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THE BIG DRUM DANCE 
OF CARRIACOU 

INTRODUCTION AND NOTES 
BY ANDREW C. PEARSE 

Carriacou, the home of the Big Drum Dance, 
is a small island lying in the Grenadines which 
stretch from Grenada to St. Vincent in the 
Windward Islands of the British West Indies. 

It is no more than 3 x 5 miles, rising to 
over 1, 000 feet, rather dry and eroded, with 
several good anchorages, and a population of 
about 8,000 people living together in some 14 
villages. With the exception of the village at 
Windward, the people are predominantly of 
African origin, and are mainly self-employed, 
families usually owning 4 - 5 acres of land, or 
having a share in a fishing boat or a schooner. 
The land produces cotton as a cash crop, 
peanuts, corn and ground provisions. Most 
people have small stock as well. Formerly 
a sugar island, the collapse of the price of 
sugar at the end of the 19th Century led to the 
settlement of the people on freehold land, so that 
the last two generations have lived in a small 
rural society with very few social distinctions. 

The music of Carriacou is varied. Character­
istic of the West Indies as a whole is the singing 
of hymns at wakes, usually alternating between 
a slow powerful dirge and a highly rhythmic 
style. The older families still hold Quadrille 
or Reel Engage dances with violin, tambourine, 
drum and triangle. Modern dancing 
is accompanied by combinations playing a 
version of the Trinidad Calypso style. Carnival, 
too, has its own songs, and at Christmas the 
serenading players of string instruments 
usually have the accompaniment of a Ba or one­
note bamboo pipe bass. Sea shanties accompany 
the launching of schooners. 

But the most characteristic and important 
is the music of the Big Drum Dance. On the 
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one hand, it has been traditional amongst 
Carriacouans to maintain their original 
nationhood, traced patrilineally, as a system 
of classification in the society. Even today, 
Carriacouans will tell you of what African 
nations they are. On the other hand, they have 
retained a vivid sense of the continuing power 
of their deceased ancestors and the Big Drum 
Dance is given for them, as a sign of respect, 
and as a means of ensuring safety from their 
disfavour. It is in most cases a family affair, 
a typical exception being a group of fishermen 
who give one annually as a joint concern. 

The occasions for this festival are (ci) on the 
eve of the marriage of a son or daughter, (b) 
at a Stone Feast i. e. the raising of a tomb­
stone to a deceased member of the family, (c) 
at the launching of a schooner, or to initiate 
any similar critical undertaking, (d) in case 
of ill-health, or ill-fortune, usually instigated 
by a friend or relative who dreams of the 
subject's ancestor, and who reports that the 
ancestor's appearance expressed or implied a 
desire for the festival. 

The dance itself is planned well in advance; 
three drummers and a group of Singers are 
asked to participate, and verbal invitations are 
issued to relations and friends. Food for the 
guests, ~- meat, corn, provisions, plantains 
and bread, is prepared, and a special cooking 
made for the "parents' plate" -- a table set 
aside, and containing a small quantity of all the 
different articles of consumption of the older 
generation, including cigarettes and tobacco. 
The dance is held in the yard, which is us ually 
the living space between the house, the outside 
kitchen, and the large bee-hive like oven, and 
it is open on the fourth side. This open side is 
where the three drummers sit, facing into the 
yard. 



The Dance itself has three elements, all of 
which serve to accentuate consciousness of the 
past, of the living of the older generations 
which was going on when today's grown ups were 
children, and before that in the very same yard. 
In the best room of the house, carefully guarded 
from marauders, is the parents I plate during 
the course of the night. Secondly, there are 
ritualistic elements in the dance, such as the 
calling of the ancestors by beating a 
hoe with a spoon to the Cromanti opening song, 
the libations made by the members of the 
family, the "free-ring" for the spirit dancers, 
the "Beg Pardon" Dance, in which the family 
kneel, and sing "Si mwe merite, pini mwe, si 
mwe ba merite, padone mwe" - "if I de-
serve it punish me, if I don 't deserve it, pardon 
me" . The third aspect is the "international" 
setting; following a certain order of precedence, 
the dances of 10 nations are played and appro­
priately an experienced member or members 
dance to the music of their own people. This 
does not of course imply that the Congo or 
Temnc· or Arada items are necessarily a pure 
survival of the music of those nations, but un­
doubtedly at some stage in the history of the 
festival Africans of these different nations or 
collections of nations connoted by these names 
have attempted to pass on to the mixed groups 
of singers and dancers in Carriacou some items 
of their own music, and have danced as these 
strangers played it for them. 

A particular festival, therefore, opens with 
the casual beating of a Bele dance to warm up, 
after which three or four Cromanti items are 
played, and then a whole sequence of dances. 
Those described as "nation dances" are: 

Cromanti 
Arada 
Chamba 
Manding 
Congo 
Banda 
lbo, Jig-Tho and Scotch Tho 
Temne 
Moko Yegeyeg~ and Moko Bange 

Most of these dances are for a single dancer, 
or for two women and a man, as the Banda. 

