For‘ a genéral survey and criticism ~
of publications on the Yevwa'l , see R. Serge Denisoff, "Folk Music and the

in'David A. Noebel, Rhythm, Riots and Revolution

American’ Communist Movement: - A Case of Historical Confusmn," ‘in¢Gary B.

Rush and R. Serge. Denisoff, eds .» Social and Political Movements (New York:

Appleton-Century-Crofts, 1971), pp. 28-34. :This articile, w1th ming
alterations, appears as Ylrban "Folk Music 'Movement' Research: Value

_' Free"" n Demsoff S1nLa Song of Soc1a1 S1gn1f1cance, pp 40-47.

- 8UnpubHshed master s thesis, Un1versit_y of B1r'm1ngham,
1973. Used by perm1ss1on

gSee Jens. Lund and R. Serge Demsoff, -"The Folk Mus1c Revival
and the Counter Culture: Coritributions and’ Contrad1 ctions,” ‘Journal of

'.'Amemcan Fo1klore 84 (1971), 394-405.
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"those q&mde “the commercia] elite"

opment: of p'bpular;' culture” .(394). However, instead of

a

early 1970's; included are the jazz, blues, and rock movemenfs, as wei'l

-

as the British and American folksong revivals. Fisher, a s udent of

contemporary culture, describes "the dialectic of action and reaction"

~——

between these various "counter-cultural impulses and the wider popular

" culture” (394). "He concludes that, with the possible -ex¢eption of

the British folksong reviva] -each of these “"somewhat incoherent and

cu1tura11y najye*rebelhons" against "admass cuilture” have faﬂed to
deve]oh/a/dntmctwe popular genre“a0 because of their assoc1at1on .
w1th and subsequent re- assum'latlon mto admass cul ture" Fisher sees
admass culture as. primarﬂy exp'lo1t1ve, a]though he acknow]edges that
41 have some control over ‘the mdustry
"The Rad1ca1 Reviva1" synthes1zes a 1arge body ‘of 1nfor— '

mation not prev10u51y compﬂed ert its value as a refeijence waork is

- Timited severely by the’ author s approaéh to the topu:,‘ and the 1evel

of scholarship exh1b1ted. Fisher a‘ctempt.s to "describe a hi stor1ca1

process" as well.as "to contribute to a debate" on “the nature and devel-

presenting his data

‘and drawing logical conclusions from it, he editorializes, giving his

'personal opim'ons concurrenﬂ_y with factyal informatfion.: For‘ instange, in
Iy

d1scuss1ng a press re]ease of an LP of British. folk ong, F1sher states,

"Polydor S [t;he record company] idea of §k11fz1 a consc1ent1ous

handhng [of the recordmg] . . . make me wan to/ retch“ (386) i_\s

40, 395, S o
a ' o

p. i.
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a result of such editorializing, the thesis fails to accomplish fully
either of his aims.
There are also several factual errors in this study: the
Copper cousins, singers fro: Rottingdean, Sussex, ﬁ‘e\cilted/_es "the
Copper Brothers . . . of Nottingdean in Kent,™ and Bert Jansch and John
Renbo’;rne, performers of contemporary whusic, are referred to at one point
r—

as "Bert Jonson and John Benbourne" (355, 358) . Citation, too, is

inadequate. There is a 1ack of sufficient footnoting, and no. b'ib]"iog-

raphy I'hese and other sty'l1st1c f]aws render the thesis tedious to read

and frustratmg to,use as a source for further research The reader

mterested in Flsher 'S theomes regard1ng counter cultural mOVements and '

o popu]ar culture is adv1sed to refer to his ear'l1er, Ne re Onl_y in It for

the Money: A Discussion of Folk Song and’ Popu1ar Cu1ture, a pamphlet
directed_primarily at 'reviva1ists.42 ) '
The retationship between pop and counter-culture is taken

up again in The ETectric Muse: The Story of Folk into Rock,43 but from

a different perspective. - Written by four prominent music critics on the

periphery of the revivals in the United States and Bri.tain, the book

"traces the-myriad forms taken by what has been.]éose]y ca]ied-the "folk -
revival' and examines its effeéts on the dominant pppular music of the

period [from the mid 1950's to the mid' 1970's], rock."*® uniike Fisher,

42, 0., D1972].

43Dave ‘-‘Laing-and others (Lohdon: Eyre Methuen.i.1975).

44

Dave Laing, “Introduction, in Laing and others, .p. 1.
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o the authors see the assimilation of folk with the more commercial idiom %
of rock in a positive Ttght. In fact, they are generally critical of C

the “1n5u1ar1ty" of those revivalists who have opposed such integration. 5

One essay in this book, "The Roots/of Tradition," by Karl Dallas (83-]36), {

is of particular value to students of the British revival, primarily for

- 1ts useful historical mateha'l on the revival's early development. ;

"The Rad1ca’| Revva]" and The E1ectr1c Muse, 1ike many of

e
TN

the Amerjcan studles mentioned, above, take a broad,‘ h1storjca1 approach to

the reviva] In contrast. to this, Justin Mackenzie's récent artic]e,

"A Note on the Socw"logy of Trad tional Song,_ pubhshed in the Br1t1sh '

fo]ksong revwa] magazme, Folk Re 1ew.4.5 concentrates an. trad1t1ona1

- . song w1th1n 'the soc1a1 context of f Ik clubs Macken21e argues that
a]though "the folk c’lub may be seén as Just another soc1a1 venue, 1t
possesses a'soc1olog1cal 1mp<_)rtance-o a significantly greater stature”
(27). The importance of folk clubs, according to Mackenzie, lies largely

in their successful "®social integration" of people of different social

S R B S I P - .
e R L R RS i i ik g s
~ -

classes and ages. He also considers the significance to audience members

oi’ both the music performed, and the amospherevengendered,' in folk clubs

/ . .
(24-2527). , ‘ - , : A
At first g]ance, it seems as if fo]k]orists have ignored

the Br1t1sh revwa] ent1re1y Yet, although I know of no folklore study

wmch focuses directly on tms revwa], it has served as a source of -

455 (hug. '1976), 23-25, 27. For a general description of
Folk Rev1ew and other revival pubhcatwns, see Chapter II1I, pages 81- 82.
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- informants and texts, specifically in monologue studies. Performance

in the revival consists mainly of song$, and secondarily of instru- L

mental<music. Some perférmers, however, include humorous monologues

o ! LN :
. in their repertoires. Three of the contributors to a special issue of .o ¢
* Southern Folklore Quarterly, “Monologues and Folk Rec1tation,"4§ deal

—

in some way with the .use of monologues in the revival. Kenneth S.

Goldstein, in his survey article of ‘monologues and mono]og:.n'sts,47 :

mentions folk c]ut;s and fest1 vals as types of formal. pubhc settmgs

L DR T A USRS

for the performarfce of mon‘o]ogues, and descmbes the mono1 ogue's role

o e

L . in thé reperto1res of rev1va1_1_sts\ The texts ana]yzed in Edward K,

Miller*s article, "l'Symbol, License and Poet_'l'c ‘Local.i zation 1n'Br1 tish

Humorous Monologues” ‘ (31-58), were a1V colTected from revival perfomers. 4T

| “And the monologuist portrayed in Roger deV. Renwick's "Two Yorkshire . .

| Poets: A Comparative Study” (239-281), perfoms mainly in his local : ,
fol.ksong clubs. . / : 8 ' o o 1 /

' _ T/e(s'%eé artic1es', while they deal only marginally with »
the revival, honethe]es§ indicate a willingness among folklorists to
-accept the activitieé, pgrticipa'nts,‘?and artistic products of this
'movement as "folk." Direct and detaﬂed study of the Br1;t'i sh 'oTksong
revival -- outs1de ,of the present work -- seems close at hand, | i

In choosing thé topic for‘ th1s stu@y,—I was’ 1nﬂuenced by

the nature and scope of prev1ous investigation. The distinct lack of

4840, Nos. 172 (Max. - June 1976) . - R

47"Monollogue Perf/i:g.nnance "i‘n Great Britain ,' 7-27.

o
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detailed studies on either the British or Arq\erican revivals, combined
with my ,agvdn predilection to work ;n'th a small number of informants,
guided me toward designing a study of smaller scope than most of
those done previously. Or‘igina'l.'ly I, had planned to concéntrate primarily
on one singer, but later altered my topic to the study of a folk club.
Re\ésons “for this shift in focus will be considered in the next chapter.
\I decided to approach the topic from ‘the point of view
of ny infomants. This perspective is a useful onesunder any circum-
s\tance, “because it Ean result in. some interesting insights that mighf
otherwise be ’over-'looked- . However, wﬁere ther_é is,;'lit{?le, prior‘ reseér‘ch,
as was the case here, 1 believe tha.i obtaining .the insfaer',s point of

view is espema'l'ly 1mportant As Ben—Amos has pointed out, ihe p.r‘io'ri

apphcatwn of ana]ytica1 constructs to ethmc genres may resu1t in

misinterpretation. 48 Yet ana1yt1ca] classifications which can apphed

s Cross- cu1tura1'|_y are necessary to folklore studies, This di lemna can be
partially resolved by fi r‘st'acquiring know]edge of a group's cognitive
system. Later analys1s which takes th1s point of view 1into* account
will be 'less prone to error.

In order to arrive at b insider's point of view, I
emp]oyed the methodology of ethnoscience. The theoretical base 6f
ethnoscience and»specific procedures‘used in my field research are.
desqritqgad in Chapter II. . The remainder of the thesis 1is organized as .

9

/

48"Ana'lyhca'l Categones and Ethnic Genres," Genre 2
(1969), 275-301. : o .
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5foﬂows: Chapters III and IV deal, respectively,with the history and %
ideology of the British folksong revival; the emphas’is in both chapters,. (Y
~ g
as noted earlier, is.on the revival's "traditional” sphere. In Order to o
acquaint the reader with the history, location, and activities of the R
St. Albans Folk Misic Club, Chapter V presents a .brief discussaion of § ;
. each. Chapter VI owtlines the formal and info(rma1 roles peop]eoassume- . . '
~f\ w1th1n the club; Chapter VI] exammes “how - perfor‘mers are c]assihed ‘ o
<t apart from their c'1ub- ro]e In Chapter VIII, the 1mportance' of the ) g RS
) . -°’ s o l.,__h!._'c‘. ’
“atmosphere,™ or overaﬂ mood of the c]ub on,a.parti cu]ar n1ght s’ SRR Y
> cohsidéred and- 1n Chapter IX the way in wh1ch 1nformants c]ass1fy, ' ' "i N
B o ° - - P SRt
. select, and use the1r reperto1res 'Is d1scussed Chapter X, the conc]ud-‘- 3k .
). ) 1ng chapter, draws together and exammes some points made 1n prevzous 3 '
- ; . ¥
chapters.
. ‘ . . ) . i
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METHODOLOGY AND FIELDWORK -

¢

, ' As noted in the previous chapter, I chose the methodology
! —
\\

\ J of ethnoscxence in order to ga1n an insider' s v1ew of the St. A]bans

~ Folk Music C]ub : rhe f1rst sect1on of th1s chapter descnlbesrethno-

,',\\ "\ Asc1ence, def1n1ng some of 1ts basxc concepts, and briefly exa 1n1ng
' some para]]e]s between concepts in ethnosc1ence and fo]k]ore. .rhe’second

sect1on dea]s w1th ‘my f1e1dwork exper1ences, 1nc1ud1ng the techn1ques used
to gather 1nfonmat1on, and some - prob]ems encountered 1n co]]ect1h§ and
co]]at1ng data.:\Th1s sectwon a]so conta1ns an xp1anat1on of the way

'ethen hand]ed 1n the

1n whlch quotatiohs from tape recorded matEr1a1 ha

A

"New Ethnography,“ 1s a brtﬁbh_\f ethnography where1n the baswc aim 1s
"to d1scover~the char&cter}£t1c ways a peop]e categor1ze, code and def1ne

the1r own‘agpef1ence.9] The,ooncept'that nat1ve cogn1t1on 1s 1mportant

[ Y ‘,‘ Lot

e "»!.-= a ?:.~~x”: i i

S ]James P Sp{ad}ey andabaw1d W. .McCurdy, rhe Cu]tura]
, Experience. "Ethnography"in C0mp1ex .Society (Chicagb: . Science'. o
» Research. Associates, 1974), p:-viii,. The discussion’ of ethnosc1ence
'P;presented in thisthesis s understandab]y ‘brief aﬁd-1ncomp1ete. o
~-More, detall@d ihformation: can bé}fouﬁd—1n the'.gboye. Work; and in; - - -
Wildiam C¥ Sturtevant,."Stud1es An.. Ethnosc1ence," An. Jahes P, Sprad]ey,

,ed.,.Cu1ture and-€o n1t10h Ru]es. Ma s. and P1ahs (San Francisco‘

h

/‘- . ot ,«-' “ ", :' P
text. 5 ¥ ‘.,_ - '.‘_",. T AT .
BRI Methqdo]%g1ca1 Theory o
Tt s '»‘» . ' N
_f.-—“; {} EthnoSc1ence, also ca]]ed "ethnographlc semant1cs," and the C
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but it is only recently

RN T

X n e
YA T TR
~

' has roots in the anthropology of Franz Boas,

that the complex theory and rigorous methodology of ethnoscience has

-

FA T e ey

been developed.

Central to ethnosc1ence is the concept of culture as R

iy e R,

knowledge, rather than as behavior or artafacts, -§mec1f1ca]]ym cu1ture

'
is defined as “the _knowledge peop1e use to generate andy1nterpret

r.
(Sprad1ey and McCurdy, The Cu]tura] Egper1ence, 8).
T

/ The culture of any soc1ety or group-"cons1sts of whatever ﬁt ‘is one has

soc1a1 “behavior"

O A L

. ) . -'- o v ’ )
. BT -
P S A b 2Rl

A,

Ethnograph1c Study of Cogn1t1ve Systems,” in Stephen A. Tyler, ed
Cognitive Anthropology (New York: Holt,. Rinebart and Winston): 1969)
pp. 28-41; Harold C. Conklin,. "Lex1cograph1ca1 Treatrient of Folk
Taxonom1es,“ in Tyler, :pp. 41- 59; -Stephen A. Tyler, “introduction," in
Tyler,: pp. 1-23; Ward H. Goodenough "Cu]tura1 ‘Anthropology and™ .
L1ngu1st1cs,“ in: Del1T Hymes, .ed., ‘Lahquage in .Culture ‘and Society: -A -
- Reader in Linguistics and Anthropology (New York: -Harper 'and Row, 1964,
“Pp.. -36+39;
L . “Berlin, Den¢1s E. Breedlove, and Peter H, Raven, "Covert Categories and"
e Folk Taxono wes,f Amer1can Anthrgpo1og1st 70..(1968); 290-299"- " Further. -
v .- - reférencés may-be: found -in Harold C.” Conklin, Folk’ Classification: - A"

‘

Paul Kay, "Comments.on Colby," .in Ty]er, pp.-78-90; and Brent -

Topically Arranged. B1b11og_aphy of Contemporary and Background- References “,"

" through- 1971 (New: Haven: - Bepartment of. Anthropology, Yale University,

1972). Fforra critical-view of: ethnosc1ence, see. MarV1n Harris, “Emlcs,,

Et1cs, -and the New Ethnography,W in- his The. Rise iof" Anthropo]oq1ca1
heorx (New York Thomas Y. Crowe]l Co., 1968), pp- 568 604 '

' : Franz Boas, the “father"lof modern Amér1can anthropo]ogy,
l1ved from 1858—1942 "Additional- information oh “the anthropology of
Boas can-be found.in Rona?d P. Rohner, "Franz Boas - Ethnographer on’

N

“the Northwest. Coast "in June Helm,: ed., Pioneers of Anthropoloq1

'149-212; Walter.

- (Seattlet: - Un1verS1ty of Washington- Press,‘1966)

PP

- Goldschmidt, ed:;

; The Anthropology of Franz Bods, Memoir No.. 89 of. the

-3 Ame'ri can- Anthropo]og1ca1 -Association (San.Francisco::

Amer1can

-:Anthropelogical Association:and Howard. Chand]er ~1959), and’ Helen -
.,Codere, "Intrbduct1on,ﬁ din- Franz Boas., Kwakiutl Ethnography, ed.
.. .. Codere {Chicago®
;,rhe #eader interested in pursu1ng Bods' -own. work. should consult H. A.
‘- 'And ewsandothers, ?B1b11ography of Franz Boas," if AL, Kroeber and
' X Franz Boas. 1858- 1942, Memoir No. .61.of the. Amer1can '

He]en

Un1vers1ty of Ch1cago -Press, . 1966),. pp. Xi-xxxii. _pﬁ.'

{ Amer1can Anthropo]og1ca1 Assoc1at1on,gwﬂ
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) i' - to khow or believe in ogper to operate in a manner acceptable to its
members," br "the forms of things that people have in mind, their \
models .for perceiving, relating, and othérwise interpreting them" . o
(Goodenough, Tultural Anthropology and Linguistics," 36). Behaviors .
ahd'theih resu]tant~artifatts are seen as the products or by-products é
of a-culture, rather than as the culture itself (Goodenough, "Cultural \
Anthropology and Linguistics," 36). An inVestigatorkoperating within
the bounds of this definition therefore concentrates upon'discovering
-the mental “forms of things," or’ "cultural know1edge," of a people,
rather than Ats patterns of behavior or material culture,

. 0f course,‘in any group,'nplmatter how hoﬁogeneous,'individua1

/ members have vary1ng percept1ons concepts, and att1tudes ‘But in- sp1te

of these 1nd1v1dua1 var1at1ons, a11 groups, whether pagan soc19t1es, - .

t

. re11g1ous groups, or: uh1ver51ty students, share vary1ng degrees of . J .

7 ey T T A
-

cu]tura] know1edge It is- 1mportant to note that cu1tura1 know]edge

- P .
S e Bt o 5 Lt S an . ) .
- i 'f‘?MMBM%~¢—L' St e e st
© . R

: j, o . ~ depends largely ‘upon the specific group (formal or -informal) to which . v

an individual belongs, and not simply the social situation or situations :
]

-~ v

in-which interaction occ.urs. As Spradley has Shqwn, urban nomads, or -
"tramps," appearing in couft“for-someloffense, have a very different ’

3";"?'.1' ) ‘ “definition of the.sftuatibn“ than the judges who hear these cases.

[

. ~3James p. Sprad1ey, You Owe Yourse]f 4 Drunk:. ‘An
o Ethnography of Urban Nomads (Boston: Little, Brown and Co., 1970), .
*. Chapter 6 (171=192).. Also see his "Beat1ﬂg ‘the Drunk Charge,”.in
James P. Spradley. and David W. McCurdy, eds,, Conformity and Conflict:

Readin s in. Cultural Anthro o1o (2nd ed.,fBbsto\f Little, Brown ~
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The cultural knowTedge of any group is organized, and its
meaniné discovered "by grasping the undéF]ying pattern, the implicit
frame of reference that people have.learned" (Spradley and McCurdy,

The Cultural Experience, 59). One of the key elements within this

pattern is the category. Categories are simply classifications of

objects, events, behavior, and the like, with regard to their perceived

similarities to, and differences from, other phenomena. PeopTe make — .

sense out of the vast amount of stimuli they receive each day by

learning to treat certain thtngs as if they were eguivalent to one >

. another, That is, they ordanize their experience so as to be able to

cope w1th dt: )
- He c1ass1fy because 11fe in a world where noth1ng was the -
same would be intoTerable. It is through naming and. ,
classification. that the ‘whole rich world of-infinite - .
variability shrinks to manipulable size and bécomes bear-
-able.. Qur methods of. classification are entirely-arbi-
"trary and subjective. There is nothIng in the external
world which demands 'that certain things go together and
others do not. It is our percept1on of similarities and
~d7fferences . . . that determine which things go. together.
We not only react to certain ‘discriminable: stimuli as if
they were the same, we name them and organize them into
groupings (Tyler, "Introduction,” 7).

Most, althouyh not all, categories have names.: Conventionally named

'categories are known as Fsegregates"; unnamed groupings afe some times

' q
referred to as "covert categories."

- Just as raw exper1ence 1s organ1zed 1nto categor1es,

categories are_organ1zed 1n're1atjon to eaoh'other Certa1n c]usters

4See the art1c1e on covert categories by Ber11n, Breedlove,

and Raven, cited above (p. 28, footnote 1) . -
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of categories will be perceived as being similar in some way byta

5; .. ' particular group of people. Such a set oﬁ categories, "all 6f which
share at least one feature in common which differentiates them"5 from
other sets, is known as a "semantié domain,” or "domain." Relation-
ships between categories in a domain may be on a part-to-whole or
sequential basis; however, the type of re1atio;ship described most in

¢

o _the literature is inclusion of reference. A “sedan," for example, is
o q,type'of-"car,“ which is, in turn,'a type of "motor vehicle." The .
hierarchice1 structure used to represent a group of categories related o
By inclusion 1is caT]ed a'"taxonomy“ (éee Tab1e 1) b 'Categories at 65;

. h1erarch1ca1 1eve1 are mutua]]y exclusive, "but when 1nc1uded in vhe
. ;¢ ' b .‘ . Il7

';,'t 4 Lo same H1gher 1eve] category are somehow Jike one - another A "tractor— o
‘”2 » ' 'tra11er“ cannot be a “p1ckup" truck yet both: share cgrta1n features ' _ii
'»‘g . o L wh1ch make them types of "trucks " Terms Such as'"tractor trailer” o ) ;sé;
T A  4 ‘and "pwckup" truck or "convert1ble“ and "“station wagon,? * form."contrast o f
’ {/{?&1'_'"” sets. A contrast set is a class of mutual1y exc]us1ve categortes,'alll‘ 3
. ; S b o of wh1ch are "1mmed1ate1y dominated by" the same general category :
: ] .

