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ABSTRACT

This ethnographic study of a Scottish singing family, the Fishers of
Glasgow, is based largely on fieldwork conducted over a period of three years.
The Fishers were chosen because of their early involvement in, and their
enormous influence on, the Scottish folk revival, which dates from the 1950s.
Three members of the Fisher Family, Archie, Ray, and Cilla, sing professionally,
and perform both traditional folksongs and contemporary material. This study

focuses on them, although commentary about and from other family members

is also included.

In Chapter 2, | present a biography of the family, which is a patchwork
of oral accounts by family members. Their biography leads us back to the
islands of Vatersay and Barra, and the island traditions have obviously shaped

the family ethos, even though they are an urban family.

Chapter 3 is in part an oral history of the folk revival in Scotland, and
the emergence of Archie and Ray Fisher as performers in the revival, as well as
an analysis of important musical personalities and currents which had an
impact on the revival, and particularly on Archie and Ray Fisher. Chapter 4
examines the professional careers of Archie, Ray, and Cilla, as well as the

involvement of sisters Joyce, Cindy, and Audrey in the revival.

The repertoire of the Fishers is examined in Chapter 5, with reference to
the patterns of repertoire in the Scottish folk revival, and traditional sources.
The way in which Archie, Ray, and Cilla categorize their songs is considered.

Their categories, such as “heavy songs” and “light songs” tend to reflect the



emotive impact of a song in performance, rather than structure. The problem

of song “ownership” and repertoire within a family is also dealt with here.

Chapter 6 focuses on the “aesthetic sytems” of Archie, Ray, and Cilla,
considering the following components: attraction to and selection of songs for
learning; relative importance of tune and text; preferred song content; degree
of emotional identification with songs; suitability of voice for a particular song;
singing style; vocal range; the choice to accompany or not; the desired impact
of the singer on the audience; the performing venue; and self-imposed

expectations. The Fishers’ aesthetic systems are also compared with those of

other singers, both traditional and revival.

In Chapter 7, | discuss the functions of songs in the Fishers' public
performances, and analyse transcribed performance extracts of Archie, Ray, and
Cilla (performing with her husband Artie). The spoken portion of the
performances is seen as a significant and integral part of the performance as a
communicative event. Analysis focuses on the structure of the performance,
how the performance reflects the individual aesthetic system, and what levels
of meaning may be derived from the performance. In Chapter 8, | conclude
with a brief summary, and assess the place of the Fishers in the Scottish folk
revival. Other data on the Fisher family, such as repertoire lists, a discography,

and transcribed performance extracts may be found in the Appendices.
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CHAPTER 1

INTRODUCTION

Preliminary Remarks

Alan P. Merriam wrote in 1964, in his classic The Anthropology of Music.
..Music is a product of man and has structure, but its structure

cannot have an existence of its own divorced from the behavior

which produces it.. Music is a uniquely human phenomenon

which exists only in terms of social interaction; that is, it is made

by people for other people, and it is learned behavior (Merriam

1964:7, 27).
It was with the intent to examine singing and performing as human behaviour
that this study of the Scottish Fisher family was initially undertaken. Many past
studies of singers and songs have focused on the songs, particularly songs as
products, mainly as texts, sometimes as tunes, and more recently as indivisible
entities of text and tune. Merriam considers text (as "linguistic behavior”) and
tune (as “music sound”) to be only one aspect of the study of music as
behaviour, and posits that music should be studied on the following three
analytic levels:

1. conceptualization about music

2. behaviour in relation to music

3. music sound (1864:32).
Underlying music sound is the physical, social, and verbal behaviour which
affects and produces it; without behaviour “there can be no sound” (33). The

various types of behaviour are in turn affected by the individual's

conceptualization about music, which are of course shaped by both cultural and



personal values.

The listener also plays a role in Merriam’s model. At a musical event or
pertormance, the listener “judges both the competence of the performer and
the correctness of his performance in terms of conceptual values” (33). What
Merriam advocates is thus a more holistic approach to music which draws from
many disciplines in the arts, humanities, and social sciences, and considers the
music sound and text, the musician énd his behaviour, the listeners or audience

and their behaviour, and the cultural and psychological contexts in which a

musical event occurs.

While folklore as a discipline derives some of its theoretical models
from anthropology, few folklorists refer to Merriam’'s work, to which much of
the current literature on performance theory, contextual studies, and
singer/musician studies owes an ideological debt. On the other hand, folklore
often concerns itself with individuals more than does anthropology, and my

work refiects this folkloristic approach.

This thesis examines individual musicians, in this case primarily singers,
in the context of their family background, their involvement in the musical
subculture or community of the Scottish folk revival, their participation or
non-participation in public performances, their “conceptualization about music”
or “aesthetic systems” as | call them, their repertoires, their performance styles,
and their performances as communicative and interactive phenomena. It is an
attempt to bring together singer and song, text and context, sound and sense,
external and internal meanings, performer and audience, ideology and praxis,
and tradition and innovation in one aspect of Scottish culture. | should first
like to show how this singer study draws from and is a logical progression

from earlier studies and research, and then to comment on studies in other



areas and disciplines which have influenced this work.

Singer Studies in British and American Scholarship

As Edward K. Miller has pointed out in his recent study: “With few
exceptions, the focus of British folksong studies remains on collection and
comparison” (1981:1). While Scotland has produced a notable number of
eminent folksong collectors and scholars, from Allan Ramsay, Robert Burns,
Walter Scott, and William Motherwell in the eighteenth and nineteenth
centuries, for example, to Gavin Greig and the Rev. J.B. Duncan in the present
century, it must be lamented that so littie biographical and other personal

information was obtained from the singers that these men collected from.

One can think of Mrs. Hogg, the mother of poet James Hogg, the Ettrick
Shepherd, who was an informant of Sir Waiter Scott, and from whom very vital
biographical and social information might have been gleaned had Scott taken
the opportunity. Herschel Gower points out that her “comments about the
songs - her own analyses of them - would undoubtedly have revealed a great
deal about the cultural life and attitudes of the older peasants on the Scottish
Border” (1973:2). Gower has also remarked on Gavin Greig's failure to note
personal information from one of his main informants, Bell Robertson, who
might have “shed considerable light on the total folksong complex in

Aberdeenshire” (2).



The Concept of the Text

The focus on text in most areas or genres of oral folkiore has continued
into this century. Elizabeth C. Fine's recent book, The Folklore Text: From
Performance to Print traces the development of the concept of the text in
American folkoristics, although her excellent review is international in scope.

She states:

In general, developments in textmaking reflect the differing
analytical perspectives of four orientations within American
folkoristics: 1) anthropological, 2) literary, 3) a fusion of
anthropological and literary interests, and 4) the performance
approach (Fine 1984:16).

Fine draws most heavily on the performance approach in her transcription of a
narrative (or “verbal art”) text. Her review of text-related literature is so
thorough that it makes such a review redundant here, and | refer the reader to

it. | shall confine this discussion to studies which have crucial reference to

folksong, and to the few works which have not been mentioned by Fine.

Phillips Barry, Roger D. Abrahams, Herschel Gower, Henry Glassie, James
Porter, David Buchan, and Robin Morton are among those who have expressed
the need for folksong studies to move away from “The text is the thing”
attitude which has dominated them in the past.1 In 1872, the prominent
folksong scholar D. K. Wilgus, then President of the American Folklore Society,
was moved to give a presidential address at the AFS annual meeting warning
the “behavioralists” and “contextualists” from going overboard in their move
away from “the text,” prompted by the publication of a special issue of the
Journal of American Folklore the previous vyear, entitied "Toward New

Perspectives in Folklore."?

Wilgus expressed his sympathy with many of the
“new perspectives,” but stated, “Text' is rapidly becoming a dirty word, and

“thing-oriented” a favorite pejorative expression” (1972:243- 44).



One of the most frequently quoted WNew Perspectives essays,
Ben-Amos's “Toward a Definition of Folklore in Context”, is perhaps the most
controversial and radical in a historical perspective. Ben~Amos attacks several
sacred cows in folklore theory, and proposes new ways of regarding concepts
such as tradition. For example, he remarks that “In its cultural context, folkliore
is not an aggregate of things, but a process--a communicative process, to be
exact” (1972:9). He adds that

..the ever increasing emphasis on the situational background of

tales, songs, and proverbs that developed from Malinowski’'s

functionalism into Hymes' “ethnography of speaking”, enables us

not only to study but to define folklore in its context. And in this

framework, which is the real habitat of all folklore forms, there is

no dichotomy between processes and products. The telling is

the tale; therefore, the narrator, his story, and his audience are all

related to each other as components of a single continuum,

which is the communicative event (10).

