


It’s tempting to think of field recordings as time capsules. Sound and story 
are indelibly etched into wax, shellac, or acetate—only to get rediscovered 
a century later. But walking alongside the blackberry brambles before a 
concert at the Sylvester Manor Educational Farm on Shelter Island last 
summer, it occurred to me that field recordings are more like heirloom seeds. 
A visionary farmer from a bygone era stores seeds in the hopes that some 
future cultivator might come along and make a discovery. Dig some earth, 
plant some seeds, and behold: Georgia Streak tomatoes, Persian Star garlic, 
White Wonder cucumbers! 

In this age of monoculture, it’s no wonder that many of us seek 
nearly-forgotten artifacts from the past: an antique Radio Flyer wagon, a 
dog-eared first edition, a hymn as old as dirt. But I’m no collector, nor am I 
particularly nostalgic. I revel in the act of discovery. I want 33⅓ revelations 
per minute. I crave collaboration. So I gathered together fellow keen-eared 
musicians to help blow the dust off these carefully chosen songs, uncover 
their hidden histories, and till fresh soil to see what might spring forth from 
these sturdy seeds. 

Now these songs are yours, too. Sing them, plant them in your yard, graft 
them to your own musical tree. Keep them watered and even if they lie fallow 
for a spell, they’ll revive. Folk songs are perennials.

Jayme Stone
Longmont, Colorado 
November 2016
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Source: Vera Hall
Livingston, Alabama 
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Recorded by John Lomax and 
Ruby Terrill Lomax on May 26, 1939

Traditional, arranged by 
Jayme Stone (SOCAN)

In the spring of 1939, John and Ruby Lomax drove over 6000 miles through 
seven Southern states in a Plymouth wagon to collect songs for the Library 
of Congress. In Alabama, Lomax paid his second visit to singer Vera Hall 
in the hopes of recording any play-party and children’s songs she might 
remember. In his field notes Lomax noted that at first Hall hesitated, saying, 
“It’s been a long time,” but then, with a smile, conjured up a delightful version 
of “All Hid.” Lomax writes, “With this song her mind had slipped back into 
its play groove, and Vera, at this one sitting, gave us five more children’s 
songs.” 1 “Candy Gal” was among these, which she sang in her easygoing, 
honeyed voice. Alan Lomax later wrote that, “It is from singers like Vera Hall 
that all of us who love folk music in America have everything to learn. Her 
performances were all graced with dignity and with love. Her sense of timing 
and beat were perfection, itself.” 2 

We’ve given “Candy Gal” a more elaborate staging here. If our version were 
a three-act play, it would open on some church pews, cut to a schoolyard 
scene, and then wind up at a local barn dance. 

Jayme Stone (banjo, voice), Moira Smiley (voice, accordion), Sumaia Jackson (fiddle, voice), 
Joe Phillips (bass, voice), Felicity Williams (voice), Denzal Sinclaire (voice)



Traditional, arranged by 
Jayme Stone (SOCAN)

Recorded by Alan Lomax 
on June 25, 1962
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Jayme Stone (banjo), Moira Smiley (voice, accordion), Sumaia Jackson (fiddle), 
Joe Phillips (bass, marímbula), Nick Fraser (drums)

Source: A Quadrille Group
La Plaine, Dominica

Dominica is one of the Windward Islands in the Lesser Antilles archipelago 
of the Caribbean Sea. The name comes from the Latin word for Sunday, the 
day on which the island is said to have been spotted by explorer Christopher 
Columbus. Its pre-Columbian name was Wai‘tu kubuli, which means “tall is 
her body.” Lomax’s session notes from La Plaine tell us that he recorded 
stories, boat-pulling songs, digging songs, and work songs from the sawpit. 
Of course, there were a few calypso numbers as well.

I found the source recording in one of the arcane corners of Lomax’s “Global 
Jukebox” while on the hunt for a song featuring both banjo and accordion. 
Sung in Dominican Creole, this is a dance tune about not dancing. Or rather, 
a subtly subversive anti-colonial song that says, “We don’t dance, we don’t 
dance like that. Not fancy like that.” Moira sings the daylights out of this one 
and Joe plays the marímbula, a resonating wooden box with a sound hole 
cut out of the center. Over the sound hole are a number of metal strips tuned 
(more or less) to different pitches. With its roots in African instruments 
(imagine a giant thumb piano you can sit on), the marímbula originated in 
Cuba and spread through the Caribbean, Haiti, Puerto Rico, Jamaica, and 
Mexico.3 
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Jayme Stone (voice, banjo), Moira Smiley (voice, piano), Sumaia Jackson (fiddle), 
Joe Phillips (bass), Felicity Williams (voice), Nick Fraser (drums)