The members of a contrast set are said to be'1n‘"restr1cted'contrast“

-,

L . % . ! ) ‘ \;:\‘ . . o
o ' 5T_yler, “Introduct1on,“ p. B. . o R

B
L
6Whﬂe it is un1versa]1y accepted that taxonom1e5 can be’
used to repr¥sent "type of" relationships, they have alsp occas1ona11y

been used to represent other hievarchical. re1at1ons, such as those of ' ff~5.,_
a "part-to- who1e" nature. . : : .
7T'_y]er, "Arrangements' introduction}" in Tyler; p. é6.- ' A RS

; ' e LR -

’

Kay, p. 87. e _ o o L . AL

Conk]in, "Lex1cograph1ca1 Treatment of Fo]k Taxonom1es,”

;4
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with one another: the differences between them are "significant for
defining their use” (Frake, "The Ethriographic Study of Cognitive
Systems," 33). Categories which are mutoai]y exclusive as well as
completely dissimiler, such as "snow" and "pencil," are in "total

contrast.'I]0

A taxonomy indicates the categories in a domain, and shows
how they are related to one another. For any term in the domain, it

is possible to determine the categories it "includes, those with which
. + ‘ - N

it is in restricted contrast, and the category immediately dominating

- the contrast set. Such a taxonom1c def1n1t1on does not, however,

indicate. the attr1butes, or "d1mens1ons of contrast, uSed.(by members’

L

f a. cu]tura] group) to d1st1ngu1sh a part1cu1ar category from the -

other. members of Jts contrast set The process of “f1nd1ng s1gn1f1cant o

differences 1n,mean1ng among a set of terms ]1 1s known as "component1a1
/

~ana1ys1s n' This procedure results. in a set of cu]tura]ly re]evant ru1es

by wh1ch newly encountered items can be p]aced in their proper category

within the contrast-set.‘z‘ These rules may be p]otted on a gr1d, ‘with

\101b1d The characteristics rof taxonomies outlined here
are -those of ™"model," or "regular,” takonomies: As Conklin has noted,

" folk c]assuf1cat1on systems frequently do,not exhibit all the traits

of such model structures ("Lexicographical Treatment of Folk
Taxonom1es," 49) . For example, in my own research, I.sometimes found
-'that members of a contrast set were not mutua]Ty exc1u51ve C e .

11Spradley. You 0we Yourse]f a- Drunk p 76.

12Researchers d\ffer 1n the1r op1h1ons ‘as. to whether o

"component1a1 analysis should be “psycho1og1ca11y valid* or "struéturally
valid." The propongnts of the Tatter point of view drop, at this stage -

of research “the requ1rement that- an ethnosc1ent1f1c ana]ys1s shou]d

.
L
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‘he. terms in restricted contrast listed vertically on the left-hand
ide, and the dimensions of contrast placed horizontally aoross the
top.13, A componential definition of the categories inciuded in the

domain "car" {on the next lowest hierarchica] 1eve1) would tell us
how each type of car is distinguished from any other.” Some features
common to more than one type of car would also be revealed.

' To date, ethnoscience has been appTieo most fruitfully
in kinship.studies; other areas-of application include med{cine,

botany, verbal behavior, law, witchcraft, and color termino]ogy In

add1t1on, Sprad]ey has made an extensive study of urban nomads Ethno-

'scaence has a]so been used in comb1nat1on w1th other anthropo]og1ca1

. Somé para11e1s can be drawn between concepts 1n ethnosc1ence
'and folk]ore wh1ch make the ethnosc1ent1f1c approach espec1a11y usefu]

in folklore stud1es. The "folk group." as def1ned in this thesis, 1s

+

reflect the cognitive world of the bearers of the culture being
analyzed," and concentrate instead on "predictability, economy, and
inclusiveriess"™ (Sturtevant, 141-142). Because I believe that culturally
relevant componential.analyses can-add significantly to the understand-
ing of a cultyre, I chose to maintain the goa] of psychoIog1ca1 validity.

throughout my research.

S A ]3There are other methods of mapp1ng component1a1 def1n1t1ons.
See, for example, Tyler.'Tntroduct1on," Pp.

’

laFor 11st1ngs of some. representat1ve studwes using ethno-
scaence, see Sturtevant pp. 146-157, and Conklin's b1b11ography, Folk’
Classification. . In .addition, newer works 'by .Basso, Gossen, and Spradley
are Tisted in- the Selected- Bib11ography of- this thesis.  Ethnoscience
~has been comb1ned ‘with other anthropological- perspect1ves in James P,
"Spradléy and Brenda ‘J. Mann, The -Cocktail Waitress: -Woman's Work 1n a

. Man’ s‘wor1d (New ‘York: John N11ey and S*ns. 1975)" ;
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very similar to the "cultural group" of ethno'science..|5 A folk group
is a group of people who, on the basis of ‘some common expérience, share
“traditions.” A cultural group is a'§;oup vwhich, on the'basis of
some common experience, share "cultural knowledge." |
The difference between "traditions” and "cultural knowledge"

is one of emphasis rather than kind. Folklorists have tended to focus

. mainly on traditional behavior or its products, whereas .ethnoscientists

have concentrated on cognitive traditions,, or patterns of perception

and thought:which are shared and passed on from one generation.to another.

Because -thought guides behavior, neither approach can'enoirely ex¢lude

one or the other of these factor§ from its consideration. The knowTedge

ga1ned from-each type of study can enrich the other Throughout th1s

' thes1s, I have tried to show the 1nterrelatlon between the thought and

L

behav1or‘of my 1nformants, in order to benefit from both approaches.

Fieddwork
o ———— ) -
Originally, as mentioned earlier, I had planned to focus on
a singer rather than a folksong c¢lub. The performer I chose is Frankie
Annstrong . Frankie, a semi—professiona1 living in London, is well-known

among rev1va115ts 1ntereste3 in traditional music (although she is not

one of the "big names" of the British rev1va1) 16 I met her during my

/

4

]SThe term “cu1tura1 group“ is taken from Spradley and

- McCurdy (The Cultural Experience, 23, 52).. While the concept of the _

"cultural group" is standard in the 11terature on ethnoscience, the
term itself is infrequently used

S 16See Ethel' Raim, "An 1nterv1ew w1th Frankie Armstrong,"
Part I S1ng Out" 23 (May - June 1974) 6-8, 11-12, 16; Part 11, 23.
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first trip to England in 1972. Frankie's repertoire, style, and

attitudes toward both of these are of particular interest to me,

»
.-

academ%ca11y as well as aesthetically. .

After drafting a brief thesie proposal, I wrote to
Frankie and asked her permission to do such a study, explaining what
it entailed. She replied that although she would be happy 10 partic-
ipate in the research, her schedule did not leave her enough time to
act as prxncipa1 informan{. When I discussed Frankie's response with
my superv1sor, Neil V. Rosenberg, he recomnended that I change the

topic from a s1ng]e performer to a folk c]ub Th1s seemed 11ke an.

excellent idea: it would stg]l perm1t 1ntens1ve research but from a

tsomewhdt'brbader perspect1ve-than would be ppssib]e in a study,of a.

single performer. 'Dr.=Ro§enbergfahd I'agreed,fhat the main thrust .’

of my researcH éhou]d_be aimed at eliciting the cultural know1edge of

. the residents and organizer of the club I chose; they would probabiy

have the most cemp1ex culture, because of their close involvement with
club activities. * v

_ I informed FraﬁkielArmstrong’of the change in topic, and
asked if sﬁe knew of any c1ubs:with which T might be permitted to work.
She suggested the St. Albans ?o1k Music Club, at which her compan%on,
Brian Pearson: is a resﬁdent,sjngerr- I wrote to the organizer of this

club, Vicki North, who replied that she Had ho ijectioﬁs to my conducting

P . : L DR

4

(July = Aug. 1974), 6-9. Frankie Armstrong has appeared on a number
of records, including the "solo" LPs Lovely on” the Water (Topic
127S216), and: Frankie Armstrong: Songs and Ballads (Topic 12T5273).

Full 11st1ngs are g1ven in the Records C1ted section of. thls work, p. 243.

- o ; : .
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_ my -work., when_I explained that I had-not yet made aadef1njte decisjon
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research there. However, there was one drawback to studying the St.

Albans Club, which at the time I thought would be a serious one: it , B
/ \";‘

!closes at the end of June, and does not reopen until September, o

although informal "wor‘kshops“]7 are held weekly during Ju1y and August. ﬁ

it

Since my field research was limited to the period between mid May-and

e

%
early September, 1975 (when I had to resume classes at Memorial), the

ciub would be open d@ring~1ess than half of my stay in England. 1 g

decided to wa1t until I arrived before mak1nga final commitment. .%
Br1an Pearson accompanied me on my first visit to the club, 1

and introduted me to Vicki North Dur1ng the course of that evening, i% h

| also met severa] of the res1dents who seemed qu1te nnterested in |

INTTS

- r

to base the thesis on the St. Albans club, they tried to convince me

& bt

to do so. . .
-, Following this initial visit, I looked into the possibility

»

N

e e e T

of studying 2 club I had attended on a previous trip to Britain, one

which remains open throughout the summer. Although I received permission I
to“wdrk there, I chose the St. Albans club. Despite its apparent draw- l

backs, this club had two important_advantéges. First, there were a

largé number of residents izﬂgLVe), who seemed to have sufficient free. L

time for regular interviews. The other club had only three residents,

all of whdh were quite buéy. Second, and more important, was the
/ N .

otnote 17.

]7For a def1n1t1on of "workshops” as used at the St.
Albans club, see Chapter v, page 108, fo
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rapport that.I had quickly established with the St. Aﬁbans residents,
and the interest they expressed in the study.

As it turned out, the fact that the St. Albans Folk Music
Club closes during the summer was not a serious drawback at all. _I
was able to attend six evenings at the club before .the end of the
season; moreover, the summer worﬁshops often included informal
discussions, which gave me more insight into ﬁyzinformants' cul tural
knowledge than the'regular meetings had done.

The St. Albans Folk Music Club meets weekly during "the

season, dn Sunday evenings, at the Goat Inn in St. Albans. Established -
in 1960, it is one of the older folksong clubs in ‘Britain. Most of the,

music performed ‘at the.club is British traditional. « At thé\time of my

. field research, this was one of two folk clubs in St. Albans, the other

A 4

being a Thursday.ﬁight-"singers?“ club (see p. 11).
St. Albans, as noted above, is located about twenty miles

from London, in the county of Hertfordshire (see Figqure 1). This

“small city (population approximately 52,000) is typical ‘of the sur-

réqnding regionvin genéra] in that it is predomiﬁét1y midd1e-c1ass.]8uﬂ

Many:of its residents commute to work in London, which is lass than

ha]f éq hour away by traim. St. Albans attracts a number of tourists:

\
,

\ ! . . N

\ - .. R
Cf B.E. Coates and E.M. Rawstron, Regional Variations

in Br1ta1ﬁ. Studies in Economic and Social Gegg;gphx,(London B.T.

Batsford, 1971), especially pages 26-35.
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it is the site.of the ancient Roman city of Veru1amiuh, and also of

a cathedral which was forﬁer]y g Benedictine abbey.19

My fieldwork consisted of formal 1nterv1ew1ng, acting as

a part1c1pant -observer at the St Albans Folk Music’ Club and related -
‘events, and keeping notes oh pertinent information from informa]

onversations. observations, and so forth. As we11, in ymder to

F)

4
obta1n add1t1opa1 background information on the Br1t1sh reviva] I

0ccas1ona11y attended other folk c]ubs, and 1nterv1ewed people -not

"~ associated with the St. Albans c]ub - A1 interviews were recorded,

as were most muéicaT act%Vities; :Field notes and tape transcr1ptwons‘

were used in developing further Tines of quest10n1ng %

. During my initial 1nterv1ews Wwith residents, aside from
trying to acquire-sonie basic information about the club, I kept an

eye out for a good 'main informant -- someone/ who was knowleddeable,

Y N

" articulate and cooperative. I chose to work chiefly.with one, or

possibly two, people because I felt that this would enhance the

development of trust, and consequent]ly the establishment of in-depth

research. After several interviews of varying success, I found two

e .

people who can only be_deséribed-asvidéal main informants. Graham

Goffee is a resident at the club; Jen Goffee, his wife, is not a

Eor additibnal information on St. Albans, see Elsie -
Toms' three books:  The Story of St. Albans (rev. ed.; Luton,
- Bedfordshire: White Crescent Press, 1975); The New Book ‘of St.
Albans (Chesham, Buckinghamshire:; | Barracuda Books, 1976),. and St.

Co., 1973)

Albans as It Was" (Hendon M111 Nelson~‘tﬁﬁ€hshire* Hendon Pub11sh1n§

:

)
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3
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res1dent but has frequent]y co]]ected adm1ss1on fees, and has also

*

-

o by 3
e X
o =

Sy

. part1qlpated in other events sponsored by the club. The Goffees.ara

art;cu1ate .easy to relate to, know1edgeable about various asgects of

. /

han cooperat1ve.

2

. the c1ub and

o0 1 - Like the othervSt A]bans res1dents, the Goffees are

¢

~

v .

1 &L
%
&

'
1
-

-
"

nnddie c1ass. Graham 1s an acc0untant, Jen, a homemaker. rhey ‘own -
. . / .
: the1r qwn home,. ar|$ttached house, and have such amen1t1es as an’

automob1]e, a te1ephone,.te1ev1s1on set, and stereo system (record

--p]ayer, rad1o,'and cassette'tape recorder) * The Goffees, both twenty-

' a"d haVE two y°”"9 Ch11dren. both g1r]s.?0._ ‘ ,“gﬁ"‘

seven dur1ng the fleldwork perwod have*been mart1ed for severa] years,

:J.u*

RIS S
In my research I re11ed more upon Graham than Jen. ,”f o

':$1nv01vement w1th the c1ub 1s greater than Jen s

"“But Jen s he]p was 1nva1uab1e, s1nce she qs'more fam1]1ar w1th some

aspects of the c]ub than Graham. A]tho@gh Jen is not 2 re51den¢, her

. cultura] knowledge. ga1ned through her own part1c1pat1on, and through

v
B

assoc1at1on with‘Graham and other res1dents, c]ose]y approxlmates that

. of a res1dEnt5 For research purposes, she has been treated as a member

‘o, o L /:' ‘.'-":'\' ‘-, - P N N . . > S Ve . . .‘ o .':l‘
RSO of the re51dent group 3' f~-1}~.;' 'ﬂt::'fif # j .- _ﬁ‘},; L I T
SRTE R f"‘,: th add1t10n*to work1ng W1th the Goffees, L 1nterv1ewed a SR
. . N . . .', \|\\,$ .." . . - , ' ‘ ,”
"total of e1ght.other residents, and the organlzer. As we]] aud1ence~:. ey :

"”:members an\*pprformers who have appeared as guests at the c]ub were

[nv hotographs ofeGraham and Jen Goffee appear 1n the
1gures 26 and 27 (pp 270 271)
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v The'technidues.l nsed‘tq distovér}my informaﬁts'_cuitura?
" knowl edge were derived from darioqs readingsiin\éthndscience; par-
ticularly heﬁpfu1 in this respect w§re James P, Sbradiey's You Owe
Yourse1f a Drunk and The Cultural xperience, by Spradley and David
# ) ' :
3 Y W McCurdy. 21 The latter-is primarily a field guide directed specif-
? ical]y toward researchers employing ethnoscience. Although designed to
é éuit'the'needs'of undergraduates, it is also useful in more advancedaﬁ '

work. In add1t1on. I had had some pract1ca1 exper1ence with ethno-

fsc1ence, thr§ made me aware o some of the problew; of 1ts app11cat1on

o~ K

'(descr1bed be1ow) ahd 1ncreased my conf1dence 1n both the methodo]ogy o

5.id»t- I had chosen and my ab111ty to app]y 1t effect1vely to a specifnc

- SItuat1on SR ”:-.»_" L e ]: ' "::4-'1.
B oA e RN P
: Bas1ca11y, my research cons1sted of three 1nterdependent
"}‘5751?hﬁ'f_'"proce§se§ determining the categor1es re1evant to part1c1pants in the S

i St. A]bans Fo1k Mus1c C]ub discover1ng the 1mp11c1t re{;t10nsh1ps of

B '.these categories. and f1ndjng the attr1butes by wh1ch 0 category in

-a set 1§2d1st1ngu1shed from another.' Because most categories have _“
‘-:names. I: began by mak1ng‘note of category names. Add1t1ona1 terms Were

'e11c1ted by us1ng preV1ous1y obta1ned 1abe]s in quest1on frames 1ike,'
. v "what are a]] the th1ngs you do as ;'5 ":“'?P'i o T e 7.' 5

S0 . I AT KRS . RS T . T, . .f'/‘
! ) ' co ° - R

b f"lhigj :f ':”'“[ : Also he]pful 'Were:. Frake, “The Ethnograph1c Study of
SN T Cogn1t1ve~5ystems.9 cited above; Mary B. Black.and:Duane Metzger;

"¢ L1+ SEthnographic.Description and. the~Study of Law,” -in Tyler, pp. 137-165
' .. i and Metzger and .Gerald E. Williams, "Some Procedures and. Results in“the -

68 (1956) 389 407

Study of ‘Native . Categor1esz Tzeltal 'Flrewood' U Amerlcan Anthropolog1st,i
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. . v

Relationships among categories (as well as further category _%

labels) were discovered by similar questions. Having been given the g
term "entertainer" as one type of performer, I asked if there were ) g :ﬁ
different types of entertaj;ers, thereby eliciting dnother four cate-. b,
. y L 3

gories. The frame, "Is . a type of .?" was also used . _ é
44’ g , .:g

in determining taxonom{c relationships. ' kS
Once 1 had discovered some of the domains of importance to ' 'g\

o o : : Y

the residentiorganizer group, obtained a fair]y complete list of the ' é
categor1es with1n the'se domains, and attempted to find the re]at1onsh1ps : -g

among categor1es, I began to 100k for the distinguish1ng features of
Some of these were obv1ous from prev1ous research o
Both technnques o

var1ous categor1es

'f'but most were. e11c1ted via two - spec1f1c techn1ques

‘ requ1re the use of cards (such as f111ng cards), ach of which conta1ns

a
). . / -

. . .

Le

the name of a s1ng1e category 'Lf‘-f- : , , .
‘In" the f1rst task a g11e of cards conta1n1ng the category

~

names within a certain contrast. set was handed to an 1nfonmant, who yas

asked to diyide them into tio or more pi]es, using any criteria desired.
The 1nformant was then quest1oned as to the reasons behind the par-.'

t1cu1ar groupnngs This task was repeated unt1l the 1nformant could

th1nk of no further ways of . d1v1d1ng the cards. L o
:The' same p1]es of cards were used for a three item sort1ng .

e ’
'
»

task deve]oped 1n the 1950 s.z?’ An 1nformant was g1ven three cards at

' a t1me, and asked to place any two together, and separate the th1rd on'

T

"~ Zspradiéy, -You Owe-Yourself -a Drank, p.’ 75.

o
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4

the basis of any criterion or criteria desired. Again, upon completion

" of the task, the informant was questioned as to the reasons for the

e

&
division employed. After all the cards had been used once, the pile

was .shuffled and the ,enti re sequence repeated, often a number of times.
The three main areas of my resedrch were dea]t with ‘
i)rimarﬂy in-the order descrtbed above. However, there was no rigid
‘adherence to this format as the processes overlap, and I conti nued to*
seek clarification of and expansion upon, prev1ous]y received 1nfor-

matmp. .Graham Goffee was especially helpful with the c'lariﬁcat'lon and

eXpansion ;of ma'terial. -checking all domains for errors'and omissi'ons

Graham a]so drew up usefu] d1agrams of the re]at'l onsh1ps among terms

mthm g1Ven domanns a'l'l taxonomes appearmg 1n this: thesis are based

ueon Graham s work., . ;-i':' R .‘ e P
In addltwon to taxonomc and component'l.a\ def1n1t1ons, I
sought dictionary type def'lm-tions of terms, both to ascertain that my
understanding of th . as correct, and to obta'm further mfomatwn.
For this t_ype of definition, I s1mp'|_y used the question’ 'Frames, "What
is "“ or "What is a - .' ';“-‘
A . There are some- 1mportant cons1derat1 ons for the researcher
app]_ymg ethnosc1ence It “is 1mperat1ve to avcnd mak'ing assumpt1ons.
as th1s can 1ead to asking questwns wh1ch are not actuaT 'ly re'!evant

L

'to 1nformants and consequent'ly to genera‘l m151nterpretat1on of the

cu]ture., Therefore, 1nvest1gators must be pn the alert against emp]oy- :

1ng the1-r own Categories and value systems (1n relation to the -cu'lture)

mth mformants ThuWespeany 1mportant. because 1nformants are .