Examined from the vantage point of the 1980s, these ideas do not seem as
radical as they did in the early 1970s, and Wilgus would no doubt agree now
that the New Perspectives essays did much to encourage new thinking in

folklore. Like Wilgus, other older folklorists were more than a little ruffled by

these chalienges to traditional theory and approaches in folkiore.

The text-context controversy has surfaced periodically, and some of the
publications which have appeared supporting either text-centred or
context-centred studies are ciouded by defensive thinking, and a degree of
academic rivalry and point scoring.3 Some scholars, such as Judith Levin and
Michae! Pickering, have moved on from what seems like an unconstructive
theoretical debate, and make \./alid and interesting suggestions for approaches

to folklore studies.

Levin examines the ways in which oral and written texts have been
regarded in the disciplines of folklore and literary criticism, and refers

specifically to the contribution of Toward New Perspectives in Folklore



remarking that “At the very least, [New Perspectives] made it clear that we can
not assume we know what a text means to our informants without knowing a

great deal more about them than we could extract from a transcript of the

text” (1982:51).

One of the most articulate contextualists in Britain is Pickering, whose
studies (1982, 1984, 1986) have made a valuable contribution to British folksong
scholarship. Pickering is particularly concerned with social and historical
contexts ot song, and feels that his approach goes beyond the “concentration
on communicative processes” advocated by the New Perspectives folklorists, as
it “implies a broader cultural and social analysis” (1986:79). Pickering thinks
that the song researcher should “oscillate between the study of texts and the
study of particular social contexts”, which he calls the “text-context dialectic”
(84). It is worth remarking that Pickering and some of his British colleagues
such as lan Watson and Dave Harker utilize a marxist approach to song with
varying degrees of radicalism, while their North American counterparts are less
concerned with socio-political dimensions such as class consciousness and

modes of production.

Roger DeV. Renwick has addressed the issue of textual interpretation
and assignation of meaning in “folk poetry” in his 1980 and 1985 studies, giving
special consideration to context. His analyses of English folksongs in the larger
1980 work are intriguing, and afford one approach to textual analysis which
attempts not only to pinpoint themes and paradigms in songs, but to explain
why songs are meaningful to a particular culture, and how they refiect cultural

beliefs.

The essays in an excellent special issue of Western Folklorg entitled

*The Ballad in Context: Paradigms of Meaning,” published in 1986, provide



examples of applied context theory. In her introduction, Carol L. Edwards

remarks:

Folk!ore is performed in a variety of situations - on different
occasions and for different audiences - that affect its text and
presentation as well as the message it communicates. That
megsage is, of course, equally determined by performer and
audience, or sender and receiver. | would argue that specific
contexts or locales influence and color these texts, and thus the
texts’ meanings (1986:77).

Here Edwards is stating more succintly what many contextualists had already
said previously. The four essays included in the issue focus on different
aspects of context, and interestingly enough, three of the four authors use
specifically Scottish contexts, some historical and some contemporary, in which
to make their points. James Porter's essay, "Ballad Explanations, Ballad Reality,
and the Singer’'s Epistemics”, is one of the most recent statement of Porter's
ideas and concepts which represent a sensible synthesis of contextual and
textual approaches, and which have significantly influenced the present study.
Prior to discussing Porter's work, however, we should make note of earlier

singer studies which have influenced Porter, myself, and others, and given us

models on which to build future studies.

Recent Singer Studies

British folklorists have lagged behind their American counterparts in the
realm of singer studies, although some British folklorists such as Porter who
work in the United States have made major contributions on British (in this
case, Scottish) singers. Edward D. lves at the University of Maine was one of
the first American scholars to publish studies of singers, although his subjects
were also composers of songs as well as carriers of traditional ones (1964,

1970, 1971, 1978). The shorter studies by Ives, Henry Glassie, and John



F. Szwed in the volume Folksongs and Their Makers (1970) broke new ground in
their examination of folksong creation, and directly confronted the problem of
new songs being created by an individual in the idiom of traditional song, and

their absorption or failure to be absorbed into the local oral tradition.

In 1970, the book A Singer and Her Songs: Almeda Riddle’s Book of
Ballads appeared, a singer's account of her life and songs, skillfully edited by
Roger D. Abrahams. It is generally seen as a watershed publication in singer
studies. As much of the book is in Almeda Riddle’s own words, we are not
“seeing” her solely as interpreted through the eyes of a folklorist. Her remarks
clearly show that a wealth of personal feeling and significance lies behind her
songs and her decision to sing them at a particular time or in a particular
context. Abrahams’ comments at the end give us the “external” point of view,
and also address the sensitive issue of interaction between folkiorist and

informant, and how the folklorist influences the behavior of an informant.

In 1968, Vanderbilt University English professor Herschel Gower began a
series of articles on the great Scottish traditional singer, Jeannie Robertson,
which apr;eared in Scottish Studies, the journal of the School of Scottish
Studies at the University of Edinburgh (1968, 1970, 1972, 1977). James Porter
co—-authored these articles, Gower examining the biographical material and
song texts, and Porter focusing on musical analysis. Gower's most recent
publication on Jeannie Robertson, analysing her role in the Scottish folk revival,
can be found in a festschrift for Bertrand Bronson, edited by Porter (1983).
This study mentions the personal and repertoire influence that this singer had
on Ray Fisher, Jean Redpath, and Andy Hunter, so is obviously relevant to the

present research.

In 1970, Ailie Munro of the School of Scottish Studies published an



article in Scottish Studies on Jeannie Robertson’s daughter, Lizzie Higgins, and
focused on ten Child ballads sung by the singer. This too contained significant
biographical material, but Munro concentrated mainly on singing style, and the
texts and tunes of her ballads. My own study of Lizzie Higgins (1975),
undertaken as an MLitt thesis in the School of Scottish Studies, was an attempt
to balance the focus between the singer's biography and personal details, and
a study of repertoire and texts. | included many comments from the singer
about her life, her repertoire, her performing in the folk clubs, and her soNngs
and what they meant to her. Detailed musical analysis such as that done by
Porter and Munro on the songs and singing of Jeannie Robertson and Lizzie
Higgins lay outside the scope of my abilities and interest, since it was the
behavioural and contextual aspect of singing | was interested in then, and am

even more so now.

One of the main points of departure for repertoire studies came with
Kenneth S. Goldstein’s 1971 article "On the Application of the Concepts of
Active and Inactive Traditions to the Study of Repertoi'y”, first published in the
“New Perspectives” issue of the Journa/ of American Folklore His concept
(derived from von Sydow) of active and passive categories of repertoire, and
the movement of songs between these two categories as affected by the
personal life of the singer, is important, and has stimulated others to research
repertoire. lan Russell's recent article about Yorkshire singer Arthur Howard
(1986b) utilizes Goldstein’'s concept as a basis for his analysis of Howard's

various repertoires.

Shortly after the publication of Goldstein’s article, another very
important and interesting repertoire study appeared in the journal
Ethnomusicology, written by George J. Casey, Neil V. Rosenberg, and Wilfred W.

Wareham, and entitied “Repertoire Categorization and Performer-Audience



Relationships: Some Newfoundland Folksong Examples.” The article focuses on
the performer-audience relationship and its effect on the way in which the
singer categorizes his or her repertoire. Personal history also influences the
performer-audience relationship. This study may be regarded as one of the

earlier studies of performance, although no specific performance was analysed.

Gerald L. Pocius's 1976 article on a Newfoundland husband and wife
followed in a logical progression from Goldstein and Casey et al, highlighting
several important issues in the study of singers’ repertoires. In this particular
case, sex roles and the ascribed (as opposed to “achieved”) status of singers
played a major part in determining who was encouraged to sing in the
community. The article shows quite graphically how a singer's repertoire and
his/her performance of songs may be affected by rules of relationship and

behaviour in the community.

