Songs of the Lower Mississippi Delta
	This CD highlights the rich cultural diversity and history found in the music of the lower Mississippi delta. Many of these musical expressions have had worldwide influence while some remain mysterious to most. The songs and stories connect the lower Mississippi delta’s National Parks and their partnering organizations through music. Every song has a tale to tell. From historic monologues and poetry set to music, to work songs, ring shouts, blues, and coded spirituals. Park rangers and researchers have provided song material, suggestions, and expertise in this collaborative effort to identify and interpret songs connected to national parks and neighboring communities throughout the lower Mississippi delta region. Song selection was based on either a specific connection to a national park in the lower Mississippi delta, or to the region that the park is in. 
 	This CD is funded through a grant from the Lower Mississippi Delta Initiative (www.cr.nps.gov/delta), whose goals are to preserve the lower Mississippi delta’s cultural and natural resources and to enhance heritage tourism within the region. National Park Service sites which comprise the Lower Mississippi Delta Initiative include Arkansas Post National Memorial (Gillett, AR), Buffalo National River (Harrison and St. Joe, AR), Cane River Creole National Historical Park & Heritage Area (Natchitoches, LA),  Fort Donelson National Battlefield (Dover, TN), Fort Smith National Historic Site (Fort Smith, AR), Gulf Islands National Seashore (Ocean Springs, MS), Hot Springs National Park (Hot Springs, AR), Jean Lafitte National Historical Park & Preserve (New Orleans, LA), Little Rock Central National Historic Site (Little Rock, AR), Natchez National Historical Park (Natchez, MS), Natchez Trace Parkway (AL, MS, and TN), New Orleans Jazz National Historical Park (New Orleans, LA), Ozark National Scenic Riverways (Missouri), Pea Ridge National Military Park (Pea Ridge, AR), Shiloh National Military Park (Shiloh, TN), and Vicksburg National Military Park (Vicksburg, MS). For more information about any of these parks, please visit www.nps.gov 
The Cradle of American Music
Music and the lower Mississippi delta are synonymous and, indeed, the delta is the cradle of American music. Musical styles within the delta region are diverse and it was here that the blues, Cajun music, jazz, zydeco, spirituals and a host of other lesser known folk music traditions evolved. The late photographer and music writer, Michael P. Smith, wrote in his book, Spirit World, that the “traditional folk communities of this Mississippi delta region constitute its cultural wetlands. From these underclass environments come jazz, rhythm and blues, Cajun and zydeco music, Isleno decimas, gospel, Black (Mardi Gras) Indians, jazz funerals, and a wealth of other diverse cultural phenomena”. The historic isolation of delta communities is one of the factors credited for the retention and evolution of these folk music traditions. There is more to it though. The people of the lower Mississippi delta reveal through music their daily struggles and triumphs. Their songs are infused with spirit and spoken in dialect. They are performed in small groups or sung individually. They accompany a specific task or recount a historical event. The music of the delta is not separated from life’s daily activities, good, bad, or indifferent.
 	Some of the delta’s musical offspring need no introduction. Known throughout the world is the blues music of the lower Mississippi delta. The blues are rooted in African music traditions but have evolved into a distinctive American musical form that speaks to the African American experience which is unique to the rural settings of the Mississippi and Arkansas deltas.  David Evans from the University of Memphis writes that although the state of Mississippi (and elsewhere in the delta) is best known for its contribution to the blues, the state is also “rich in other African American folk music traditions, fascinating and rewarding in their own right and as context and background for appreciating and understanding the blues”. Evans says these traditions can include “work songs associated with farming, prison, riverboats, levee camps, or ballads that tell a story, folk ragtime music, instrumental dance tunes, songs adopted from Anglo-American tradition, early blues, and spirituals”. Songs from these traditions, “tell of the realities of everyday life in rural Mississippi early in the 20th century (some go back to the 19thcentury ) of hard work, poverty, violence, imprisonment, hunting, dancing, love and lust, prayer, and a strong desire to leave one’s troubles behind.”
 	Jazz music, like the blues, is enjoyed worldwide and was created in New Orleans in the early 20th century. Jazz is America’s most widely recognized indigenous musical art form and the performance and appreciation of jazz is international. Many distinctive social practices (jazz funerals, dances, brass band parades, etc.) that are associated with the origins of jazz continue in New Orleans today. A wealth of folk music traditions and pre -jazz music like blues, spiritual singing, ragtime, brass band, Creole songs, and street cries bubbled up together to create this new type of dance music in New Orleans.  Jazz is so iconic to the United States that a National Park (New Orleans Jazz National Historical Park) was established in 1994 to interpret its enthralling and diverse history.  Elsewhere on this CD, you will find the southwest Louisiana dance music of zydeco and Cajun, music which offers a window into the world of Creole and Cajun people. Civil War battles are recounted through period songs and poetry. 19th century African American spirituals, rich with double meanings, encourage perseverance on the long road to freedom. Plays, and musical monologues pay homage to important historic events at places like Little Rock Central National Historic Site, Fort Donelson National Battlefield and Shiloh National Military Park. Prison work songs and individual singing are performed to pass the time and coordinate physical movements. A Mardi Gras Indian song, a Mississippi River song, and a composition by America’s first classical composer of note are also thrown in for good measure. We hope you enjoy the music and we urge you to visit some of the many National Parks, museums, historic sites, festivals, and juke joints that the lower Mississippi delta, the cradle of American music, has to offer.	 
Disc I
1. Rosie
Work songs and field hollers’ played an enormous role in the development of American blues in the Mississippi Delta. Prison work songs and individual singing, a product of an isolated and segregated time in the Delta, produced a rich bounty of rare pre-blues African American singing styles. Folklorists Alan and John Lomax considered “Rosie”, and its many variations, one of the finest work songs of all time, recording it in both Louisiana and Arkansas prisons. Park Ranger Bruce Barnes, who heard “Rosie” and other work songs while growing up in the Mississippi Delta, leads this version of that is similar to a Mississippi State Penitentiary (Parchman Farm) field recording by Alan and John Lomax. The person who leads a work song is responsible for singing the songs with the appropriate timing for the specific task at hand. Coordination of swinging axes and other tools is done through the pacing of the call & response singing and the consequences for getting ‘out of time’ could be dire. Work songs also served to help make it through a grueling workday often times lasting from ‘sun up until sundown’. Additionally, work songs were a vessel for communication between workers especially since protests could be imbedded in the song without fear of retribution from the overseer or captain. 
The following description of Parchman Farm is provided courtesy of the Mississippi Department of Archives and History:
“In January 1901 the state of Mississippi purchased land in Sunflower County for a prison. The Mississippi State Penitentiary, also known as Parchman Farm or simply Parchman, became the main hub for Mississippi's penal system. Parchman Farm was in many ways reminiscent of a gigantic antebellum plantation and operated on the basis of a plan proposed by Governor John M. Stone in 1896. By 1917, Parchman was separated into twelve male camps and one female camp, and racial segregation was considered of paramount importance.
The convicts worked ten hours a day, six days a week, and slept in long, single-story buildings commonly called "cages" that were constructed of bricks and lumber produced on site. Most male prisoners were employed in farming, but some also worked in the brickyard, sawmill, cotton gin, and prison hospital. The female camp produced clothes and bed sheets for the entire farm. On Sundays, the convicts would attend religious services and often formed baseball games between opposing camps.
Because of the remote location and vast size of Parchman Farm, a sophisticated system of walls and fences was considered unnecessary. Prison officials would employ convicts they considered trustworthy as armed guards. These prisoners were known as "trusty guards" or "trusty shooters" and were separated from the general prison population.
Visit the Mississippi Department of Archives and History digital archives to view photograph collections, designated PI/1996.0006 and PI/PEN/P37.4, which showcase photographs taken at the Mississippi State Penitentiary in the early twentieth century. They document Parchman facilities and activities from 1914 to the early 1940s, including the women’s sewing room where 2 Library of Congress recording sessions took place. The digital photo collections can be found at: 
http://mdah.state.ms.us/arrec/digital_archives/
Vocals: Bruce Barnes, Phillip Manuel, Joshua Walker, and Ervin “Honey” Banister