&3 ._/.

-
[}
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' -‘ence, as we'H Aas-my tranhng 1n fo]k'lore, was a150 a hmdrance. If had Lo
' _to be carefu‘l not to assume that the c]ass1f1cat1ons and att1tudes that

I had 1earned m the past were app]icatﬂe to my 1nformants. A]though I . -

.l made certam hypotheses for the sake of. convemenCe pr1or to beg'inmng my

" f1e1dworl( I cont1 nuaHy kept these hypotheses in mind, and checked them .

.out carefuﬂy in the f1e1d They 1nc1uded such th1ngs as tentatwely

'(such- as "reswent ), and c]ass1fy1ng the . res1dents and organ'!zer '

R e, .

- the fact that in th1s approach. mformants are asked about thmgs that

' they know. but do’ not reahze they know Cu‘ltura] know]edge 1s orgamzed

- o
v TR T

. somehmes m great detaﬂ but th1s knowledge 15 se1dom on a conscious
. level. Peop1e do not v1suahze the1r wor]d 1n terms of charts and )

: _diagramS' these are mere1y too'ls w1th wh1ch the 1nvest1gator can

~ : 45
occasionally familiar with somé of the researcher's concepts, and may - ’
"translate," so to speak’,' into these concepts when answering guestions
frarned according to them. Furthermore, informants may then continue to

2
employ these alien concepts in describing their experiences to the

9

resea,rcher,_ who will have unwittingly failed to discover the .insider's

poi‘nt af view. ’ I\:

. Avoiding the imposition of one's ov\m concepts is not always ??
easy, especially when the fieldworker t‘s famitiar, as 1 was, with re'lated . é ) .4
 but different cul tures. My earher exper1ence in the revwa'l prowded | é
me w1th background mfbrmatmn usefu1 m the thesis, but _this: eXpem-. a ﬁ

4

placing club part1c1pants in categor1es standard 'm the Br1t1sh revwa'l - ‘ , -

1

together as a gropp wh1ch shares a good dea1 of cu1tura1 know]edge.

Another cons1derat1on 1n ethnosc1ent1 fic research stems from L

.4

S, . . o - . '_".'.I~~._':'_‘,'!",
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B the Br1t1sh and Amer1can fo]ksong revwa'IS‘ 2-3

- opén w1th/me, and qu1te patfent as, wé]'l

‘:myself in the’ ro]e of a nov1ce and a student and my 1nformants 1n the

1perfonned, Ff 1. had been to folk clubs before, ‘and 'so -forth.

"1 felt that it was, 1mportant to.be honest with- them despite any.
N resultant methodo1og1ca1 problems, I exp]amed my ear'her 1nvolvement
_.w1th fo]k mu51c. IR N :

~x

46

comprehend the culture, and communicate this understanding to others.l
Informants are .h'ke1_y to find many of the questions they are asked
rather strange. Because of the necessity ot avoi_ding assumptions,
some of the research’{r‘s'questions may seem not only odd, but jmbecilic, _
as well. These problems may c’afumnnants to become suspicious of the
invastigator, or to answer questions inappropriately, 'th'inki ng that the
inter.vie'wer must~actua'11y be 1ook1.ng. for something quite complex. .wh_.en
informants know that the researcher is not .totally ﬁghora_nt of their'
cul. ture, these d1ff1cu1t1es become magmﬁed _

' As my 1nfonnants were. aware of. m_y prekus mvo]vement in.

1t was Very 1mportant 'For

o -

c.ome . to take precautmns agamst the occurrence of such m1sunderstandmgs.

:-"Thds, I to‘ld each 1nfonnant, at the begmnmg of our ﬁrst 1nterv1ew,‘ g

R

T"'about the basics of the methodo'logy I was usmg (w1thout emp1o_y1ng much

Jargon), and outhned my reasons for usmg 1t I exp1a1ned that I cou]d
make 1o assumptwns, and that as a result, many of m_y questwns were
1ikely to appear elementary to the pomt of stup1d1ty Occaswnaﬂ_y 1t :

was’ necessary to remmd mformants of these facts, but on the whole. m_y

_1mt1a] exp1anat1on worked ~out quite weﬂ --Informants were usuaHy very -

Moreover, since I had p]aced

B . . v S an
¢ - s o T s

Soon aefter my arrwa]. 1nformants began askmg 1f I -
Because .

e

,

9
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' general, rather than w1th persona] 6p1mons. As weH, secondary 1nform-
e ants were used to ver1fy 1nformat1on obtamed from m_y mam 1nformants

_‘F;na]]y, I somet1mes repeated areas of 1nqu1ry w1th the same mformant

‘,encountered wh1ch 1ed at t1mes, to a fa1r amount of anxiet_y on- my part
-Much of my confuswn was reso'lved through spec1f1c quest1on1ng of menn- -

"vants occaswna]'ly I found it he1pfu1 to exp1a'in the prob]em in detaﬂ

' "'by wh1ch 1nfonnat1on 1s gathered 1n this approach I was aware of this

47

role of experts -- as indeed they are -- feelings of trust and respec’tl
were fostered on both sides. . ; i

The researcher using the ethnoscientific approach often
faces an additijonal proh1em: working with a reTatively small number of
informants while seeking information relating to the group as a \vhoie.
It was noted earlier that even in the most homogeneous cultural aroups,
individual differences occur. There are certain precautions which the
fieldworker can take to inérease the reHahi'th of the data received.

For examp’le, I to]d my 1nf0rmants why it was 1mportant for them to '

respond mth what they beheved were the op1n1ons of the group ih

u - o

This was done mam]y for the purpo.se of clar1 ficatwn. but it a'lso

served as a check upon the cons1stency of the 1nformant 'S responses. E

Whﬂe the . d1ff1cu'lt1es descr1bed above were so]ved mth

AT s i g

relative ease, my app'licatwn of ethnosc1ence vas not a1wa_ys as smooth

as I wou]d have erd I d1d not go 1nto the f1eld expectmg ‘that: aH -'- .

'the 1nformat1on I gathered wou'ld faH neatly into p'lace mth no amb1-' R ]

[
u1ty I was not however, prepared for the amount of complex1ty I ? CL B R

Another d1ff1cu1t_y arose from the pa1nstak1n91y slow process
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>

drawback before entering the fie]d,.-but its full implications did not

s strike.until I was deeply immersed in my research. It became clear
that I would not have time to accomplish. ever}thing I had hoped. and /
that the scope of my research would have %o be narrowed. Certain areas
of investigation had emerged as being of parti.cu]ar importance to
i'nf‘ormants, and I began.to focus almost entirel.y upon these. Also,
because of the complexity of the cultural knowledge of the resident-
orgamT_zer_ group,' I_ foun.cllmysdf éoncentratjng more fully on this group

than ! had or1g1na11y 1ntended

After I returned to Newfound]and L kept in touch w1th

IR o ',_‘-,several of my 1nformants, as we had become fa1r1_y c1ose fr1ends dur1ng

i i"(‘_{';the course of my - r'eSearch Before 1eav1ng Eng1and I had asked some of

f.'_them 1f they wou]d be wﬂ]mg to send me the answers to any a", 'tion,al"

R :.‘questwns that m1gbt come up ,Np one ret‘used and I took advantage nf
o ~~"'the1r good na‘ture on severa'l occasions. . Graham Goffee was,-as a]ways,

: part1cu1ar1_y reliable -- if s1ow -- in. responding to my somet1mes

. desperate pleas for he]p ' S ot

In January, 1975, whﬂe -in" the. A1ban_y, New York area, 1
1nterv1ewed some Amer1can revwahsts to obtam comparatwe mater1a1
HOWever, I later abandoned p1ans to 1nc1ude th1s mater'la] 1n the .
','.present work. as 1t 1s not d1rect‘ly re1evant to the top1c. 1 acqu1red
\further background 'Informatwn on the Br1t1sh revwa] 1n the Summ

; -of 1976 from three Br1t1 sh graduate students in: the fo‘l k]ore department

-at Memor1a1 )
: : sl

~y
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A T o el

ARG T s S B
- \ .




' . -4
' ' 49

When I began. to co]late the information about the club that

v

R R

I had gathered,’ it became increasingly evident that there was far too
much'material for a work of this length. 1 decided, first of all, to
limit the discussion to the cultural knowledge of the residents and the
organizer. Subsequent limitations in focus were suggested by the

emphasis 'that informants placed upon particular areas.

)
In the spring of 1977, I returned to St. Albans, primarily

' Tor a much needed ‘holiday. whﬂe there, 1 d1d carry out some fle]dwork

.\ R

R A T L P A
A A e S R s o i i

though mostly re1at1ng to the ear'ly h1story of the St “Albans Folk

e A R, ot A G e SR

. Music Club When I attended the c1ub I found not surpr1smg]y, that a-

number of mmor changes had taken p]ace since 1975 Fherefore, when-

. ‘ever 1 asked quest1ons wh1ch were not of.a h1stor1ca1 nature, I was
careful ,to~request that answers (to the best of the mformant 3 abﬂ1ty)
be given as if.it were 1975. Unless otherwise noted, then,.the material

in this thesis concerns the club as it existed during the 1974-1975

season. .

In all, 1 recorded over one hundred hours of tape; .about
ninety percent of this material was recorded in England. An ést‘lmated

half of the tape was used. for recording interviews, with the remainder

b’eihg used for folk club evenings,vwork's'hops, etc. These tapes have
been subm1tted to ‘the Memoma] Universn:y of Newfound1and Fo] klore and
- _ Language Archwe. and have been gwen the accession: number 76 390, As
' . " the tapes have not yet been 1nd1v1dua11y numbered accordmg to the

. archive s_ystem. the tape numbers c1ted throughout the text are my

own. N

by
K rl,
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-and conclusions have resulted from a thorough analysis of the cultural

50

Quotations from taped material included in the text are
cited by the name of the speaker, the date of the interview or per-
formance (day/;nmear),/and the tape ("T") nember. After ipitial
citations, }‘,n/formants are identified by last name only (or first initial
and last n(me, where neceassary).. A list of the full names of all

informanty cited 1is given at the end of this work, on pages 244-245,

‘ Quotatien are verbatim: only false starts, conversational stalls, o

and the 1ike hé’ve been omitted without indicatin'g the omission by

standard e]]i'psis'marks. Exp]anatory remarks v\hthm quoted matema] are

enc]osed in square brackets.. '

13

It should be noted here that a]though I have attempted to

préeent an 1ns1der sﬁ}mnt of view of. the St mbans Folk Mus1c C]ub

"

I have not refrained from hypothes1_z1ng and drawing-coqc]uswns, par-

..ticulaﬂy'in Chapter X, the final chapter. However, these hypotheses

y

knowledge of my informants. While I cannot claim with certainty that

no error is present in. the information pre'sented or conclusions drawn

' from it,. 1 feel qqnfident that because of the methodology emp1l0yed,

! . . ,

such flaws are.at a minimum.
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ITI
A BRIEF HISTORY OF THE FOLKSONG REVIVAL IN BRITAIN

The roots of the present-day folksong revival in Britéin]
reach bacl; 1o the pioneering work of Cecil Sharp at the turn,_of' this
century, and recall the ballad revivé'l sparked by Bishop Pércy, a
century and a ;m ear.h'er-.2 Hoyaever, thn immediate sources for this

- movement stem from even:as wh;ich oécur‘.red during 'the. ]940'5
, | Dumng the Second Norld Nar, Br1t1sh peop]e were par't'lcu- ;
1ar1y rehant upon ‘their radios to prov1de them Wi th mus1c because of )

the ].1m1tat1ons .placed upon record productmn, and the obvnous-restmc-_~

tions -that the war:had on Tive pe'rforma'nces. For the most part, states

-

The material in this chapter, and the- next, has been
- compiled from numerous sources, hoth oral and written. Therefore,
information. is credited only when it has been obtained from a s1ngle
source, or when quoted directly. The following are some - -of the major
printed sources that I-found valuable. John B. Wilson, Jazz: The
Transition Years -~ 1940-1960 (New York: Appleton-Century-Crofts,, 1966).
Brian Bird, Skiffle: The-Story of Folk-Song with a Jazz Beat, foreword
by Lonnie Donegan (London: Robert Hale, 1958). Karl Dallas, "The Roots
of Tradition," in Laing and others, pp. 83-136. "And So We Sang: ' Ewan
MacColl Talks to Fred Woods," Part II, Folk Rev1ew, 2 (June 1973), -
4-7; Part’III, 2 (July 1973), 4-8;. Part'I IV, 2 (Aug. 1973), 6-8..  Richard
Mabey, The Pop Process (London. Hutchmson Educational, 1969). Ian
‘Whitcomb, After the Ball: - Pop Music from Rag .tc Rock (Har'n)ondsworth
M1dd1esex Penguin Books, 1973)
\.

- zFor further 1nformat1on on Cecil Sharp, see Maud Karpeles, .
Cecﬂ Sharp His Life and Work (London:. Routledge and Kegan PauT, 1967)
-The ballad revwal is examined.in detail in Albert. B. Friedman, The
- Ballad Revival: - Studiés in theé Influénce of Popular-on Sophisticated

Poetry (Chicago: ~-University of Ch1cago Press, and _foronto: “University ¢
of Toronto Press, 1961) Lo A :
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{ Ewan MacColl, @ leading figure in the British folksong revival, the ”g
i BBC (British Broadcasting Corporation) served up "the grimmest kind of D%
; musical fare": ;
i
i A1l the worn out pop songs of the thirties, particularly b
of the late thirties, and the early forties, were churned 7
out ad nauseam, through the mass media, particularly by 3

, radio . . . . And so for several hours of the working &
day, and for most of the leisure périods . .'. you got *

the same twenty or- thirty pop somﬁs for the best part ¥
- . of five or six years. And of course what happened was
gk ‘ that peop'le got turned of f (Ewan MacColl, 4/9/75 T73). §
o . ‘An: exceptlon to the above, during th1s pem od, was the - * .

taste of var1ety prov1ded by Amer1can 'Jazz 3_ Th1s was ‘not the first
exposure the British popu]ation had to Jazz -~ the 1d1om had been -

popular dumng the twentws and ear]y th1rt1es 4 But 1ts popmamty

" had. d1m1n1shed later in the thi rt}es, for various reas'ons, dncluding

a d1$pute between the American and Bri tish musicians' -umons which put

a halt to live performances in England by American musicians (Wilson,

1 v e e TN
Ny

.110). When the United States entered the war, there was a new influx - '

_ \
3The disc s)'lon of jazz presented in this chapter can be
supplemented by consulting Alan P. Mérriam.and Robert J. Benford, A
Bibliography of Jazz, Publications of the American Folklore . Soc1ety°
_Bibliographical Serfes, Vol. 4 (Philadelphia: American Folklore Society,
1954}, and Carl Gregor Herzog-zu Neck]enburg, International Jazz
_Bibl{ography: ~Jazz Books from 1919 to 1968, Collection d'Etudes
'Mus1colog1ques ‘Band 49 (Strasbourg. Echt'lons P.H. Heitz, 1969).

4Br1 t1sh mterest in "b]ack“ enter‘tamment has quite a
1ong h1story Minstrel shows, “featuring blackface: performers, hegan in
ST Britain in the: Tate 1850.'s,-and were stjll in existence-there in the
; . late 1940Q's, as the frontspiece to Reg:ma]d Nettel's -Seven Centuries of -
. Popular Song: ‘A Social- History of Urban Ditties (London Phoenix’ '

o

House, '1956) shows, The above 1nformation 1s from Nettel's book, pp._ '

175 and 'I79
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of American jazz, not only in Britain, but in continental Europe as
well, It appeared on American records, "in broadcasts and sometimes 1in
the person ofN}:he excellent service bands led by Glenn Miller, Artie

Shaw, Sam Donahue and others" (wi'lson‘-, 110).
’ Relief from the musical,monotony of the day is one reason
why jazz was welcomed in Britain. Also important is the reason, ¢ited

-~ by. John S. Wilsom in-JaZzz: The Transition Years -- 194b-1960:

[rhe] music.was’ spread and to people f1ght1ng
oppression jazz came to have a corollary appeal. It
was the music of freedom.’ This idea’ was_carried beyond
. the surface fact that jazz was Amer1can music and
American soldiers were serving as liberators. It. a'Iso ‘ P
led to carefully evolved ana'logies dealing- with.the
democratic . natuye of Jazz, the freedom it permtted

the musicians to improvise, [andl the lack: of traditional
rest.r1ct10ns.

With the end of the war. when: Europeans cou'ld

once more make contact'with jazz, thdy welcomed it with
open arms (1'[0 m). P

In’ England, despite the fact that the aforementmned
musicians' dispute was not settled until ten ye_ars after the gn'd of the
war,5 jaz% fTourighed. Records became. more rea;dily available wifh thé
coming of.:'peace, ‘and English jazz bahds' began tou appear. Very often,
the Engiisﬁ musicians 1earhedl from "recodes of American jazz perfomers;
this was the onl;_y' means ‘man_:y'péqp'lle had of'-acqu"i r;ing the style.

-'The' f'o}m of jazz which t&ok'hold in 'Britai‘n' was traditional’

New Orleans .]azz, usuaHy referred to as "trad Jazz," or simply "trad "

Th1s type of jazz “conaures up an 1mage of a polyphonic sty‘le whigh'.

S0 wilson, p. 119,
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g9 utilises a front line of cornet (or trumpeét), trombone and clarinet,
: with a rhythm section using three or four'of the following inStruments-
4 -- piano, guitar (or banjo), string bass'(or tuba), and drums.,“6
;_/. [
§ @ Variations on the instrumental line-up are not uncomnon, "but at
; lTeast there can be little d1sagreement on the essent1als of the style"
. (cCarthy, 305). ' .
.( Durmg the 1940 s and 1950" s, jazz ¢lubs arose throughout
X F * Britain. Actwmes 1n these c]ubs - he]d in places as varied as
' E pubs and cburch haHs - rranged from 11stemng t0 records, and some- -
.,!,::‘., . ‘)~
. § L y# t1mes havmg a loca1 group perform, to hstemng to performances by
\ :f;_ " ﬁ‘ " R .
. one of the prof"essiona]bgroups o o S . . ,'
’. o . A . . . P

Two 1mportant names 1n the Bri t1sh trad jazz revwa] of the

{

r, and trombom‘st Chr~1’s Barber. In

v . ) '19_59'5 were Ken Colyer), a trump

B Rt it

1952, Colyer went to New'Orleans to ‘ledry firsthand from the masters.

_ -Upon returning to Britain in 1953, he took over 'a‘band which had been

+ @ e ey VAT

. J »
organized by clarinetist Monty Sunshine and Chris Barber. According

to lan Whitcomb, a young Br1t1sh mus1c.cr1t1c, Ken Co]yer s Jazzmen o

"soundéd just like the o1d b'lack men then 'Iwmg and p]aymg in New-

Orleans" (244) Among the members of thJS band-was b_anJors,t- T_on_y
Donegan a young man or1g1na'l1y from G'Iasgow.. He' Tater changed his
name to Lonme Donegan, because of h1s great admaratwn of b1uegman

- , y .Lonnie Johnson. Durﬁng the. 1ntenn1ss1ons in the group 's cTub-

’ |

A]bert J McCarthy,“ "The Re-Emergence ‘of. Tradiﬁona] .
Jazz," 1n Nat - Hentoff and Albert J, McCarthy, eds., Jazz (1959 rpt
New‘York Da Capo PY‘ESS, 1974) p 305 .
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__performances, Donegan would’ take up a gu1tar, and w1th some: other

o
[N

members of the group, play some "skiffle" mus1c. .

“‘;TY;\\ . . In\order to define. “sk1ff1e,“ it is necessa:: to return, ’

briefly, to the.United States : The or1g1ns of - th1s mus 7é found in

the-"spasm' bands of the late n1neteenth century. Th1s was the per1od

/when Jazz was ev01V1ng -in.New Orleans, those who cou1d not afford the .

:; 1nstruments of Jazz, ‘but wanted to play the mu51c, .mprov1sed us1ng\\

pr1m1t1ve.and home made 1nstruments,“7 such as ka;o S, combs and-.
paper, washboards, Jugs. bott]es, and harmon1cas v01 boxes or spare

1es, and string

BRI fo

Th1s trad1t1on was c0nt1nued - and expanded -- dur1ng the

1920 s., wh11e "sk1ff1e.“°ﬁs 1t i's somet1mes referred to;8 was performed

«

‘ 1n Ch1cago. and the~South In order to ra1se rent money. b]ack people

organ1zed partxes..charg1ng a: smal] adm1ss1on fee, tak1ng Up a co1-¢«;

L Tect1on at the end of the even1ng, or se111ng food and cheap 11quor.:.- .