James Porter, a Scot working at the University of California, Los
Angeles, has been one of the chief contributors to Scottish singer studies. His
earlier work with Herschel Gower on Jeannie Robertson led, in 1976, to a
“conceptual performance model” of one of Jeannie's most interesting ballads,
“Son David”, a variant of “Edward”. His model is both diachronic and
synchronic in nature. As he remarks in his conclusion:

..In general, it presents a synthesis of significant entities within

the song by working from all available evidence, treating

problems both of structure and semantics, and interpreting

performance data as the primary source of our knowledge about

the song (1976:26).

This article is significant and interesting as a theoretical model of the
performance of one particular song, but the model does not lend itself on a
practical level to use by other scholars to analyse other songs. Perhaps most

significantly, the article establishes Porter as an important scholar in the field

of singer studies, and his concepts about performance, and the singer's

10



‘epistemics”, are stated more concisely and in greater detail in later

publications.

Porter's emphasis shifted slightly in his 1978 study of the Turriff Family
of Fetterangus, Aberdeenshire, in that it is more biographical, and utilizes less
musical analysis, to focus on Jane and Cameron Turriff, their aesthetic systems,
and the creation and re-creation of songs. He comments:

The question of the extent to which these [the Turriffs’'] songs

can be considered “re-creations” must be raised, for recent

studies using the term have interpreted it from a literary point of

view. The literary scholar’s picture of folk song, indeed, should be

challenged anew as being exclusively directed towards analysis

of a text (verbal material) as it appears on the printed page. This

is a position which is clearly external to the realities of

performance and the singer's aesthetic, and therefore can fairly

be characterized as an approach which treats the part as if it

were the whole (Porter 1978:19).

Porter’'s study, although brief, is insightful and absorbing, and again raises the
cry for “more studies which detail the singer’'s feelings about specific songs”

and “a methodology treating musical events, the individual performer(s), and

the item(s)" (22).

Porter’'s sensitive and insightful repertoire study of Belle Stewart (1985a)
was originally presented at the International Folk Ballad Conference three years
earlier. His article "Parody and Satire as Mediators of Change in the Traditional
Songs of Belle Stewart” (1985b) also appeared in the same year, the articles
together constituting a coherent study of a very important Scottish traditional

singer.

In the latter article, Porter considers the concept of tradition in a local
context, new performance contexts outside the local context, semiotics in
traditional song, and Belle Stewart’'s use of parody and satire in her own song
composition to bridge the gap or “mediate” between "tradition and innovation”.

As he says, the satire she employs in her compositions (which are based on

1



the structure and tunes of traditional songs), “functions as a device for
accelerating social and artistic change yet, paradoxically, provides a mechanism
for the renewal of traditional forms and styles” (1985b:328). This concept of
mediation between the traditional and the innovative is quite an important one,

and will be utilized in this study as it applies to the performances of the

Fishers.

Porter’s most recent publications (1886a and 1986b) address the issue of

the singer's “epistemics”, a term which refers
..not just to the function that the singer perceives a specific
song to have in the context of performance but also, just as
crucially, to the complex of meanings that the singer brings to
the song in the context of “undifferentiated daily life”
(1986a:120-21).
Porter amplifies points raised in his earlier study of the Turriffs concerning the
singer’'s "meaning system” and his/her songs, and asserts the necessity for
scholars to understand the singer’'s terminology and schemata for songs. | am

responding to Porter’s call to “focus on the epistemic concepts of the singer in

relation to specific songs” in this performance-centred study of the Fishers.

Linda Jane Williamson’'s doctoral thesis, completed in 1985, focuses on
strophic variation in ballad singing among the Scots travellers, also considering
the functions and meanings of singing in performance. The performance
contexts in Williamson's study are generally informal family gatherings,
although many of her informants have become prominent public performers at
Scottish folk festivals. This important study draws on Porter's work, and is

truly a rich account of the travelier singing tradition.

Ginette Dunn is the author of an English singer study, The Fellowship of
Song: Popular Singing Traditions in East Suffolk (1880). Dunn examines the pub

singing tradition of two small communities as a “subversive activity” which in
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“its practice and continuance is an affirmation of community...” (1980:13). in her

Preface, Dunn comments:

My main concerns have been to present a synchronic account
which is contextual and descriptive, rather than a time-worn
account which would be textual and prescriptive; to describe the
historical background and social setting of the communities in
order to give them their context, temporal as well as spatial; to
regard performance in this context, informed also by recordings
of the complete repertoires of each singer. The theoretical bias is
therefore one of synchronicity [sic], contextuality and oral literary
criticism, in which the singing events and practices, and the
singers and their audience, provide a model for local life and
values, and live out these values in their singing activities (15).
Her study is fresh, perceptive, and sensitive, and represents, along with Porter's
work, a more context-centred and humanistic approach to singers and their

personal and community aesthetic systems.

Edward Miller's work, like Porter's and Dunn’s, is closely related to my
own research. Miller focuses on “the socially situated meaning of song and
singing within a Scottish family and illustrates the ways in which family
members use and relate to the songs they sing” (1981:1). Much of his study
concentrates on one of the younger Weatherston family members, Janet, and
her involvement in the folk revival, and to a lesser extent, that of her brother
Jock. Neither singer, however, was invoived in the Scottish revival in the
earlier days as were Archie and Ray Fisher, nor have they made more than a
relatively local impact upon singing in the folk clubs. Miller's intent is to get
away from what he terms the “somewhat misleading, albeit understandable,
theme of folksong study in Britain”, that of “an overconcentration upon
outstanding individual performers..” and “relate the song genre of folkliore to a

social base among a relatively normal and non-famous group of peopie” (2-3).

Miller presents a very interesting, perceptive study of singing as
“expressive behavior”. Because he chose to work with “non-famous peopie”,

he did not analyse the wider public performance context of the Scottish folk
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revival, which | propose to do, using Miller's work as a partial model for my
own. | will expand on the aesthetics of public performance in the folk revival
through an analysis of the performances of Archie, Ray, and Cilla Fisher. Part
of my objective is simply to document repertoire and performance in the folk
clubs and festivals as musical behaviour occurring in the 1980s, and in the
case of two of the Fishers, Archie and Ray, to make comparisons with
performances recorded in the 1960s. Private contexts for singing in the Fisher

Family will be examined as well.

Performance Studies

Porter's and Miller's contributions are centrally involved with the
concept of performance, but other writers such as Dell Hymes, Henry Glassie,
Richard Bauman, and Erving Goffman, working in areas other than folksong,
have informed my approach here. Hymes, in his work on the ethnography of
communication from the sociolinguistic standpoint, has given much to folkiore
studies, and his influence can be seen (and is acknowledged) in Fine (1984),
Glassie's massive study of oral and material culture in an Ulster village (1982)
and Bauman's Verbal/ Art as Performance (1977). Bauman’s study of verbal art

sheds considerable light on the performance of folksong.

The excellent Folklore: Performance and Communication volume, edited
by Ben-Amos and Goldstein, includes one of Hymes' Ilonger essays,
“Breakthrough into Performance”, in which he states:

.folklore makes a distinctive contribution to the study of
communicative events, by focusing attention on the stylized
content and conduct within them. Here folklore enhances its

concern with the aesthetic and evaluative dimensions of life. One
might even hope that folklore would take the lead in showing
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how appreciation and interpretation of performances as unique
events can be united with analysis of the underlying rules and

regularities which make performances possible and intelligible...
(1975:11).

Hymes’' study of Wishram Indian narrative, while far removed from Scottish

song, makes several widely applicable points relating to the content and

function of performance.

Goffman, the well-known sociologist who seems to be ignored by many
folklorists, has influenced most of the writers in the Ben-Amos and Goldstein
volume, who are contextualists. His concepts of “performance”, “region
behaviour”, “"communication out of character”, and “impression management”, to
name a few, are useful as a way of looking at human social interaction. It
seems little known outside sociological circles that Goffman did much of his
field work for The Presentation of Self in Everyday Life (1959) in Shetland,
hence many of his observations come from Scottish culture. Goffman’s later
work, Frame Analysis (1974), has influenced Bauman in particular, and | have

found the concept of “frame” very useful.

Miller (1976) and Goldstein (1976), two performance-based studies of
the British humorous monologue tradition, provide insights into the Fishers’ use
of narrative between their songs in performance. They both illustrate how
meanings emerge from monologues in performance, and what devices are used
to create meaning. Similarly, Caraveli's two studies of song in a Greek
community (1982, 1985) reveal quite dramatically how both traditional and new
meanings are brought forth' in‘performance, reinforcing community, and

creating what she calls “the symbolic village”.