There is a second group of dances which are 
not associated with particular nations, but 
which are long standing parts of the Big DruII\. 
Dance: 

Old Bongo 
Hallecord 
Bele Kawe 
Gwa Bele 
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Old Kalenda 
Juba 

These "old creole" dances) with the nation 
dances, provide the items for two sequences 
of dances between about 8 p. m. and midnight, 
when it is usual for a "Beg Pardon Cromanti ", 
or a "Midnight Manding" to be played. After 
midnight, the old creole dances continue to be 
used, along with the more recent accretions, 
which are regarded as more frivolous, such as: 

Chattam 
Lora 
Cariso 
Chirrup 
Pike 
Chiffone 
Man Bongo 
Trinidad Kalenda 

The music is made by voices, three drums 
played with the hands and numerous chac-chacs 
or maracas. Usually the singer or chantwell 
opens and sings verse and chorus. Next the 
fule· drums, which simply beat the measure, 
come in under the voice, the chorus answers 
the sing, and then the sharp eccentric beat of 
the kupe or cutter enters. In the oldest and 
newest songs the melody is simple, and on the 
beat, but it is typical of many of the old creole 
songs that the solo voice, and sometimes the 
chorus, moves in a subtle counterpoint, follow­
ing verbal phrasing, so that it may seem dis­
associated from the beat. And the chac-chac 
following and played by the singers has an odd 
inconsequentiality about it. The steps 
of the dancers and the phrases 
played by the cutter interact, sometimes 
one, sometimes another leading. The move­
ment is towards a general climax of rhythmic 
intensity, in which melody and words become 
quite secondary. During a single item several 
dancers may succeed one another and the end 
comes when the dancer who has raised the in­
tensity to its highest stops the drum by touching 
it. 

Creole patois, the language of St. Lucia, 
Dominica, Martinique, part of Carriacou, Gue­
deloupe, part of Trinidad, and Haiti, is after 
Spanish the most widely spoken language in the 
West Indies. The present orthography is based 
on the Laubach phonemic system. Each letter 
has one sound only. All sounds are as in Eng­
lish, except: 

a (as in bar) 
i (as ee in need) 
g (as in get) 

(as s in measure) 



u (as 0 in move) 
o (as in not) 

(as a in day ) 
(as in let) 

, 
e 
e 

Nasalization is indicated by the ii, e, and b . 
French spellings are avoided to stress Creole's 
existence as an independent language no more 
"broken French" than French is "broken Latin . " 

SIDE I, Band 1: CROMANTI. A Big Drum 
Dance usually opens with a warming up piece 
such as Gra Bere. This is followed by the 
music proper to the "nation " of the giver of the 
feast, during which members of the family wet 
the ring, the man of the household sprinkling 
rum, and the woman water. Thus the ancestral 
"yard" is blessed and prepared for the ances­
tors . It sometimes happens that the present 
yard is not the site of the old parents' home, in 
which case the first part of the feast is held on 
that part of the domain where their yard was, 
usually marked by the ruined cornerstones or 
"pillar -trees". After the wetting of the ring, 
the sole mn opening takes place, the drum being 
accompanied by the head of a hoe beaten with a 
spoon . The purpose of this is to call up the 
spirits of the ancestors . Two or three differ­
ent items may be used, the present one carry­
ing the words: 

Pa Beni, oh - abadino 

All members of the family dance while this is 
being played. It is followed immediately by 
another Cromanti usually called a Free Ring, 
that is to say, the ring is left open for the 
spirits of the ancestors to dance from time to 
time. In the old days people used to see them. 
You know of their arrival because the music 
becomes "brisk". Misfortune is said to have 
come on those who carelessly or presumptously 
danced in a free ring. Sometimes a Spirit may 
take non-human form appearance, such as a 
crab or a bird . 

SIDE I, Band 2: CROMANTI. Th'.:!re are eight 
Cromanti songs. One is specifically used as 
a "beg pardon" - "Oku, oku-e", done usually at 
midnight when the spirits are specially active. 
Another, "Amba da bie, 0, "is for a mimed 
stick fight. The item in this selection is: 

Ina, i. Ina oh, 
Ina, e, mama nu 
Salamani-o 

Presumably Ina was a Cromanti ancestor since 
she is addressed as Mama nu or our mother. 
.This song is usually sung towards morning, 
when the dance is becoming slack and the spirits 
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are supposed to be leaving. The foule beat of 
the dance is: 

SIDE I, Band 3: ARADA . This is one of three 
or four Arada items, appropriate to the so-call­
ed Arada nation, originally from Dahomey. 
Cult practices of this people are known by name 
in many parts of the New World. The music of 
the Radas in Port of Spain has one element at 
least in common with this, namely the fast 
compelling 6/8 measure. 

Derika - si mwe tuve-i (if I find him) 
Derika - mama 
Derika - ga bwa (high woods) 
Derika - wayo 
Dahomey 

SIDE I, Band 4: CONGO. As with the other 
older nation dances, no one can give a satis­
factory explanation of the meaning of the words: 

Anti Koro - you na yeri, oh (You do not 
hear) 

Koro Koro 
Anti Koro - you na yeri, oh 
Anti Koro 

Thunder roll - you na yeri, oh 
Lightening flash " 
Day and night " 

I 

SIDE I, Band 5 : TEMNE. This is a corrupt 
and half forgotten version of a song about the 
embarrassments of two Temne girls, Jeanie 
and Zabette, in trying to speak patois correctly 
soon after their arrival from Africa. 