'::'..\ ’ o

"{ Any ava11ab1e mus1C1ans wou]d he]p out w1th pr0v1d1ng the mus1c at

‘these part1es.3 Instruments p1ayed were often those 11sted above'i

?'ﬁs1mp1y used whatever was at hand or cou1d be made. The mus1c was

1,

equa]]y ec]ectnc, and consisted of Negro work songs, wh1te gospe] songs, '

B1rd p. 27 : ‘
8The word "sk1ff1e" does not seem to have been‘nn“common

>usage;fﬁ‘the United: StatesAduring th15 period. It has beeome-much
3more,commoh s1nce the British skiff]e era popularized it.* =

“T 1n var1ous contexts. 1t 1s most often assocwated w1th 'house rent part1es“ :N_f
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; b]ueg, French quadrilles, Anglo-American fo]ksongs, popular dance tunes

of the-day, dnd so on. Nothing, apparently, was ruled oyt. Skiffle,

R Tt

then, was defined more by.the type’bfvinstruments used than by actual

mu51ca1 content. A e

l « o

In Britain, when 1nterest in trad Jazz began to b]ossom,

[ UG NP,

there was an accompanytng’1nterest in other forms of b1ack music .~

(i)

-~

Bremiaan

(Mabey, 51). Skiffle groups began to appear, at first, solely within

the ranks of trad bandé, such as Cd]&er's.g But'before Tong, skiffle. . 'V

enJoyed a- tremendous popu1ar1ty, wh1ch came about qu1te unexpected]y

amwr errds

B - “;" 2! w1th1n about a year or s of the format1on of the Co]yer g

) ‘if::-;j band, Chr1s Barber 1eft to form,hts wn group, tak1ng most of Co]yer s

. _,\:“_}f;i 5 mus1C1ans wtth h1m, 1nc1udang Lonnte Donegan. Chrts Barber s Jazz : . : c
SR : b
'j'ﬂ’_tj_' Band a1so formed a sk1ff1e group, 1n wh1ch Donegan perfonned ¢y~ BV

R

N LR

ﬂ1954' the group made an a]bum ent1t1ed New Orleans Joys, for the

Brtt1sh Decca label (Deeca LF 1198) i

Fno songs frbm the band s shnff]e iﬁliﬂ-ﬂ;?f' :

group, “John Henry,“ and "Ropk Is]and L1ne," Were 1nc1uded The 1atter

was a "powerfu1 but 11ghthearted number about a ra11way that ran to

New Orleans, and the devices that were used by the eng1ne drtvers to

I“v91d the to]l payments” (Mabey, 52) Donegan $ ver51on was a c105e

- '.v

- . - - ’.'. -
. F‘. .1-&'-,-

St R P o . RS
AR e

E : qugAlthough Ken . Co]yer 5 band 1s most common1y oated in
- d1scuss1ons ‘of the origins: of: British skiffle,” the first.8r1t1sh AN
j.'~ -jazz: band ‘to. form a; sk1ff1e group: was, the- Crane R1ver Jazz Band _v;r

(offwhlch Co1yer was a member),'1n 1949 (B1rd 78)
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. had so1d over a m11110n cop1es 1nternat1ona11y, and ‘was- a h1t in the ’

'Un1ted States as’ we]] as 1n Br1ta1n f'; 57T'f;?A-;:"Zf.' L

:,fmeVement wh1ch fo]]owed, are no doubt comp1ex Yet‘one factor c1ear1y

=

. 57 B

. ) 3

) 8

copy of a Fh]kways record1ng by Leadbelly. 10 The accompaniment used 1%

for the song, was re]at1ve1y simple, and cons1sted of gu1tar, wash- ?ﬁf

board, and double bass. Donegan's vocal style was h1gh-p1tched, nasall ;f

and imitative of Southern black dialect. ¢ .
. _Despite its "rather specialist appea]."11 "Rock {sland fﬁ.
: -4

Line" was played on some BBC radio programs. "The result was star-
tling: the B.B.C. was flooded with requests for the record to be T -
played again, and for details of the singer and the song" (Mabey,,51).

Eighteen months after the album appeared Donegan's two songs were.
126

PTEE A R

re1eased as a "sing]e" by Decca By the spring of 1956 the song

~

The reasons for the success of the song. and of the skiff1e *JVIJfff“';Z

;.fknown' Wa's a-black- singer, Virtupsé o
“convicted murderer, “whom John -and Alan
: ,Hé was, subsequent]y released -and eventually- became: ‘something of a
9

- as\.Sung by-Lead -Bel1ly-{New: York: &acm111an Co., . 1936); Hector Lee, .= -. . =~ . . . .-
7,'"SOme ‘Notes .on Lead Belly," Journal'af American Folklore, 76 (1963). : RN DR
) 135\140. -and- the f1ct10na1ized=b1ography by Richard M. Garv1n ‘and” o '
e fEdmogd G, Addeo, :The Midnight Spec1a]., e Legend of Leadbe]]y ([New

" York]e

"appear' on Leadbelly’s record of the same t't]e (Folkways Fp 33 14) ;3'_ ; -tlﬁif'f

%others, 141

Ohuddie: Ledbetter. or,"L d e11y "as he was more. common1y e el
he' tWe1ve-str1ng gu1tar, and S
Lomax-"discovered" ‘in prison.

endary musical. figure. See Joh and Alan Lomax, Negro Folk: Songe -

Bernard Geis. Associates, 1971). S
~The version -of “Rock- Island L1 g 1earned by Donegun ;—t -

nMabe,y, [E 52

1ZRobin Denselow, "Fo]k Rock in’ Britain." i La1ng and R T
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B 5 stands out as being of primary importance: boredom. Boredom with’ ""'un s $%ff
Ik %; : available music, although somewhat relieved by trad jazz, was ‘still T ;5%'
';; g% uery much present. It was, in fact, merely symptomatic of the whole ' fg'
%J , ' N of British culture at the time. For young people, especially those ¢ .%
X gl " “in urban areas, there was 1ittte.to do. Ian Whitcomb, discussing the 'i
{ reasons'for the success of rock 'n' ro]] in. Britain, des ribes'a ) _%
.é socia]gclimate also part]y responsible for the rise of fé%ff]e: "1 ?%
g _— remember being driven through empty high streets on Saturday after- - '% _
Ef _ ) 'noons and passing bunches of youths in freeze-Shot on corners, waiting %{’;
’ 13' '-for someth1ng to happen, - for -animation” (]92) f:’
5 ) The on]y a1ternat1ves to stand1ng on’ street corners, in
,JeﬁVigffj“ ;'.; - most p1aces, were youth-c]ubs of a rather pur1tan1ca1 nature, or . |
4 ) :tfd,expensive pubs (Mabey, 42) There was no youth or1ented "pop scene" " uﬂ:” f-?f.:f L
TQ' ’ at the time, ppp musib; "however qua1nt 1t may seem now, was 11stened‘ E p
to by teenager and: mag1strate ahke" (Mabe_y, 41) s(,metmes boredom i

'-ﬁ1ed to vanda11sm “1t was not surph1sxng that these bored young meh

- occasiona11y, for the fags [cigarettes], the money and the sheer thr111,
13 ' '

C prized a cigarette machxne off some tradesman s wa]l b

Sk1ff1e, 11ke rock' 'n‘ roli, whtch mt Br1ta1n about the -
A same t1me, prOV1ded 2 new and exc1t1ng mus1ca1 form. It was a]so '

_f7i : l_=. qu1te 51mp1e to p]ay --a, fact wh1ch the youth of Br1ta1n was not 1ong

P . [

L S . PR v ' . ‘.'.,.‘-':, R B
T . . PRI . » A B R P
. FE .

13

Lo '.'Boy craze arose. - Teddy. $" wére \yolng men’ “who' dressed in- 1ong drape :

2 0o jackets with velvet collars,: laborately décorated waistcoats, skin-~
Lol 7T tight trousers, “andshoes with two-inch crepe-soles.. Some of: them .
s committed acts of ‘delingiency, which, because of the group s eccentr1c1ty.
-fjwere h1gh]y pub11c1zed (Mabey, 43—44) _

Mabey, p 433‘ It was durlng this per1od that the "Teddy f;gwf- o
oy '
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in discovering. A1l that was really necessayy were one or two people
! who could "bash out" a few guitar chords, someone with a fairly

powerful voice, and a rhythm and bass section. The latter were often

composed of a washboard, and a homemade bass, respectively. The most
commonly cited type of bass was fashioned out of a tea chest (a large

wooden box), broom handle, and a double bass string, or suitable

Vo substitute (see Figure 2). Other instruments, such as mandolins,

banjos, kazoos, pianos, and so forth, were used‘by some bands. But

the guitar—washboard—bass 1ine-up was the one most often*emp]oyed.' It

was a1so probably the easiest,arrangement to master.

s
P e B L LY AT A s s W s R L T v
- iy d G R <. > by G A IR

After the success of "Rock Is]and Llne," amateur sk1ff1e

.:groups began form1ng a11 over the coqntry~: By m1d 1956 on]y months'”~.f,ff3_} L.},

P ;f fq=~”ﬂ ;after the song had been re]eased as a s1ng1e, 1t 1s estlmated that

e TS SRR YT BTN RO
oL - )

",ffkpliuthere were $ix hundred sk1ff1e groups 1n the Greater London area

o '5a1one (Dense]ow, 141) Kar1 Da]]as, a popu]ar music critic once 1n-1;5

vo1ved 1nthe sk1ff1e movement, notes that 1t was est1mated at one

'fpo1nt that th1s number had mushroomed to four th0usand Although

,Da11as be11eves that th1s f1gure 1s somewhat h1gh, he neverthe]ess

fstates that “there were an awfu] 1ot“ of sk1ff1e groups (22/5/75 T 3)

The pro11ferat1on of groups of young sk1ff1ers obv1ouslw

I

fdemanded a good number of p1aces 1n wh1ch to p]ay.. Before 1ong, ,

"fffsk1ff1e mus1c appeared 1n_coffee bars pubs, 1n the open a1r, at summer S
”,lpfetes,_v11]age ha]]s, Jazz clubs and new1y fdrmed sk1ff1e c]ubs, ;.ff~:-“ EE

'V?-1oca1 sk1ff1e contests were a]so common.. In short, peop]e p1ayed “dﬁff”;” T

ﬁr;?fwherever they could .iJ'JEZ;m':::}R;;;P"STVTF$Q'? Z-.‘f!; o
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\

British skiffle resenb]ed its American cousin in some respects
(such as the homemaoe nature of many of the instruments), but developed a
definite personality of its own. American skiffle, an indigenous folk
music, was trememdously eclectic in nature, as we have seen. British
skiffle, an imported poo musi¢, was confined mainly to traditional and
traditional-]ike‘songs; it was often catleon?folksong with a beata“ Types
of songs common to the repertoires of British skiffle graups were:- blues,
Neero work songs and'spiritua1s, Ang]o-American to]ksongs, cowbpy songs,
anu raiiroad‘songs Some groups 1ncorporated English and Scottish tra-
d1t1ona1 mus1c 1nto the1r reperto1res, but the vast maJor1ty of - sk1ff1e

7/

songs were Amer1can 1n or1g1n M,‘Most skiffle singers a]so sang w1th

Sk AT ooz o LR

LR R S P X
UL e e+ AT VTR

: f-~-“.}'i“,.,'.an Ame 1can accent (often Southern b]@ck) ’f~"

Lonn1e Donegan, the "K1ng of Sk1ff1e,? was c]ear1y the most

sign1f1c'nt f1gure 1n sk1ff1e to maqy peop]e, and he was 1m1tated by

count]es youths ‘ However, to the more serious afficionados of th]S
15e

oA

.o

.}f-: s - "-' o ]4The 1ack of record1ngs by Amertcan skiff]e groups, and the

~toire between Anerican and- British-skiffle. mus1c One AP. of: American

-obtained-are. at least partly responsib]e for ‘the: diffenshce in- reper-w
';( n:.ifj,_' s §>‘ff1e which was- re]eased (1n the United . States) at th

LT R ]swoody Guthrle, “fo]k poet}" stnger, rad1ca1. and legendary
e b character, was a 1ead1ng personage in the American’ folksong- revival,.
L ' ‘. Additional -information‘on Guthrie ‘can be found in-his autob1ography, _.*
. Bound. :for. Glory. (1943; rpt. New York: :E.P:. Ditton and Co., dnd Toronto

. | see’ Guthrie' S ‘Born’ to :Win,. edited’ by Robert She]ton (New York: - Macm1]lan
Cov, 1965}y and Richard A. Reuss; ‘comp., A Woody- Guthrie Bibliography "

L s

foreword, Pp. : —v.

mus1c, Le dbe17y and WOody Guthrie (the "dustbow1 ba]]adeer"), ; Were e

comparat1ve ease with which ‘records -of Anerican. folk misic could be -. . . .ﬁQl

he1ght of the 1 w"e, L
ttsh sk1ff1e craze 1n 1957 1s Amer1can Sk1ff1e Bands (Folkways FA 2610) B R

‘il_rjl_t;T 1 -;“;“ ‘Clarke, Irwin and Co.. 1968),; and ‘in Rodnitzky, Chapter 4 (43 62)-,~ .Also 4'3_H“1“"”

_ -(New York: Guthr1e Chl]dren 's Trust Fund. 3968),,espec1al1y Reussr -":; gi"
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the real heroes.

Their styles, too, were copied, occasionally remarkably

well. Ewan MacC911 claims that "There were kids in the skiffle novement'

who could imitate Leadbelly so brilliantly that you could close your
/

eyes and swear that you were listening to the real thing” (4/9/75, T 73).

The skiffle craze reached its height from 1957 to 1958 -
(Mabey, 18])
skiffle groups, clubs, and contests, but also by its exposure through
the mass media, and 1ts spontaneous use 1n the first of a series of
anti-bOmb marches.

A noteworthy program,1n cons1der1ng med1a exposure,

was a week]y rad1o ser1es ent1t1ed Saturday Sk1ff1e C]ub In 1958, “the

,lprogram was expanded to two hours 1n length and g1ven a new name:

‘The Saturday Club’(B1rd 101)

Th1s ser1es, hosted by Brian Matthew,

u15

Sk1ff1e s peak co1ncided w1th the per1od of fair]y 1ntense

The f1rst maaor-act 1n-

,;protest of tﬁe bomb occurred 1n the spr1ng of ]958 when young peop]e

=7j_gathered 1n Trafalgar Square 1n London to march the f1fty-seven m11es

"]7 On th1$ first march,

S "The ear]y plan for a: d1gn1f1ed s11ence was soon shattered by a sk1ff1ef'

. '{and Sang for Peace.? 1ng Outl 10 (Dec;'- Jan.-1960-61), 14

I " L & I . -‘/

The R1se of Rock

- 16Char'he G111ett, The Sound of the C1ty,"

e e

i'and R011*(NewﬁXOnkt_unIerhr1dge and p1enstfrey, 1970). P- 297 ﬁ':.'

17

Pete Seeger,.“From ATdenmaston to London o They Ha]ked R

N I! *
Sy

Its:popularity was indicated not only by vast numbers of

e
'u'f'featured both sk1ffle and Jazz, and "deve]oped a d1st1nct1ve, coherent-f

"'format m1x1ng 11ve s1ngers and records with 1nterv1ews and an 1nfonnedf'
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|4 " band . . . breaking loose with 'Study War No More.'" (Pete Seeger, 14). 'f
New songs, about "peace and international understanding,"']8 were also

v

sung on the march.

P

In subsequent marches over the next few years, the Birect

Action Committee (DAC), which had otganized the 1958 march, joined

B A R b 2 o A pta s SR

-

;

o forces with the Campalgn for Nuclear Disarmament {CND). ‘The path of iﬁ
?i the march was, reversed on all the iater protests: they began in %
g Aldermaston, and ended'in London.]9 The marches' organizers attempted ;
é _ to secure peop]e to play on these marches,.1n hopes of recreating the ?-
2& . . spirit of the f1r5t four Hay 1ong wa]k Apparent]y, they were quite.

successfu]; in any case, sk1ff1e was. signif1éant enough to the young

o marchers to p]ay an 1mportant -- and spontaneous -- ro]e Jdn the 1958

MRS VR . PR , \ SN SRS
AR \:’~~ . '.'I~ ) co ﬂk'H‘Ch ) ;-. ’ .’ . o -." "' : - ‘\/\ . . .' :
|

i ".. 'ﬂ"7~i _‘; Ttnt'- How, then ﬂi1d th1s tremendous]y“popu]ar movement of .
. R “do 1t-y0unse1f folk mus1c“ fade a1most as. suddenly as it, had ar1sen? .5:'“f @nh
Aga1n, a number cf factOrs were undoubted1y 1nf1uent1a1 but two C A o ;fjtf
. emerge as the pr1me movers. One of sk1ff1e s maJor shortcomxngs was . :
that it fa11ed to deve]op rap1d1y enough both i terms of repertoxre B . ‘;.»hfif'
and qua11ty of performance. W1th so much sk1ff1e mus1c be1hg performed

- @ good dea] of sk111 and var1ety was requ1réd to keep aud1ences ﬁ

1nterested Too many groups fa11ed to become suff1c1ent1y d1ver5e and ‘ ';. SRS

competent, and aud1ences soon t1red of the mus1c that they were hear1ng. ;';_u g

.‘}"\}.. * * i
C e f:;*' T SN L
o EEE ﬁ ' 19Jeff'Nutta11 Bomb Cu]ture (London._ MaoGibhon.and;Kee,,“<

1968). 12 50
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Some efforts were made to expand the repertoire, and writers began to

note an increase in the proportion of British songs‘perfqrmed by

skiff1ers.20

AT R AR e R

Despite these efforts, the fact that skiffle was often

hN
. "easier to perform than to listen to"Z] contributed significantly to

AUy

By

o

its early death.

T

The second major blow to the movement came, ironically,

B b

. from the commercialization of the music. In addition to the amateur

groups, there were also.numerous professional and semi-professional . Co

A

skiffle groups, many of ;homwwere apparently motiuated chieflj; if npt B

Fi SR ek

solely;:by monetary COheerns; Trevor Fisher wr1tes that sklffle was

"bedev111ed by qet-r1thuu;i;prnmntens“who.pu1hy14uuiile—gFeupsAout.ef

LT LT

. Soho coffée bars and onto stages 11tera1]y before they had ‘had time to

'_go profe551ona1 "22 thus contr1but1ng to ‘the 10w standards of mu51-

8 SR BN 5 S | ¢

v
| .-

. IR c1ansh1pso prevalent at the t1me.

I

Ai, ' S o ,' Nhen sk1ff1e s popu]arity began rap1d1y dec11n1ng, the

)

e

ijﬁ' B commeﬁica] 1nterests w1th1n the movement tried desperate1y to keep it

go1ng. “The commerc1a11sts tr1ed to aVert the co]]apse wlth manoeuvre$ -

T w3 s en

intended to spread skiffle-fo a. wider audience. " But in fact they only |

";served to acce]erate 1t raucous work songs s1mp1y sounded r1d1cu1ous -

“‘aga1nst a 1ush orchestra] back1ng" (Mabey. 54)

~

2 :'E 20For examp1e, see B1rd p 99 _ _
¢ 2.l.John Hasted "Don t—Scoff at Skiff]e'" 1ng Outl 7 R
. (Spring 1957) 29. 1t e T

We re 0n1y in It for the Money,,p. 5.7




The irony in this is that the skiffle movement was, at

"least at the outset, popular]yebased, and anti-commercial. Brian ) §

-

s
PRESTS,

Bird, in his book, Skiffle, outlines attitudes shared by a fair P

e

At O
TN

proportion of skifflers; as will be seen, these attitudes have also
had a substantial impact on the subsequent folksong revival.. Bird
stresses the naturalness of skiffle performers' dress and movements, g
and their lack of the theatrics and phoneyness so often assoc1ated w1th g
commerical pop mus1c. Moreover, he 1ndicates throughout‘the book that
the most important aspect of playing sk1ff1e was the enJoyment of the

mus1C'1tse1f not the 1nf1at1on of performers egos -- or their bank _ .