My own ideas of performance and my methodology as well have been
influenced by all of the above, but also by the 1987 doctoral thesis of a fellow

student, Jan Fairley. Entitied ”KaraxJ!: The Music of the Chilean Resistance. A
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Study of Composition and Performance”, Fairley’'s study examines the carefully
constructed and highly symbolic, cathartic performances of a group of political
exiles from Chile. The discovery of our mutual interests led to a sympathetic,

creative and lively dialectic between us, which hopefully has provided this

study with further and greater insights.

Fairley led me to the work of Edmund Leach, a social anthropologist
whose views on communication enabled me to examine the concept of
performance in an entirely different light. Using Leach’s concepts, performance
can be seen as a form of symbolic ritual, in which physical and psychological
boundaries between the performer and the audience can be manipulated or set
by the performer, in the cultural context of which the performance is part.
Leach’s ideas led me to the writings of other anthropologists such as Mary
Douglas, Raymond Firth, and Victor Turner, who are concerned with symbols
and the communication of meaning through symbolic behaviour. Turner's
concept of “communitas”, which he has developed in his work (1969, 1874,

1986), has informed my approach to the Fisher's perforfnances.

The Probliem of Tradition and the Folk Revival

Because the focus of this study is an urban family, with members who
currently perform, the problem of the concept of “tradition” must be articulated
here.* The Fishers sing many traditional songs, but also other material, some
of which may already be part of a modern oral tradiﬁon, or enter an oral
tradition at a later time. The Fishers are not what we would call “traditional
singers”, and they themselves would be the first to admit this. They do,

however, sing many traditional songs. Many folklorists would avoid them as
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informants because they are not “traditional”, but to my notion, this is
indicative of the failure of such people to come to terms with the whole issue

of traditionality, and the natural progression of tradition in a mass-media

society.

It is too easy to draw a dividing line between the older singers who
have learned their songs in an oral family tradition, and the younger singers
who have learned their songs from records, field recordings, radio, and other
modern sources other than their families and friends. Many of the younger
singers including the Fishers have in fact sought out the older traditional
singers to learn their songs. It is instructive to find out why singers of a
younger mass-media generation choose to sing traditional songs, as well as

contemporary ones.

It is probably unlikely that folklorists wili continue to “discover” Jeannie
Robertsons and others like her whose primary repertoires have been learned
almost exclusively orally, with little influence from the mass media. Indeed, we
have the instance of Jane Turriff, a traditional singer who sings ballads learned
orally in her family and Jimmie Rodgers yodelling songs learned off the radio
or records, side by side. Clearly, the distinctions made in repertoires between
traditional and non-traditional material are made by folkiorists, not by the

singers themselves.

Ben-Amos, in fact, concluded in 1972 that “the traditional character of
folklore is an analytical construct” (1972:130). In a 1884 article, Ben-Amos
explores the mulitiple meanings and usages of the word "tradition” in American
folkiore studies, remarking that “it has been a fundamental theoretical concept
indispensible in the analysis of texts, cultures, and societies” (1984:88). The

earlier article is more provocative, while the later one reveals a synthesizing,
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more holistic approach to the concept of tradition. This study of the Fisher
Family is an attempt to confront and explore some of the problems and issues

raised by the concept of traditionality, drawing partly on Ben-Amos’s example.

Some of the more recent publications on the folk revival have helped to
dispel outmode.d notions of what is traditional folk music and what is not. Ailie
Munro’s 1984 study has gone a long way toward documenting the Scottish folk
music revival and its changing repertoire, and showing the relationship
between the traditional singers and the emerging revival singers. Hamish
Henderson, whose excellent work has not yet been incorporated into a single
collection, is one of the most articulate speakers on the subject of tradition
and change. In a 1987 film on the songs of Robert Burns, “The Tree of Liberty”,
he remarks:

Tradition is never but never the mere survival of the old,
coming into the present. It's always the constant renewal of the

old, transforming itself so that for a new generation, it does

mean something.

Essays by Henderson, McNaughtan, Buchan, and Barrow in The People’s Past
volume also express the notion of a continuum of tradition, rather than a black
and white “Here is where tradition begins and ends” sort of attitude, which is

largely an idealogical heritage left to us by earlier scholars such as Child,

Sharp, and Kittredge.

Theory Versus Practice

The work of Georgina Boyes on the English folk revival has done much
to address this very problem, and she sees Sharp’s ideas as having had the
broadest influence on attitudes held in the most recent revival of interest in

folksong, from the 1950's to the present. Her recent brief examination of the
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English revival (1985b) is significant and insightful; she is currently preparing a

book on the subject.

I will discuss "folk revival” as a term more thoroughly in Chapter 3, but
it is of value to articulate a few key issues here. Boyes’' contribution is her
identification of the problem of confusion between theory of folksong and its
performance. As Boyes sees it, the theory we have been burdened with has
come to us from Sharp, who “defined folksongs as products of the past,
surviving solely by oral transmission in the knowledge of a few very elderly
villagers, uncontaminated by °‘the infection of modern ideas’™ (1985:44). Both
she and Dave Harker (1985) note the failure of A. L. Lioyd, author of a major

work on English folksong (1967), to challenge Sharp’s views.

The practice of “adoption of ‘traditional’ singers as models and the call
for 'authenticity’ of performance” which has been common since the 1960's,
Boyes says, "had the most striking effect on repertoire, style and the
subsequent development of the Revival as a whole” (1985:50). She sums up
the theory-performance dichotomy in the following way:

..the basis of Sharp’s limiting theories have never been
systematically challenged within the Revival. Singers and
musicians frustrated by the absence of area for growth,
development and change started to broaden their repertoires and
treat “folksong” as a product of style and approach rather than
item. This has, by the mid-1980's, produced an implicit
discontinuity between theory and practice which affects singers’
attitudes to their roies, their repertoire and that of other
performers (51).

Although Boyes refers specifically to the folk revival in England, the issues she

raises apply equally in Scotland.

I would add to her remarks that the confusion between theory and
practice is shared by performers and scholars alike, and has led to sometimes

acrimonious debates on the floors of folk clubs and in the pages of folklore
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journals. The theory and practice problem can also be seen as another
manifestation or facet of the text-context controversy and the issue of
traditionality, mentioned earlier. | hope to shed some light on these issues

through my examination of the Fishers’ aesthetics and their performances.

In addition to Munro (1984) and the essays in Cowan (1980), other
literature of the revival which has helped to fill certain gaps falls into the
category of what one would call ephemera: the numerous folk magazines,
newsletters, festival programmes, and newspaper articles and reviews which
often contain very valuable information, but they are often difficult or
impossible to obtain. The materials that are available can provide reviews of
performances, record albums, and indicate what views were held by folkmusic

enthusiasts at that particular point in time.

Oral History and Folklore Studies

The area of oral history has already been referred to, but | would like to
enlarge on its particular influence in this study. It has long been my feeling
that, until recently, there have been relatively few biographical studies in the
area of folklore which allow the subject to speak in his or her own words;
rather, the subject’s life and ideas are paraphrased and interpreted by another
person. The increased general interest in oral history in the 1970s and 1980s
is obvious, and has been instructive to folklorists and other social science

researchers.

Almeda Riddle’s book, edited by Abrahams, has already been mentioned

previously as a corrective to this approach, and other excellent efforts have
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appeared such as Bob Copper's A Song for Every Season (1971), about his own
singing family in Sussex, and Robin Morton’'s edited account of Ulster singer,
John Maguire, Come Day Go Day God Send Sunday (1973). Thomas G. Burton
produced a significant study of five Appalachian mountain women and their
ballads in 1978 (reprinted 1981). He places them in their cultural perspective,
and incorporates their comments about their lives and their songs. Glassie
(1982) draws extensively from his informants’ comments as well as presenting

their narratives in context in his Ulster study.

Radio series have done very well in the area of oral history, if one
considers the "Radio Ballads” of Charles Parker and Ewan MacColl in the late
1850s and early 1960s, and much more recently Billy Kay's “Odyssey” series on
BBC Scotland. The medium lends itself to letting people speak for themselves.
In this study, | have made use of oral history/biography radio programmes, as

well as my own field tapes.