Born in Smithville, Georgia, Bessie Jones moved to St. Simon’s Island, one 
of Georgia’s Sea Islands, in 1933. There she joined the “Spiritual Singers of 
Coastal Georgia,” a troupe originally organized in 1920 by amateur folklorist 
Lydia Parrish, whose husband was the acclaimed painter Maxfield Parrish. 
Jones later renamed them the “Georgia Sea Island Singers,” and led the 
group for over fifty years.4

Jones felt that songs, games, and stories made up a “spiritual survival kit” 
of sorts. She was a repository of the old slave shouts, game songs, and 
spirituals, many of which she learned from her grandfather, James Samson, 
a former slave born in Africa. Jones was a raconteuse and renaissance 
woman with a big heart and a wide, gap-toothed smile. She could tell you 
the difference between reels and rags, how to make watermelon syrup, and 
the medicinal use of swamp licorice. After hearing her sing “There Is More 
Love Somewhere” for the first time, this arrangement lit up on my banjo in a 
matter of minutes. In an interview about the song Jones explains that, “Love 
is just a hidden mystery. Everything in your heart. It’s chill, it’s peace, it’s joy. 
In other words, it’s straight confidence. You got to love yourself first.” 5

Source: Bessie Jones
New York, New York 

Recorded by Alan Lomax 
on October 31, 1961

Traditional, arranged by 
Jayme Stone (SOCAN)
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Jayme Stone (banjo), Moira Smiley (voice, hambone), Sumaia Jackson (fiddle), 
Joe Phillips (bass), Nick Fraser (drums)

Source: Alan Lomax
London, England

Recorded by 
Alan Lomax in 1955

Traditional, arranged by 
Jayme Stone (SOCAN)

On September 24, 1950, Alan Lomax set sail for Europe on the RMS 
Mauretania with “a new Magnecord tape machine in my cabin and the folk 
music of the world as my destination.” 6 He didn’t return to America until 
1958. With a home base in London, Lomax traveled and recorded extensively 
in Ireland, Scotland, Spain, and Italy. Recordings culled from these 
expeditions comprise his 18-volume set, World Library of Folk and Primitive 
Music, released on Columbia Records.

Lomax and Shirley Collins made a series of candid home recordings at his 
London flat in 1955. They’re the audio equivalent of a modern-day selfie. 
Among these was the square dance song, “Hey, Lally Lally Lo,” which Lomax 
characterized as “showing roots in England, the Bahamas, and the American 
West.” After a particularly good take you can hear his daughter, Anna Lomax, 
cheering in the background.

Moira brought this song to one of our band retreats. We took the tempo 
down to a slow drag and darkened the harmony. This new setting highlights 
the sultry lyrics about a clandestine love affair: “Heist your window and raise 
it higher, Sun’s gone down and the moon’s on fire. Papa’s out and mama’s 
sleepin’, Dark out here, nobody peepin’.”
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Jayme Stone (voice, banjo), Moira Smiley (voice, hambone), 
Sumaia Jackson (fiddle), Joe Phillips (bass)

Renowned English folksinger Shirley Collins assisted Alan Lomax on his epic 
Southern Journey field trip. When I spoke with Shirley she had a thousand 
stories to share. She remembered lugging Lomax’s reel-to-reel recorder up 
mountainsides and carrying around a typewriter to transcribe field notes 
every evening. Shirley said that Hobart Smith “didn’t stop talking our entire 
visit. He was a thunder of stories.”

Hobart Smith was preternaturally talented. In the liner notes to the album In 
Sacred Trust, Stephen Wade writes, “Both his parents played the banjo, and 
both grandfathers were fiddlers.” Smith learned to play the pump organ as 
a toddler and “after pretending to strum the family’s fire shovel at three,” he 
got a mail-order banjo from the Sears Catalogue.7

“Drunken Hiccups” is about drinking and gambling. Sometimes titled “Jack 
of Diamonds” or “Rye Whiskey,” this song has been widely recorded as a 
cross-tuned fiddle showpiece. I retrofitted the fiddle part to suit the banjo, 
changed a few lyrics, and borrowed a couple of verses from Tommy Jarrell. 
I asked Moira to “go wild” on this song and her spontaneous harmonies, 
yodeling, and hambone were partially inspired by a mysterious pair of green 
Mongolian riding boots sitting on a shelf at the studio.