' -:r'”_.*ﬁ-'i:"f‘i""?:"" 52;1-1_.‘;_ arres T

- accounts. Another att1tude of the skiffle era echoed in the present
\ o : } “\
B o folksong rev1va1 was that th1s was mus1c of "the peop]e "o It was not

g
& £

fﬂL":':f o '.'y”so1e1y for the enaoyment of high1y tra1ned mus1c1ans and the upper Tj.~jT; DR I

c]asses. Sk1ff1e cou]d be p]ayed by almost anyone w1th a reasonab1e

sense of pitch and rhythm, and thermot1vat1on to pract1ce S 3

PR e tata iy
a5

In sp1te of the damage done to the sk1ff1e movement by some
of the professional musicians.and promoters, young peop]e had had a - ' : ,”'

taste of perfonn1ng, and had been exposed to some att1tudes towards

mus1c which 1ater f]ourished more fully 1n the Br1t1sh folksong rev1va1

n . . The sk1ff1e craze opened the way for a w1despread rev1va1 of Br1t1sh l T

Y

§ ij,f,i,' -‘ trad1tional song 7"} -

Nhen the sk1ff1e movement d1ed _some of the peop]e who had , %

_]ggf f} C ' '_been 1nvo]ved s1mp1y stopped perform1ng But many d1d not, and the. -5." o,

maJor1ty of these peop]e were absorbed e1ther by rock n' ro]],,or by

the grow1ng rev1va1 of traditional song In a way. 1t 1s a ‘bit art1f1c1al . "'ﬂ};

~ - L v o
\. 3 L . ..\
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1 -’
T

to separate the trad jazz/skiffle and fo]ksong revivals; during the
1950's, especially, there was a great deal of overlapping between

ﬁ. _ ' ) __~-them. Neverthejess, these movements were distinct, though closely

% associated for a time. They became rather firmly separated after

the days of skiffle had passed.

During the mid and late 1950's, folksong, skiffle, jazz

{(and blues) were often presented in the same programs. The associ-

TSR A T
TR

L& ation between these musical forms'was as close as it was largely .

o

"because, during the early days of the to1ksong'reviva1 in Britain, the

' SOngs that were sung-usua11y'came7'agaﬁn‘ frbm the United Sates. The

AR TS

ik

person responszB]e for much of the’anterest in Amerxcan folksong was

Amer1can foIksong c611ector AIan Lomax, who was probab]y the most

E significant figure in the ear]y days of the Br1t1sh‘rev1va] Lomax

AT IR
AN

| e < et ey T

was,. in- fact far more 1nf1uent1a1 in the Br1t1sh reviva] than he was- ¢

in the Amer1can 23' His® radio programs for the . BBC date back to the

24

]94025' In 1951, Lomax went to Britain, where he remained for

r

Nt I 23Author s notes, conversat1on with Kenneth S. Go1dste1n, ;
i May 3,. 1977 ' . : .

cY . ' ' Lomax rep]aced ‘Norman Conw\n as' the: American producer
Sk . of Transat]antlc Call =- People to People,-a wartime radio program, S R
. ... produced as a collaboration between CBS and the” BBC. . D.G. Bridson, . - . R R
RN L - well-known - in "BFitish radio, was the general ‘editor of ‘the seriés; - S P
A I Half the programs-were produced in:the:United States, and half in -
IS I ~..England (D G. Br dsoh, Prosperd. and Arie] The Rlse and Fa11 of Rad1o
RIS ;.,n-.i {London V1cto Gollanczy ;1971], 96).°

St IR > "o One ‘program in the series, “The Mart1ns and the Coys," was . . fena ol

,produced in‘New York in 1944 by-Alan’ and ‘Elizabéth-Lomax’. - Among the ., .. FT

performers featured were Pete-Seeger, Woody Guthrie, Lily May Ledford - RS B
.of 'the Coon Creek Girls, Burl Ives, Wil Geer, and -Sonny, Terry (F Q. T
- Gil}lis; ed., Trimester Report, Indiana Univers1ty Arch1ves of " - _;, e
Trad1t1ona1 Mus1c, 4 []967], 3, access1on no.. 67-066— | .
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approximately seven years, collecting folksongs, producing radio
programs, and performing. During this period, he exerted-a good deal

\

of influence on almost every subsequent figure of importance in the

El

British folksong revival.

The radio programs that Were'of greatest significance in the

early 1950's were entitled Ballads and Blues. This series, which began

in 1951, featured traditional songs from both Britain and the Unated

States; as well as_some jazz pieces from the early .1900's (MacColl,

£

1 4/9/75, T 73) The key perfOrmers, in addition to Lomax' were Ewan'

‘jMact011 (an Ang]o-Scot whose parents were trad1t1ona1 s1ngers " and>who |

had. been-- heav11y 1nvo1ved 1n theatre and po]1t1cs) A L. L]oyd {a se]f- _
’tra1ned Br1t1sh mus1colog1st and s1nger) and jazz, mus1c1an Humphrey

-Lytte1ton According to Mach]l the programs also featured such

. . . ) Va
American performers as'Kentucky.ba]]adeer ean R1tch1e and'th1cago

bluesman Big Bill Broonzy; later, other British performers were
presented, as well ("And So We Sang," Part II, 7). Each program'was‘
built around a partiCular-themefdsuch'as the city, work,:the Seaf‘love,

war .and peace, and so on. . T 0 .

- Response to: the programs was suff1c1ent far them to be.

‘re-broadcast on. Saturday n1ghts ‘a “peak 11sten1ng t1me" (MacCo]],

4[9/75 T 73) Lt 15 est1mated that they had an; aud1ence 1n the

: v1c1n1ty of fourteen m1]150n (MacCo]] 4/9/75 T 73) o the bas1s of S
S Q . ,0 . o

the success of these programs, a ser1es of concerts also ca11ed

"Ballads and B]ues,ﬂ was’ organ1zed Lloyd Lomax, and MacCol1 per--

o 'formedé a]ong'yith severalgothers.. He]d at the Theatre Roya1 An’ London.

SO TEE S

:.J_ . B ‘.'- ‘~. A 4:‘ - L .-..- B v S
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the concerts were, MacColl says,.very-successful:

From the very first one, it was obvious that we were

on to something that was abso]bte]y-phenomena1 The

place was sold out and there were hundreds of .people

outside trying to get in. -At the second concert, ‘
black marketeers were selling bunches of tickets at

a quid [one pound st1r11ng] apiece, thirty bob [one’

and one half pounds] apiece, and we:were st111 turn-

ing people away ("And So ke Sang.“ Part IT, 7).

The favorable response'to these concerts led, in turn, to
"the establishment of the Ba]]ads and B]ues c]ub by MacCo]] and others,

in 1953.%°

Th1s was one. of the very ear11est, and poss1b1y the f1rst
'"folksong club proper®. (A L L]oyd, 16/8/75 T 50)
the Pr1ncess Louise pub 1n HTgh Honurn. London

‘ ' rhe ‘next maJor contr1but1on of rad1o to the 1ntereEt 1m

fo]ksong came 1n the de f1ft1es

;was broadcast -on Sunday mornlngs another pqak 11sten1ng spott T e

Lo

progran resu]ted from a coT1aboratton between the BBC and the E 11sh

Folk Dance and Song Soc1ety (EFDSS) 26 Peter Kennedy (the son of
Doug]as Kennedy, then head of the EFDSS) under the 1nsp1rat10n and

guidance of Alan. Lomax, Went out 1nto the countrys1de with other e,/,

v

o ", K . '. ', ‘-"-"_-. o 'f

or, l"

25Th1s date 1s taken from Da]]as. p 89

NS 26The Eng]ish Eolk Qance and Sgﬁg Soc1ety, which present]y
has ™ 1ts headquarters at- Cecil.Sharp- House in London, was formed in.

- 1932, when the En?1tsh Folk Dance Society merged with: the Folk" Song .j;iff.it” B

Socwety » Lts basic goa1 is to 'bring folk music to’ everyone/by
-organising’ tra1n1ng courses in’ 1eadersh1p and: bandsmanshIp both'. at
regional and national:levels, by. maihtain1ng fts-dnique: 11brary “of.-
books, tapes. and records. and by-working through its staff -and members

. .» in the field. of.social.recreation and Teisure activities" (Cecil: Sharp o

?ou:e, Eng}1sh Fo1k Dance and'Song SotIety “Leaflet No 12 " revised
974, p. 8 o . . e L AT

The c]ub opened at

The ser1es,~entit1ed As I RSVed Out, ;-‘

T ey T CRG el

........
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' .y -'.“'“ coTTectors to see how much xrad1t1ona1 mus1c was stiTT extant there.'

They fnund a good deaT more than had been ant1c1pated

7 q : ':_: _"'41: As I Roved Out Was aTso quite a. popu]ar venture;'1t. too,'

"racked up remarkable aud1ence f1gures“ (Da]]as. 88) Moreover¢ 1t
S was the f1rst rad1oqprogram to present trad1t1ona1 smgers27 on a .;'
".'; rep\T}*gbas1s, thus g}v1ng\pegple 1nterested dn fo]ksong the- beg1nn1ngs

of apreperto1re of Britishﬂtrad1tiona1 mus1c; .as we]] as the foundat1on

h

ha’e ser1ous shortcom1ngs, 1t "banned aTT bawdry,f and "forbade unac-

dited unmerc1fu11y .{ff " (Da]Tas. ).

A

;%Many of the record1ngs made dur1n9 thTs t1me'f H

o

::ever, were not produced unt)T 1961 in the Un1ted States (by Caedmon)

and were not re-reTeased by Top1c 1n Br1ta1n unt11 1973 (the Caedmon

‘ . - A

ser1es had teen ava11able 1n Bnnta1n)§d ..{yffw.ﬂ;ﬁf ;-

. y
..‘\' . L ;— o .. B Tt K eyt ". \;‘,

Yet recordings were an 1mportant source of reperto1?e 1

"1

\l . A ’.

F O T N

St e oouert i Lt e

. TR . : e - A

X . ‘,..." .

footnote"45 B s T S M

- :.J:,-' ' 't'.’; ” - o § ’
L L 28Author s notes.'conversat1on wWith: Kenneth . GonsteIn, o

.,{--Au ust-23, 1076..Titlés of the LPs-in The:Folk' Songs of Britain

'..Courtshz 12T157). Songs ‘of Seduction (1271158}, Jack of Al

~Sailormen and Servingmaids (12T194), Fair Game -and Foul -

“~.3 ,the Records C1ted section for the Caedmo cata]ogue numberS'of this

s ,efﬁgj: f vocaT styTe. Th1s is not to say, however' that the ser1es d1d not

S

B U
DD )ﬁnpan1ed s1ng1ng for more than a’ few stanzas, so that tapes Were fj~

1n ‘a ser1es of ten LPs caTTed The FoTk §,n93/0 ‘Br1taﬁn.' These, how— ;{'fx‘.f‘:;

T e

the early years of the rev1va1, desp1te the1r scarcTty. In addit1on to :

27For a def1n1t1on of “trad1t1ona1 s1ngers,T see page 82,4 1.="" ﬂ

~Series. (w1th Top1c cata]ogue numbers) are-as-followss "Songs of ' .;E-T'VH
I Trades RS
-(12T159).,. The 'Child Ballads No. 1 (127160), The Child-Ballads-No. 2.7, A

f; (12T195), » : 196), ‘Songs of Ceremon 1(32T197),t,,,f..1”
- and, Songs- Of- Animals and\Other Marvels. (12 l§§i “See- the . 1%5t1ngs in .
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_ recérds of Amemcan performers, thE\re were some ear]y records of .
‘ Br1t1sh folk mus1c. In the '1950 s, the HMA (Norkers Mus1c Assoc1at1on)'.

1ssued recordmgs of pohhca] and 1abor materlais as well as. .spme of

‘ the f1rst recdrds of tradﬂ:mna] mus1c, on the1r own 1abe'l To_pic. L

\ . . 0-

‘ They also pubhshed sheet mus1c and some smaﬂ SOngbooks. 9‘

J _ ', / The ro'le pf the NMA in the rev1va1 was not fortu1tous. |
:‘/ It ref]ected the 1eft wmg sTant of some (though by no means al]) of E
the act1v1ty m the movement Rev1 vahsts- have, correspondmg]_y, some-

'

"trad1 twn‘a‘l muswc.?q

Th1s| poht1ca1 conscuousness reached 1ts peak 'm

1n 1953 there was ‘a: steady mcrease 1n the number of fo] ksong c]ubs.,

Yet pr1or 'to. 1960 e]ubs were generaﬂy few and far between, and they

",had not yet reached the more provmma] areas. i Reperton*e, too. was

, .’3There were, asenko't'a\above, re1at1ve1y few ’ B
' records and printed'mater1a1 was even harder to f'md Kar‘l DaHas o
..,/ . '.".': / 4~, LN, '_. En DU R ¢

29Author S notes. ohversation with Kenneth S Go1dstejn.‘_-":

movements in genera] This phenomenon deserves further attentwn, but
-i$. be,yond\the scop£e of the present wt)rk,. : . i L

X T e
X

< .
_- 8h95) 3
Q“&f):n ™

i

......;,'tnmes 1dent1f1éd strong1y vnth the workmgiﬂasses, the bearers of much“_;'.-"' IR

-&3(2%\ oA



singing a traditivnal®song. I bought that record just , _ BN
to learn the words, and then tried to forget the way S I .
he sang, and tried-and sing it in what sounded 1ike a L o
trad1t1ona1 sty1e (22/5/75 T 3) Y, - . o {4,

‘ l‘ . R
The success of the vahlous Ba]]ads and B1ues act1v1ties - R

and the As 1 Roved 0ut series 1s not surpr1s1ng under the c1rcum- Co 3 ?g'f;.'

stances._ Nor 1s 1t part1cuﬂar1y surprls1ng that the standards of

o . s

. singnng throughout the f1ft1es and ear]y suxt1es were not we11 def1ned :"'ﬁ.-f"

n'comparﬂson to those that ex1st present1y, as there were few mode]S

e

~ﬁlf§iﬁ"_f ':f;f'rtp[ avai]ab]e for the budd1ng singer to f0110w-¢,”

4 if\;:”" Some Br1ttsh musmc was heard in fo]k c]ubs during the
RN C P U . e
“-}%~\;-.' ST fift1es and ear]y s1xt1es,,but the Amermcan songs st111 dom1nated

l;};; 'H';';EA;ZZ' Seeger, Ramb11n Jack E111ott Joan Baez, Peter, Paul and Mary, the

P

weavers, ind Woody Guthrle WEre q]so qu1te popu1ar in Britain., Th1s f“' S

Aﬂer1can cultural dom1nat1on was not restrlcted to the Jazz skxff]e, B

T w ;':"' and foIksong movements. A]l of Br1t h pop cu1t',e, untll the emer— R

- ff;genceof the Beatles,3'I

was qu1te thorough]y dom1nated By Amerlcan

products, Qr Jrit1sh coples of Amer1can products._ Peop]e growingfup

moV1ng 1nf1uences were coh;ﬁﬁ‘from Jazz, rock [and] b]ues. None”of 1t

,.; See?Hunter DaV1es book on this Brit1shfrookigroup. .
R The Beatlgs. The Authorized Bi#graphy (New'York_' ‘Rell. Publishing R
2 Couy 1969). T T - : A




>

.Anothér factor wh1ch helped to keep Br1t1sh fo'lksongs from

,

_ f beihg w1de1y/accepted ‘during the ear'l_y years: of. the revwa'l was the1r
pr-esence An -the- schools. Iromca'l]y, the fru1ts of the fo]ksong
’: ‘ ' ; revwa] of the ear'ly tWent1eth centur_y, 1ed b_y Cecﬂ Sharp, a]most
} - / S prevented the acceptance of Br1t1sh song in the 1ater rev1va] One of
, N Sharp s accomphshments Was the add1 tion of fo]ksongs to- the mus1ca]
. f ; oo .giet of schoo'lchﬂdren...The way in: which the mus1c was presented
r - o s however,\pro;/ed to be far from appet1 zing In the nm1d ftths. one
f .‘ :‘ RS songs about mﬂkma'lds, shepherds, and the 11ke (not to ment1on.the1r ,
| | "g‘; assoc1atwn with- schoo]l), d1d not, to say the 1east. encourage 'young / ‘, . 'y,
L : : ;oeop.'le to examme th1s body of mater1a1 any further Solme peop'le were 4

R unaware that the songs they sang, 1n schoo'l were fo'lksongs.-_ .The,end

""'resu]t though '-4- aVQ-ndance» == remamed the same..

L ma There were a*few peop]e, notably Ewan Mac(:o]] Peggy SO ST
Seeger,33 and A L L]oyd who were part'lcularIy aware of the contents R
A IAIRIE of the Br1t1sh trad'ltwn, and who became increasing]y cbhcerned w1th \":‘ D

\\ B X 3 _._p'.‘

B . P ._- . R <. oo . IR R A

the 'Iack of British song in the Brit1 sh re\n va‘l The p rfonnances inl

GRS 32Hy1da S“lms,‘_"Edltoria'l ',cééi'i.",sntb:"ix’n']g s
,,,‘-(1954) 74-75. EECE S ek

33Peggy Seeger. married to ,Ewah MacCoH 1s un American -
smger ‘and musician: 1iving in Brita:m., Charles’ Seeger. ‘the’ Amer'lcan
' mus1co]ogist. is her father,’ dnd‘she" is’ half-sister to Pete S‘ eger ;-
L awe]l knowri s1nger dn tﬂe Amencan reviva‘l g
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T "Seeger, Ronnie Gilbert, lLee Hays, and Fred Hellerman, Hays and.Séeger. © . - "/ "
“had been members. of the earlier and more poht':cally or1ented. group, the .
. Almanac.. S1ngers., Po‘htnal blackhstmg during hl\a
~ithe Heavers to dISband, but they later ‘reorganifed, in 1956.

. »'finally disbanded at th’e end of 1963..
. some: English peop1e had their first taste of traditional En
o= apart from the: songs sung-in schoo'l -= from this group. Z
s ‘For' moré information on the Almanac Singers, s S
-’.:‘..Denisoff, “‘Take It Easy, But’ Take:It': ' The Almanac .Singers," Journal-’
.~ of American Folkldre, .83. (1970) 21-32. . Further materig]l on the Weavers .
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a

their own Ballads and Blues club reflected the. eclectic nature of

In addition to British and
[ ]
AmeriCan songs, the _young- revwahsts who, came to- the c]ub sang Greek

rev1va1 music dur'mg the 'Iate ]950' .

songs Ru$s1an songs and Israeh songs -- in short, they sang songs

' from all over the wor]d Th‘lS s1tuation was primarﬂy a resu]t of

the 1nﬂuence of the Weavers a. popu]ar‘Amemcan group w1th an 1nter-,-“-_ "

The spmt of 1nternat10na1 brotherhood common SRR

m some 1eft-w1ng c1 rc]es probab]y 1nf1uenced smgers repertoires m

thls d1recgon as weH at 1east 'in the more po11t1ca]1y or1ented —clubsy ,

A ’ Eventuaﬂy. states MacCoH, 1t was dec1ded that some actwn REE E
wou1d have to be taken' G \

"And ‘then a number ofus thought that the t1me had arr’rved ‘

- when we: ‘should . try {0 develop. some feeling of na jonal

- identity: -We:began to say that it' s ‘ridicuious: that so . ST,

" ‘many of our’ k1ds should..go around ;bemg quasx-Amencans, : T e
.. quasi-Russians or anything else, when we ourselves had a . S R
-+ folR misic that was'just as vigorous, just-as tough, Just T S

as. 1nterest1ng musically as-any. other-kind of folk music. s e O
_.And'we initiated. a rile -at the. c'lub that you sang\the:. T e
;.7 songs ‘of: the 1anguage 'you :spoke oOr the Tanguage that you d )

grown up w1th ("And 50, We Sang," Part III 4).",, AN

S e

- ‘. -.'," n
.\_.' N N \.',

Formed 1n 1948 the Weavers ongmaﬂy cons1steq of Pete

cCarthy €ra caused - °/ ..

fSe’eg'e'r' ST

Teft the group,. and was rep'laced by various. Other. people. -The. Heavers
It.is interesting to. pdte that |

'lsh song

e R. 'Serge _ : :,

: ',”:f,_",.can be found in. Denisoff, Great Day: Cbnnng. pp.. 140-141, - 146, and 164- ]65,
oy land in Davﬁ’ Gahv and -Robert:Shelton, "The; Face of F k Music (New York
B ,;C1tade1 Press, 1968), especia]'ly pp 163 104 . . ‘
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Br1t1sh trad1t10nal musu: thought MacCoH, Lloyd, and

o

Seegex;, was c]ear]y 1n danger of being swa'Howed up by Amer1can songs.

L ps o
®

~,
-

and by the 1nternat1ona1 reperto}jre popu'larxzed by the Weavers. They

felt that 1f th1s mus1c was to get’ a fa1r hearmg. 8 strict pohcy

S

¢

wou]d have to be estabhshed Enghsh peop?e were to s1ng Eng‘hsh songs

<

at the c]ub Amer1cans were to s1ng Amer1can songs and so forth At

;

' ‘hrst th1s rg]e was recelved w1 th anythmg but wwdespread enthusiasm. L

. part a lot'uf people. I remember “a young: kid, he used ™

to. com from the Newcastle region, he used to sing- Greek
'songs . ... I remember* that. he was.almost prepe}*ed to

" 'stand up there ‘and- ﬁght for_his right.to sing Greek

. songs:-in. the: fo]k club. ‘But. ‘we felt,. r1ghtly or, wrongly. ,
that it was necessary for.us to deve1 op.a’ nat1ona1 1den-t1ty
N ~’."'SO- we' persévered ("And So ‘We . Sang," Part III; 4) P

2 ,"uAnd thﬁs [pohcy] created a tremendous reactmn on the l.' B

' For the ﬁrst couple of weeks. there was a sharp dec]me 1n

:\ . ’) A

attendance at the Ba‘l]ads and B]ues c?-ub but graduaﬂy, the auchence

7/,

¥ ;'began to bu1'ld up agam This nat1onahst1c poHcy started to gain a

£ I jnumber of fmn adherents, who. in tum, set about “c0nvert1ng“ others.

