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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

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 (a) 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 usually
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' 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 mweé meérite, pini mweé, si
mwe ba merite, padoné 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
Temne 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 Béle 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

Ibo, Jig-Ibo and Scotch Ibo
Temné

Moko Yégéy€e€gé 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 Drum,
Dance:

Old Bongo
Hallecord
Bélée Kawe
Gwa Béle

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

Piké

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 _s'ﬂg, and then the sharp eccentric beat of
the kupé 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
At

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 Liaubach phonemic system. Each letter
has one sound only. All sounds are as in Eng-
lish, except:

(as in bar)

(as ee in need)
(as in get)

(as s in measure)

—g -



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

e (as a in day)

¢ (as in let)

Nasalization is indicated by the a, €, and o.
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 Bele. 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 solemn 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. There are eight
Cromanti songs. One is specifically used as

a "beg pardon'' - ""Oku, oku-€', done usually at
midnight when the spirits are specially active.
Another, "Amba da bi€, o, " is for a mimed
stick fight. The item in this selection is:

Ina, €. 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

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 mweé tuvé-i (if I find him)
Derika - mama
Derika - ga bwa
Derika - wayo
Dahomey

(high woods)

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 o

Day and night h

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

Ah, ha, ha, couma ufé, u fé, 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 understand what
is said, and pass with their heads in the air.
One of the men explains that the greeting was
friendly. Reassured, they reply: Dende wa
kuna ma bini wana meaning Dem?, deml mwé
vini oué u meaning Tomorrow I am coming
to see you.

SIDE I, Band 6: MOKO. According to
tradition there are two types of Moko, Moko
Bangeé and Moko Yégéyégé. 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 Yégéyégé:




U mwe, oh u mwé,

U mw@ ba filé, mama, (My hoe is not sharp,
mama)

U mwe ba filé, 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 Yé - Anansi-o
O Ho - Anansi-o
O Yé - Anansi-o
Anansi-o Kumarié

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 - o, Kanjurio

Ai - 0, Kb sa u fé (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 movements ''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
Weé di la wen Juba, mwe bobo

Weé di metwes mwe etc.

Send and tell '"Queen'

Baby I am sick

Send and tell "Queen'"

Baby of the Juba

Send and tell "Queen"

Baby my mistress I am ill....

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 mwé Lidé, Pléwe Maiwaz, oh
HélE mwe, Lidé, hélé oh, Maiwaz
Hélé pu nu alé

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

(Hé1¢é is used of bawling, that is, wailing
noisily - and sometimes merely conventionally
- at funerals)

DimAsh pwoshi bAtma-la-vol-a Haishi
VAadi ya bAtmAa-la-vol-a kité, 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 mwé, kosolé yish mweé ba mweé
Sa ki k8t2 mwé, kdsolé Zabette ba mwe
Sa ki émé mwé, k8solé 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 KAWE. Bé1Q is a
generic term for a certain type of creole dance,
and Bkl€ Kawe is so called because in dancing
the skirts are held up on each side in a manner
similar to the "Kawé' or ""Carrd', a defensive
position in stick fighting.

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

Dandi € y€, alé mad€ jida, - y€

Sa mwe f& yé

Sa mweé fe zot, oh,

Ai, Sese, mwée ka méné, ka mwe n3 wéjima
Jida hai mwe, oh, jida trahi

mwe, jida ba vlé 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.
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SIDE I, Band 1: BELE 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 Wén Matulé

Zo ba tan wéjima béle ?

Zo ba tan ladjé 1vé?

Ladjé 1évé, oh.

Ladjé pwa mwé na gwa chimf'
(na wéjim4: sung in error)

"Queen Matulé"

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 1II, 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 mandé€ ki le mwé wive d4 1'Abbé
L'Abbé tombo mwé yé

Ai, Sésé, mwe® tini Mama Mary lakai mwe yé,
Ai, mézami, mwe tini yish s3 Papa pu gadé
L'abbé tobo mwe yé.

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.

SIDE I, 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 foulk 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 and Carriacou where two stong
currents meet.

Capt. Dessbart, ai-o

U ba tan Venja kule

U ban tan Veja néyé

Vanja kulé 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.

Laj8, ailaj8, oh

Laja nom mayé dowé.
Si mwé té connét shimi
Domonik, oh -

Mwé té ka mayé av® yé

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 alé nf Gini pu

Kotwé pawd mwe!

Lame bawé mwé

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 another
singing:

Fam-la ka chiffoné
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,
Mweé vlé maye y0 fwa
Mwe vlé maye yd fwa
Ava La Mawi kulé
Mwe bai Tim bwai laja
Tim bwai ba vlé mayé
Mwe vle bag-la yo fwa
Ava Mama mweé 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 or cry of
bravado.