~ I I 
Ah, ha, ha, couma u fe, u fe, Zabette Lundy 
Ai, Jimmy Lundy, Zabette Lundy, (indi) 

In the song from which this seems to have 
come the girls walk past a cross-roads, where 
the assembled men greet them with various 
remarks . The girls do not unjerstand what 
is s aid, and pas s with their heads in the air. 
One of the men explains that the greeting was 
friendly. Reassured, they reply: Dende wa 
kuna rna bini wana meaning Demi, dem! mwe 
vini oue u meaning Tomorrow I am coming 
to see you. 

SIDE I, Band 6 : MOKO. According to 
tradition there are two types of Moko, Moko 
Bange and Moko Y~geyege. The former are 
town people and their dance is a "bakra" 
(white people) dance, meaning that everybody 
dances in the ring together, instead of in ones 
and twos as in the other nation dances. The 
latter are country people, and more backward. 
The item in this selection is Moko Yegey~ge : 



U mwe, oh u mwe, 
U mwe ba fiie, marna, (My hoe i.s not sharp, 

marna) 
U mwe ba file, aya 

This may refer to impotence. 

SIDE I, Band 7: CHAMBA. Quite a number of 
Carriacouans still claim to be Chambas 
(probably a people of Eastern Nigeria) including 
the late Member of the Legislative Council of 
Grenada who represented Carriacou. In addition 
to the two or three items for the dance of the 
Chambas, there is an item for Scotch-Chamba, 
as indeed for Scotch-Congo and Scotch-Ibo. The 
words of the song recorded here are: 

o Ye - Anansi-o 
o Ho - Anansi-o 
o Ye - Anansi-o 
Anansi-o Kumarie 

Pang Baria breko breko, pang baria 
Pang baria breko breko, pang baria 
Anansi-o Kumario 

Anansi is the name of the spider hero in 
Ashanti tales. 

SIDE I, Band 8: CHAMBA. 

Ai - 0, Kanjurio 
Ai - 0, KO sa u fe (You do it like this) 
Kanbera 

SIDE I, Band 9 : JUBA , Juba is not regarded 
as a nation dance, but as an old Creole dance. 
The name is certainly used widely in the New 
World, and is mentioned by Maud Cuney-Hare 
in her "Negro Musicians" as having been 
popular in Georgia and South Carolina during 
the Nineteenth Century. In Carriacou it has a 
slow off -beat 6/8 rhythm, and is danced by two 
women whose m:>vements "match", and whose 
miming sometimes has the appearance of a 
controversy between two hens. The words 
imply the former use of the word "Juba" to 
mean a dancing party, organized in the 
traditional manner under the authority of an 
appointed "Queen": 

We di, oh 
We di la wen Baby, mwe malad oh 
We di la wen Juba, mwe bobo 
We di mi!twes mw~ etc. 

Send and tell "Queen " 
Baby I am sick 
Send and tell "Queen" 
Baby of the Juba 
Send and tell "Queen" 
Baby m y mistress I am ill. ... 
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SIDE I, Band 10 : BONGO. A song from the 
days of slavery, this commemorates an incident 
which is now legendary of a slave husband and 
wife in Carriacou who were sold individually and 
without their children to Trinidad and to Haiti 
(or Antigua). These are the words as sung : 

Plewe mwe Lide, Plewe Maiwaz, oh 
Hele mwe, Lid~, hele oh, Maiwaz 
HtHe pu nu ale 

Weep for me, Lide, weep, Maiwaz 
Lament for me, Lide, lament Maiwaz 
Lament for our going 

(Hele is used of bawling, that is, wailing 
noisily - and sometimes merely conventionally 
- at funerals) 

Dimash pwosht bgtma-la-vol-a Haishi 
vadi ya batm~-la-vol-a kit~, oh, Maiwaz 

Sunday next, the schooner sails for Haiti 
Friday the schooner leaves Haiti 

Further words not sung on this record are: 

Sa ki kota mwe, kasol~ yish mwe ba mwe 
Sa ki katil mwg, kosole Zabette ba m~ 
Sa ki ~me mw&, kosole Walter ba mwe 

Whoever loves me, console my children for me 
Whoever loves me, console Zabette for me 
Whoever loves me, console Walter for me. 

SIDE I, Band 11: BELE KA wf.. BM~ is a 
generic term for a certain type of creole dance, 
and Bel6 Kawe is so called because in dancing 
the skirts are held up on each side in a manner 
similar to the "Kawe II or "Carr~ If, a defensive 
position in stick fighting. 

The song is the complaint of a woman whose 
compeers have turned against her: 

Dandi , ye, ale roaM jida, - ye 
Sa m~ fe ye 
Sa mw~ fe zot, oh, 
Ai, Sese, mwe ka mene, ka mwe na wejima 
Jida hai mwe, oh, jida trahi 
mwe, jida ba vIe we mwe 

Dandi, go and ask that Judas 
What I have done to them 
What I have done to you all 
Ai, Sister, when I am in the gang, I am leading 
Judas hates me, betrays me, won 't see me. 