2. Run, Mary, Run
Ted Gioia, in his book Delta Blues, writes that “Black culture has always been rich in coded or buried meanings, inside jargon, double entendres, and other ways of communicating secretly while in full view”. “Run, Mary, Run” is an example of an African American spiritual that employs a Biblical reference while simultaneously suggesting other meanings inherent in the African American fight for freedom. The song urges one to keep going in the face of oppression, to overcome slavery through escape or other means. “Run, Mary, Run” reminds us that no matter what your current circumstance are (slavery, in this instance); the right of the tree of life is due to all “weeping Mary’s”. 
Lead Vocals: Erica Falls
Backup vocals: Bruce Barnes, Phillip Manuel 
Matt Hampsey (guitar), John Jones (drums), Donald Ramsey (bass)

3. Same Train
This African American spiritual, sung here by the gifted New Orleans vocalist Erica Falls, was most likely composed during the time of slavery and provides powerful imagery of a train carrying loved ones to freedom. Trains provide a more modern version of the chariot motif, used in early spirituals to depict a dramatic rescue from slavery’s oppression, oftentimes sweeping down and carrying the oppressed far away to a better life or heavenly home. The freedom in this song is ambiguous enough to refer to freedom in the afterlife or to freedom in this world via the Underground Railroad.
Vocals: Erica Falls
Matt Hampsey (guitars), Tarik Hassan (bass), Leroy Etienne (drums)

4. Shake em’ on Down
The brilliant slide guitarist and Mississippi Delta blues singer Bukka White recorded this song in Chicago 1937 while on the run following a conviction for a shooting. When White was recaptured, he was sent back to Mississippi’s infamous Parchman Farm. The version on this CD, however, was inspired by field recordings made at Parchman Farm in 1939 of a 25 year old prisoner named Lucille Walker. The recording was made on primitive equipment by Herbert Halpert, on behalf the Library of Congress and Works Progress Administration. Lucille Walker ‘s version of “Shake em’ on Down” which, like the other songs recorded on this fieldtrip, is raw and imperfect, but sung with such conviction and honesty that the end result is nothing short of beautiful. Walker introduces “Shake em’ on Down” as a blues and said she “learned it from a man”. These recordings, made over 2 days, featured a group of women prisoners singing in the women’s sewing room at Parchman Farm. By 1917, Parchman Farm was separated into 12 male camps and one female camp. The female camp was used to produce clothes, bed sheets, and cotton sacks for the entire prison farm. 
Vocals: Johnaye Kendrick
Matt Hampsey (guitars), Tarik Hassan (bass), Bruce Barnes (harmonica)

5. Shiloh: A Requiem (April 1862) by Herman Melville
“Shiloh: A Requiem” was written by Herman Melville (1819-1891) and included in his 1866 collection of war poems entitled Battle-Pieces and Aspects of the War. The collection takes  a somewhat chronological look at the American Civil War from John Brown’s hanging to Reconstruction. Melville was best known for his 1851 novel Moby Dick or The Whale. By the time Melville published Battle-Pieces, his career and popularity had declined. Although a few contemporaries would praise Battle-Pieces for its inclusion of both Northern and Southern perspectives of the war, the book only sold around 500 copies of the original 1200 printed. Not until the 1920s, in what would be called the “Melville Revival,” would the writer become recognized for his literary career, including his poetry.  The poem is read by Chris Mekow, a park ranger and Civil War historian at Shiloh National Military Park with music composed and performed by ranger Matt Hampsey.
Matt Hampsey (guitars)

6. ‘Twas at the Siege of Vicksburg
“Twas at the Siege of Vicksburg” was set to the melody of “Listen to the Mocking Bird”, a popular song written in 1855 by Setpimus Winner. “Twas at the Siege of Vicksburg” incorporates new lyrics which portray the final military action in the Vicksburg Campaign of the American Civil War. Tim Kavanaugh, a park ranger at Vicksburg National Military Park, reports that the rewritten lyrics of this song are suspected to have happened at the siege itself.
Gina Forsythe (vocals and fiddle), Matt Hampsey (guitar)

7. Sign of the Judgment
“Sign of the Judgment” is a modern adaptation of a ring shout, applying both the rhythmic feel and the call and response singing used in ring shouts. Ring shouts were common throughout the Deep South during the time of emancipation.  They were profoundly religious experiences providing an unbroken link to old world African spiritual traditions. The ring shout, as practiced during slavery, embodied vivid continuances of western and central African expressive culture in the New World (Malone, p. 28). The African rhythms and call and response singing of this particular ring shout were inspired by the recordings of the McIntosh County Shouters,  compiled by Smithsonian Folkways and National Public Radio’s groundbreaking recording entitled Wade in the Water: African American Sacred Music Traditions.  In the liner notes of Wade in the Water: African American Sacred Music Tradition: Vol II, historian Sterling Stuckey provides a description of a ring shout.
“A counter clockwise dance often done to the rhythms of hand clapping or of other improvised percussive sounds as chanting or singing take place, the ring shout was the most principal ancestral ritual of the slave era, the single most important one to come out of Blacks in North America.” (Sterling Stuckey, Slave Culture: Nationalist Theory and the Foundations of Black America).
Ring Shouts can still be heard at the Easter Rock service in northeast Louisiana, outside Winnsboro in Franklin Parish, on the Saturday evening before Easter Sunday.
Bruce Barnes (lead vocals), Phillip Manuel and Erica Falls (backup vocals) 
Matt Hampsey (guitar), John Jones (drums), Donald Ramsey (bass)
8. Stories From da Dirt III
This recording is an example of African American performing artistry and is written, directed and arranged by Dr. Nancy J. Dawson.  The historic drama is about former enslaved Africans escaping to Fort Donelson, after it was taken over by Union forces in 1862. Coded songs with dual meanings that signify resistance to bondage, plans for escape and hopes for freedom are included.  The song “Run Brother Run” was originally entitled “Run Nigger Run” and according to oral history accounts was popular in Kentucky and Tennessee. Marybeth Hamilton, in her book In Search of the Blues, writes that “Run, Nigger, Run” depicted “comic misadventures of escapees attempting to elude the slave patrols”. Hamilton states that while the song dates back to the mid 19th century, it is unlikely that enslaved people originated it, or even sang it. The Oklahoma Writers’ Project however, in 1937, interviewed Anthony Dawson, a former slave who was 105 at the time of the interview.  Mr. Dawson had this to say about the song: 
“Dat one of the songs de slaves all knowed, and de children down on de “twenty acres”  used to sing it when dey playing in de moonlight ‘round de cabins in de quarters. Sometime I wonder iffen de white folks didn’t make dat song up so us niggers would keep in line”.