As much as possible, | wish to present the views, anecdotes, stories,
and songs of the Fishers in their own words. In doing the oral research or
field work for this thesis, however, | not only talked to the Fishers but to many
of their acquaintances, fellow performers, and people who have been in one
way or another participants in the folk revival in Scotland. My chapters on the
folk revival are the ones which employ oral history to the greatest extent,
because | feel the revival lends itself to an oral history. There are quite a few
published historical accounts, however sketchy, of parts of the revival, but they
do not convey the feeling of it adequately. ngr and over again, | was struck
by the number of times my informants mentioned the “e.nergy" and “vitality” of
the early days of the revival, and it is only possible to capture this flavour by

using their words and not mine.
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One problem that emerged in talking to a number of people about the
revival is that memories did not always agree chronologically. Where possible,
I have employed printed sources such as newspapers to ascertain dates when
informants cannot remember or disagree with each other. The fact that | ran
into this problem made me aware that it is important to document what was
going on in the revival before these memories become even more remote.
Moreover, many Kkey personalities involved have already passed away
unexpectedly or prematurely, such as Morris Blythman, Josh Macrae, Matt
McGinn, and most recently, Alex Campbell. My objective is to bring together
reminiscences, anecdotes, and assessments of the Scottish folk revival
gathered from the Fishers and other participants in the revival, to create a
collage of impressions which may tell us more about the revival than a

“straight” history compiled by one person.

Methodology

This research was not carried out with a carefully pre-constructed
methodology, but rather with an intuitive, adaptable approach. | take much
comfort in Georges’' compilation of stories of famous anthropologists (1980).
showing how often their significant discoveries were haphazard, or came about
through the abandonment or alteration of their original research plans. As he
points out by illustration, w‘orkir‘\g with people requires flexibility and a
willingness to change course if necessary, rather than trying to abide by a
strict hypothesis and methodology which may not prove feasible with one's

informants for a variety of reasons.

After obtaining the Fishers’ agreement to let me work with them, |
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began recording the family member | knew best, Ray Fisher. It was a case of
renewing a friendship begun in the 1970’'s, when | was working on my study of
Lizzie Higgins. Ray's warmth, humour, and willingness to respond to my first
tentative interview questions drew me into the “world” of the Fishers, and |
deliberately followed her down the paths she was taking me, rather than

entering into our discussions with preconceived ideas.

The first interviews with Ray took place in March, 1985. In April 1985 |
attended the (English) National Folk Music Festival at Sutton Bonington with her
and 88 year old Willie Scott, a well known Scottish traditional singer, and
observed but did not record. In September Ray and | had another session, and
| also interviewed her sister Cilla for the first time later that month. | began to
compare and contrast Ray's and Cilla’s views on singing, repertoire, and
performance, and resolved to talk to other performing singers in the revival, to
get a basis for comparison outside the family. A talk with performer Jean
Redpath reinforced my hunch that | should talk to other singers, and provided a

point of inspiration for future interviews with other revival singers.

Interviews with Ray, Cilla, and later Archie, as well as with other
performers and Fisher family members continued through 1987. While | am
including information in this study from and about the non-performing
members of the family (Morag Fisher, Mary Mackinnon, and Jean, Joyce, Cindy,
and Audrey Fisher), my focus is on the three professional performers: Archie,

Ray, and Cilla.

The interviews conducted with other performers and people invoived
with the folk revival were extremely useful and necessary. An inspiring
interview with Norman Buchan, M.P. in January of 1986 gave me a much better

sense of the milieu in which the Fishers emerged as performers in the 1950's.
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Others who willingly gave me their time (in random order) were Anne Neilson,
Andy Hunter, Adam McNaughtan, Peter Hall, Alastair Clark, Bobby Campbell,
Hamish Henderson, Hamish Imlach, Allan Taylor, Marian Blythman, Ed Miller,
Peter Shepheard, Jimmie Macgregor, Sheila Douglas, Sara Grey, Ellie Ellis, Artie

Trezise, Maggie Cruickshank, Liz Cruickshank Barkess, Billy Kay, James Lloyd,

Tom Paley, and Fiona Ritchie.

In the course of my fieldwork, it became apparent to me that a
transcription of part of a performance from each performer would reveal far
more than analyses of specific songs out of contexf. | also began to see how
integral the “patter” or narrative between songs in a performance was to the
songs and the whole performance event. Reading Fairley (1987) strongly

reinforced this idea, and aided me in devising an approach to performance

analysis.

The place to begin is with the Fishers themselves. In the next chapter, |
present a biography of the family, which is a patchwork of oral accounts by

family members. The portrait of a remarkable family emerges.
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Notes for Chapter 1

The statement “The text is the thing” is attributed to the literary ballad
scholar George Lyman Kittredge, when defending the exclusion of an
intended introduction by Arthur Palmer Hudson to a collection of ballads
and songs being published in a 1927 issue of the Journal of American
Folklore Wilgus used the quotation as the title of his 1973 article in order
to be “deliberately provocative”, although he explains that he uses the
term text “in a wider sense than that of the quotation from Kittredge”
(Wilgus 1973:241). Wilgus’s article is one of many in the parry and thrust

interchange between the "textualists” and “contextualists”. See also Note
3.

2. The special issue of the Journal of American Folklore in which these
essays appeared was the first issue of Volume 84, 1971, No. 331. The
issue was later published in book form in 1972, edited by Americo
Paredes and Richard Bauman, and has the same pagination as the Journa/
of American Folklore volume. All references will be to the book, for
simplicity.

3. See particularly Jones (1979) and Zan (1982) as examples of academic
superciliousness in the textualist camp. Georges (1980) responds to
Jones, and is an attempt to reduce the gap between textualists and

contextualists, while Young (1985) is careful to point out the pitfalls in
both camps.

4. Much has been written on the theoretical concept of tradition, such as
Shils (1981), for example. An excellent discussion of tradition, folklore,
and identity can be found in a special issue of the Journal/ of Folklore
Research Volume 21 (May-December 1984).
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CHAPTER 2

A SHORT BIOGRAPHY OF THE FISHER FAMILY

The Glasgow Fishers trace their roots back to the Isle of Barra and its
“little island”, the Isle of Vatersay, but also have Border ancestry. The name

“Fisher”, however, originates from Germany.

This study focuses on a generation of seven Fishers born between 1938
and 1952, to Morag (Marion) and John Fisher. The Fishers are an urban family,
now scattered in different parts of Scotland and the Northeast of England, but
it is important to examine their island background, about which quite a lot is
known, because the ethos of that culture is evident in the urban generation.
Morag Fisher's heritage is important to her children, anc.1 although they do not
choose to sing songs from the family oral tradition, there is still an interest in

it and a respect for it.

John Fisher and his Family

John Fisher was born in 1891 in Glasgow, the son of William Fisher, a
police constable, and Jane Galbraith, a Barra woman. William Fisher was the
son of George Fisher, described as a “general labourer” in official records, and
Rachel Blyth. In the family oral tradition, a German miner from the Ruhr Valley

named “Fischer” came to work in the mines at Shotts in Lanark, and his



decendents dropped the “c” out of the name. This immigrant miner was

possibly George Fisher's father.

John Fisher's mother, Jane Galbraith, was born circa 1859, and came
from Borve on the Isle of Barra. Like many island girls, she went to Glasgow to
find employment as a domestic servant. Her father was John Galbraith, a
master shoemaker, and her mother Isabella McKinnon. The Galbraiths were

part of the Chron clan, and there are some still living in the vicinity of Borve.

Little is known about John Fisher's family, as he died in 1957. He had
two sisters, Belle and Rachel, the fatter having been named for Rachel Biyth,
John's paternal grandmother. Rachel or “Ray”, for whom Ray Fisher was in fact
named, is still living. There are also more distant family relatives in the
Galbraith family living in Borve on Barra, with whom the Fishers have lost
touch, although Ray, who owns a house on Barra, hopes to renew contact with
them. Morag Fisher speaks of family members who emigrated to Canada,
America, and South Africa, S0 that the Fishers are quite dispersed. These

emigrants have not maintained contact with the family in Scotland.

John Fisher was forty six, and a police inspector at the time of his
marriage to Morag Fisher in 1938, twenty six years her senior. When he died in
1957 of cancer, his youngest child, Priscilla, was only five, thus it is the older

children who remember their father more fully.

Morag Macdonald Fisher: Childhood in Vatersay

Far more is known about the Macdonald side of the Fisher family, as

Morag Fisher and her eldest sister Mary were both able to supply considerable
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information about it. This side of the family is predominantly Hebridean,

although the Grieves who belong to the family originated from the Borders.