Source: Hobart Smith
Bluefield, Virginia

Recorded by Alan Lomax 
on August 24, 1959

Traditional, arranged by 
Jayme Stone (SOCAN)
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Jayme Stone (prepared banjo), 
Dom Flemons (voice, guitar, quills),  Ron Miles (cornet)

Source: Miles & Bob Pratcher 
Como, Mississippi 

Recorded by Alan Lomax 
on September 22, 1959

Traditional, arranged by 
Jayme Stone (SOCAN)

Miles Pratcher’s granddaughter, Ester Mae Wilbourn, was nine years old in 
1959. She vividly remembers Alan Lomax turning up on her front porch to 
record her grandfather and his brother, whom she called “Uncle Robert.” She 
lit up when I called her on the phone to ask about that day and what it was like 
growing up in the Mississippi Hill Country. The Pratchers lived a hardscrabble 
life as sharecroppers, raising cotton and corn as well as their own food—hogs, 
sorghum, and sugar cane. They’d wake early to milk cows, churn butter, and 
make molasses before heading out into the cotton fields. Three generations—
more than fifteen people—lived in a big house with no running water or 
refrigerator. “But we were happy,” Ester May recalls, “everyone was around.” 

After picking cotton all day, Miles loved to listen to baseball on the radio. The 
brothers played square dances and house parties on the weekends. Ester Mae 
tells how “folks would kick up all that dust, dancing and getting down.” The whole 
family would sing at church revivals, the little ones learning to “sit in and blend with 
the elders.” Ester Mae and her cousins (known as the “Como Mamas”) recorded a 
stunning a cappella record in 2013 called Get an Understanding.

“Buttermilk” was the first black string-band song Dom Flemons ever heard. In 
addition to singing and playing guitar on this recording, he plays the quills, a 
traditional instrument made of cane reeds. Dom also quotes a verse of “Banjo Man 
(John Booker),” a proto-blues from the Pratchers’ neighbor, Sid Hemphill. 
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Sacred Harp is a centuries-old singing tradition. It’s proudly inclusive 
and democratic. Singers sit facing each other in a hollow square and 
community members take turns choosing hymns and leading the 
congregation. A Sacred Harp “sing” is a vibrant aural experience marked 
by a bright, twangy singing style and an intrinsic counterpoint that harkens 
back to the Renaissance. The first time I attended one of these anachronistic 
gatherings I was told that if I could hear the person sitting next to me, I 
wasn’t singing loud enough.

“Hallelujah” can be found on page 146 of the oblong-shaped hymnal, The 
Sacred Harp, first published in 1844. In keeping with tradition, we begin 
by singing the sounds of the shapes themselves—fa, sol, la, fa, sol, la, mi, 
fa. Shape note singing uses a simplified form of music notation with four 
noteheads: circle, square, diamond, flag. We hew close to the original melody 
but take a left turn with drones, density, and dynamics. We stitch together 
verses from several hymns, cherry-picking the earthiest lyrics. 

Source: 56th Annual United 
Sacred Harp Convention 
Fyffe, Alabama 

Jayme Stone (voice), Moira Smiley (voice, accordion), Sumaia Jackson (voice), 
Joe Phillips (voice, bass), Felicity Williams (voice), Denzal Sinclaire (voice)

Recorded by Alan Lomax 
on September 12, 1959

Traditional, arranged by 
Jayme Stone (SOCAN)
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“De Boatmen Dance” is a blackface minstrel song credited to Dan Emmett. It 
was first published in 1843 and subtitled, “An original banjo melody.” Minstrelsy 
was the most popular form of entertainment in 19th century America. Minstrel 
shows were a series of comic skits, dances, and music featuring white actors in 
blackface—they used burnt cork and later shoe polish—designed to lampoon 
black people and spread racial stereotypes. It is part of a dark chapter in 
America’s cultural history and the banjo was central to its identity. 

Redeemed by the transformative fire of the folk process, the song shed its lyrics 
and became a fiddle tune in the 20th century. It landed in the lanky bow-arm of 
Marcus Martin, a formidable fiddler from Macon County, North Carolina who 
also played banjo, harmonica, and dulcimer. Martin grew up in a farming family 
but wound up trying his hand at a number of different professions. He worked 
for a dry goods company, filed saws for loggers, tended the laundry at a textile 
mill, and was the postmaster in the small community of Rhodo. Martin often 
played for square dances in Macon and Cherokee counties and performed for 
many years at Bascom Lamar Lunsford’s Mountain Dance and Folk Festival in 
Asheville. It is said that he could “fiddle a possum out of a tree, fiddle all the bugs 
off a sweet potato vine, and fiddle the heart right out of your throat.” 8

I’ve long loved Martin’s uniquely crooked setting of “Boatsman”—this is our 
Technicolor animation of his beautiful black-and-white melody. 