The spirituals “Steal Away” and “The Gospel Train” (also known as “Get on Board Little Children”), also included in this piece, are well known for their multiple interpretations.
Fort Donelson National Battlefield (Dover, Tennessee) has documented that during the antebellum period, freedom-seekers used the Cumberland River as an escape route from the slaveholding south and the fort was a refuge site. Freedom knew no boundaries for thousands of men and women and children living in pre-war Kentucky and Tennessee.  The Confederates were fighting to hold the fort and the area to preserve their definitions of liberty and freedom, while thousands of enslaved African Americans were waiting for the right moment to create their own freedom. For more information about Fort Donelson National Battlefield visit: www.nps.gov/fodo
The premiere of the theatrical production Stories From da Dirt, was at Fort Donelson National Battlefield in April of 2009 and was based upon the research and writing of Dr. Dawson, who studied the African American involvement in the Civil War in Middle Tennessee and Western Kentucky for nearly 10 years.  She is also the founder of Music is Spirit--a cultural entertainment company. For more information about Music is Spirit, visit www.storiesfromdadirt.com
Written, directed and arranged by Dr. Nancy J. Dawson
Addie NiRuma Keys( Lead vocals on Steal Away and Run Brother Run)
Yoruba Kikiloma Mason(Lead vocals on The Gospel Train and Oh Freedom)
Background Vocalist: (Joshua Walker, Nancy J. Dawson and James Witherspoon Sr.)
Harmonica: James Witherspoon Sr.
Monologues: Nancy J. Dawson and Nana Akousa Bakeman Gyeaboa
Recorded at Niko Records Studio, Clarksville, Tennessee, August 25, 2010

9. Sweet Lotus Blossom
 	Like so many songs and their stories, “Sweet Lotus Blossom” has shifted and changed over time, bent to the will of the musician.  Originally written by Sam Coslow and Arthur Johnston for the 1934 film Murder at the Vanities, the song was soon adapted and rerecorded by the great American Blues singer and pianist, Julia Lee. The song was so memorable that Lee recorded the song again in 1951 with a matured voice and style. Like the song “Sweet Lotus Blossom”, Lee's music had gone on to shift and change. By the late 1940s, Lee was a pioneer of early American R&B.  Her music went on to inspire other great African American female Blues and R&B artists with roots in the Gulf South, including Hadda Brooks, Camille Howard, and Nellie Lutcher. 
Sherrilynn Colby Botel (vocals), Ben Polcer (cornet), Bruce Brackman (clarinet), Jason Jurzak (bass), Matt Botel (banjo), Richard Scott (piano and trombone), Matt Hampsey (guitar)

10. Take this Hammer
 	Born Huddie Ledbetter in Mooringsport, Louisiana in 1888, “Leadbelly” played 12 string guitar along Shreveport’s famed Fannin Street, sang his way out of prison (twice), and became known as a folk hero with songs like “Midnight Special”, “Goodnight Irene”, and “Bourgeois Blues” before his death in 1949. Leadbelly used to introduce “Take This Hammer” as a “different kind of worksong”, one in which a thinly veiled protest is apparent. Prison work songs and railroad songs like “Take this Hammer”, “Swannanoah Tunnel,  and “Nine Pound Hammer”, of which some lines are similar, are known as ‘hammer songs’ or ‘roll songs’.
Joshua Walker (vocals), Matt Hampsey (guitars), John Jones (drums), Donald Ramsey (bass)

11. Wicked Superintendent
 	This song was originally titled “Ricketiest Superintendent “on a Library of Congress field recording made in the women’s sewing room at Parchman Farm. “Wicked Superintendent” is an adaptation of the original field recording with guitar accompaniment added. This is a song that would have been sung only when the prison superintendent was not around. It was a cotton picking song in which the question is posed, “What you gonna do, when they send your man to the war?” to which the desperate response is “I’m gonna drink muddy water, and sleep under a hollow log.” Bernice Johnson Reagan, in the liner notes of Jailhouse Blues, Women’s a capella Songs from the Parchman Penitentiary Library of Congress Field Recordings, 1936 and 1939, writes that a song like this is “truly of a woman’s experience”,  unique to women during the early part of the 20th century in the rural delta. “You have to have been a little girl walking down a dirt road to school every morning to understand the terror in these lines”.
	It was early one morning; I was on my way to school
	Some (saw a) grey-headed man, and he broke my mama’s rule.
 Other lines in this song include mention of a sergeant, superintendent, and a barrelhouse. A prison farm “superintendent” would be in charge of a unit in the larger prison’s like Parchman Farm, Angola, or Cummings Prison Farm. A “Sergeant” or more frequently “captain” would have assumed the role similar to an “overseer” or “straw boss”. A “barrelhouse”, mentioned in the line, “What you gonna do when they tear your barrelhouse down?”,  can refer either to a rural musical style or the place where the old time blues and country dances were held, i.e. juke joints and honky-tonks.
Erica Falls (vocals), Phillip Manuel (vocals), Matt Hampsey (guitar)



12. You Got to Move
 	Mississippi Fred McDowell (1904 – 1972), considered one of the first North Mississippi bluesmen to achieve widespread recognition, is credited with writing “You Gotta Move”, his most famous composition. McDowell’s down home blues sound and his skill playing slide guitar bring together all the elements that epitomize rural delta blues. From note bending shakes, sliding tones, and an intense vibrato, Mississippi Fred McDowell was the real deal.  Ranger Bruce Barnes, featured on vocals and harmonica on this version, claims that at least part of the melody of “You Gotta Move” predates the inimitable Mississippi Fred McDowell, as many songs in the delta tradition are bound to do. Additionally, a 1965 recording by Folkways Records entitled Moving Star Hall Singers & Alan Lomax: Sea Island Folk Festival featured an accapella version titled “You Got to Move” featuring slightly different lyrics. The liner notes of this album also state that “all these songs go way back yonder in slavery time”.
Bruce Barnes (vocals and harmonica), Matt Hampsey (guitar)

13. Les Zydeco Sont Pas Salés
This song provided the musical genre of zydeco its name. In Louisiana Creole, “Les zydeco sont pas sale’” literally means “the snap beans aren’t salty”. This phrase would be used to describe someone who is so broke that they cannot even afford a piece of salt meat to season their beans. This is a Creole way of answering the question, “How are you doing?”, if you are not doing so well. Zydeco music was born in southwest Louisiana, created by black creoles, and was based off the earlier la la and jure’ styles of Creole music. Zydeco is first and foremost, a dance music that features the accordion and frottoir (rub board) as prominent instruments. For more information about the music and culture of southwest Louisiana, visit the Jean Lafitte National Historical Park & Preserve units in Lafayette (Acadian Cultural Center) and Eunice (Prairie Acadian Cultural Center), or online at www.nps.gov/jela.
Bruce Barnes (lead vocals, accordion), Leroy Ettienne (drums, frottoir, backup vocals), Matt Hampsey (guitar)

14. La Danse de Mardi Gras
Not far from the Prairie Acadian Cultural Center in Eunice, Louisiana (One of six sites that comprise the Jean Lafitte National Historical Park & Preserve), a colorful and rowdy Mardi Gras tradition rooted in medieval France, occurs every Fat Tuesday. In fact, the Mardi Gras courir (or run) in Eunice and other areas of southwest Louisiana has been an annual celebration since the late 19th century.  Nick Spitzer, author of Mardi Gras in L’ Anse de ‘Prien Noir: A Creole Community Performance, writes that the “idea for the courir de Mardi Gras in southwest Louisiana arrived with the Old World French early in the eighteenth century and was reinforced by the Acadians in the years after their arrival in 1765”.
The Mardi Gras courir is made up of brightly costumed riders on horseback meandering through the countryside from house to house, ‘begging’ for ingredients to make a communal meal. The day’s pageantry always involves the singing of this song, perhaps with melodies dating back to medieval times: "Capitaine, Capitaine, voyage ton flag/ Allons se mettre dessus le chemin. / Capitaine, Capitaine, voyage ton flag. / Allons aller chez l'autre voisin." ("Captain, Captain, wave your flag. / Let's take to the road. / Captain, Captain, wave your flag. / Let's go to the other neighbors.")
In addition to the Mardi Gras courir, family activities abound at the Prairie Acadian Cultural Center on Mardi Gras day including a parade that rolls through downtown Eunice.
Joshua Theriot (vocals, bass), Matt Hampsey (guitars), Gina Forsythe (fiddle)

15. Indians, Here They Come 
Masking Indian since he was six years old in the Creole Wild West, Ervin “Honey” Banister leads this contemporary arrangement of a traditional Mardi Gras Indian call & response chant. Honey is currently spy boy of the oldest Mardi Gras Indian gang, Creole Wild West, which can document its existence to at least 1835. Mardi Gras Indian gangs are groups of African American men who sew magnificent and colorful suits for their grand appearance on Mardi Gras day, forming a kind of urban street theatre built off of a history of resistance, and maintaining secrecy to outsiders. Resistance to laws that did not allow blacks to mask on Mardi Gras day and manifestations of African and Native American warrior spirits are key elements of the Mardi Gras Indian culture.  Paying homage to Native Americans who resisted the hostile takeover of their lands is also significant for Mardi Gras Indians. The call & response chants that Mardi Gras Indians sing are designed to navigate through the streets, always on the lookout for other gangs. Years ago, the likelihood of violent encounters between Mardi Gras Indian gangs was a real possibility. Nowadays, Mardi Gras Indians maintain some of the same songs, rhythms, and chants that were sung over 100 years ago but they are more likely to battle with the needle and thread, trying to outdo each other in the sewing of the elaborate suits.
Ervin “Honey” Banister (Lead vocals and tambourine), Bruce Barnes (backup vocals and cowbell), Phillip Manuel (backup vocals), Joshua Walker (backup vocals), Matt Hampsey (guitar), 
John Jones (drums), Donald Ramsey (bass).