L It Was, though,\a few years before th1

;..'movement made 3. f‘ueable 1mpact

'--l~'_'..""outs1de the London \a‘rea. . e .
4 Part of the rat1on3'le for the poHcy was (and,‘ls)[ that

";,-":-‘ApeopTe\cah best perform the songs of their own cu1tural area - that

”the1r speech and background w‘ﬂ enab]e them to understand and conmu- o 3_";"1-;'_‘:. e

' mcate these songs more effective'ly%than they couI@! fore1gn songs. Eve‘_ A

'.:_‘,before MacCoH, L‘ond. and o,thérs ESpoused this v1ew. some peop‘le had

' i'_,r_"come to simi]ar conc]uswns.- Kar'l DaHas. after Hstenmg to the
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_. Leadbelly. He rea'hzed that, in v1ew of his urban upbringing. the

- English. country s*mger?were no mg)re dnrectly a. part of his background

'_than Lé%dbe]]y, nonetheless, he fe]t that there was -more- of a “connectwn"

! N ..

between his way- of hfe and the EngHsh materla'l tha,n there was with

.,__':Amerlcan Blues” (Da'l'las, 22/5/75 T3) Lo -
X . _:{ The spread of enthus1asm about Br1t1sh material Was furthered
D :-.-\' o '-' N A -“

S19n1f1cant1yb)’ another group of radw programs, the Radw BaHads, the

»

'.-f1rst of wh1ch appeared 1n lQSé 5 These p):eognams began when Char]es _'{ ‘

. o hero1ca11y_..'. Ewan MacCo]'I was comm1sswned to wr1te the program." “Thef

BaHad of John Axon," pa1n§tak1ng]y ed1 tedol%P'Parker, comb1ne¢ port10n's

of 1nterv1ews m/th songs wMtten by MacCo]] The extreme1y fav0rab1e

RGOS L
o :':“ - response with wh1ch "John A\on" was greeted prompted the BBC to ]n\nte \,J;f

,f'.A"""i;ff,-"";:;Parker and MacColl to do an entare group of broadcasts.3.6

' "7-:another seven Radno BaHads, the 1ast«of whxch was produced 1n 1964

e
\

There were '_;-‘:. .

l| [

;'.5".In chrono'log1ca1 order they\were "Song of a Road,'f wh1ch concerned the -

- ._-"bun'lding of a portmn bf’ the M 1 a part of the modern Br1t1sh h1ghway
; system; ,';S1ng1ng {he F1sh1ng,'f ‘e'g\lmg w:th the' herrmg fishery '

B1g Hewer."." program about min'ing, "The Body B'low"' on the psycho]ogmal-”.' .

1“lphca'mns of pam -“0n the Edge." a study of Br1t1sh teenagers ",Th_e

e -35Trevor Fasher ¢i tes the date of the first broadcast as
: Ju'l_y 2 1958 ("The Rad1cal' Revival," 86)." " Other. writers: .give, 1957 .
.as’ the;year. in.which the“first of: the Radao Bal‘lads ‘was broadcast.”'
but suppl{ no spec1ﬁt:¥dates. : ST e e
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Fight Game," deang with the boxing profess1on, and "The “Travelling

People," a program about gypsies jand tmkers 37 The staff of. each'l .
~of the above varied, but the centra1 i gures of . the'Radio Ballads, ’
Char]es Parker, Ewan MacCoH, and Peggy Seeger, remafned thr'oughout v ‘
The programs often.. ref'lected naturaﬂy enough the 1eft1st po11t1ca1 § .
omentahon of the1,r creators. co . . . | ?
_ MacCoﬂ--wrote the maJomty of the songs used 1n the Radao . ; - /:,\5;/
"'BaHads. ;1 though some traditiona] materia] was a]so used He ..... ST ’é i

attempted to make h‘lS own compos1 t1ons sound "authent1 c" by copying _
j."‘ the speech patterns of h1s mformants.. In order to determlne whether _
MRS or. not he had captured the right feehng, MacCo'I'I somet‘lmes brought S RPN, a7

S songs back to h1s 1nformant$

] Havmg wr1tten/the songs we then went back, we sang ‘them
- or-played them on a_tape. recorder 'to our original Anform= .:. PRV
“ants, and-if their Tesponse was bad —- if they- said 'no, ST R B
-we never talk like that' r- we'd. take the song away. and I
L X re-write.it;. or a]ternatively destroy it‘and start. agam_.‘i-_- AT I
.But if on the other hand they said,.'I!ve known that o oo e T e LTy
song a'|'| my 11 fé," as: -dack 'Pickford.'did say “(he was-one” TR RS S
of- our 1nformers) we d hii the jackpot (“And So He He Sang;" e IR I
PartII], 5), _/"_ o
: -f; ; u'_-, ,' Here, then was a semes of programs dea'Hn'g 'w'ith vamous

] lc"/_"‘-' EER

' _ aspects of ]1fe 1n Britam, 1n wm ch the music was clear]y-BriUsh a

S

(1f not a]ways trad1 tiona‘l) The Radw Baﬂads awoke many peopTe to

“ the 1dea that Br1t1sh top1cs and mus1c could 1ndeeg be excitim. Moreover, _:;’-. 1 28

’ '*"37Ib'1d.. 5 8, 51x of the Radio Ba]lads were, later released ,49 -
“as- LPs. on the Argo: labe'l-_' The ‘Trabelling. Pecple: (DA 1‘33) 0n-.the: Ed e:
,'.(DA 136), The Ballad of John Axon (RG 474), Sin . (RG*

The Big Hewe[ (RG 538), and The F1ght Game ( 3
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"Sin e Fishing" . . . really was very. exciting.

§ was-much nearer home. And it did give some ..

sense ‘of ' producmg ssomething that was exciting ahd
»'viable, . and gave you-sohething of the same actual .

. sensatipn.that good Amepican 'rock and -jazz had. And . . -
- nothmg*’commg out of :Britain, up till ‘the Beatles:-: . | e .
. and :the RoT'l'lng Stones, had -come anywhere near 1t LT T e

: ,..::-'--(Armstrong,,16/8/75 T 48)._.-_. g ERR S ,..a B

'|"x‘

‘9 The Rad1o Ba‘l]ads were stopped by the BBC after "The

l.'. a

TraveThnq PeopJe.f': The réasons gwen were ﬁnanc1a1, as the programs :

' - . " 77
¥ . : .
' , ‘ some found this type of material easier to identify with than American A
é \- and other non-British song: '
\. fi" . i . . : . -
A ) To just suddenly hear the Radio Ballads was really
F . exciting, To suddenly hear "THe Big Hewer," or '

had beer‘ih very extravagantﬁn the1r use of such thmgs as recordmg

n K VI-" .,

) '.' o : . S
tape However, some peop‘le beheve that the prqgrams Were ‘ha'lted LT

-

.

because the BBC became extreme]y uncomfortab]e w1th the1r contents,

wmch revea]ed some rather unpleasant aspects of the Br1t15h establ'ish- -
ment The most extreme 1nstance of th1s occurred 1n "The TraveThng_ ‘

4

PeopTe,"_,when a 'loca] government off1q1a‘| advocated genoc1de as a A

: soTutqon to the gyps_y probTem (DaT'Ias 93) ' f ’
o By 1965 the number of fo]k cTubs had grown to an est1mated

' "‘,three hundred, < 'leading one wri ter to remark "There is aTmost nowhere ','
: ’;"./,' in' Br1ta1n at the present moment where you are out of reach of a ‘foTk L
: o R .

c]ub' n39 ‘Tms rade expansmn 01‘1 the number of c1ub5 frOm e '

[ . ‘s
’/' ".',' N . 8

A

v o g o A
S -,
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approximate’ly eighty onty three years/ear'lier marked the period in the
_revival known as the "folk boom," ) |
The popular musi‘c industry be'gan to capitalize on, the
burgeomng ‘1nterest 1n fo]ksong, and th1s created a good deal of antip-
- athy on, the part of many revivaHsts, 1arge1y over .the issue of the
"comnerua]" nature of pop music. Many revwahsts wel] aware of the
_ ephemera] nagure of both pop 1n genera] and of "booms" of part1cular
types of mu51c, fe]t that the folk boom could not Tast.' N'lthm the
S space of a few years, 1t d1d fade away, b{he revwal contmued to

| "-'.";‘-l grow, a]be1t more slow]y. hrough the 1ate s1xt1es and ear]y sevent1es.. .

The commerc1a1'|sm of the folk boom w1]1 be d1scussed further in Chapter ""

-5 .
[ 3 o RN . _J.

9 ﬂ,' ¢ °

It was dur1ng the years of the boom that a ver_y d1fferent

{ g . | : k1nd of development took p1ace withm the revwa] : In about 1963, a group

) o, of smgers, under the’d1rect10n of Ewan MacCol] Jomed together to. form - oY

S the CY‘J t1cs Group The pr1mary purpose of th1s orgamzatwn was to »

-,

o ",' exp]ore trad1 t1ona1 sty]es of singmg, and to4ncorporate them.into the
R 1 . -~ . . . " ce . L . N
}j:’-_-«'] S, performances of members of the group.t.‘o,, ‘j'-i AR

o _' ‘. At the Cr1 t1cs week]y meetings the group worked 0n e'lements

e . of trad1t1oha1 singing styles /analyzed song texts, and part1c1pated 1n :- ' 'l.',.-:

e . : - . Lo .ot . . . Voo
- .. . E ) I . ! . ' %
w e ., - i TIPS i . T I T

T s 4OSome years earher, A]an Lomax. after return'mg to the 3 U
e United States from Britajn, wrote an article.entitled, 'The’ 'Folkniks : o
: ¢ e=.and the Songs ‘Théy Sing". (Sing -Outl, 9" [Sumner ‘1959]. ‘30~ 3]) / RSO
~this article, he also “advocated the adoption by, revivaHsts of. ,‘ N '_.' ERR A
.no Amer{can

trad1t1onal singmg sty'les.‘ rhere has Heen, however,
equwa]ent to. the Cr1 t1cs Group '

30



?} ’ 79
: g acting exercises designed to foster identification hetween singers and
. f the characters in songs. Here we see evidence of MacColl's extensive
, theatrical experience. In its. seven or eight years of existence; ‘
. ; .the Critics Group oerfor'med in cohcerts, _made.'rec_ords,.m ‘and wqr_ked' tn
- , the field of fo]k_drama. Many .members oecame residents at the Singers -
R . Club in London, the successor to the 01 Ballads and Blues.club. The
: S Cr1t1cs, soc1ahst 1n or1entataon, ‘took an actwe part in the soc1a1
g TR and poT1t1caT events of the perwd ﬁq.d:)%, : -. '

(' ' " Frank1e Armstrong ‘presenﬂy a- weTT known s1nger 1n the

i'l.'"'revi'\'/a'T was a: member of the Cr1t1cs- Group for severaT years.' ;She"i e
found the exper1ence ver_y va]uab]e, but feels that MacCoT] ‘was’ too e
autocrat1c a Teader, and that peopTe were fr1ghtened of his Judgments

Certam 1deoTogtcaT pos1tions were acceptab]e, and others cTearly were AR

.%ot'. "The most awfuT th{ng you, coqu possw]y be was a bourgeots : -
1nd1v1dua'l1st 11bera‘l" (Armstrong, 16/8/75 T 48) MacCoTT s autocracy .
- 15 not surpmsmg 4n- v1ew of his roTe 1n the. suddeh 1mp1ementatlon of -
| the Br1t1sh song pohcy at the BaTTads and: Blues club .
Though the ex1stence of the Crit1cs was and 1s fa1r1y weTT- .

known 1n the Br1t1sh revwaT 1t remamed rather separate from much of ' o

the act1V1ty of that revwaL ConsequentT/ s wntes Trevor F1 sher, both ';

T The Cr‘lttts LPs produced ‘on; the Argo Tabe], 1nc1ude~' DR Rk
CiA Merr;y Progress to_Londor (DA 46) , -Sweet Thames Flow . Softly" (DA 47), S
Nater]oo PeterTod TDA 86) --AS ‘He. Were A- Saﬂm (ZDA T37T, Ye Marmers

e < 2
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appeared somewhat arcane, elitist, outside the main strea'nt{ ‘and- thus
1‘rrelevant“ ("The Radical.Revival," 384). A]though this remark is an
overstatement it is not without a good measure of truth. The Cr1t1cts
Group eventuaﬂy d1sbanded~ in 1972 (Fisher, "The: Radtca] Revival,"
. T |

’
!

Today the folk c1ubs remam the pr1mary out'let for people

NnvoWed 1n the reviva] The‘exact number of c'lubs is stiH a mystery, .
42

. and estimates 1n recent years have ranged from 860 to 1700 Each-

,;_,-'.year the Enghsh Fo]k Dance and S,ong Soc1ety pub‘hshes a Fo1k D1rector_y,

'wh1ch hsts many of the fo Iksong c1ubs m Eng]and Scot‘land Na'les and

‘Northern Ireland A rather 1nformal but effect1 ve, network of

o

conmumcatmn now- ex1sts among revwahstst Thas is made p0551 Ble by .

' the prmWatena]s avaﬂab]e, such as the irector!, and alsob by

R %%@?1
“. "3’..' ./‘-’ HEES

the sheer numbers of peop'le connected wi th the movement.’

Another sign1f‘1 cant part of the “fo]k scene" in Britatn
‘are the fo]k festwa]s. , These are larger scale .events than folk c1ubs,
rang1ng 1n audtence sue from about three hundred to perhaps ftheen
thousand Fest1va1s occur throughout the year. ‘ From late spri ng to

v

ear'l y autumn they are held outdoors the rest are" 1ndoor events ..,fT_he" '

act1v1t1es at a festwal ma_y vary greatl_y, from concerts and workshops

presented by performers who have been booked for the occasion, to g

VAT  tigare i an G055 estnnate c1ted in.Stever |
Bradshaw, _"The Folk People,:" New Society, dan. .3 1974, p. 26, The: "~

;econdvfigur'e was quoted from Peggy Seeger, 1n "And So Me - Sang." ERTS
art._ 1 ; .'.1 g -. Con : o ' 2 :!. IR

informaT mus1cﬁ} sessions, 1n which anyone may Pa?‘ticipate,, F.o‘lk i A
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3 11st of Br1 t1sh folk festivals, see Mira 'S.-Curtis,éd., The:

- festivals may run for two days on'Iy, or for as long as a week An

lmpor‘tant feature of festwa]s is, the avaﬂabmty of a]cohohc bev-
¢

erages. In this respec't theyare extensions of folk c1ubs', where

drmkmg and smgmg occur together.d3 L ' .. . ,
Through the years there have bee‘r?man_y magaz1 nes of the:‘-’

fp]ksong re\n va1 S1 ng, whﬂ:h began pubhcatwn 1n ;1954, served as*f '

”tl‘ s,
. u;rwrl

a v,Jta‘I source of repertmre for many.performers dur1_ng the ear'ly

U

years of the revwa] =, Enghsh Dance and Song,'an outgrowth of thé

revwa'l of the turn of the cedtur,y, f1rst apppeared 1n 1936 Pubhshed

by t,he EFDSS glqh sh Dance and Song 1s étﬂ] .used by man_y revwa]‘ists

as a source of songs.44 o ;-',‘ o ' - -

a X \"'

" g

The mose popu1ar pub'hcatwns 1n recent years have been

’ '.7

the maga;me, Folk Rev1ew, and the folk mpsn sectlon 1n the week'ly

. 4
newspaper, Nelody Maker.'r Fo]k Rev1ew, wh1ch 15 pubhshed month'ly, :
a "4 : N ' :aa
mc]udes artmles about performers and fo1klor1c top1cs, ed1tor1als,,_ .
Syt
book and record rav1ews, a . "1etterS“ cp1 umn, and songs. - He]od o

o, ey - \~.;,_

“r

i = conta1r}s a "fo]k" 'sectwn, consistmg of I;mef art1c1es, book and

v

e

I owe th1s observatmn to Kenneth S. .,Goldstem, Forr

Fo1k;.- Dire tor 1976

_.:(London* vEnghsh Fo‘Tk Dance and Sonq Soc1ety,

Maker 1s ]arge1y composed of features on rock and Jazz, but a]so B
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In addvtmn to ’chese varwus natwna] publications, there are several

v . s

' regwnaT ones, both magazmes and d1rector1es' L N

1 .'“ The number of recdrds featurmg Br‘1t‘i.Sh foTksongs has

mu1t1p'hed many t1mes e;yer smce ‘the. earTy days of the\ revwa] when ' o

it was poss1b1e to purchase an ent1 re, set of such reoords“ w1th‘o

P

- s’\ moderate sum of‘ money Today the magority of records are those of T o ’

)

T v

5 "revwaT," aS‘ odposed to "trad1twna1" v‘perfomers,lls\nevertheless, i
» theren are a fanr number of thee,,]atter, as u‘g'ﬂ Top1c°, an ,1ndependent

" _' R i company s1nce pST’ ' and Leader-TraiTer are the two I“argest producers

|»/_.~

[ u

- of records featurmg Br1tish trad1t1ona| n‘ysm. : I’here are a'Iso nUmerous _'7.;. S
(e . . C e

@

-~ other compan1es wh1ch mssue foTk mus1c records.‘ An extenswe hst of '

record compames can be found 1n The Fo]k D“lrectpry“ -1976 (113 TTS)

.’“ “’,x’. "’

., g e ' Some radrox-and teTeviswn 'programs alsb. present foTk mus1c.

» A 1.

Notab]e 'Is the weekly rad1o ser‘1es Fo'lf(wezwe hosted byTony Capst'lck o

This program consists of edited tapes of foTk“cTub and festwaT pért;on

o mances. se]ections from re’cords, conmentary, and a 'scheduTe pf some .
Che L '_ A “ ) o R ~. n
T upconhng club and festwa] events. ‘ ' ' :

BY . . T . et . L N . . .
. \_ ‘|'; PN - AR . - L B T P

PR Trad1 1onaT smgers are "peopTe 110129 withm the folk 5

Lot tradtt'lon, whose ‘mpsical horizonis toa great extent bounded hy: the_ v

" conventions of home-made, orally-diffused,”mainly dnonymous. song?s.
CisnTevival s1ngers are "people:of normal’ mod;rn -urbani zed- industria] :

: cu]ture "wWhose- artishc 1nterests extend;/to- folk-music, reither in’

g tauthentic! tradttwna'l shape or: m/more-or-less adapted and”

i 4'.- o "*m dern i zed Forms": (AL 5 LToyd,, “"The. English; Folk Sorig”Revival,: S'mg

Co ‘Out!, 12:-[Apri:- May: 1962] ¥34),."Field singer":is ’occasmna]]y used’
‘ 4nstead of "traditional- singer;" presumab]y in order -to’ emphuasize -the

Ty .. fact-that'the: person being referred to 1s not Just anyone, who sings
o trad1t1ona1 songs. RN o . -




events 1n the h1story of th’ Br1 t1sh folksong rev1va1 1nclud1ng the

I
K ~

"development of fcﬂksong clubs X as not however, exam‘ined/many of

the att1tudes and behefs wh1ch have 1mf1uenced a con51derab1 amount
AN \ / :
of the actwity m..the revwa] Because these. too w1l‘l prov1de

A S S Sy
4 2 T R

N

. 1mportant contextual 1nformat1on the\next chapter w11'l cons'\de\: sorne

. N / ‘e
'.'u'of the ma.)or pmnts of v1ew wh1\h m\(e\gamed expressmn’in the Br1t1 sh,

et Sef L wbrrip i

“;";fo'lksong revwa1 over the years.