The chorus '"Mwé wivé, 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 this dance, playing the stick rhythm
on their drums. The words of this are from

Trinidad:

In my own native land
Mwé (pa sa) Bongo com mwé vlé
(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:

Hé1é, mwe pléwé
Lamo sala bulé
Lamo Mama mwé ka pli bulé

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 Bélé Kawé, 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.

Dépi ta Gawé alé oh

Dépi ta Gawé mowi

Dépi td Gawé kité,

Mama

Sé 1i ka di ""B8 ju"
Madam

Dama, ai Dama (3 times)
Sé bel plézi pu weé

Dama

Ever since Garraway went away

Ever since Garraway died

Ever since Garraway 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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FP43/2 GOOFING-OFF-SUITE, Pete Seeger E:g gokx Mus?’ OF JAPAN x

P44 SFALSE LADYE', Andrew R, Summers ONGS AND PIPES OF THE HEBRIDES

P431 RELIGIOUS MUSIC OF INDIA
P43 SONGS AND DANCES OF HAITI
P433  MAaoORI SONGS OF NEW ZEALAND
P434 FOLK MUSIC OF YUGOSLAVIA
P436 BLACK CARIBS OF HONDURAS
P436 BuUrMESE FOLK & TRADITIONAL Music
P439 TRIBAL MUSIC OF AUSTRALIA
P440 RELIGIOUS SONGS & DRUMS OF BAHAMA
P44 DRrUMS OF THE YORURA OF NIGERIA
P442 MUSIC OF THE FALASHAS
44 Music or THE UKRAINE
P444 FoLK MuUsIC OF THE ESKIMO
P445 FLATHEAD INDIAN MuUsIC
P446 MusiC oF THE MATO GROSSO
P448 MuUSIC OF THE AMAMI ISLANDS

P451 BULU OF THE CAMEROONS

P454 GreEex FoLkK Music

P458 INDIANS OF THE UPPER AMAZON

P460 TeBMIAR DREAM MUSIC

P461 JaMaAlcAN CULT MUSIC

P462 FOLK MUSIC OF SENBGAL

P464 INDIANS OF CANADA

P4656 Music OF LIBERIA

P466 Muau: OF THE PHILIPPINES
469 DISH MUSIO

PSZOA/B Mmlc FROM ITALY, PART 1

P520C/D MuUsIC FROM ITALY, PART 2

P1000 HUNGARIAN FoLK SoNGS, Bartok Col.

FP56 Oup HARP SINGING, Hast Tennessee P1008 FOLK MUSIC OF NORWAY.
FP58 NBw YORK 19, Doc. by Tony Schwartz
FPE8/2 NUEVA YORK. Doo. by Tony Schiwarts P1009 LiTHUANIAN FoLK Musio IN U.S.
FP60 MILLIONS OF MUSICIANS (SCHWARTZ Doc.)
;“;212 éxuns & CAD.OLS#%NWSR)MSEU;MEN 2-12"* 33'/; RPM, LIST $11.90
DXORANGE, {00, o A ottt P500 NEGRO MUSIC OF AFRICA AND AMERICA
FP64 TNQUIRT GRAVE, Andrew R. Summers
FP7T FISK JUBILEE SINGERS P01 MUSIC OF THE MEDITERRANEAN

FP85/1 TALKING UNION, Pete Seeger

SING, Pete Seeger wi

FP86/1 RADIO PROGRAMME, VoL. 1, Collage
FP86/2 RADIO PROGAMME, VOL, 2, Rawhi
FP660 MUSIC FROM THE SOUTH, Brass Bands

P502 AFRICAN & A¥RO-AMERICAN DRUMS

P504 Music OF THE WORLD’S PEOPLES, VOL. 1
P506 Music oF THE WORLD'S PROPLES, VOL. 2
P506 Music oF THE WoORLD'S PROPLES, VOL. 3
P5i10 WORLD'S VOCAL ARTS

P520 Music FROM ITALY, PARTS 1 & 2

FP651 MUSIC FROM THB SOUTH,
Horace Sprott. No. 1
FP652 MUSIC FROM THE SOUTH,
FPi53) Minee e e Sors, INTERNATIONAL SERIES
Horace Sprott, No 10 331/; RPM, LIST $4.25
FP654 MUSIC FROM THE SOUTH,

Song, Play and Dance

212 331/, RPM, LIST $11.90

FP241 Lgap BELLY'S LAST SESSIONS, VoL. 1
FP242 LeAp BELLY'S LAST SESSIONS, VOL. 2
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FP8  CaALYPso. MERINGURS. Native Music
CHINESE CLASSIC MUSIC )