16. Foxhunt
Ranger Bruce Barnes learned this song growing up in the Arkansas delta from his father, Willie Barnes Sr., a superb harmonica player himself. Bruce’s dad and his uncle, Samuel Norris, used to sing this song to talk about ‘coon and foxhunting. This song likely traces its lineage to origins in England. A similar version performed by Will Starks (born in 1875) was also recorded by Alan Lomax, John W. Work, and Lewis Jones in Clarksdale, Mississippi on August 9, 1942. Starks, who lived in the ‘bottoms’ of the delta, learned the song from his father also around 1910.
Bruce Barnes (vocals and harmonica), Matt Hampsey (guitar)

17. [bookmark: a]Deep River
James Haskins in his book, Black Music in America, asserts that “Deep River” was sung by enslaved Africans to announce that there was to be a meeting at the river. This profound spiritual speaks of the river as a metaphor for crossing over into freedom, whether in this life or beyond. The campground reference is both to heaven and the north or Africa and freedom (Newman, 1998, p. 30). The powerful use of water and rivers as a metaphor for life beyond this world was also practiced by West Africans like the Ibos and the Kongos.
Johnaye Kendrick (vocal), Matt Hampsey (arrangement and guitars)


18. Soul Make a Path Through Shouting for Elizabeth Eckford, Little Rock Arkansas by Cyrus Cassells.
This poem, written by Cyrus Cassells, is read by Little Rock Central High School park ranger Spirit Trickey and depicts the terrifying first day of school at Central High School in 1957. Elizabeth Eckford, one of the Little Rock Nine arrived at school alone and was greeted by a mob. The world watched as an innocent fifteen year old girl made one of the longest walks of her life in the midst of an angry mob of segregationists and the media. For more information regarding this day and other events at Central High School, now a National Park Service site, visit: 
http://www.nps.gov/chsc/index.htm
Spirit Trickey (voice), Matt Hampsey (guitar), Bruce Barnes (harmonica and vocals)

The poem “Soul Make a Path through Shouting, for Elizabeth Eckford, Little Rock Arkansas, 1957” is from  the book Soul Make a Path through Shouting, and used with permission from the author, Cyrus Cassells. The book is published by Copper Canyon Press. Copyright © 1994
www.coppercanyonpress.org.

19. Excerpt from One Ninth, a play written by Spirit Trickey
This monologue, from the play One Ninth, recounts how Minnijean Brown Trickey reveals through a diary entry the horrifying experience she endured on the first day of school at Central High School in 1957. Park Ranger Spirit Trickey is the playwright of One Ninth, an exploration of human dignity and racial conflict as seen through the eyes of Minnijean Brown Trickey, one of the students from the Little Rock Nine who integrated Little Rock Central High School in 1957 and who also is Spirit’s mother.  Named one of the “Top 100 History Makers in the Making”, Spirit has been featured on NBC Nightly News and was one of ten Americans to win a “Ticket to History” to witness the inauguration of President Barack Obama for her winning essay. 
 	The monologue is read by another Central High School park ranger, Crystal Mercer, who started as a volunteer for the National Park Service at the age of fourteen and possesses a theatrical background with an impressive list of credits. In a cooperative effort with her co-workers and the National Park Service, Crystal helped launch the Little Rock Central High School National Historic Site Youth Leadership Academy, which appointed nine high school students, representative of the Little Rock Nine, to participate in a yearlong service project that promotes non-violence, youth empowerment, volunteerism and stewardship for the National Park Service.
Crystal Mercer (voice), Matt Hampsey (guitar)
Disc 2
1. Arkansas Tongue Twister
Ranger Bruce Barnes was given this Arkansas tongue twister by his mother, Indianna Barnes, to perform while he was in grade school. Bruce grew up in Benton, Arkansas in the Mississippi delta immersed in the culture that produced the blues. This tongue twister is set to music, arranged by Bruce, which draws influences from old time Arkansas string band traditions.  Bruce plays the piano accordion, replacing the fiddle as the lead instrument common in many string bands.
Bruce Barnes (voice and accordion), Matt Hampsey (guitar), Leroy Ettienne (drums), Michael Harris (bass)
2. Aux Natchitoches
	 “Natchitoches” refers to the region in central/northwest Louisiana bounded by the hills of the Kisatchie National Forest to the west and the Red River Valley at the east.  The present day City of Natchitoches was established ca. 1713-1714, first as a transportation hub, and later as a colonial presence for the French in Louisiana. The influence of the Natchitoches Indians, contributions from Africans, and transitional years of imperial rule from French to Spanish to American provided for the diverse heritage celebrated there today. 
 	The song “Aux Natchitoches” was first recorded by the Avoyelles Parish-born musical artist Blind Uncle Gaspard in 1929.  Musical scholars believe “Aux Natchitoches” is a ballad dating from the colonial period along the Red River Valley.  Oral tradition in song is the basis for much traditional music and a significant aspect of Louisiana’s musical heritage.  “Aux Natchitoches” is a traditional Louisiana French song still performed by diverse Creole, Cajun, and American Indian artists alike.  Although the song may have been modified from its original version, “Aux Natchitoches” has preserved and continues to represent the musical heritage of Natchitoches and the Red River Valley.  The lyrics involve the story of a man and woman in a romantic relationship that live too far away from one another for frequent visits.  “In Natchitoches there is a brown-haired woman, I don’t see her as much as I would want.”  It may be presumed that the woman lives near Natchitoches and the man travels from some point south along the Red River Valley to visit her.  One Sunday, the man visits to find the woman sick in bed, unresponsive and possibly at the verge of death.  “Are you sleeping, do you slumber?”  The lyrics proceed to tell the listener to wear clothes “the color of ash” in preparation for visiting, and that “Sunday … is the saddest for a lover that is living in languor.”  Apparently the woman dies, and the man is tormented by the unfortunate events.  “I sleep not and I slumber not, all the night my spirit is awake”.  Gina Forsythe sings, plays the fiddle and guitar on this heartfelt version. Historical research and writing is provided by park ranger Dustin Fuqua at Cane River Creole National Historical Park. Cane River Creole National Historical Park preserves the resources and cultural landscapes of the Cane River region and enhances the understanding of its peoples and traditions through research, interpretation, education and technical assistance. For more information about this unique NPS site, visit:
 www.nps.gov/cari
Gina Forsythe (vocals, fiddle, guitars)



3. Bamboula
 	Richard Scott, former New Orleans Jazz National Historical Park employee and frequent guest musician, performs this classic piece written by Louis Moreau Gottschalk (1829 – 1869). While historians may debate whether Louis Gottschalk was exposed to the African dances and drumming of New Orleans’ Congo Square as a child, it is almost certain that Gottschalk’s music was touched in some way by the prevalence of African rhythms floating through the air in New Orleans. Nobody knows exactly where he learned the song “Quan' patate la cuite”, which is the main theme of “Bamboula”. It is clear, however, that this piece is a delightful combination of European piano styling’s, Creole Melodies, and African rhythms”.  Gottschalk was the United States first well known classical music composer, a piano prodigy who was born at the corner of Royal St. and Esplanade Ave and later moved to North Rampart Street, across the street from Congo Square. 
Richard Scott (piano)