"Jida" (Judas) is translated into creole English 
as hyprocrite and means a false friend who 
damages you behind your back. 



SIDE II, Band 1: m£Ll!; KAWE. Like many 
others this song is about some incident that 
took place at a Big Drum Dance, and opens with 
the name of the "Queen" of that particular dance: 

La wen Matule 
Zo ba tan wejima bel~ ? 
Zo ba tan ladj~ leve? 
Ladj~ leve, oh. 
L d ' ~ ,. "", ;.. h' ~ a Je pwa mwe na gwa c Iml 
(na wejim!t sung in error) 

"Queen Matule" 
You all didn't hear about 
The gang's bele dance? 
You all didn't hear how war break out? 
War caught up with me on the road. 

SIDE II, Band 2: HALLECORD. The name 
of this dance also seems to be derived from 
the manner of holding the skirt, which is like 
"hauling a cord ", or to the movement in the 
art of top-spinning called Hallecord. The 
dance is much beloved by the middle-age 
women, and the songs which accompany it are 
among the most beautiful. 

Sylvie ka mande ki Ie mw~ wive d~ I 'Abbe 
L'Abbe tombo mw~ ye 
Ai, S~se, mw~ tin! Mama Mary lakai mw-g ye, 
Ai, mezami, mwe tini yish 9'8. Papa pu gade 
L'abbe t~bo mw~ yeo 

Sylvie asked me when I reached Grenville 
Grenville is my tomb 
Yes, sister, I have mother Mary at home, 
My friends, I have fatherless children to 

look after 
Grenville is my tomb. 

According to the singer, Rachel John, the 
real significance of the song is a parable. 
A woman with her children, but without husband, 
home or property, came to Grenville to seek 
shelter and support. The people called her a 
stranger and turned her away. She claimed 
she had a right there because everybody acquires 
a right to the small portion of earth in which 
they are buried. 

r- I ... 
SIDE II, Band 3: GWA BELE. This is a 
dance for two couples with some of the elements 
of the Quadrille in it. It has a bouncing move­
ment, with two jumps on the left then two on 
the right foot, accompanied by a fast 8-quavers­
in-a-bar beat, with the foule beating the first 
two of each four. The song is about how Capt. 
Dessbart heard about the loss of his schooner 
"Avenger" off Kick'em Jennie, a rock between 
Grenada ~nd Carriacou where two stong 
currents meet. 
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Capt. Dessbart, ai-o 
U ba tan Venja kule 
U ban tan Veja neye 
Vanja kule bai Kick'em Jennie, oh. 

Capt . Dessbart, do you hear that 
'Venger is sunk, is drowned, near 

Kick'em Jennie. 

SIDE II, Band 4 : HALLECORD. 

Laj~, ai laja, oh 
Laja nom maye dowe. 
Si mwe te conne t shimi' 
Domonik, oh-
Mwe te ka may~ av!i' ye 

Married man's money is golden 
If I had known the way to 
Dominica 
I would have been married before them 

SIDE II, Band 5: BONGO. 

Oyo, Mama, Bel Louise oh, 
Nu kai ale n~ Giill pu 
Kotwe paWa mwe! 
Lame bawe mw~ 

We shall go to Africa to meet 
my parents! 

The sea bars me 

\ 

SIDE II, Band 6: CHIFFONE. Both music 
and dance are unique. This is a sexual mime, 
in which the women bunch up their skirts at 
the front to represent agressive cod-pieces, 
and dance round the ring after one anothe r 
singing: 

Fam-la ka chiffone 
Chiffon over yonder ..• 
Everybody knows 
Pupa is a woman .••.. 

The woman is "bunching up" her skirt 
In spite of the cod-pieces, don't 

worry, they are only women! 

The singing in this record has a bawdy flavor 
and there is uproarious laughter all round. 

SIDE II, Band 7: OLD KALENDA. The word 
Kalenda has existed a long time in the New World 
and has been applied to several different dances. 
The rhythm of the old Kalendas of the Windwards 
have been taken over for stick-fighting in 
Trinidad, and carries the same name Kalenda. 
The dance, which now often incorporates some 
of the eccentric and violent movements of stick-



fighting, is by a man or a woman, and is a 
dramatic duel between the drummer and the 
dancer, in counterpoint. The drumming is 
extravagant and complex. 

Tim bwai oh, ai-oh, 
Mwe vIe maye y3 fwa 
Mwe' vIe maye yo fwa 
Ava La Mawi kul~ 
MWe bai Tim bwai laja 
Tim bwai ba vIe maye 
Mwe vIe bag-Ia yo fwa 
Ava Mama mwe mo 

Tim Boy 
I want to marry at once 
Before La Marie sinks 
I gave Tim Boy money 
Tim Boy does not want to marry 
I want the ring at once 
Before my mother dies. 