Morag Macdonald was born in Glasgow in 1817, the fourth child of eight
born to Archibald Macdonald (Gilleasbaig Alasdair) and Nicolina Boyd
("Neacaidh” in Gaelic, but pronounced, and hereafter spelled in English,
“Neckie”). Those born prior to her were Mary, William (Willie), and Alec. After

Morag came Nan, followed by another sister who died as an infant of measles,

and her brothers Calum and Donald.

Archibald Macdonald worked in Glasgow with the grain elevators, after
being a seaman for a time, and Nicolina stayed in Glasgow with him in the
early days of their marriage. Her parents were in Vatersay, but there were no
available crofts for them on the small island at the time that they married.
Morag relates the sequence of events at this early stage of her life:

..when they got a chance of a house in the little island of
Barra, | went back with, with my mother and the rest of us,
because her mother and her father stayed there.. we had no
croft or anything at that time, we were just staying on a sort of
bit of open land.. we were staying next to my Grannie's, in this
little house, this little thatched house with stones and an earth
floor and all this sort of thing. And it was really comfortable
enough, and we had our own food, we had our own cows and
hens and ducks and all this sort of thing, we had plenty of food.
But then after that, of course, we got a croft, my father got a
croft, and we went on to a bigger bit of land...

And my mother, of course, she was taking on the, you know,

the work on..the croft when my father was in Glasgow, because

we needed the money that he used to send.. Every Friday we

used to wait on the postman coming, for this registered letter on

a Friday. And this was our life out there. But we, then we got a

bigger house, a lovely thatched cottage and we had five cows

there. And we had quite a good bit of land. (SA 1886/153/A)

Morag's father's work in Glasgow was not the only source of income for
the family. Nicolina worked at the herring gutting, which could last from
summertime until December. As Morag explains,

..she used to go to the gutting..the herring fishing, she used to
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go to Lowestoft, Lerwick, and Yarmouth, South Shields. She used
to..follow the fishing fleet around and in Barra, of course..she
had. another lot of stations in Barra, about twenty or thirty
stations in Barra when | was young. And the fishing fleet used
to come in there, five or six hundred drifters came in there from
every__where, you know, and the fish was cured in Barra and
they lifted it..the big boats came for it and took it away. Even the
Russian boats came in. (SA 1986/153/A)

Obviously, with their mother gone seasonally, and often overnight when
she was at the gutting at Castlebay in Barra, and their father working in
Glasgow, the Macdonald children were on their own frequently. This is where
the network of neighbour and kin took over:

..all the neighbours looked after you, you know, if your mother

was working, if she was away, they were there to look after you

and see..that nothing would go wrong. (SA 1986/153/A)

Not only did the community look after all its members, but it operated
on a barter system, obviating the need for cash in an economy which saw very
little money. Clearly, Morag does not feel her childhood was clouded by
economic hardship. As she explains,

..we had plenty of food, we were never hungry. But we
never..had any shoes on our feet, we all ran about in our bare

feet, summer, winter, and anytime, you know.., we always ran

about in our bare feet till, till you sort of earned your own shoes

you didn‘t have shoes!...

We were all in the same standard, you know, and if your
neighbour didn‘t have milk, you gave them milk and when your

cows were dry, they gave you milk, you know? And this is the

way it went on..eggs and everything were shared out. Everybody

sort of shared what they had, you know? When they had it

Because we had a big family. | think we were about the biggest

family that was actually on the island. (SA 1986/153/A)

Thus Morag's early life was a very community-oriented one, in which the
necessity of sharing was obvious for survival. Her remarks about shoes reveal

her down-to-earth philosophy towards life, a quality which is also apparent in

her children.

Morag attended the two-classroom school in Vatersay township some

distance from Caolas, where there were approximately seventy pupils, from
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what she remembers. The lessons were taught in English only, by a Mr.
Campbell who was local, and his Irish wife. This meant that there was a

dichotomy between the language of school and the language of home; the

home language was, of course, Gaelic. Morag, uniike her sister Mary, never
learned to read and write Gaelic, but it is her first spoken language. She still
speaks it with her sister Mary when they chat on the telephone, indicating that

Gaelic is a preferred mode of oral communication with immediate family.‘

Morag’s formal schooling came to an end when she left school to work
on the mainland just before turning fourteen. Children that went on to
secondary school at this time had to go either to Stornoway in Lewis, or to
Fort William on the mainland, so that it meant leaving home. Very few children
did in fact go to secondary school, usually for economic reasons. As Morag

remarks of the island girls,

..the only thing that was open to them [was] to leave the
island and go into service. In hotels, hotel service or private
service, or nurses. (SA 18986/161/A)
Boys usually went to sea, as did Morag’s brothers, two of whom, Willie and
Calum, were lost at sea during the Second World War. Despite the fact that the
island economy made it nearly impossible for young people to stay, a Vatersay

childhood appears to have been a very happy time. Morag’'s recollections of her

home and social life in the township of Caolas are vivid and full of anecdotes.

Morag's Parents and Maternal Grandparents
Morag's mother Nicolina Boyd was a vital member of the Vatersay

community, and highly regarded as a “figurehead”, according to Morag (see

Plate 1). Nicolina, or Neckie as she was known, was named for an Aunt Neckie
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Grieve, who in turn had been named after a minister (not a priest), Nicol Grieve.
Neckie filled two crucial roles on the island, that of midwife, and that of

someone who “laid out” bodies for funerals. Morag relates:

Well, whenever there was anybody having a child, it was Neckie
that was there..she was always there, you know..[if] the bairn
was born before, before the doctor arrived, or if there was a
storm, the doctor couldna come. So..she was the one that was

really there. And there’'s a lot of them still alive that she brought
into this world, you know?

She just learned by, learned by doing it.. Strange enough
it..was her that was there.. Nobody seemed to bother whether
the doctor came or not, you know, they were quite confident that
she was capable of doing it...

..She was the one that did all the, you know, for the funerals
and laid out the corpse and made the, got the shroud, the linen,

the linen thing and dressed them all up with bows and things...
(SA 1986/161/A)

The regard for Neckie is reflected in the way her children and grandchildren are
also well regarded, as members of Clann Neckie. Because of the Gaelic
patronymic system of appellation, references to families usually follow the
paternal line of kin.2 However, as Judith Ennew notes:
Where a mother is a strong personality or has brought up
children on her own, her name can be used rather than that of
her husband. It is she who is remembered in the genealogy, as
she was the important social personality (1980:78).
Neckie's husband Archibald was not at home much until the later years of their
marriage, so she was the significant parent for the young children, raising them

with the help of neighbours. The use of her name for the family is thus not

surprising.

Archibald Macdonald may not have been a primary influence on his
younger children, but Morag’s sister Mary, the eldest of the family, remembers
what a knowledgeable man he was:

Oh, my father was a very well-versed man, he really was. And
you know, Donald took after Dad. My brother Donald. And that's

where he took it from. My father could talk to anybody... Even
the priest’'s students, when they would come home, they used to
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go to him for him to sort, you know, answer questions... That's
how he had education none of the rest of them had. When he
ca.me s.chool age, in Vatersay, it was his mother's uncle that was
priest in Borve, a Father John Macdonald from Uist. And my
father was brought up there. (SS 30-11-86)

Thus, each in their own way, Morag’s parents were very capable people, who

had between them both “book-learned” and traditional knowledge.

Neckie outlived her husband by many years, and died only recently, in
1882, so that her grandchildren and great-grandchildren knew her. Her
granddaughter Ray’'s purchase of a house on Barra in 1979 was expedited by

the blood tie to Clan Neckie. More will be said about this development at the

end of the chapter.

Morag was named for Neckie’'s mother, Marion Campbell (Morag in
Gaelic = Marion in English). Marion Campbell was the daughter of a Margaret
Grieve, whose family originated from the Borders, and had worked for the Lovat

family in Strathglass, in the Beauly area.

Morag Macdonald stayed with her grandmother Marion sometimes and

learned her skills:

..my mother’'s mother, she was, she was a great one, she was a
great one for baking and doing. She made the butter and the
cheese, she used to make the cheese in the block and put it
outside, press it outside, and put big stones on the top of it and,
you know, she used to show me how to do it, you know,
because she was, she was totally blind. And she did all that
herself, yes, that was my mother's mother, but | never saw my
father's mother or my father's father. They were all, they had all
died before | was born. (SA 1986/153/A)

Morag’s father's side of the family, the Macdonalds, had originally come from
Uist, Benbecula, and other islands, and were already established on Vatersay at

the time of the Vatersay Raids, which occurred between 1900 and 18089.