4. The Battle of Fort Donelson 
 	This piece features a poem that was written on July 4, 1862 by W.E. Maurey, a soldier with the 49th Tennessee Infantry.  Maurey was captured and taken prisoner at Fort Donelson in 1862 and became a prisoner of war at Camp Douglas, Illinois. Fort Donelson National Battlefield commemorates the first major victory for the North during the Civil War during which Ulysses S. Grant uttered the words, “No terms except an unconditional and immediate surrender can be accepted.” The Dover Hotel, part of Fort Donelson National Battlefield, served as the meeting site for the General s when they discussed the terms for the surrender on February 16, 1862. To learn more about Fort Donelson National Battlefield and Fort Donelson National Cemetery, visit: 
www.nps.gov/fodo
Chris Mekow (voice), Matt Hampsey (musical arrangement and guitar)

5. It’s Better to be Born Lucky
 	This song is in the solo work song tradition or what could also be coined, the field or levee camp holler tradition. Vocalist Joshua Walker lends his rich baritone to his interpretation of this song inspired by a 1939 field recording of Big Charlie Butler singing at Parchman Penitentiary in Mississippi. Big Charlie Butler, released from prison in 1942, was recorded by John and Ruby Lomax for the Library of Congress.
Joshua Walker (vocal)

6. Just A Closer Walk with Thee
 	While “Just a Closer Walk with Thee” was a popular song to emerge from the development of African American “Gospel” music in the 1920’s, it has also become synonymous with the New Orleans jazz funeral dirge. Old hymns and spirituals are played achingly slow on the way to the cemetery and happy celebratory music is played on the way back. “Just a Closer Walk with Thee” is perhaps the most popular funeral dirge and is guaranteed to be played by the brass band as they slowly travel to the deceased’s final resting place. There is some debate to the origin of this song but most indications lead to at least a portion of “Just a Closer Walk with Thee” going back to the mid 19th century.
Bruce Barnes (narration), Joshua Walker (vocal), Ben Polcer (cornet), Bruce Brackman (clarinet), Jason Jurzak (bass), Richard Scott (trombone), Matt Hampsey (guitar)

7. Brass Band Medley
 	In New Orleans, life is celebrated through a recognition that every day is precious and life can be fleeting. An emphasis is placed on enjoying leisure time with family and friends, always with good food and music. Death is celebrated as well with a brass band funeral, meant to encompass all the imaginable emotions involved when a loved one passes away. Slow dirges, always hymns and spirituals, are played on the way to the cemetery, and raucous up-tempo brass band numbers on the way back that seem to echo the old saying that one is to “cry when the baby is born and rejoice when they die”. All the uninvited guests that fall in behind the brass band form what is known as the 2nd line.  The first line is made up of the band, family members of the deceased, or the members of a benevolent society or social aid & pleasure club that the deceased may have been a member of. For more information about the New Orleans Jazz National Historical Park, visit us online at www.nps.gov/jazz
Bruce Barnes (vocal), Ben Polcer (cornet), Bruce Brackman (clarinet), Jason Jurzak (bass), Richard Scott (piano and trombone), Matt Hampsey (guitar)


8. Cascades
Roughly 2 miles from the present day site of Jefferson Expansion National Memorial was the Rosebud, a variety saloon where ragtime pioneer Scott Joplin wrote many of his songs while performing there. The Rosebud was only a short streetcar ride from 2658 Delmar Street, home of Joplin in St. Louis and now a State Historic Site. One of these songs, Cascades, is said to have been written by Joplin exclusively for the Louisiana Purchase Expedition, also known as the 1904 World’s Fair in St. Louis. The pianist here is Richard Scott who speaks glowingly of Joplin. “Scott Joplin earns his title as the King of Ragtime with every piece he wrote. It is impressive to me that while defining the ragtime style, he always seemed to take the music in different directions. His Cascades is a perfect example of this. Each section of the piece offers something interesting and challenging, from double-handed arpeggios in the first section to catchy melodies in the second, to rumbling left-hand octaves in the third. Few composers of ragtime since the days of Joplin are able to assemble such creative ideas within a piece”. For more information about the Jefferson Expansion National Memorial please visit www.nps.gov/jeff
Richard Scott (piano)

9. Death of Floyd Collins
In February of 1925, Floyd Collins died in a Kentucky sand cave (near the present day Mammoth Cave National Park) after an agonizing struggle and failed rescue effort that captured the American public’s attention via nationwide radio and press coverage. Archie Green, in his seminal 1965 article in The Journal of American Folklore, “Hillbilly Music: Source and Symbol”, writes about how this song came into being.
“Polk Brockman, still searching for good sales material, asked (by telegram from Florida) his own Okeh recording artist in Atlanta, the Reverend Andrew Jenkins – blind newsboy, evangelist, poet, and musician – to write a Collins song. Until this time each pioneer hillbilly performer had come into the studios with his own stock of traditional ballads. But now "Blind Andy" composed a new one on demand for a music industry executive. Jenkins' daughter, Irene Spain, recalls the scene on her front porch after the receipt of the assignment. The news story was known to both of them from press and radio. As her father composed, accompanying himself on the guitar, Irene took down the words. Within four hours she scored the music and sent text and tune on to Brockman. “
For more information, including a podcast about Floyd Collins, his 18 day entrapment, rescue attempts, and the Mammoth Cave National Park, visit: http://www.nps.gov/maca/historyculture/trapped.htm
To listen to Vernon Dalhart’s 1925 recording of “Death of Floyd Collins” and to download the sheet music to this song visit: http://www.nps.gov/maca/photosmultimedia/sounscapes.htm
Alison Leferve (vocal, piano, and arranger), Matt Hampsey (guitars), Leroy Ettiene (drums), Michael Harris (bass)

10. Delta Bound
 	Delta Bound was penned by Alex Hill in 1933 when he was just 27 years old.  Hill was born the son of an African American Episcopalian minister and although his family trained him in classical and liturgical piano, he was tempted away by the syncopation of jazz.  By the age of 18, Hill was leading his own band.  Over the next 15 years, he went on to play and compose for a number of great musicians: Louis Armstrong, Irving Berlin, and Fats Waller, as well as Mutt Carey, Paul Whiteman, and Duke Ellington. Although his life was cut short by tuberculosis, Hill is credited with being an early example of Black musicians whose music crossed racial barriers. He left us with many great songs such as I'm Crazy 'Bout My Baby and I Would Do Anything for You. But it is in his classic, Delta Bound that he draws on his Southern upbringing to tell us a story of longing for the familiar, turning toward head home, and being Delta Bound.
Sherrilynn Colby Botel (vocals), Ben Polcer (cornet), Bruce Brackman (clarinet), Jason Jurzak (bass), Matt Botel (banjo), Richard Scott (piano and trombone), Matt Hampsey (guitar)


11. The Drummer Boy of Shiloh
“The Drummer Boy of Shiloh” was composed and written by William S. Hays (1837-1907) in 1863. Hays, an extremely prolific and successful songwriter during the 19th Century, wrote more than 350 songs and sold more than 20 million copies of his works. Although the song never mentions the name of a specific drummer boy, soon after it was published, the name Johnny Clem became associated with the song, a claim that future Major General Clem would not dispute. However, although Clem was a young drummer and fought in the Civil War, his unit, the 22nd Michigan Infantry, would not be mustered into service until August 1862. Hence, Clem was not in the April 1862 Battle of Shiloh, but the myth still lingers today. This stark version is performed by vocalist Alison Lefevre with a military snare drum part supplied by park ranger Chris Mekow.
Alison Leferve (vocal), Chris Mekow (snare drum)