SIDE II, Band 8: STICK-FIGHTING 
KALENDA. This is a Trinidad stick-fighting 
song appropriated to the Big Drum Dance, 
when it is not, of course, used for stick­
fighting. It is an example of the "call and 
response" type of singing par excellence, 
with its short short chorus and short varied 
verses, each one a challenge ol:" cry of 
bravado . 

The chorus "Mwe wive, Joe Talmana" is 
simply "Here I am, Joe Talmana" the 
implication being "I am champion, and I 
challenge all comers! " 

SIDE II, Band 9: MAN-BONGO . We have 
already given examples of the Old Bongo of 
Carriacou in 3/4 time. Carriacouans going to 
Trinidad, which they have been doing since 
1840, found there a dance for wakes also 
called Bongo, and accompanied in a simple 
energetic rhythm by the beating of short pieces 
of bamboo in 4/4 time. They adopted and 
modified thiil dance, playing the stick rhythm 
on their drums. The words of this are from 
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Trinidad : 

In my own native land 
Mwe (pa sa) Bongo com mwe vIe 
(I am not allowed to Bongo as I like) 

This is one of the few songs of protest from 
amongst this type, and refers to the fact that 
the Bongo Dance is illegal, that the Patois is 
proscribed in the Schools, etc. 

SIDE II, Band 10 : HALLECORD. Several 
of the Hallecords lament a death . This one 
is on a mother'S death : 

Hele, mw~ pIe we 
Lama sala bule 
Lamo Mama mw& ka pli bule 

Listen to my cry, I am weeping 
The death of that one burns 
But my mother's death burns more. 

SIDE II, Band 11: DAMA. Dama seems to 
be the same dance as Bele Kawe, or perhaps a 
special version of it at one time, and is said 
to have been a figure dance for two couples. 
This particular tune is a fully extended four­
piece form with a contrasted chorus . 

Depi ta Gawe ale oh 
Depi ta Gawe mowi 
Depi ta Gawe kite, 
Mama 
Se li ka di "Be jU " 
Madam 
Dama, ai Dama (3 times) 
Se bel plezi pu we 
Dama 

Ever since Garraway went away 
Ever since Garraway died 
Ever since Gar raway left 
It is he (or she) who is saying "Good 

morning, Madam" 
Dama ai Dama 
What a pleasure it is to see the Dama. 

HAROLD COURLANDER, General Editor 
MOSES ASCH, Production Director 
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~ FP6006 AMERICAN HERITAGJD. Freedom, Vol. 

~ 12" 331j, RPM, LIST $S.9S 
~ FP56 OLD HARP SINGING. East Tenn.essee 
5 FPSIi NBw YORK 19, Doc. bll T01lll Schwartz 
5 FP58/2 NUEVA YORK . Doc. bv Tonv Schwartz 
== FP60 MILLIONS Ot!' MUSICIANS (SCHWARTZ DOC.l 
== FP61 HYMNS &. CA ROLS. Andrew R. Bummers 
5 FP62 EXCHANOII, D oc. btl Ton.lI Schwartz 

~ ~~~1 ~~~ I~.!:t::~I:;:;:W R. Sum mers 
== FPS5/1 TALKING UNION, Pete Seeger 
5: FP85/2 SING, Pete Seeger with audience 

g ~~~~~~ ~!~~~ ~~~~MM~~'V~~~'2~'R~~~&: 
== FP650 MUSIC FROY THII SOUTH. Bras8 B a nds =: FP651 MUSIC FROM TUII SOUTH, 
5 Horace Svr ott. No. 1 

12" 331/, RPM, LIST $5.95 
P401 SIOUX AND NA\"A . .JO 
P402 MtI~IC Oil' EQUATORIAL AFRICA 
P403 DRUMS OF HAITI~ Percussion 
P404 FOLK MUSIC Oll' TURKIiIY 
P405 FOLK MUsIC Oil' ETHIOPIA 
P406 INDONESIA; BALI# J AVA,SU14ATBA,M.A.LAY.A 
P407 FOLK MusIC 011' HAITI 
P408 MIDDLE EAST- PAL.li:STINB 
P409 FOLK MUS IC 011' INDIA 
P4l0 CULT MU.-He Or" CUBA 
P411 FOLK MUSIC OF SPAIN 
P4l3 INDIAN MusIC OF MExICO 
PH4 FOLK MUS IC 011' FRANCE 
PH5 FOLK MUSIC 011' Puu 
P416 UZBIiIK, AzERBAI J AN. BUKHAR..l. ARMENIA 
PH7 NEGRO FOLK MusJO ALABAMA, Secula r 