Source: Marcus Martin
Swannanoa, NC 

Recorded by Artus Moser 
on August 18, 1942

Jayme Stone (banjo), Moira Smiley (accordion), 
Sumaia Jackson (fiddle), Joe Phillips (bass)

Traditional, arranged by 
Jayme Stone (SOCAN)
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Jayme Stone (voice, banjo), Moira Smiley (voice, accordion), Sumaia Jackson (fiddle), 
Joe Phillips (bass), Felicity Williams (voice),  Nick Fraser (drums)

Source: Laura Rivers 
Johns Island, South Carolina

Recorded by Guy and 
Candie Carawan in 1963

Moving Star Hall was built on Johns Island in 1917. It served as a praise 
house, a “tend-the-sick” and burial society, a secret fraternal order, a place 
of worship, and a hub for social and political organizing.9 In their book, “Ain’t 
You Got a Right to the Tree of Life,” folklorists Guy and Candie Carawan 
explain: “Here the members could express themselves freely and fully; in the 
Sunday night worship service each person took a turn preaching, testifying, 
praying, and raising a song.” One of the locals, Laura Rivers, sang an old 
spiritual, “That’s All Right.” I transformed her shouts into a whisper, trying to 
capture the bittersweetness of the lyrics. 

The people of Johns Island were isolated from mainstream America for 
several generations. The island was accessible only by boat until the first 
bridges and causeways connecting it to the mainland were built in the early 
1900s. The Carawans observed that, “Cut off from the mainland, these 
descendants of cotton plantation slaves retained many aspects of the old 
slave culture: a regional dialect, Gullah, still marked by distinctly African and 
Caribbean traits; a large body of folktales, cures and supernatural beliefs; 
and a folk version of Christianity with a “shouting” style of singing old 
spirituals and hymns and a local “praise house” form of worship.”

Traditional, arranged by 
Jayme Stone (SOCAN)
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1 See John Lomax, Southern Recording Trip (Library of Congress, 1939) 

2 Alan Lomax, The Rainbow Sign (Duell, Sloan and Pearce, New York, 1959)

3 “The Marimbula” by Michael D. Sisson (Online, 2000)

4 Bessie Jones, For the Ancestors (University of Georgia Press, 1989)

5 Antionette Marchand interview with Bessie Jones, New York, NY 1961 
(Association for Cultural Equity)

6 Alan Lomax: Selected Writing, edited by Ronald D. Cohen
 (Routledge, 2003)

7 See Stephen Wade, In Sacred Trust: The 1963 Fleming Brown Tapes 
(Smithsonian Folkways, 2005)

8 “Martin Music” by Anne Chesky Smith, Shenandoah Valley Museum 
Publications (2015)

9 Guy and Candie Carawan, Ain’t You Got a Right to the Tree of Life 
(University of Georgia Press, 1988)

10 “Coming into Folklore More than Fifty Years Ago” by Herbert Halpert, 
Journal of American Folklore, Vol. 105, No. 418 (1992)
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Jayme Stone, Moira Smiley, Sumaia Jackson, Joe Phillips, 
Felicity Williams, Denzal Sinclaire (voice)

On March 12, 1939, Herbert Halpert drove his “soundwagon”—a converted army 
ambulance—south from Washington, DC to collect folk songs for the Federal 
Writers’ Project. He recorded work songs, field hollers, children’s singing games, 
auctioneer chants, “Jack Tales,” Gullah shouts, and fiddle tunes. He was so 
prolific during his Southern Recording Expedition that he had to telegraph the 
Library of Congress several times to request more discs. In fourteen weeks, he 
cut 419 discs on his Presto recording machine.10

Halpert’s guide in Mississippi, Abbott Ferriss, introduced him to the Shipp family. 
Mary Shipp had taught her children to sing so they could accompany their father, 
Reverend Walter Shipp, at church services. Before launching into “Wait On The 
Rising Sun,” the eldest sister Christine told Halpert, “I heard the words and made 
the tune myself. I heard the words from some Jubilee singers. He had a tune but 
I didn’t like the tune and I decided I would change it another way.” The Shipp 
family only sang one verse, so I went hunting for their source. The only recording 
I could find was from the Silvertone Jubilee Quartette, who cut the song in 
Columbia, South Carolina in 1938 for Vocalion Records. Vocalian released 78s 
on reddish-brown shellac, advertising that “red records last longer.” They were 
best known for their so-called “race records”—78s made by and for African-
Americans. In our rendition, we borrow a few more verses from the Silvertone 
Jubilee Quartette.

Source: Christine, Katherine, 
Allison, and Isaac Shipp 
Byhalia, Mississippi 

Recorded by Herbert Halpert 
on May 13, 1939

Traditional, arranged by 
Jayme Stone (SOCAN)