12. Eyesight to the Blind
 	Ranger Bruce Barnes sings and blows harmonica on this Sonny Boy Williamson II composition which was originally recorded in 1951 in Jackson, Mississippi. Born on the Sara Jones plantation in Tallahatchie County, Mississippi, Sonny Boy’s birth name was Aleck Ford but he later adopted his stepfather’s name surname of Miller. Miller was hired by KFFA in Helena, Arkansas to perform on the radio show King Biscuit Time. King Biscuit Time, the Delta’s first major radio show featuring live blues performances, started promoting Miller as Sonny Boy Williamson, possibly to capitalize on the fame of the Chicago based blues musician John Lee Williamson who already was using the moniker Sonny Boy Williamson. The result of this confusion resulted in John Lee Williamson known as Sonny Boy Williamson I and Aleck Miller known as Sonny Boy Williamson II. Helena, Arkansas meanwhile became a hotspot for blues activity; beginning with the 1930’s, gaining momentum with the inception of the King Biscuit Time radio program in 1941, and continuing today with the King Biscuit Blues Festival. Bruce Barnes lists Sonny Boy Williamsons unique poetic style of crafting lyrics as a major influence on his own songwriting while crediting Sonny Boy’s harmonica style as a major influence on his own harmonica playing. 
Bruce Barnes (vocals and harmonica), Matt Hampsey (guitar), Leroy Etienne (drums), Michael Harris (bass)

13. Tale of the Harmonica
 	This monologue by ranger Bruce Barnes gives the history of the harmonica as it relates its invention, original intentions, and evolution to an instrument of the blues in the Delta. Bruce learned to play harmonica while growing up in the Arkansas Delta from his father, Willie Barnes, Sr. and he also lists Sonny Boy Williamson as a major influence. 
Bruce Barnes (voice and harmonica)

14. I Hate a Man Like You
First recorded in 1929, the original version of this song featured vocalist Lizzie Miles (1895 – 1963) accompanied by Jelly Roll Morton.  At the time she had recorded on multiple labels, performed internationally, survived the 1918 Flu epidemic, one husband and American racism. The 1950’s witnessed the reawakening of her career and New Orleans Jazz music. Lizzie has always remained dear to the heart of many, including park ranger Bambi Sears who gave a long running interpretive program about Lizzie at the New Orleans Jazz National Historical Park. This version of I Hate a Man Like You features Matt Hampsey on guitar and Johnaye Kendrick singing eloquently about the same universal evil male archetype that Lizzie knew in her day. The following is an excerpt from a Woman in Jazz exhibit created by Aubrey Brown during her internship at the New Orleans Jazz NHP.
 	Lizzie, also known as the Creole Songbird, was born Elizabeth Landreaux, and was the half-sister of blues singer Edna Landreaux Hicks.  As a child, Lizzie would sing in the church choir, at lawn parties, and at public parks.  She began her professional career singing with New Orleans musicians King Oliver, Kid Ory, and A. J. Piron when she was only in her teens.  Lizzie soon began traveling with her sister on the southern vaudeville circuit, performing at circuses and minstrel shows after Edna convinced her to join her and her husband.  The main circus that she performed with was the Jones Brothers and Wilson’s Three-Ring Circus.  She didn’t just sing with the circus, but performed on horseback and with other animals, on the slack-wire, and even danced.  In the 1920s, Lizzie went to Chicago with her half-sister, and by 1922 she made her way to New York and made her first recording on the Okeh label.  She toured Europe soon after and was a great success, especially in Paris, where she played at Louis Mitchell’s Chez Mitchell.  During her stay in Paris, Lizzie earned the name “The Black Rose of Paris” evidence of her widespread popularity there.  She played with prominent musicians such as Fats Waller and Paul Barbarin.  With the onset of the Depression, Lizzie found it difficult to find work. It wasn’t until 1951 that she was able to make a comeback.  She perhaps gained more recognition as a singer during this time than during her earlier career.  Lizzie dedicated the last years of her life to the church, made a promise to God that she would no longer sing on stage, and lived the life of a nun.  Lizzie sometimes recorded under a pseudonym, both Mandy Smith and Jane Howard.
Johnaye Kendrick (vocal), Matt Hampsey (guitars), Tarik Hassan (bass)

15. Jambalaya
 	Hank Williams’ Jambalaya was a staple on Shreveport’s famous radio program Louisiana Hayride. In the song, Williams pays homage to Louisiana’s cuisine and culture. The chorus mentions “file’ gumbo”. File’ a thickener of soups, is made from sassafras leaves which are traditionally gathered by Cane River Creoles on August 15, the Feast of the Assumption of Mary. Cane River Creole National Historical Park defines the term Creole as:

 Creole, used in its original sense, is derived from the Portuguese crioulo, meaning "native    to this place”. In 18th century Louisiana, Creole referred to locally born Spaniards, French and enslaved people. After the Louisiana Purchase, Creole was used to differentiate between those native to Louisiana and those who were Anglo-American. Consequently, French-speaking white residents of Louisiana were also considered Creole. Today, the term Creole commonly refers to a mixture of predominantly French, African and Spanish traits with traces of American Indian culture. It is the intense pride in and attachment to one's ancestry and culture that is key to understanding what it means to be Creole. This manifests itself in architecture, religious practices, foodways, and language.

The Creole banter between ranger Bruce Barnes and Leroy Etienne during the intro talks about fishing, catching crawfish, and eating all kinds of good seafood. 
Nathan Hatfield (researcher), Bruce Barnes (vocals, accordion), Leroy Etienne (drums and backup vocals), Matt Hampsey (guitar), Michael Harris ( bass)

16. Looka Yonder Where the Sun’s Done Gone
 	This song’s original use would have been as a work song (or field holler), specifically used to cut wood. The song would be sung at the end of the day in defiance of the overseer because it acknowledges that is Mother Nature who dictates the length of the work day, not people. When the sun goes down, the day is about to end. Ranger Bruce Barnes first heard this song in Grady, Arkansas, sung by prisoners at Cummings Prison Farm. Like many other blues numbers before, Bruce arranged this work song to fit within the context of an electric blues band. Alan Lomax, in his 1993 book The Land Where the Blues Began, has this to say of work songs, especially those recordings made by him and his father in Delta prison farms:
“We discovered what I believe is America’s most moving song tradition, a deathless African American heritage, created and re-created before our very eyes, as these caged composers bathed their souls with lovely melodies, sweet harmonies, lean and witty poetry, and a shared rhythmic play that psychologically empowered and sheltered them”.
Bruce Barnes (harmonica and vocal), Leroy Etienne (drums), Matt Hampsey (guitar), Michael Harris (bass)

17. Make the Devil Leave me Alone
 	This arrangement of Make the Devil Leave Me Alone was based upon another of the 1939 Library of Congress recording made at the women’s sewing room at Parchman Farm. On the field recording, “Mary James and group” sing an acapella version of this song which, according to Bernice Johnson Reagan, is a perfect example of how African American singing “must be sung speech”. To do this correctly, the singers must “free the text and let it ride a loose, easy airway”.  Mary James, in the liner notes of Jailhouse Blues, is said to have learned this song from the Holiness Church she attended, calling this song a “Holiness Song”. The nuances, voice inflections, and pick up lines (that bring the end of the song back to the beginning or to a new phrase) that were critical to this song’s delivery on the original field recordings are dutifully recreated by vocalists Phillip Manuel, Erica Falls, and Bruce Barnes.
John Jones (drums), Donald Ramsey (bass), Matt Hampsey (guitar)

18. Mama Inez
 	Mama Inez was part of the repertoire of 1920’s Cuban sexteto bands and remains a popular song in New Orleans traditional jazz bands. That the Caribbean and New Orleans have so much in common should come as no surprise. Banana boat excursions traveled between New Orleans and Cuba, Haiti, Martinique, Trinidad, and Guadeloupe transporting produce and music back and forth. To demonstrate the close relationship between New Orleans and the Caribbean, ranger Bruce Barnes inserts into the middle of this song, Ban mwen yon ti bo, a beguine song from Martinique written by Alexandre Stellio (1885-1939). Bruce sings this song in Martiniquen Creole and the melody is very similar to Mama Inez. 
 	Eliseo Grenet, Cuban pianist and composer is credited with penning Mama Inez although some musicians in New Orleans consider this piece to have stronger Louisiana roots.  Mama Inez may also have roots in the comparsa traditions that occur during Cuban Carnival. A comparsa is the band that performs during a conga line, consisting of a large group of dancers followed by a Carrosa (carriage) carrying the musicians. This tradition comes from African religious processions. 
Ben Polcer (cornet), Bruce Brackman (clarinet), Matt Hampsey (guitars), Bruce Barnes (vocal and clave’)