~a~ ~g~~o:g;J~ ~u~hCM~~:~~;fol1iro~rs 
P420 AMER. INDIAN MUS IC OF THE SQUTHWE ST 
P4Zl MusIC Ol!' SOUTH ARABIA (Documentarll ) 
P422 TRAD' L & CLAStilC MuSIC .OF INDIA 
P!1:23 MUS IC OliO SOUTHEAST ASIA 
P424 MUSIC OF KORZA. 
P425 FOLK MUSIC 010' PAKI~TAN 
P426 SPANISH & MUICAN MUSIC OF NBlW Msx. 
P427 MUSIC OF WESTERN CONGO 
P428 SONGS 0)1' THill W ATUT~I 
P42!l FOLK MUS IC OF J APA.N 
P430 SONGS AND P IPES 0)1' THE H&BRIDItS 
P431 RELIGIOUS MusIC Oil' INDIA 
P432 SONGS AND DANCES OIl" HAITI 
P433 MAORI SONGS 011' NIDW ZBALAND 
P434 FOLK MusIC OF YUGOSLAV IA 
P435 BLACK CARIB~ OF HONDURAS 
P436 BUR M ESE FOLK & T RADITIONAL MOline 
P439 TRIBA L MUSIC OF AUSTRALiA 
PHO R SLIOIOU.:! SONOS & D RUMS 011' BAHAIU. 
PH! DRUIelS OF THE YORURA OF NIGERIA 
P<4.42 M USIC 011' TRia F.A LASHJ.S 
P443 Ml'~ I C 010' THE UKRAINE 
P4-H FOLK MUSIC 011' THII ESKLMO 
PH5 F[.ATHEAD INDIAN MUfHC 
P446 M USIC OJ' THm ¥Aro GllOS80 
PH8 MusIC OF THE AM .. ull ISLANDS 
P449 JAPAN-Buddhist Ritua l 
P <4.50 M usIC 0 11' CJ.PBI B BBTON 
P451 BULU OJ.' THE CAM.ERooNS 
P454 GRmEK FOLK MUSIC 
P458 INDIANS 01" THE t IPPER AMAZON 
P460 TEM IAR DRUM MUSIC 
P461 JAlfA l('AN CULT MusIC 
P462 FOLK MusIC OF SENBOAL 
P464 INDIANS OF CANADA 
P465 MUSIC OF LIB.mBlA 
P 466 MU~lC OF THill P HlLl1"PINlIlS 
P469 K URDISH MUSIO 
P520A/B MUSIC FROM ITALY. PA RT 1 
P520C/D MuslO FROM I TALY. PART 2 
PIOOO HUNGARIAN FOLK SONGS, Bartok Col. 
P I ons FOLK MT1~IC; OF NORWAY 
PI009 LITHUAN IAN FOLK MUSIO IN U.S. 

2·12" 33,/, RPM, LIST $11.90 
P500 NEGRO MusIC OF AFRICA AND AMERIOA 
P5.01 MUSIC OF THE MEDITERRANEAN 
P502 A FRICAN & AYRO-AMERICAN DRUMS 
P504 MUSIC Oll' THE WORLD'S ProPLllIS, VOL. 1 
P605 MUSIC OF THE WnRLD'~ PW>PLJtS. VOL. 2 
P506 MUSTO OF THE WORLD'S P1DOPLElS, VOL. 3 
Pfi10 WORLD'S VOCAL ARTR 
P620 MUSIC FROM ITALY. PARTS 1 & 2 

;:; FP652 MUSIC FROM THill SOU TH , 

~ FP653 ~~~c:ge,,:J'':;°i~:~oJTH, INTERNATIONAL SERIES 
;: Horace Sprott, No.3 10" 331j, RPM, LIST $4.25 

~ FP654 Wo~~C ;~:a~KD~nUc~H, FP8 CALYPSO. MEBI NOUlDli. Native Music 
_ ' FP12 CHINESE CLASSIC MUSIC 
5 FP15 SONES OF MUICO, Trio AguiUias 

~ 2· 12" 33113 RPM, LIST $11 .90 ~~tI ~;I~~I~~p~~2;lb~~gE~ES 
;:; FP241 L1!iAD B S LLY'S L AST SESSIONS. VOL. 1 FP25 CANTORIALS. David Kusevttskll 
~ F P2<4.2 LICA.D BELLY'S LAST SESSIONS. VOL. 2 FP26 JEWISH FOLK SONGS. Mark 011 

i F'iilKWAY·S""RECORDS·'ANO"SERVICf"'C'ORP: 
~IUIIIIIIIIIIIICIHIIIIIIIIIClIIIIIIIIIIIUIIIIIIIIIIIICIIIIIIIIIIIIClIIIIIIIIIIIIDllllllllllllnllllllllllllClIlIIlIlIIlIUllllllllllllnlllIIlIlIlIIUlIIlIlIIllIIUUllIIlIIlIIClI 

IIIClllllllllllltlllllllllllllUlllllllllllltlllllllllllllClIlIIlIlIlIIUlIIlIIllIIlICllIlIIllIIlIIUlIIlIlIIlIIlUlllIIlII1IIIUIIIIIIIIIIIICIIIIIIIIIIIIUIIIIIIIIIIIIUllllllllllllt(. 
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AUTHENTIC FOLK MUSIC on Records * * * i 
III UllllllllllllnlllllllllllltlllllllllllllClllIIlIlIIlIIUlIlIlII lI lIIClIlIIlIIlIlIUlIIlIlIlIIlIUlIIllIIlI lII UI1IIl1l11l11UlllllllllllltlllllllllllllCIIIIIIIIIIIIUlllllllllllltl~ 