FP15 Sones oF Mexico, Trio Aguillias
ScorTisH BAGPIPE TUNES

IrRIsSH POPULAR DANCES
CANTORIALS, David Kusevitsky
FP26 JewisH FoLK SonNGs, Mark Olf

P29  FRENCH CANADIAN FOLK SONGS. Mills
"P802 CHINESE FOLK SONGS

*P803 HUNGARIAN FOLK SoNes, Suzy Sann *
P804 FoLK MusiC oF COLOMBIA

"P806 SONGS AND DANCES OF YUGOSLAVIA
FP806 SONGS AND DANCES OF ARMENIA
F'P807 SONGS AND DANCES OF SWITZERLAND
FP809 JewisH FREILACH SoNGS, Nazaraff
"P810 ARGENTINE FOLK SONGS

"P811 mm.m FoLk Songs, Cueves

P814 SONGS & DANCE: OF GREECE

'P816/2 MEXICAN FoLK SoNGs, VoL. 2
'P816 SPANISH GUITAR SOLOS, Montoy

FP820 RussiAN FOLK SONGS, PiatMsku Chorus
"P821 CANADIAN NORTHWOODS BALLADS
FP822 HAITIAN GUITAR SoLos, Casseus
FP823 FoLK SoNGS oF ENGLAND, House

FP824 GosPeEL SoNgs (Bahamas)

FP827 JrwisH FOLK SoNes #7. Mark Olf
FP828 UKRANIAN CHRISTMAS SONGS

FP830 SoNGS & DANCES OF THE BAsQU

FP831 FOLK SONGS OF NEWF‘OI‘NDLAND Mills
P832 FoLK SONGS oF FRANCE

'P833 CREOLR SONGS OF HAITI

"P834 FoLK Music oF HONDURAS (Marimbas)
"P835 WeLSH FOLK SoNes (M. Evans)
'P836 SPANISH CHRISTMAS SONGS

"P837 P1ANO MERINGUE- kROM HAITI, Native
FP838 DUTCH FOLK SONGS
"P839 RoBIN Hoob BaLLADS, House
P840 CARIBBEAN DANCES, Many Islands
"P841 IsrAEL, FOoLK SoNGs, Hillel & Aviva
"P842 SONGS FROM THE BIBLE, Hillel & Aviva
FP843 GERMAN FoLK SoNGs, Martha Schlamme
"P844 SWEDISH BALLADS, Sven—B. Taube
'P845 PORTUGUESE CHRISTMAS SONGS
FP848 PonisH FOLK SoNGs, Many Areas
FP911 FOLKSONGS OF FOUR CONTINENTS,
Song Swappers, Pete Seeger
FP912 ArricAN FoLK SoNGs, Bantu
Song Swappers, Pete Seeger
FP914 CaLYPSo VoL. 2, Lord Invader
FP916 ITALIAN SONGS AND DANCES, Many Areas
FP917 ENGLISH FOLKSONGS, Coppard
DuETS FROM FRENCH CANADA,
Baillargeon and Mills
9 CZBOHOSLOVAKIAN FOLKSONGS, Knight
20 FLAMENCO GUITAR, Mario Escudero
21 FoLk Music, Tadjik, Kazak, etc.
FP922 GERMAN FAVORITE SoNGs, Wolff
FP924
25
46
47

PuBrTO RICAN SONGS & DANCES
LEBANON FOLK SoNGS & DANCES
JAMAICAN FOLK SoNGs, Louise Bennett
GERMAN CHRISTMAS SONGS, Wolff

127 331/, RPM, LIST $5.95

FP52 Exoric DANCES, from many lands

FP54 RuUsSIAN CHORAL, Byzantine, Ukraine, etc.
FP66 HINDU Music (demonstration)

FP80/1 SoNGS & DANCES OF TURKEY

FP80/2 SoNes & DANCES oF PUERTO R1cO
FP88/1 ANTHEMS OF THE WORLD, VOL. 1
FP88/2 ANTHEMS OF THE WORLD, VOL. 2

12 331/; RPM, LIST $5.95

FPX100 Sounps oF FREQUENCY (TeST RECORD)

FPX101 ScieNcr IN OUR Lives (CALDER)

FPX120 SouNDps o AMER, TROP. RAIN FOREST

FPX121 SOUNDS OF THE SEA

FPX122 SOUNDS OF AMERICAN SOUTHWEST

FPX123 Vox HUMANA

FPX124 SOUNDS OF ANIMALS (Z00 & FARM)

FPX126 SOUNDS OF SEA ANIMALS (NO. 2 F'LORIDA)

FPX126 THE CARNIVAL (THE MIDWAY AND
MERRY-GO-ROUND)