-nusic Sbmespeople w1th1n the reija1 fee1 that it is so c%mplex that

f5 s ‘were never.at any.‘time- dealing with ‘any cohesive body’ of : {;ij;

q.f“},any dominant. policy of any. kind.. There were-a lot of * . -
- individual 1deas,\some of whwch cou]d be’ rough]y\\class1-',-

';.dPeggy Seeger was even more re]uctant to make any statements app11cab‘ 5'5~f:
uhdfto foLk c1ubs as. a group i*"I thtnk the c]ub scene is! extreme]y varwed I
*:;;It s very difftcu1t to make any comment on the c]ub scene,rbecause there s-
-}:a who]e ser1es of strata that are qa1te often m vﬁa11y exc1ust~e“ ("And

,jSo Y- Sang," Part 1, 6) AR :

”3;ments about the rev1va1 because they are. 1nvolved wath 1t n. a~persona1' ”_'fr-f\' !
'lway. and are thus more 11ke]y towEEE\qtf\d$§§rswty than its unity Yét;;f#xﬁ.”
.,the outs1der, too, f1nds a great dea] of ;ava tion 1n almost every aspect
-.di‘of the movement. 1nc1ud1ng musica] taste. perfonna;ce\styles. and att1-1ff

; ﬂtudes of performers to ard the1r audtences (and v1ce versa) \jhe nnst

;ff constant factors appear to be such th1ngs as the format of,fo]k c1ubs

- " i - -
} REPE ) .s o C . oA
. , 0 N . ‘.. - . t . ’ Y
‘n‘ N IV \ X : R \.‘_ : : w0
. ~- e L

2
SOME FUNDAMENTAL CONCEPTS UNDERLYING THE REVIVAL

: . . . /

~f;_ The folksong rev1va1 1s a complex.social movement 1nvo]v1ng

AN

i
[
H
.
!
5
i
2,
|
)

few, 1f any, statements can be made about the movement as 2 who1e Er1c :

Ntnter editor of S1ng, stated 1n a 1972 1nterv1ew with Trev0r F1sher. :

=

e P
e it

rhere $ no black and white p1cture because you oy

~.people,’ and s you could never have ‘safd-that there - Was

'~f”?f1ed as’ be1ng similar. . (F1sher. ﬁThe Radacal Rev1va1 wo
.’.124) ,z,- . ”'-t:...,. I f\\ 3

N1nter.\Seeger, and others hes1tate to make genera]lstate-'

RN

T T :-;“'"'T%Lfﬁnl '
and festiva]s .y ":,';;ﬁ”‘ :.ﬂ'_;;';'{-fuj:jjf‘”1 j,;.s-'iTj',f T

‘.~ . B : . [ R P YN
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The great d1ver‘s1ty of the revwal_:s caused in part b_y

]

o the fact that-1t 15 a decentra]1zed movement mth the exceptwon of .

T

, , , Nge ro'le 1n the reviva] It probab]y (;ould, in fact contmue -
. AR w1th few rad1ca1 changes entzre]y wi thout the1r presence Var1ous

.7 A K
e i Clybs: and perfonners are weH known throughout the country't but as

* \\ o out]ymg reg1ons may be comparatWe]y smaH L '

3 ' ~ Desp1te the comp‘l exity of the movement, and the un\vﬂhng—.'_.,_'-':.’-:_ kS

s e ness o*f those 1nvolved to mak/e broad statements about 1t, the comm0n

r reference by part1c1pants to “the rev1va1" and "the folk Sr:.ene" L

| "'”--'.'_,,mdwates the/existence of some kmd of Sel f—concept, however tenuous -
"":'-'_,Th‘is cohcept is, based on such things as sfmﬂanties in the soc1a1
:_;'-‘;'structure of fo1k c]ubs, and 1n the attitudes of\some part1c1,pa—nts.l ' L e
It 1s therefore poss1ble to speak - w1th cautlon == of a revwa]
‘ ’ Z .-“_ -,1deo]og_y, or more accurately. spects of rev1va1 1deology AL In order 3

T

we have seen 1n the tase of the Cr1 tics Group, the‘ir 1nf1 uence upon ’

e to arrwe at a better understanding of’ the Bhtish fo]ksong reviva] , -:'

L -th1s chapter wﬂ] examme some of 1ts under]ymg concepts Tms

e :{,_of people who are mvolved ma': n]y or entire]y with traditiona1 music

T 1Ideology. as used here. refers to a system ot‘ socm]y
T 'based att1tudes. beliefs, .and values, Robert Baron, . in "Syncretism
. s« 70+ -.dnd Ideology: . Latin New York Salsa ‘Musicians®- [Hestern Folklore,. -
Lo 367 [1977] 209 225), uses the tem. in. this’ sensj criticizing Tthe

”'3;(210)

SR S

records and some spec1a]1zed per1od1ca1s, the mass med1a do not p1ay

L d1scuss1on, as noted 1n Chapter I w111 be concemed with the att;tudes"'" o

typical” v1ew of 1deolog1es as. 'd‘istortrons and overs1mphf1ca‘t1ons."'~:-:“r"_.'"— E

AT e e o) b

R




..‘ i 5 'I, C e . ) o . i . o . .
I ' -Reviva]ists have 'a%empted'to-fin‘d' - some'times 1arge1y

-

!
S Dy e

o 1ntu1t1ve1y - an’ a1tematwe to the” fonns of musica'l entertainment

: N . ) /- - .
T el avaﬂable to most peop'le Move spec1f1ca1]y, many have focused upon 5
: .. . . , N

’ _ ' creatmg an alternatwe to the commercia] mus1c 1ndustry, often referred\ B

D :',';to as "Tm Pan A]]ey,"' This term was imported ?rom the United States,
. ‘.whose T1n Pan AHey was located in New York C1ty /Untﬂ qmte ’

recent]y. "T1n Pan Alley" in Bri ta1n de51gnated the c'luster of London

Y o C ’ mus1c pubhshers 1otatedﬂ1 DenmgrkﬁStreet Th1s spec1fic po*lnt of : L | g / -
_ “ L , s : reference has now d1ss1bated —to ;;n:dea;e. due to "urban redeve]op(ment_. 1 o
. .'.":and rocketmg rents{ Da'Has, 104) . , N . | o : - - .J-' T
: : An overview of some character1st1cs of the pop mus1c " 'i»’
1ndustry wh1ch have ahenated many revwahsts wﬂl he1p 1'Ilum1nate | _'

PR var1ous aspects of the fo1k50ng revwa1 The characteristms and

R R ‘cr1 t1c15ms of the 1ndustry c1ted here have been d1scussed by pop mus1c

' _ ".,cr1t1cs and writers (who may or may hot be sympathet1c to the rev1va'|) ol
e . .':“ 2 - S Ll SN .‘\ n,).'f R NI
' . as weH as: by revwahsts themseTves 3 RO ‘_..'_'_ .\‘\,'_'-1.' T

- ,." 0ne of the most common cr1t1c1sms of the poP mus:c 1ndustr.v SN

. '-'1se1ts supposed 1arge-sca'le exp1o1tat1on and mampu]atwn of 1ts S

.'.

J < o T e
j Con 2For .a d1scussion of the Amerlcan T1n Pan A'l'le& see /
U Wh1tc0mb especia'l]y “Inside’ Tm Pan A'Hey" (41 55). and " Heymen v

R .'.-‘-'“versus the Allemapdsé' (56 71) S e T , ‘ B PR

RER i

Cl ‘. SRR /50me of the examp'les used in the ensuing discusswn R SEETRUE BT S

R - are not Br1t1sh - The aspects of the industry, they are meant.to’: e e T T e
o ﬂ‘lummate howeven exist in Britain, as well as elsewhere.‘ For : I

" various points of ‘view on one of the primary - forms: of - pop mus’ic. TN RN PR 5
; ;rock ‘consult the works Jisted-in' Neil V. Rosenberg's annotated ' o e,
~‘.‘b1bkiography. "Rock ‘Books: - An. IncompIete Survey," John EdWards UL MR

Memor'la‘l Foundatwn@arterly. 8 (1972~).. 48 56, 109 116.

A
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t ’ ) ' o ' ?_ - . .
.." 'audien'c‘e I Th1s view has been %sputed by R1chard Mabey 1n The Pog

/ Pr\Eess he argues that the consumers of pop music ha)/e a 541\gn1ﬁcant

] degree of contro] » a]though he: does not deny‘the 1ndustry s power
SR ) . Y

SRR Undoubted‘ly many of ‘the 1ndustry s trai ts are b&ught about by the

o
et

_ 1nteract1on between the producers and consumers f pbp music

o _ ' Pop musu: 1s the most rapid'ly changmg for‘m‘ of mus1c in
’ Nestern soc1ety, both 1n terms of the popu1ar1 ty of 1nd1v1dua'| songs. AR
| and of genera] mustda] trends A]most w1th1n a matter of weeks the .

v
status of a pop song ma_y alter from "Number One" in- the 'Top Ten" to

“GoIden 01d1e.” recewing on]y Ver_y occasmna] rad1o play And “a

: new approach to music 15 presented as’ something wh1ch outmodes ity .""": LT
~_4—-‘-r“v' .

predecessor, 1nstead of as an outcome of orgamc growth or- even, as . o
1n [Bob] Dy]an 54 case, 1nstead of as someth1ng of-ent},rely persona] T B

f s1gnif1cance“ (DaHas 84) R w o
| Partm/p?ants 1n the popu]ar musm 1ndustry often appear ‘ \

,,..";',

to be concerned vn th ever_y facet of the bUSiness except the quath of L TN

.......

the mus1c bemg produced Money 1s noted as the key mOtivating factor
for many Ph1hp Sprmger. a composer of pop mus1c. fee]s that,_.., -

/"'Most guys have no pride 1n thewr work. _ A'H 1t means 1s a doHar ;'.".

-";""'--*It‘s-tough—toda There S no fun Everybody is. wa1k1ng around either

T e ~ = - _ ,' : : : - ; A A I ST

. L - " - R . ", ! - s .
Dol R AT s " .n'- 5
o
A

4Bob D_y\an isa very we'l'l known' Amer1can singer and ROREEAREE SO

: _"]; S e g,songwmter. ‘whose. styles of- performance and composition. have .- - . -/-_ . .

ni <~ - ... undergone radical changes over the years. - See -Anthony Scaduto's e T A
--'i' S0 .. ... biography, Bob- Dylan ‘(New. York:: New. Amer1can Library, 1973). and SRR AR A PR
E A - Craig McGregor. ed., Beb Dylan A Retros_pective (New York. ' TP TR
g TR \.'_fﬂﬂham Morrow and Co ’ 1972) L S - EEPTEAEI ) (RSN
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_ 'survive- many wmte songs whose fmancia'l rewards far- exceed thew

are also under a good deal of pressure, 1n regard to their "1ma\9€-" TR E \ )
. :""I.:or projected personath and appearance. _ The tme of Marnlyn '
';'Ef-BEker's art1c e about Canad1an s1nger-songwmter Sh1r1ey Eikhard R
: :'.'::-.-"“Packaging Shwley Eikhard: The Vo1ce\1$ Fine-,--., It:s” the fest: °f
""""-j--‘Her' rhey want to Change,'f6 aptly sums' up the situatmn 1n wmchA C ‘ :

: aspn-ing performers can f1nd themse‘lves.,- Accordmg to Beker, E1khard s ':_5‘{- N
o l‘f"_--"pmmary hnterest is. 1n performing, whereasa her manager. Les wemstem,

‘.:j‘..foCuses upon her physical appearance and PFOJECted Pe"5°“a“ty 1 TP R

‘:"“'.-an 1nterv1ew with Beker he sa1d. f"ShiMe_y 'S got to gr‘oom her‘Sfﬂf f0"
a ",-stardom. She s got to lose weight Nobody Wants to see 3 fat.' 9*"1

- :‘_smger‘" (12) Beker descnbes Wemstem watchmg E1khard durmg a

(Ind1anapo'l1s Bobbs Merrﬂ Co., 1964), p dﬁ

K S
. o | . ., 88

1ook1ng g]oonw or arrogant ~Ther;e"s, no Joy any mo're 'in w‘riting “'5

-

Pop song writers most of whom are free- 'Iancers are subJect to the

wh1ms of performers, recorrd compames. and the puth. In order to

persona] aestheﬁ‘nc satisfactwn.

. X Performers of pop rnusic (who may be songwm ters as wel'l), .

Lo g ot

N -»‘.— -—.l.‘ﬁ;-lh-' . s . -
L Tt g G e

= s

L T N '. -'.' IS

perfomance i

a -.Smr]ey s on stage and e seems to b —" T g
T -'nuemng for everything,, carefuﬂy going over facts R U PR
7+ in/his head 1ike some . zealous computer. Sh1r4ey- e n et AP PMEE

-makes a funny Htt]e comment Nemstein winces. - A NI TA

‘ 5David Dachs. Anything Goes' = The wor'ld of Popu]ar Music. > : ,.:"-2" /

5ueekend Magazme. May 22 1/976. pp. ]2 ]7

r . u‘_.
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. _"'{/’ other" (Mabey, 35)

. s ‘.-‘.
-.. -:'. ~ L . I'.'\k‘v'-.
ol L . L .
-
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hates Sh1r1 éy.to talk. between numbers because he L
" thinks she .seldom says an_ything clever, an9 silli- A
ness. ru1ns the image he 3 trymg to buﬂd :

. *

In the spectrum of pop mus1c geared To teenagers, the
1mportance p]aced upon appearance, spec1f1ca11y regarding c'lothes,

apphes'to aud1ences as well' as performers "Clothes. in fact

-

have always been the most 1mportant subs1d1ary to records 1n the ‘

pop scene... - A who]e new 1ndustry has sprung up to make and .

’

' se'['l the umforms that pop stars and thelr aud1ences copy fr‘om each

l ,

.{-'

¥ /

Wri ters have also cr1t1c1zed pop songs themselvek‘., saymg

‘

SUbJect matter “argeb’\we) is. too n)a:rrow, Ao

subsequent]y 1rre1evant to\everyday hfe Kar

tha t‘

’the pop*Song wr1ter of Denmark Street 1s
trafﬁcking in_ the  chewed-up'. chchés of art poetry
-and tasteless trad1t1ons of . a worn- out form.: "Lerve" -

Ly /may make the world go round; but the pop-song does: .

. not deal in -Tove, it:deals: with a- sentimentality. which ;3- o

w s the courﬂy’ romant1cism of med1eva] chi valry gone -
-to-seed., -
' ‘we know - no, one ever. felt

“The song does" not touch our emotions, because
at way; that is. why it -goes' °

“on o’ about feelings manufacturing ‘an. ersatz sent1-

Vi

in- "'So You Wart to Be a Rock, *n': Rol}: Star!!:
: the' Rgck Musician® | (Denisoff ‘and:Peterson, 261-273):.

—;-ment*’to‘ﬁili_th absence of - the real-thing, a'mono- ' J‘- D
' sodwm g]utamate flavour-enhancerrof the emotions /(129)

P T ‘:.‘
S .

LTS Beker, p 16.
expectatmns of .rock.performers, theiriaudiences, and the musici.
mdustry, and dﬂscusses ways in- which the- conflict can. be- reduced,
Role Conflict and
'See also i

James T Coffman details the confhctmg T

“Howard'S. Becker; -"The Professwnal Jazz Musicxan and H1s Aud1ence"" v

(Dernsoff and Peterson. 248 260) AR
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‘ The concentrat1on n muchﬁdf the pop.music industry seems
to be on entertainment in and of 1tse1f "To_enaertain'isrnow:not -
Just one of pop mus1c ; ambitions -- it is the 1imit of'tts aims”
[Mabey. 133] Consequently pop songs.ﬁse se]dom very topical, .8 Many
of thosé wr1tten 1n the past decade have been h1gh1y 1ntrospect1ve,,

as we]] Th1s is espec1a1ly true of. the Songs of the "singer song- ; ,,.

.

. wr1ters," wh1ch are, sa1d to be "concerned more with 1ncantation than z_i'

.l..‘.

but also to the performance s1tuat1ons of pho/ In pop performances, 1171.353%:}

X

o -
special a1most superhuman 1nd1viduals SR e . . .
' "7' Part1c1pants 1n the fo1ksong rev1va1 regard 1t as being 5
very d]fferent from the "market'mus1c" business, 1ts 1ndustry 15 ii? AL
N 8The "protest songs" which became pcpular 1n Britain and f
North Amer1ca dur1ng the m1d s1xt1es Were an except1on to this norm
See be1ow, pages 96 97 e L

rev1va1 51nger.~,¢wu., R T e '-fj{f

with commun1catxon" (Mabeg 184)

One of the most 519n1f1cant aspects of pop music vis a v1s ;f'

‘

the fo]ksong revival 1s the dlstwnct separation that exists between

: pop music performers and thggr aud1ences As d1scusg?ﬁﬁbe1ow, rEVlva1. f.l' &

l-31sts have sOught to create a v1ab]e a1ternat1ve not on1y to the mUsic, J,_fﬁ'»]'

|

aud1ences are common]y descr1bed as "pass1ve", they are entertained by

profess1ona1s who are both 11tera11y and f1gurat1ve1y dastant frum them.

< I

whether the sett1ng 15 a concert stage or te1ev1s1on screeh\\\AStars.":.-.

-/

' w1th the1r manufactured "1mages."'are 1nacce551b1e to the average pop

mu51c enthus1ast They are therefore often perce1ved as be1ng dwfferent, = oi e

L T
v Ray Harr1s. 15/8/75 T47: hg'rris,_ ‘1s.-a_;we,11,—known"--'

.
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cons idered tt

. '. ) " R N . IT
b‘e basically. 'non-‘manip’uiative, and it has given many.
ST )

peop1e an-op ortumty to part1c1pate actwe]y

v You know , that the largest amount of music that.
\peop1e get to hear is that thats pumped into them via
. ‘their transistor rad1os every day. which replay chart
music $o that the kids will go out and buy- the. recards.
In other words, thej're being very ‘subtly mampulated
into pouriing money into- a mus1c 1ndustry to make.
m11hona1res of & few, people;:

wo 'Folk misic is the complete oppos1 te, and there--

. fore\t e great.alternative to.that. It's not gomg to:
S .. make'mil1 Jonaires-of anybody: -But it's going te make - . =
o7+ “them richs You' have to believe, as'I hat it's . - U
S “better, that there's more to.be gained, fro:m doing/a = ‘

"7 bit ofJ\p'la_ymg and/or: singing yourself, or bemg with.”

o "conqeniwaI friends who' do so, than [to] - receive: musm '_
SR TV’I&. these pedd]ers (Harm S 15/8/75 T 47) IR

e T T _1 s fe'lt that because fo]k muS1c, m the past was

>

large]y an amateur phenomenon, used by the working c'lasses for

i ':t.'the1r own nJoyment 1t is one form of music that can be pTayed b_y the

average p\odder,"]0

as weH as by the skﬂ'led professional ‘ " .' 1t - £

15 n1ce to]thmk th t the musu: that we do can be done by anybody. ,It\'

, .

. 1s mce to

o 'é:a;_s‘."wel'l'.

, -"—ba‘rr."iers"

~ that ."ex_ist

]

T

e{‘\courage \peome to fu\ﬁ‘ll themse]ves 'in any way ..11 . o E .
-Rev1 vahsﬁs often express a desire to break down the y

& Iy

(decrease the d1st1nct10ns) between aud1ence and performer T o |

M
not on1y m p\ap mus1c but 1n other forms of entertamment,

he b’l urring of d1stmct1ons between performer and Hstener

. \ . L t'.. . . L - . : . - } '. N ’ . [P
= 3 O T AR e e o

a behef th
to perform.’

“the revival}

-.-.:*:16 o
.. g
: -.folk music

d"
Graham Goffee. 6/8/75 T 39./ Somet‘imes the1dea that
can- be. played by the -average: person has been'extended to
at' it s facﬂe, and; this requires little talent or skill .
Although this att1tude s’ far'‘more prevalent outside

; 1t does ex1st w1th1n the movement, as /we'l] S

1bi

-~
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N s aided by the perfor’manc’e situatton in folk c]ubi ‘The. audience -. -
* .- capacity of the average fo'lk club room is about one hundred or(less

’

. o This relatwe]y smaﬂ group an'ows for 'Interactron between ‘those on =,

stage, and those in. the aud1ence May/erformers in folk- clubs arﬁe tor

-

acquamted w1th members of. the aud1en this, too, facihtates the

.

. estabHshment af a rapport Moreover, the appearance of relaxed .
ST S .'.,"n."'.,-informahty (in a situat‘lon Nhlch is. often actua'l'ly qu1te structured) '
Yo : 1s a mew perforw;}:s. o o

The intrinsic nature o raditional songs m genera1 'Is

o v

i

et L ",also behegd to he]p 1n deve"lop'lng rapport I'h1s V'Iew was expressed
s "'”.-‘-'-by John Ashton, a Ph D cand1date m fo]k]ore at Memor1a1 Um?rsny of

",f..,;.Newfoundland Who has been very actve 1n the Br1t1sh folkson revwa‘l
et There 58 rapport between an aud‘lence and per- S |
former in folk clubs. -And ‘I-think -it's.not ko.much | R
_through the’ performance situation. as through the. mate- -
) ’rlal itself, because ‘I think .traditional- English,
~ ¢ lends it861f ta a kind of ‘dialogue, albeit.
" . between the ‘audience and performer. -So that, in

Barnsley;. ngksh1re], where you had both contemporary
and traditional music going at the same tvme, ‘the:

ot : -'aud1ence ‘than<the “traditional performers were,

BN performers of ‘traditiona) song], which one became

- have a‘form of dialogué which.one can comprehend more:
. easily than contemporary -s50ngs, anyway. Because:.
; "t,-cont\emporar_y songs tend, ‘T~ think,.to be ver_y 'Ind'i-
- vidualistic: . Introspective. as well, Hhereas.

*"*'someone at the’outset,.have a. .more communal application, .
.-+ I think, in “that’ they express ‘a- more. genera'l sort gf O
- ';_;wor]d V1ew, : 1n a: way, than contemporary songs do.,y.

,.,“,

PR

P

) N ST ) w AR
Al M emtellontit TRl i 05 e Lo b R S R

Sy . . club'situation [the first folk club-John attended, in - o / g

.7 . involved in by actively participating. And then I - SR ,
S ‘think as well that the more involved narratiVe songs - © ot T L p

. traditional songs. a]though .obviously’ comp?sed by - Lo K .