FP29 F RENCH CANADIAN FOLK SONOS. M111s FP20 SONGS TO G a ow ON,VOL.2,School Da'JIs E 
FP802 CHIN&SE FOLK SONGS • FP27 VOL.3,THISLANDIsM.YLAND,Wor kSOflOS ::::: 
FP803 HUNGARIAN FOLK SONGS. Suztl Sann FPI02 FOLK 'l'ALIIlS FROM. INDONBSIA 5 
FPS04 FOLK MUSIO OF COLOMBIA FPI03 FOLK 'fALEI,,) F ROM WEST AJo'B ICA. = 
~~~g~ ~g:~: !~~ g!~g:: g: X~~OES;I~VIA j:~ig~ I:~~IIlR~':I~:l~:.RB{t~:,higles ~ 
FP807 SONG~ AND DANCES O~· SWITZERLA. ND FPI06 JOSmPH AND HIS BBOTHERS == 
FPS09 JEW ISH FRElIL..lCH SONGS. NazaraU FP205 THE RW.L DAVY CaoOKlII"IT. Bin Haves :: 
FPSIO ARGENTINE FOLK SONGS FP701 A:~U':RI(;AN FOLK SONU~. ~~eoer == 
FPSll HAITIAN FOLK SONGS. Oueves F P703 STREET GAMEl.:; AND SONGS. NYC :: 
FPR14 SONG!"! & DANCJI)"': OF GRKEf'F, FP70 4 ALAUAMA R ING GAMES :: 
FP81 5/2 MEXICA.N FOLK SONOS . VOL. 2 FP706 FOLLOW THE SUNSET. Oha.ritv Bai lell == 
FPS16 SPAN ISH GUITAR SOLOS. Montova FP708 FR8:NCHFOLK SONGS FOR CHILDREN,MiUs Q 
FP820 RUSSIAN FOLK SONOS. Piatn'skll Ohorus FP709 MOR.& SONGS TO GROW ON. Mills :: 
FPS21 CANADIAN NORTH WOODS BALLADS FP710 BUSTS, BIROS. BUGS & L ITTLEI FISHEIS =-
FP822 HA ITIAN GUITAR SOLOS, Cas8eus (animal son08 bll Pete Seeoer) == 
FPS23 FOLK SONGS OF ENGLAND . House FP711 AND BIGG.ER FISHES ;:; 
FP824 GOSPEL SONGS (Bahamas) FP712 FIRST ALBUM OF J AZZ. Huohes !:! 
FPS27 JKWISR For.K SONGS it?'. Mark Oll FP714 GAME SONGS OF FRENCH CANADA == 
FP828 UKRANtAN CHBISTMAS SONGS FP721 ANIMAL SONOS. VOL. 1, Min8 == 
FP830 SONGS & DANCES OF THill BASQUE FP7 22 ANIMAL SONGS, VOL. 2 . Mills E 
FPS3 1 FOLK SONOS OF NP.:WFOUNDLAND, Mills FP728 CAMP SONGS C 
FPS32 F OLK SONGS Olr F UNCI! FP729 SKI P ROPEI GAvms = 
FPS33 CREaLI') SONGS OF HA ITI FP730 SONGS FOIt CAMP. The Wagoners ~ 
FP83 4 FOLK MUSIC OF HONDU ltA 8 (Marimba s ) FP740 RHTHM:S OF WORLD , La.ngston H"oh6s == 
U~~~ ~:;~:HF8ir~I~~~~~ (~~N::ans) 12" 331

/, RPM, LIST $5.95 . ~ 
FPS37 P IANO MKRINGUEI, ~ROM HAITI, Na.tive FP51 DANCE- A-LONG, Rhuthms. Percuss'ton = 
FP838 DUTCB For.K SONOS FP752 AMERICAN NFJOROHISTORY, L. Hughes == 

~~m ~~~::R!~'b~~~~~~'tc!~r:la"d~ LITERATURE SERIES ~ 
~~~g ~~~:;'F~g~~:~NiI~L:'\~~h:1 ~vA~'1)a 12" 331;' RPM, LIST $5.95 ~ 
FP843 G&RHA.N FOLK SONGS. Marth a SchIamme FP90 S. BROWN & L. HUGHES, Readings 
FP844 SWEDISH BALLADS. 8ven-B. T aube FP91 ANTHOLOGY OF NEGRO POETS, sell-read 
FP845 PORTUGUllISIl: CHRI::;TMAS SONGS FP91/2 ANTHOLOGY OF NJDORO POI!lT8. 
FP848 POLISH F OLK SONG::;. M an,., Area8 Readinos bll Ama Bontemf)8 
FP91 1 FOLKSONGS OF FOUR CONTINENTS. FP92 BHAt:AVAU u lTA & RAMAYANA. Excerpts 

Sono Swaf)pers. Pete Seeoer FP97 INFERNO (Joh n Oiardi) 
FP912 AIi'RICAN FOLK SONGS, Bantu FP97/2 THE LATJN LANGUAOIII. Moses Hadas 