FPX127 SouNps OF MEDICINE, Body Sounds,
Operation

FPX130 SOUND PATTERNS

FPX151 SOUNDS OF A SOUTH AFRICAN HOMESTEAD

CHILDREN’S SERIES

10 331/, RPM, LIST $4.25

FP2  WHo BuiLT AMERICA, Folk Songs

FP5  SoNGs To Grow ON, VoL. 1, Nurs Daya
FP7 Music TiME, Charity Bailey
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SoNGs To Grow ON, VoL. 2, School Days

VoL.3, THIS LAND IS MY LAND, , Work Songs

FP102 FoLk TALRS FROM INDONESIA

FP103 FoLK TALES FROM WEST AFRICA

FP104 THE DREAM KEEPER, Hughcs

FP105 IN THE BRGINNING, Bible Tales

FP106 JOSEPH AND HIS BROTHERS

FP206 THE RBAL DAVY CROCKETT, Bill Hayes

FP701 AMERICAN FOLK SUNGS, deeger

FP703 STREET GAMBEsS AND SONGS, NYC

FP704 ArLABAMA RING GAMES

FP706 ForLLow THE SUNSET, Charity Bailey

FP708 FrRENCH FOLK SoNGS FOR CHILDREN, Mﬂls

FP709 More SONGS T0 GROW ON, Mills

FP710 Brasts, Bieps, Bugs & LaTTLR FisHES
(animal songs by Pete Seeger)

FPT711 AND BIGGER FISHES

FP712 FIRST ALBUM OF JAzz, Hughes

FP714 GAME SONGS OF FBENCH CANADA

FP721 ANIMAL SONGS, VoL, 1 % Mills

FP722 ANIMAL SONGS, VoL, 2, Mills

FP728 CAMP SONGS

FP729 SKIP ROPE GAMES

FP730 SoNGs ¥or CAMP, The Wagoners

FP740 RETHMS OF WoRLD, Langston Hughes

12" 33Y/; RPM, LIST $5.95

FP561 DaNce-A-LoNG, Rhythms, Percussion
FP762 AMERICAN NBGRO HISTORY, L. Hughes

LITERATURE SERIES

12 33Y/, RPM, LIST $5.95
FP90 S. BROWN & L. HuGHES, Readings
FP91 ANTHOLOGY OF NEGRO POETS, sel/ -read
FP91/2 ANTHOLOGY OF NBGRO PORTS,

eadings by Arna Bontemps
BHAuAVAD (.xl'l'A & HAMAYANA EHaxzcerpts
FP97 INFERNO (John Ciardi)
2 THR LATIN LANGUAGR, Moses Hadas
FP97/3 VIRGIL’S “THBE AENmD” tMoses Hadas

F‘P97/10 INFERNO IN ITALIAN, de
FP ALBERT—SAM SMALL—UTBERB (Eouse)

2-12” 33/; RPM, LIST $11.90

FP93/4 Jamps Joyce Soc., Finnegan’s Wake
FP95/6 PonMs MONTAGE. 100 yrs. of French poets

12 331/; RPM, LIST $5.95

JAzz, VoL. 1, THE SOUTH

FP656 Jazz, VoL. 2, THE BLUES

FPb67 Jazz, VoL. 3, NEW ORLEANS

4, JAZZ SINGERS

Jazz, VoL. 5, CHICAGO

Jazz, VOL. 6, CHICAGO £ 2

7, NEw YORK (1922-34)
Jazz, VoL. 8, Bic BANDS before 1935
9, PIANO

Jazz, VoL. 10, BooGIE, JUMP, K.C.
FP756 Jazz, VoL. 11, ADDENDA

107 331/, RPM, LIST $4.25 (deluxe pkg. (D) $4.95)
FP30

P3 FooTNoTES T0 JAZZ, Baby Dodds Drums
FP32 FOoOTNOTES T0 JAZZ, Mary Lou Williams
FP33 FooTNOTES T0JAzZ, Art Tatum Trio
FPT712 FIRST ALBUM OF JAZZ

INSTRUCTION

10" 33'; RPM, LIST $4.25
FP303 5-STRING BANJO, Pete Seeger
12'* 331/; RPM, LIST $5.95
FP354 GUITAR INSTRUCTION, Pete Seeger
z- o" s'/, um LIST sls 00 (-m. boel()
NISH—S
2- I)” 33‘/, RPM LIST 510.00 (vmh loﬂ)
FP8003 FrENCH CHILDREN'S SONGS
or teaching French)

FP8010 ENGLISH SPEACH INSTRUCTION

(Wallace House)
6-10"* 331/, RPM, LIST $37.50 (with book)
FP8002 THE MANDARIN PRIMER,

Dr. Yuen Ren Chao

117 West 46th Street e New York 36, N.Y.
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