T R S L ]213L9/26 T 85 This perceived contrast betwesn the
. nature of trad1 ttonal and con‘femporary songs he’lps exp'lain the -_' i SR I

-

o
-,

contemporar_y performers were far more distant’ from ‘the A " ‘ - " o

" I . - And “there were the'chorus songs [sung by the ST T (
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"'beheve in it [the m

’ /
. so'ﬁgs for some essent1a1 value mthout any thought of se]f n

w1th Martm Carthy, " Sing Outl,:
- overy. popu‘lar- revwa‘l singer and gu1tar1st

) lk'lore, 27 (1968) 203.

. "’ - ‘.
L rf(._:u -
- "
\ r
\\J}. / .
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7 L v
SR %< - .
Revivalists have f/(q;n‘t]_y stressed>t_hat the music
. & ,’ ' ™

, 1s more “important than the performers Performers are not. considered

1ns1gmf1cant but peop1e feel that the "mystery" of a performance .
13

‘ shouﬂd lie with the mus1c 1tse1f rather than with the performer.'” -

This att1tude is based, 1nvpart, on the bélief that folksongs are
wor thy of respect,- a'zd shbuk'i' be treated accordﬁ'ng1y' "You've, got to
s1c], and that comes across GHarms, 15/8/75

T 47) It ‘also’ stems from the (sometames m1staken) not1ons of some
- '_'_earHer fo'lk1or1éts, such Cecﬂ Sharp, w1th whose works many

'."revivahsts' are fam1'l1ar. Bertrand Bronson has stated for examp'le, -

/A

'3"5_that Sharp had “c0nt1nua'l ewdence, 1mned1ate and instmctive, 'on the

Y i
: ‘bas1c 1eve1 of s1mp1e human response. that the sangers 1oved these

M That

. trad1t1ona'| singers are not a]wa_ys entare]y se]f‘less is c1ear1y ,

1nd1cated 1n the artacle, _"Repertoare Categonzatwn and Performer-

A_udaence R_e_1 ations.-h1ps. ‘Some- Newfound1and Folksong Examples "15

3 = > ™ X

trad1tiona1—contemporary Spht in the Bri t']Sh revwa] mentioned in -

Chapter I-(p. 6). _The British song-policy.originally. estabhshed at

the Ballads .and B}ues club s also largely respopsib]e ‘for this divi-

-~ sion. As much of the contemporary material has. béen either American or
' American- st_y]ed, it has not been acceptab]e in. c'I ubs Wi th an estabHshed
'Brrtlsh pohcy o e s .

-

See Martm Carthy 5 comments on page - 9 of "An Interwew
é4 (Sept. - Oct 1975) Carthy is a

"Cecil Sharp and Fo'l ksong A Review Amc]e,“ Westem

T ,"\,

‘ <18,

15,

s George J Casey. Neil V. Rosenberg, and wilfred H. wareham, .

'vl.'-Ethnomusn.:ology, is (1972) 297-403.

. .‘1
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- - A1though some revira1i5t7’/are: aware that egotistical concerns da enter

-/
into the performances of trad1tiona'| s1ngers,]6"

JER iy

the belief within_tie

revival that these, people p‘lace the1r songs: before. their egos is still -

B R e TN

/qut te perva sive.
. o ) o

P

One of the aims of revwahsts has been- to prevent -

S C ' ‘a

, - traditional British music from'dymg-out comp1ete1_y Th1s was, as

mentwned in Chapter III the maJor reason for the 1nst1tution of the

Br1t1 sh song po'Hcy in many fo]k c'lubs. Brttish tradmona] song is - ‘

behetvg% to be a- vaTuab'le form of music. not on1y m terms pf aesthetics,_ )

but a'lso 1n rtigard to 1ts themat{c content, and the(sense of 1dentity
mth which 1t prov1des many peop1e. -}o]ksongs are a 1ink w1th the past

that many peop]e crave, fee'lmg that they are, by performmg or- Hsten- -

mg to folk\musw, regaimng a part of the1r cu]tura] herd tage* . “'It'

mich more- than the f ct of being mce musxc 1t gives me memones of .
N
things I cou'ldn

p0551b1y h/ve known I feel it's- part of me somehow

There s a def‘m te feehng of 1dent1 ty and r1ghtness when I m smg-

a7

ing . . Another singer stated "It g1ves ‘me a sense of p]ace '

and 1dent1t,y. of bemg an Englishman, a natwe of the Br1t1 sh Is'les“
(Harr1s, -]5/8/75,_.T 47) Because cu]tura] ."roots" are fe]t to be a -
‘ - .

For examp]e, Martin Carthy has remarked that Joseph
: . Tay'lor, an EngHsh tradttlona'l singer: recurded early in'the. ° - X
. “twentieth century by ‘Percy Grainger-, was:a “great Show of f" ("An- .
" Interview with Martin Carthy,". 43; Joseph “Taylor' sqs1nging can be
heard on the. LP Unto Brigg Faif (Leader LEA 4050) T

.

bid N

17 3une Tabor, quoted:in Colif Trwir, "Wa‘ltzing with June," S

Me]odz Maker, June21 1975 .p. 35. A
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g P very 1mportant part of er, the concept of “givmg the musw bdck to R e
) f- . the peop]e has gamed currency in the'revwa] 'f T . -Y-.’ " ! RN
| e g v : ) whﬂe fol ksongs are: considered to crea'te a. bond/hit{r the - s ', :
) e:‘ é o o 7 L, * 3 o
éf 'Past, they are felt to be re'levant t0 twent1eth century hfe as%eﬂ L }'
o * [One of the reasoﬂ§ folk msic is fmportant is] bacausea T '“},,';' o Sy
cor it tells us about life, of peop1e in'the past, ,end we ", . IR VT
A see just . how parallel it i to ‘our own - how equal . 1t . T St ;
RN 'S s to pur opn. Songs about lost loves . '+ orerring, R N3
ca S\veethearts ‘Songs about thé pams of rejection, about\ ,
oK <~ -0’ <t the joys ‘of mee ting peop]e you' thought -1ost,- about the .. .. -
;s o' .. sweat.of hard 1abor, and sometimes the  vewards of: hard AR Mt
‘é ; < -+ .labor: A1l of those things.: A1l those thnngs stm ~
o % e ex1st (Harr1s, 15/8/75, T 47) ,_--'; , -, y ._e.-’.'_,: B \
?l : L Further, some peopl’e f1nd’trad1 t1ona1 songs morevmeamngful SRR
- 2r\- \A' . _." B ' 'S
oK R and re]evantl than most contemporary music One of my 1nfohnants sa1d.
,-::1 Tt fhe [trad1tiona]} songs have a, meamng for' 'me. Some chap r’antmg ong
S about [how] he wa]ked out th1s mormng. and the sun b'lew h:s mmd wl : 7
.. .:{y N ‘1 \- R
R R [th1§] doesn t do anyth1ng for me., Modem songs tend “to. be very 1ntro-
S i . : R / ',’-‘-'- ' R
'h ? ‘ verted . eAnd those Kind of songs don t mean much sonfehow“ (Janet TR (P
e 1 l ¢ . . RN e
l ¥ Simpson. 31/8/75 T 64) And Frank1e Annstrong has stated e f’.'_j-i-,- R
/f : R In."The’ Cruel Mothep", the supers’cvtions in vt pay be o "“ PR
\f:;"‘* B iU archaiac [sic], but" ‘they‘re nightmarish-ag weld <- -~ .. "
U "+ whether -you believe, in ‘ghosts or re- svisitationmor . 7. 0
: .whe(ther you Just believe that people are p]agued by, o
. C . " their own guilt and mghtrnares it doésn/'t: at“ter “oa
T T o "The Cruel. Mother™ is right-up- to-date' . There, are; 50 50: . S e
, ~ R many kids. found dowp rubbish chutes.. . .. abso utely eI

contemporary! And yet, whére-is. & good cqntemporary
.song.on a_mother killing her chi1d? - it may have been

] ._.written. but I haven t heard 11;!18 o T St

-‘

€« e
. S

]BRaun, Bart 1, 9 (e1lips1s in the quote is from the uo _
"The Cruél : Mother," No.. 20 i Francis James Chi1d's The Te o]

L '/_. or1g1n~al) e
- : Scottish Popular. Baﬂads, concern ‘a'mother who- mubderss " : o

~t.. English g

M
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_): - Somet1mes folksongs are. fe]t to'have :2§hﬂng and~re1e9anee a B
:Lgard to po11t1ca1 matters. As we have seen, pol1t1ca1 act1v1sm : ‘:ﬁ‘
} among reV1va11sts:1s not aH-em:om;:vassing.]9 Nonethe1ess, 1t(K§ T‘;« -
important to discern the reasons for the assoc1at1on pf fo]ksong vith.

%

”-' po11f1ca1 song Margaret Dean-Sm1th.wr1tes that the perce1ved re1a r0n-

sh1p of “ﬁQ1k" and. "protest" song has 1ts roots in the Romant1c per1od

i' 1n Germany, when fo]ksong became assoc1ated w1th patr1ot’|sm.?0

o

Th1s

connect1on Q{ fo]ksong W1th nat1ona1 pr1de was contﬁnued in the ear1y

years of the fer1can:rev1va1 21 More s1gn1f1cant. however, was the

- eventua1 11,k399, §§ong Amer1can rev1va11sts and the Amer1can pub11c wof}fﬂ‘?”"

f%]ksong w1th t0p1Q§1 protest" song‘?Z

In the 1950’5 and ear]y 1960 s,
::ftwhe%nthe Bgitwsh revwva1 was great}y 1nf1uenced by the rev1va4 1n the jg?:'.

"Un1ted States -th1s 1dea was undoubted1y carr1ed to Br1ta1n, a1ong w1th

thEAgegerto1res of Amer1can s1ngers.' ;"g"---' ~'__y{= f, r:, . O
-, N 2 l B . el LS . Ny ,: N
Amer1can 1nf1uence 1n the m1d ¥1xt1es strengthened the 11nk - _ ‘§-u
% ST
between fo]k and protest songs. During the fo1k boom. Amer1can 51nger~: SRR g

ff"A'_r1te;s became popu1ar 1n Br1t1an. Among these perfonmers were ' h' -
' . , o NS SRR . .
SRR ’ The more po11t1calﬂy or1ented peop1e, though, such as P IR B
; :.Ewap Macco11 tend to-be the most vocal.: This gives ths, revival. L SR
= the appearance of be1ng more_go;3t1ca]1y 1nvo1ved than 1t actua11y ;;=-'_ J:-ﬁhm‘ ;
TR ;20 "The*Pre D1sposit1on to Fo1kery," Fo1kfore, 79 (1968), - j:n“j:'{:;'f'w-;
R L NE
L RN "“- ;;-“f‘:.;a*__¢..", . 'If BRSNS L
e 2]‘See Patterson. pp 27-35. ,‘.; 1-5"1. Jﬁa ;“; ~”_‘:_1/'f33g1 SR R
. 22See Reuss, "The Roots of Amer1can Left N1ng Interest | o
‘-fzxn Folk Sqng S ; _ . . _ v
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R ,—peop]e such as Bob Dylan and Joan Baez. who-sang protest songs. Dy]an{ 'k§.
‘_féij' Baez and others were popu]ar]y known as "fo]ks1ngers," wh1ch is not 'fé

' surpr151ng 1n v1ew of the earlier associat1on of topxca] and traditional

TR

BN SRR

' song 1n the Amer1can folksong revival, A host of singer- songwr1ter

oAy
o

\ngigts s

"fo]ks1ngers" developed 1n Br1ta1n many of whom wrote and sang protest.

:songs "Protest 31ngers“ performed in fo]k clibs; thus "folk" and

A

""protest” moved c1oser together in <the eyes of the genera] pub]1c and

. - e e .
.'}'s:,a.-;s:a.:sﬁ,.:c,;& W A T S

some: rev1va11sts. :ll_ _":. . -5‘; ' v :: S '"j_..' ,} -”T
"f,:;" Nh11e some of the reasons for the assoc1at1on of fo1ksong | ;o df‘ffﬁglgfiiw
' Ff:and protest 1n the Br1t1sh rev1va1 can be exp1a1ned by the 1nfluence of‘-3l~t ..-?fjf}
1 iﬁother, reTated movements a number of peop]e 1n the rev1va1 perceqve a ;ﬁ/;f“;afh B
'iffndirect conneo11on between many Br1t1sh trad1t1ona1 songs and po11t1cs._»'ji:f':' ~
'j:‘These songs are seen as haV1ng ar1sen out of “some sort of str1fe e1therfi‘.: : -
'-:-'__nauona], ]oca] o,r personal" (V1ck1 North 6/8/75 x 38) Yet 1t shou]d"l S
o 5be noted that rev1va1ists are usua11y aware that there are also songs of’
_sat1sfact10n and compJa;ency w1th1n the Br1t1sh trad1t1ona1 repertoire
e o o A person 's mus1ca1 taste and po]1t1ca1 orténtat1on he1p determ1ne the ; o
‘f kR 'ftyDe of mus‘c perf:‘“ed or. 11stened to i' L ;1.'}f~" S Jz'.".'J;ijﬂ;
: {f-'l 5 "; e ObV1ous1y, everyone who part1c1pates 1n some way 1n the | 3
.fﬁgydj = rev1va1 1slnot consc1ous1y seek1ng an a1ternat1ve to other forms of EE
!,.?jzz ‘I":;enterta1nment A person may 1n1t1a11y be attracted to the rev1va1 ':'o.:jif.:ﬁ ‘?f \
3 A 23Joan Baez is a Well-known Amer1can s1nger of trad1tiona1yf ! -
/

. ~<1;'and contemporary songs, who’ has . been -very-activein politics.. See .. .
... her autobiography, Daybreak’ ‘(New York: Dial -Press, 1968); Rodnitzky, : = . .
s WL Chapter 6 (83- 99{ and Wendy Caesar,-"Joan Baez: ‘A B1b11ography." P
'”{~;l’:jmcj‘dohn Edwards Memor1a1 Founbatzon_guarter1y, 12 (1976) 147 157 IR SHNCIR




L

e MM e et

. . R © 98
'§. . ) )

because of the misic, the opportunity’ to socia1ize, or simp1y because
fo]h clubs are "a different place to go drinking" (Martin Lovelace,
13/9/76, T 85). However, once involved in the cu1ture,‘participants
learn not ‘only about folk music, but also about the rev1va1 s unwr1tten
-- and often unspoken -- rules of conduct. . As we11 they will probab1y
be 1nf1uenced to one degree or another, by the attitudes of other
T revrvallsts with whpm they assocrate Hence, the ideology of the
rev1va1 cont1nues (though not w1thout a1terat1on) desp1te the var1ed
'}s,ﬁi.f-‘~_m:.ﬁ};:mot1vat1ons of new part1c1pants . . .

There are, however, people w1th1n the rev1va1 who appear1;7:"

- ﬁf I}”:“'}5;f-t° ho]d attitudes antithet1ca1 to those out11ned here, and th]s has r'g:
- Siampie,of: this &1

;iproved to be a- sourCe of conf11ct The most obvious.

esi'

ritype of- conf11ct ocourred dur1ng,the fotg'boom 'ears of the 511_
vover the 1ssue of connerc1a115m O Dur1ng the’ boom,.the 1abe1 "fo1k":
'h was a very prof1tab1e one, peop]e 1n the pop mus1c 1ndustry were. qu1ck1

o to take -advantage’ of the monetary rewards 1t offered, as they had been

w1th sk1ff1e severa] years earlier Resentment came froma Jotof . . - Y f;
. _reviva11sts, pr1mar11y because of the c0mmenc1a1 exp101tat1on of the ‘

“term "fo1k i wh1ch was used to describe almost anyone who p1ayed an

"--acoust1c gu1tar, regard]ess of the nature of the music perfonmed R o ;:J;;={¢':

\:ﬂf_(see p 3) The fo]ksong rev1va1, wh1ch had been seen by part1c1pants'f.9-'.'

,ffn . as 2 refuge from exp101tat1on, became. for a t1me, a party to it. ’
W ' .' . \.
The popular m051c 1ndustry natura11y 1ost a lot of 1ts

/ '.;.v.

. 1nterest n, “fo]k" after the boom had’passed Yet w1th1n ‘the reV1va1

: :fthere are stn11 perisrmers who are apparently mot1vated by muney and f“T yhr-,'ﬂsl

_—
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ego rather than by artistic concerns. Such people are scorned by those

who feel that musical qua]ity should Iqﬁf precedence over other factors.,

3

This discussion has focused on some of the concepts which
are fairly widespread within the British folksong rgvivél. The study

of the St. Albans Folk Music Club, to Which we-now turn, will illustrate

/

aspects of ideology within the context of a particular folk club. .

~ . . v
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- f-the bas1c work1ngs of the St A]bans c]ub

'~September unt11 the 1a5t Sunday in June Itwasnoted 1n Chapter I
;that the mus1c performed there\ts 1arge1y, a]though not entmre]y, _
"trad1t10na1, as we]] as Br1t1sh thus the c1ub is- c]assified as eitherila

;"trad1t1ona11y based" or'"trad1t1ona1 R Both the aud1Ence and the

v
. \ - :
AN INTRODUCTION TO THE ST. ALBANS FOLK.MUSIC CLUB

This chapter is divgded into three main sectionS'

"H1stor1ca1 Deve]opment,“ trac1ng the maJor deve]opments at the St.

e

A]bans Folk'Mu51c C]ub from 1ts Incept1on'1 "Phys1ca1 Sett1ng,W wh1ch Y

descr1bes the 1ay0ut of the Goat Inn, where the c]ub 1s held and

""C]ub Even1ngs,“ whlch out11nes the fonnat ofa typical n1ght at the L

"Tclub The 1ntent1on here 1s to fam111ar1ze the reader w1th some of

.,..t

Today, the c1ub meets weekly, from the f1rst Sunday 1n f'i'f.'":"VR'z”

/

g res1dents are predom1nant1y m1dd1e c]ass rhe most common age group
E:among both aud1enée members and res1dents s twenty f1ve to thyrty-f1Ve,f”:?_ f»f,
.The tQtal range in age of the aud1ence is from e1ghteen to about 51xty'ﬂ.37fA{':

. f;f1ve wh1]e the approx1mate range for the res1dents 15 twenty f\Ve to i; ..:,;.:

/-

]The h1stor1ca] mater1a1 1n th1s chapter hasibeen drawn

- ﬁffa]most exc1u51ve1y .from oral’ sources Pr1nted sources .were: occas1ona11y R
- helpful -in .determining dates and’ ‘the. 11ke. ‘When informants' statements =
qconf]1cted and no. printed - saurce ‘was- ava11ab1e. I usually relied: dpon L

"~ the . testtmony of the. major1ty .M. there wds:.no. maJor1ty, T re11ed upon
. the .informant-who- had ‘given: ‘the most accurate testimony 1n areas which
) 1cou1d be checked aga1nst otﬁer sources.: . . L.

e

": A"."
P
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: -ma1n streets 1n St.. A]bans (see F1gure 3)

h L1nd$ay,
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fifty. As will be seen in later chapters, however, classifications of

age' and social class, although employed by informants, are far less

important to them than distinctions based on a person's ‘motives,

behavioral attributes, and role within the club.

/

~ Historical Development

The St. “Albans Folk Music Club was founded in 1960. It

Was f1rst 1ocated at the Peahen Hotel, on Ho]yweH Hﬂ], one of the

t

smaﬂ 1mpresar1o W2 of Jazz c‘lubs 1n Hertfordsh1re L1ndsay

" -._..___,._._lq-'

l ) '.'ran 1t a1ong the same hnes as h1s Jazz c]ubs. .8 performer wou]d be o

booked for an evemng, and L1ndsay wou]d act as master of ceremomes.v. o

. Y v e
' Somet1mes other peop'le were booked in’ add1t1on to the pr1nC1pa1 act el
AR few of the performers Were from the St A]bans area j L

LY

Musw featured at the club durmg th‘lS pernod var'led from )

Enghsh trad1 t1ona1 to country and western. One of the most popu]ar )

" performers was Steve Benbow, a professwna'l mus1c1an who pe‘rformed with

/e

a group ca‘l]ed the Steve Benbow Folk Four Th1s group, baSed in; London, .

p1ayed a’ “Jazz bNes type of mus1c',":3 wh1ch 1nc]uded some fo'lksongs,
. but "w1th a fa1r1y up tempo Jazz background" (Aston, 25/4/77 7 92‘)

: Compared to most performers of traditiona] musnc today. the1r sty'le was

l

somewhat forma]

at the c'Iub, reca'l'ls that Benbow S group "had a k1ndjof g]oss abou&’ B -

- ,'-'/ " T :,‘-' .

ZGra@m Br1nsden, 1]/8/75 T 43
3M1ke Aston 25/4/77 T 92

The c]ub was.. stat‘ted by Ken _-

and "pohshed he Br1an Pearson, a 1ong t1me residen“t S
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