Oh Dégo

	Creole to English Translation by Bruce Barnes:
	Hey Dégo, ye couri  la cherché			Hey dego, they went looking
	Ye mange la banan				they ate the bananas
	Banan tou pouri		The bananas are all rotten
	Ye tou vin malade		They all got sick
	Hey, Hey, Qoui ya? Qoui ya? (2x)		Hey, Hey, What’s the matter? (what’s wrong)
	Ye Courì la cherché				They went looking
	Ye mange la banan				They ate the bananas
	Banan tou pouri				The bananas are all rotten
	Hey, Hey, Hey, Qoui ya? Qoui ya? (2x)		Hey, Hey, Hey, What’s the matter? (2x)
	Hey Dego, Qoui ya? Qoui ya?			Hey Dego, What’s the matter?
Ye couché la cherchàn et ye mange la banan	They’re lying down, they ate the bananas
Banan tou pouri				The Bananas are all rotten
Ye vini malade					They all got sick
Hey, Hey, Hey, Quoi ya? Quoi ya? (2x)		Hey, Hey, Hey, what’s the matter? (2x)
Ye couri la bas, ye mange la banan		They went over there, they ate the bananas	
Banan tou pouri, ye vini malade			The bananas are all rotten, they all got sick

 	This song is sung in Louisiana Creole by Leroy Etienne, born in St. Martinville, but who now resides in Lafayette, LA.  Although everyone spoke Creole in his household growing up, Leroy learned much of the language from his mother, Odelia Porter Etienne. She was fluent in Creole and had to teach herself how to speak English “back yard style” .Leroy fondly recalls that whenever someone would walk into the house, she would greet that person by saying, “Look who’s there!” Leroy’s father, Lawrence Etienne, was a sharecropper and excellent hunter.  He taught Leroy the Bamboula or rumba rhythm (same rhythm that is used in Sign of the Judgment on this CD) commonly used in the older Creole musical forms of juré and la la music. Both juré and la la are musical predecessors to zydeco.  Leroy’s sisters Cecile and Lucille used to “dance the la la” at local Catholic Church fairs. 
 	Wilfred Charles, a Creole migrant farm worker, was originally recorded singing Oh Dégo in 1934 for Alan and John Lomax and the Library of Congress. Leroy worked up his own arrangement for this song, including the change of time signature from 4/4 to ¾ and the addition of a banjo part played by ranger Matt Hampsey. Whether this song was sung in 1934 or 2010, the use of the word was not meant to be derogatory in any way. In the time and place that this song was sung, South Louisiana’s Creole vernacular did not include a similar word for Italian’s or Sicilian’s other than “dego”.  In Louisiana Creole, the word “dego” was used to reference Italians or Sicilians, much in the same manner as “nég” was used to describe Creoles of color. In A Dictionary of Louisiana French As Spoken in Cajun, Creole, & American Indian Communities, published in 2010, the entry for dego includes the disclaimer that the term is not necessarily pejorative;
"Dego' - American of Italian origin (not necessarily pejorative). Ma fille s'a marie' avec  un Dego (My daughter married an Italian-American)."
 	Much of the Creole spoken in south Louisiana is influenced by, or similar to, Haitian Creole, including the Creole that Leroy speaks. Haitian musician Fritzgerald Barrau says that most of the words in this song are common in Haitian Creole as well, but the structure of the language is definitely specific to Louisiana. He also notes that the song would not be derogatory in Creole. “It is not derogatory; this is a simple case of indigestion. They must have been very hungry to chow down rotten plantains (or bananas)”.
Fritzgerald notes that if this song was sung in Haitian Creole, it would use more verbs within the lines;
 	Hey Dego,
 	yo kouri yal chache
 	yo manje bannan yo
 	bannan yo tou pouri.
 	Hey, hey sak pase? sak pase?

Roll on, Mississippi, Roll on
       	Written in 1931 by Eugene West, James McCaffrey, and Dave Ringle; recordings of Roll on Mississippi, Roll on have included the New Orleans vocal group, The Boswell Sisters, Gene Kardos & his Orchestra, and Noble Sissle & his Orchestra (featuring Sidney Bechet). Listening to this song takes one back to the heydays of excursion steamboats on the Mississippi River, providing passengers with the experience of recreational traveling on a grand “floating dancehall”. Mississippi River steamboats were once a way of life for cities and small towns alike, from New Orleans to Natchez, Memphis to Vicksburg, St. Louis and beyond. In an era before home entertainment options like TV’s, stereos, and smart phones existed, attending a dance with live music was a favorite form of entertainment. Imagine the excitement of a stately river steamboat gliding into town, bells and whistles blaring, promising dancing and dining whilst leisurely rolling along the river. Suddenly, the air is pierced by a steam powered calliope, signaling to the public that fun was soon to be had onboard a grand floating dancehall.  
 	From the mid 1880’s to present, music and the Mississippi River excursion boats have gone hand in hand. The Streckfus family was the biggest player in the excursion boat industry, operating both the S.S. Sidney and later the Capitol, which became their flagship boat during the 1920’s. Captain John Streckfus, a musician himself, maintained especially strict control of the musicians his family employed. Captain John believed that the music on his boat was for dancing and each dance had a correct tempo that the band should never stray from. He was known to monitor song tempos with his stopwatch, and musicians who could not comply were promptly relieved of their job. In 1918, the Streckfus family hired Fate Marable, a piano player from Paducah, Kentucky, to organize a band of New Orleans musicians to play on the S.S. Sidney.  Marable was a task master who came down very hard on his band if they played any passage of a song incorrectly. In 1919 his New Orleans band featured musicians like Louis Armstrong on cornet, Warren “Baby” Dodds on drums, Johnny Dodds on clarinet, and Johnny St. Cyr on banjo. Imagine the sounds these jazz legends sent cascading over the water. 
Richard Scott (piano and vocals)