One interesting family story concerning Nicolina, Marion Campbell and

their suitors was told to Ray Fisher in 1981 by the late Nan Mackinnon or Nan
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Eachainn Fhionnlaigh, of Vatersay. This was part of the conversation,

as

recorded by Ray:

NM:

RF:

NM:

RF:

NM:

RF:

NM:

~.Archie, your grandfather, was a seaman. He was at sea, you know,
and he always cgme home for his holidays and that. But took no
p:rt whatsoever in the looking after cattle or sheep or anything like
that.

Yes. Can you recall when he met and married my grandmother
[Nicolina)?

Your grandmother was very young when she married him. He was
much older.
How old was she?

Oh, she’d be in her early twenties or so. But he was older than that.
And they got married, and they were staying in Glasgow for the first
few years.

Why do you think there was such a difference in the age?

Well, 'l tell you that, | might as well be honest about it. Your
grandfather was after your great-grandmother [Marion]. He wanted
to marry her. But William Boyd was in her life as well, your
great-grandfather. And when she got married, she told your father
[NM confuses the generations here, should be grandfather], “Ach
well”, she says, “you'll get my first daughter, first daughter i've got”.
And so it happened. (From “Fisher Folk” broadcast, 28-12-86, BBC
Radio Scotland)

Uilleam Baoid and the Vatersay Raiders

One of the most fascinating and colourful characters in Fisher family

tradition is Morag’'s maternal grandfather, William Boyd, or as he was always

known, Uilleam Baoid, Marion’s husband. He was one of the Vatersay Raiders,

who came from both Castlebay in Barra and nearby Mingulay to Vatersay,

which was owned by Lady Cathcart, to obtain croft land for their livelyhood.

In 1903, the recently created Congested Districts Board had purchased

sixty acres of land on Vatersay to help relieve the chronic shortage of land for

Barra crofters. An attempt was made to purchase additional land after a potato

crop failure on Vatersay, but the asking price of Lady Cathcart was more than

the Board was willing to pay. However, the crofters made it clear they were
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prepared to seize the land regardiess, so the Board managed to rent an
additional twenty acres in 1906. One wave of raiders came from Mingulay,
among them Uilleam Baoid, and essentially “squatted” on two acres of Lady
Cathcart’s land. She took legal measures against the perpetrators, and they
were imprisoned for a short time first in Lochmaddy, and then for about three
months in Edinburgh. Oral and written accounts of the successive raids vary,
as is hardly surprising. (See Hunter 1976:184-191 for a recent historical
account) There is also a Gaelic song which was composed by bard Michael
Buchanan or Micheal Nill Bhain, of Barra, commemorating the 1906 raid, and

naming Uilleam Baoid and others who participated (Mackinnon 1983).

One interesting fact is that both sides of Morag’s family were involved
in this historic event. She gives her account of what occurred:

He [Uilleam Baoid] did six weeks in prison. My grandpa. In
Lochmaddy. For taking over the island. They came from
Mingulay, and they had to go over the island, aye, they took over
the island. And strange to say, Domhnall Bhatarsaigh, that's what
they called the fellow that had the great big house on the island.
My father worked for him. This was before my. mother and him
got married. My father and my uncles and them, they would,
they had a place, they were working for the laird. And then my
other, my grandfather, he came and raided the blooming place,
you know! (SA 1886/161/B)

Mary Macdonald Mackinnon, Morag’'s eldest sister, is a veritable
repository of Barra and Vatersay history, traditions, and stories, although she,
like Morag, left the island to go into service at an early age. She recounts the
story of Uilleam Baoid and the Vatersay Raiders:

William Boyd - he was really one of the leading, you know,
hands. What happened was, you see, the people of Castlebay,
they had nothing to live on. They came over and just took
possession of the land there [on Vatersay], and started planting
potatoes. Weli, they didn't start anything in the way of corn or
anything, just produce for themselves...

You see, my grandparents, on the paternal side, were in
Vatersay then. Not my grandfather, he was dead. But my
granny, and my Uncle Alasdair, they were in Caolas at that time,
when the Vatersay Raiders started, you know. Donald MacDonald



was .the landiord. He was in the big house, over in the village.
And it was my uncle that was more or less managing with him
you know? Running the place, looking after sheep, and cattle'.
And there was a family MacCuish there, from North Uist. They

were there. And that was the two, like, male workers that Donald
Macdonald had.

He [Uilleam Baoid] was one of the ringleaders himself, and a
Duncan Campbell.. There was, it was eleven, wasn‘t there eleven
of them?.. There were some from Mingulay.., about half a dozen
from Mingulay.. The local priest, he was oh, dead against them,
a Father Mackenzie. He meets my grandmother, and they [the
raiders] were getting two pound ten a week, which was a lot of
money in these days. While they were in jail. And he says to
my granny, he heard there’s a rumour, you see, that they were
coming, getting released, and he says to Granny in, of course, in
Gaelic, “I hear”, he says, “your old man is gettin’ released
shortly”. She says, “"Well”, she says, “the worst news | ever
heard”, she says, “| don't care although they kept them in”, she
says, “for life as long as they got the two pound ten!” (SS

30-11-86, “Fisher Folk” broadcast)

This anecdotal account is one of many illustrations of the dry sense of
humour in the Boyd and Macdonald families. Mary Mackinnon sings a full
version in Gaelic of the song about the Vatersay Raiders (SS 30-11-86). Nan
Mackinnon’s text, recorded in 1958 by James Ross, along with her account of
the Raiders, was recently published in Gaelic and English (Mackinnon

1983:32-35).

Ray Fisher is very interested in the family history, and has talked to
relatives and family acquaintances on Barra and Vatersay about her
great—-grandfather. She was talking to her mother, in the presence of her sister

Cilla, about Uilleam Baoid in November 1986. This is part of their exchange:

R: .there's some great stories about Uilleam Baoid, | got loads of
stories about Uilleam Baoid.

M: Yes. ‘ .

R: He had, did you know, did you ever hear them tell about him having

second sight?

M: Oh no, no, no.

R: To see into the future.

M: No, no.

R: Oh. You don't know anything about the story when he heard the
buckets falling out ofthe sky?

M: No, no, I've never heard that. ' ‘

R: You didn't hear the story of the falling buckets?'Cause | was talking
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to Eil, you know, Eil?..

M. Neil McNeil, aye.

R: i\/r\]/e(l:la‘r(;:ea$sand,dUiHeam Baoid stood one day at the door of the house
oo th,eank ;::wuted to some people, "Who's dropping the buckets
o Sky? . And..he pointed to the, up over the hill. Almost
o jgeﬂ,y n:rt‘dsttrslght across, to the right, near to where the, between

€ top of the hill, in the directi i
know where the jetty is now? on of the point. you

M: Yes, yes!

R:. And he said, "There’'s someone dropping buckets out of the sky!”

M: Oh, he must have been drunk, right enough!

C: Must have been in the buckets himself!

R: That's what they all said to him... and he said, “You come with me".
2\:3 ';they '\évglked across round the bay, up the hill, and he pointed,

€ said It was down there, he said, there was all thi i

M: All these buckets! s clatiering.

R: With the buckets falling from the sky...

It was the very spot where
the Sunderland went down twenty years after!

M: Is that so?

R.

Twenty years, gg‘mlg spot! The Sunderland, a Sunderland flying boat
crashed on the hillside, and Uilleam Baoid heard it. (SA 1986/161/B)

Plate 2 shows Ray sitting next to the wreckage of the flying boat on Vatersay,

not far from Vatersay township, in July 1987.

Ray also recounted another story concerning Uilleam Baoid's second
sight, in which he was able to see a yellow “vehicle” driving up the road from
the ferry. The only car he was familiar with in these days was the doctor's
black car in Barra. The Western Isles Council vans now used for council
business are yellow. Ray's friend Eil, referred to above, works for the council.
Ray relates:

The first time Eil went across [to Vatersay], he went on the

ferry, and they'd taken the council van over before he went over.