Sono Swappers~ Pete Seeger FP97/3 VIRGIL)S "Tall AIINEIDII. Moses Hadas 
FP914 CALYPSO VOL. 2. Lord Invader FP97/4 HEBREW LANGUAGIII. Gaster 
FP915 ITALIAN SO.NOS AND D ANOES. Manv Areas FP97/5 CICERO. Moses Radas 
FP917 ENGLISH FOLKSONGS, Ooppa.rd FP97/10 INFERNO IN I TALIAN. de Negri 
FP9 1 8 DUETS FROM FRENCH CANADA~ FP99 ALBEB'l"-SAM SMALL-UTHmRS (House) 

FP919 g~~:~~~~Aa::!:'W~LKSONGS. Knight 2-12" 331;' RPM, LIST $11.90 
FP920 FLAMENCO GUITA R, Mario Escudero FP93/4 JAMES J OYCE Soc •• Finn.e.aan/s Wake 
FP921 FOLK MusIC. Tadj ik . Kozak. etc. F P95/6 POEMS MONTAOIll. iOO lIrs. 01 F r enchf)oet s 
FP922 GERMAN FAVORITEI SONGS . Wollf 
FP924 PU&RTO R ICAN SONGS & DANCES 
FP925 LEBANON FOLK SONGS & DANCES 
FP946 JAMAICAN FOLK SONGS. Louise Benn.ett 
FP947 GERMAN CHRISTMAS SONGS. Wolff 

12" 33'/, RPM, LIST $5.95 
FP52 EXOTIC D ANCES. Irom manll lands 
FP54 RU:-;SIAN CHORAL, B'lIzantine. Ukraine . etc. 
FP66 HINDU MUSIC (demonstration) 
FP80/1 SONGS & DANCES OF TU RKBY 
FP80/2. SONGS & DANCES OF PUERTO RICO 
FP88/1 ANTHIDMS 011' THE W ORLD. VOL. 1 
FP88/2 ANTHlDMS 011' THHI WORLD. VOL. 2 

SCIENCE SERIES 
12" 331/, RPM, LIST $S.9S 
FPXI00 SOUNDS OF FREQUIINCY ( TEST R ECORD) 
FPXI 0 t SCJBlNCB IN OU R L IVES (C.ALDBB) 
FPX120 SOUNDS Ob' A MER. TROP. RAIN FORBIST 
FPX121 SOUNDS OF THE SEA 
FPX122 SOUNDS 010' A M&RICAN SOUTHWEST 
FPX123 Vox HUMANA 
FPX124 SOU NUS m' AN IMALS (ZOO & FARM) 
FPX125 SOUNDS OF SEA ANIMALS (NO.2 FLORIDJ.) 
FPX126 THE CARNIVAL (THB MIDWAY AND 

MERRy -Go-R OUND) 
FPX127 SOUNDS OF MEDICINE, BodV Sounds, 

Operation 
FPX130 SOUND PATTERN!"! 
FPX151 SOUNDS 0" A SOUTH AFRICAN HOMIlSTmA D 

CHILDREN'S SERIES 
10" 33% RPM, LIST $4.25 
FP2 WHO BUILT AMERICA. Fol k SonDs 
FP5 SONGS To GROW ON, VOL. 1. Nur8. Dalls 
FP7 MUSIC TIME, Char itll Bailev 

JAZZ SERIES 
12" 331/, RPM, LIST $5.95 
FP53 JAZZ, VOL. 1. THE SOUTH 
FP65 JAZZ, VOL. 2, THE BLUES 
FP57 J AZZ, VOL. 3 , NEW ORLEANS 
FP59 J AZZ, VOL. 4. JAZZ SrNOERS 
FP63 JAZZ. VOL. 5, CHICAGO 
FP65 J AZZ, VOL . 6, CHICAGO it 2 
FP67 JAZZ, VOL. 7, NEW YOBK (1922-34) 
FP69 JAZZ . VOL. S. BIG BANDS before 1935 
FP7 1 JAZZ. VOL. 9. P IANO 
FP73 JAZZ , VOL. 10. BOO<HE, JUMP. K.C. 
FP75 JAZZ, VOL. 11. AUDENDA 

10" 331/, RPM, LIST $4.25 (deluxe pkg. (0) $4.95) 
FP30 FOOTNOTES TOJAZZ, Babll Dodds Drums 
FP32 FOOTNOTES TO JAZZ. M aru Lou Willwm8 
FP33 FOOTNOTES TO JAZZ. Art Tatum Trio 
FP712 FaST ALBUM 011' J .AZZ 

INSTRUCTION 
10" 331/, RPM, LIST $4.25 
FP303 5 - STBING BAN.JO. Pete Seeger 
12" 331/, RPM, LIST $5.95 
FP354 GUlTAR INSTRUCTION . Pete Seeger 
2.10" 331/, RPM, LIST $15.00 (with book) 
FP8001 SPANISR-SPlI •• -TAUilRT 
2. 10" 331/, RPM, LIST $10.00 (with text) 
FP8003 FRENCH CHILDREN'S SONGS 

(for teachino }i'rench ) 
FPSOI0 ENGLISH SPEACH. INSTRUCTION 

(Wallace House) 
6·10" 331/, RPM, LIST $37.50 (with book) 
FPS002 'l'HE MANDARIN PRIMER. 

Dr. Yuen Ren Ohao 
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