National Parks and other musical points of interest in the Lower Mississippi Delta
Arkansas
 Arkansas Post National Memorial commemorates the first permanent French settlement (1686) in the Lower Mississippi Valley and is located in Southeastern Arkansas. For more information, visit www.nps.gov/arpo.
Central High School National Historic Site in Little Rock, Arkansas was the site of the first important test of the U.S. Supreme Court’s historic Brown v. Board of Education of Topeka decision when on September 23, 1957, nine African-American teenagers stood up to an angry crowd protesting integration as they entered the school for the first time. For more information, visit www.nps.gov/chsc
Other NPS sites in Arkansas include Buffalo National River (www.nps.gov/buff), Fort Smith National Historic Site (www.nps.gov/fosm), Hot Springs National Park (www.nps.gov/hosp), Pea Ridge National Military Park (http://www.nps.gov/peri), 
A wonderful resource for planning a trip to Arkansas is the Arkansas Delta Byways website (www.deltabyways.com) which offers many suggestions and itineraries including a music heritage trail. The Arkansas Department of Parks and Tourism also offers its travel friendly services at www.arkansas.com including information about the annual King Biscuit Blues Festival in Helena or the Ozark Folk Center, an Arkansas State Park, where instructional music events and concerts occur regularly.  Arkansas music programs abound at the Ozark Folk Center with events such as the Annual Dulcimer Jamboree, Folk Dance Days, String Band Week and the Annual Autoharp Workshop.
Also, if you are in Helena, visit the Delta Cultural Center, located at 141 Cherry Street in the historic downtown district.  The museum interprets the history of the Arkansas Delta through exhibits, educational programs, annual events, and guided tours. 
Kentucky
Mammoth Cave National Park (www.nps.gov/maca) was established to preserve the cave system, including Mammoth Cave, the scenic river valley of the Green and Nolin Rivers, and a section of the hilly country of south central Kentucky. The Kentucky Department of Travel website is www.kentuckytourism.com and is a good starting point for planning a trip.
Kentucky is the birthplace of bluegrass music and of dozens of music stars from many genres, especially country music. U.S. 23 in eastern Kentucky is known as the Country Music Highway, and the birthplaces of stars like The Judds, Loretta Lynn, Dwight Yoakam, Ricky Skaggs and Billy Ray Cyrus. In Paintsville you’ll find the Country Music Highway Museum, in Renfro Valley the Country Music Hall of Fame, in Owensboro the International Bluegrass Music Museum and in Rosine, the birthplace of the father of bluegrass, Bill Monroe. 
Louisiana
Louisiana has three National Parks. The Jean Lafitte National Historical Park & Preserve (www.nps.gov/jela) has six sites in Louisiana that are dedicated to preserving the natural and cultural resources of Louisiana’s Mississippi River Delta region. The New Orleans Jazz National Historical Park (www.nps.gov/jazz) interprets the origins, early history, and development of jazz music at its French Quarter location. Cane River Creole National Historical Park (www.nps.gov/cari) preserves 62.36 acres of cultural landscape, 65 historic structures, an estimated 300,000 artifacts, as well as many other unique resources associated with this unique site in Natchitoches, LA. 
An extremely useful resource for planning your trip to Louisiana is www.louisianatravel.com , the official tourism site of Louisiana offering an array of possible destinations including state parks, historic sites, festivals, and museums. For listings of nightly music events in New Orleans, visit (or listen online) the local community radio station WWOZ at www.wwoz.org . Also, Offbeat Magazine (www.offbeat.com) offers an extensive look into the music and culture of Louisiana through its monthly magazine and helpful website.
Mississippi
National Parks in Mississippi include Brices Cross Roads National Battlefield Site in Baldwyn, Gulf Islands National Seashore, Natchez National Historical Park, Natchez Trace Parkway, Natchez Trace National Scenic Trail, Tupelo National Battlefield, and Vicksburg National Military Park. 
Brices Cross Roads National Battlefield Site (www.nps.gov/brcr) preserves the site of the Confederate victory at Brices Cross Roads, a significant victory for Major General Nathan Bedford Forrest, but whose long term effect on the war proved costly for the Confederates. Gulf Islands National Seashore (www.nps.gov/guis/miss) is open year round in the Davis Bayou area, near Ocean Springs. Natchez National Historical Park (www.nps.gov/natc) offers opportunities to visit the magnificent antebellum estate of John McMurran, the downtown home of African-American barber and diarist William Johnson, and the French Fort Rosalie, all part of the diverse history of this Mississippi River town. The Natchez Trace Parkway (www.nps.gov/natr) offers suggestion and places to go along the 444 mile long trek from Natchez to Jackson, Jackson to Tupelo, and Tupelo to Tennessee. Along the way, expect to find not only exceptional scenery but also hiking, biking, horseback riding, camping and 10,000 years of North American history.  Tupelo National Battlefield (www.nps.gov/tupe) preserves the site of the July 14-15, 1864 Battle of Tupelo, the last time that Confederate General Nathan Bedford Forrest’s famed cavalry corps fought Union infantry during the Civil War. Vicksburg National Military Park (www.nps.gov/vick) commemorates the campaign, siege, and defense of Vicksburg. The city’s surrender on July 4, 1863, along with the capture of Port Hudson, LA, on July 8, split the South, giving control of the Mississippi River to the Union. 
For up to date travel and tourist information, and to plan your visit to Mississippi, visit the Mississippi Division of Tourism online at www.visitmississippi.org . Included on this site are links to the Mississippi Blues Trail (www.msbluestrail.org), featuring blues markers and attractions that range from city streets to cotton fields, train depots to cemeteries, and juke joints to churches. The Mississippi Blues Trail is spearheaded by the Mississippi Blues Commission and contains a wealth of information that is useful to plan a blues heritage trip throughout the Mississippi Delta. Included on the Blues Trail is information and links to 19 music related museums in Mississippi including the B.B. King Museum and Delta Interpretive Center in Indianola, the Delta Blues Museum in Clarksdale, Delta State University Archives and Museum in Cleveland, the Elvis Presley Birthplace & Museum in Tupelo, the Greenwood Blues Heritage Museum, the Highway 61 Blues Museum in Leland, the Howlin’ Wolf Museum in West Point, the Jimmie Rodgers Museum in Meridian, the Mississippi John Hurt Museum in Carroll County, the North Delta Museum in Friars Point, the Ole Miss Blues Archive in Oxford, the Robert Johnson Heritage and Blues Museum in Crystal Springs, the Rock n Roll & Blues Heritage Museum in Clarksdale, the Delta Center for Culture and Learning in Cleveland. 
 	In addition to the Mississippi Blues Trail, visit the Trail of the Hellhound, sponsored by the National Park Service’s Lower Mississippi Delta Initiative at www.nps.gov/history/delta/blues/index.htm The Trail of the Hellhound provides an overview of two distinct styles of blues practiced in the Lower Mississippi Valley, biographies of the region's greatest blues musicians, and pictures and descriptions of sites to visit. Begin with the site map of the Lower Mississippi Valley and decide which areas to explore. 
Missouri
The Gateway Arch, part of the Jefferson National Expansion Memorial (www.nps.gov/jeff) on St. Louis’s Mississippi river front, reflects St. Louis’ role in the Westward Expansion of the United States during the nineteenth century. The park is a memorial to Thomas Jefferson’s role in opening the West, to the pioneers who helped shape its history, and to Dred Scott who sued for his freedom in the Old Courthouse. The Missouri Division of Tourism’s travel friendly website is www.visitmo.com

Tennessee
National Parks in the western part of Tennessee include Fort Donelson National Battlefield and Shiloh National Military Park.  Fort Donelson National Battlefield (www.nps.gov/fodo) is the site of the February, 1862 Civil War battle where the North won its first major victory since the Civil War had begun nearly a year before. Shiloh National Military Park (www.nps.gov/shil) preserves the site of the bloody April 1862 battle in Tennessee and commemorates the subsequent siege, battle, and occupation of the key railroad junction at nearby Corinth, Mississippi.
Visit the Tennessee Department of Tourist Development’s  travel planning website (www.tnvacation.com) for up to date tourist information, events, and music themed activities The site offers a “History of Country Music” itinerary, beginning in Bristol at the Country Music Marker/Mural, a tribute to 1927 "Bristol Sessions" where first recordings of country music occurred. Also in Bristol, the Birthplace of Country Music Alliance Museum offers traditional Appalachian music and exhibits and artifacts from the performers of this region. Move southwest to Knoxville and the Cradle of Country Music Walking Tour. Take a stroll through downtown Knoxville and country music history from pioneer ballads to rockabilly. 
Nashville offers the Country Music Hall of Fame as well as the Grand Ole Opry. Both venues take you on a journey through country music’s history and legends. 
The Beale Street Historic District (www.bealestreet.com/wordpress/) remains the music and entertainment pulse of downtown Memphis. Beale Street at the turn of the 20th century served as a haven for African Americans migrating from small towns and performers such as W.C. Handy, B.B. King, Rufus Thomas, Willie Mitchell and Isaac Hayes have showcased their talents here. Music related museums in Memphis include Graceland, Sun Studio, the Stax Museum of American Soul Music, and the Memphis Rock n Soul Museum.
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All songs were recorded at Axis Studio (engineered by Misha Kachkachishvili) and Dockside Studio (engineered by Tony Daigle) except those as listed below.  

Guitar solos on Sweet Lotus Blossom, Delta Bound, Indians Here they Come, Make the Devil Leave Me Alone, and Take this Hammer were recorded by Tim Stambaugh at Word of Mouth Studio.

Stories From Da Dirt II was Recorded at Niko Records Studio in Clarksville, Tennessee

Mixing Engineer: Mark Bingham at Piety Street Studio
Mastering Engineer: Paul Marinaro at Piety Street Studio
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