And he stood at the bottom, and he saw this yellow vehicle go

up the road that Uilleam Baoid saw, years and years and years

before. He said, “I'm not going in that van”, he said, “I'm not

putting my foot in it"" And he wouldnt go in the van. (SA

1986/161/B)

Quite obviously Uilleam Baoid was a muiti-faceted character, who
enjoys a vigo_rous life in the local oral tradition. Morag does not seem to give

much credence to the stories about his second sight, but her sister Mary tells

many stories about second sight incidents on Vatersay and Barra, revealing a
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ery matter-of- :
very of-fact level of belief. The personalities and dispositions of the

two sisters are noticeably different, although both share the droll tamily sense

of humour. One might say that Ray, through her contact with Barra residents,

is the most interested in the “mystical” side of her mother’s island background,

as well as the practical historical details.

Music in the Macdonald Family

There is a strong musical tradition in the Macdonald family, particularly
for singing and playing the pipes and melodeon. When Ray Fisher spoke to the
late Nan Mackinnon about the family in a 1981 visit to Vatersay, she asked if

there was “any music” in grandfather Archibald Macdonald’s family, Nan replied

with great vigour:

Of course there was! And your great-grandmother Bean
Alasdair a’Chaolais, she knew all the songs that were composed
in Uist. And in those days, in my mother's time, and in your
great-grandmother’'s time, the waulking songs were a must, you
know? Everyone sang his own piece when they were waulking
the cloth, and the songs, "Mo nighean donn p C3rnaig‘, my
mother knew that one from end to end, but she hadn’t a clue
whatsoever where it was composed.. But it was your
great—grandmother that told her that it was a Uist song. (From
“Fisher Folk” broadcast)

Morag Macdonald’'s generation clearly carried on the musical traditions. When |
asked her if any of her family were singers, she replied:

Well, my sister Mary was a great singer. She was a, she used
to do Gaelic songs..we used to have ceilidhs and things there, in
the island, you know, and dances, and there was always
somebody playing the melodeon, you know... My brother used to
play that. Well, he used to play the melodeon at the dances.
And he used to play the bagpipes at the dances as well..he was
good. He was always the one that, if there's going to be a
dance, Willie's going to play..and Auntie Mary [refers to her
sister] she used to sing the songs..when they had the
ceilidh...and then there was qguite a lot of other people that were
good Gaelic singers, and my mother's father, he was a good
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singer. He used to sing when he was carrying the hay in and

when he was in the house he used to be singing all the time...
(SA 1986/153/A)

Morag sings Gaelic songs herself, but as she does not sing in public, she does

not consider herself a singer.

Music not only played a part in everyday life and at the island dances,
but was also an important feature at wakes, when someone on the island died.
Ray Fisher asked her mother what the wakes were like on Vatersay, and she
replied:

..it wasn’t a sad thing, you know, it was always, always folk just

like they were singing, they were folksinging, you know? Aye, and

playing melodeons, and playing pipes and everything, you know?

And the body would be laid out on the bed, you know, it was on

the bed..l| can't remember any of the songs at all. No. Sort of

farewell songs, suppose, you know, they'd have for that..and the

pibroch and all this sort of thing. (SA 1986/161/A)

Thus music was very important in the life of Vatersay people, and in
both the maternal and paternal lines of Morag’'s family, as well as in her own
generation. It is worth remarking that the instrumental tradition in Barra and
Vatersay was thriving in part because these islands, béing Catholic, did not

experience the cultural ravages that most Protestant areas experienced during

the Reformation and later.

Morag: Work, Marriage, and Children

Morag Macdonald left Vatersay in 1931, first going to a school in
Edinburgh to train to be a telephonist, and then went to work in hotels in the
Edinburgh area, and at one point in Fort William. Plate 3 shows Morag in her

teens, when she was working on the mainland, but prior to her marriage.
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Morag eventually came to work in Glasgow. One of her posts was with
a Jewish family in Pollokshields. Although some Highland and Island girls did
not like working for Jewish employers because of “the funny food” and their
rumoured reluctance to part with money, according to Morag, she liked the

family she worked for very much, and named her own daughter Cynthia after

one of the daughters in the family.

At this time in Glasgow, there were large numbers of Highland and
Island people working. They retained a social identity in the city through
forming various associations, such as the Uist and Barra Association, and more
informal networks of young people. Morag recalls going with other girls to
meet Highland and Irish boys under Jamaica Bridge. She also used to attend
dances and other functions sponsored by the Uist and Barra Association. She

describes how she met her husband, John Fisher:

I met Mr. Fisher in Glasgow, yes, yes, | met him there..used to
have Uist and Barra dances, you know, there was associations
that they have, they've still got them.Uist and Barra
Associations, and the Lewis and Harris Associations, and you
know, of course, all the Highland girls went to, to these dances
and whist drives and that. And { met John at one of these whist
drives in Glasgow, in the Grand Hotel in Glasgow | met him first.
Of course his mother came from Barra as well..and of course she
was quite pleased when she knew that John and | were going to
get married because, you know, she was..from Barra as well. (SA
1986/153/A)

John Fisher was an inspector in the Glasgow police force, and as he
was a bachelor, he had to hire someone to keep house and take care of his
mother. Morag came to work in the Fisher household, and was quite fond of
John’'s mother, with whom shé was able to converse in Gaelic and reminisce

about Barra.

Morag married John Fisher in 1938. They lived at 26 Havelock Street, in
Partick, for the duration of their marriage (see Plate 4). They had seven

children, and because of their Barra connections and family naming traditions,
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called several of their children after relatives. Each child had either Galbraith

or Macdonald as a middie name. Jean Galbraith, born in 1938, was named after
her paternal grandmother, Jane. Archibald (Archie) Macdonald, named for his

maternal grandfather, was born in 1939. Ray Galbraith, born in 1940, was

named for a paternal aunt. Joyce Galbraith was born in 1942, Cynthia (Cindy)
Macdonald in 1943, and Audrey Macdonald in 1947. Priscilla (Cilia) Galbraith,

was born in 1952. Plate 5 shows Morag Fisher and all the children except Cilla,

circa 1950.

Ray Fisher, in describing her perceptions of her parents’ marriage and

family, remarks:

..It was a big family anyway, in Glasgow terms. For a
Protestant family, | think it was regarded as quite big. Now that
is pertinent in a way, because my mother in marrying my father
married out of the church. Which was regarded by the islanders
and by the rest of our family or some of our family as not the
right thing to do. Because she was a Catholic, and had been
brought up a Catholic, and my father was Protestant. (SA
1985/196)

The largeness of the family commented upon by Ray, seems to be very
much a reflection of Morag Fisher’'s personal feelings about chiidren and family,
rather than religious beliefs. As Morag remarks:

..children to me are something wonderful, | love children. |

always liked children, you know..they're a part of a family, that,
you know, that you've got to have, you know? (SA 1986/154/A)

The Fisher Children: Growing Up in Glasgow

The Havelock Street house was the first home that the Fisher children
knew. Their father was, by that time, an inspector in the Marine Division of the

Glasgow Police, but actually worked in the Partick office.



Jean, the eldest child in the Fisher family, is the only one of the seven

children for whom singing was not important in some way. Jean left school at

the age of fifteen and, following her mother's footsteps, went into service. She

has lived and worked in Newcastle for many years.

The rest of the children grew up in successive “pairs”, so to speak, a
pattern which later was manifested in singing performances. Archie and Ray,
just a year apart in age, naturally spent a lot of time together in their youth.
Joyce and Cynthia were the next dyad, followed by Audrey and Priscilla. They

all attended the Dowanhill Primary School, but different secondary schools.

Ray’s memories of childhood, her parents, and their house are quite
vivid. About their home in Havelock Street, which was a typical flat in a
sandstone Glasgow tenement, she remarks:

..there wasn't much room in our house, you see, once there
were seven children and my mother and father in a small house,
I mean, by normal standards it would be vastly over-crowded.
Because it was, it was just a big sitting room, one bedroom, and
a kitchen, a hallway, and a bathroom. And that was the entire
house..l don’t think it was cause we were poor, cause we weren't
really poor, cause my father had a car...in fact, it was the only car
in the street. When we were young..and my father used to take
us out quite a lot, but like | said, my relations used to come and
go, and this is where | realized fairly early on that we were very
very fortunate cause we had these very colourful sort of relations
who spoke in this lovely lilty Gaelic twang, you know. (SS
26-3-85)

In post-war Glasgow, there was a severe housing shortage, so that by
all accounts, the Fishers were more fortunate than many families. The
so-called “single end” and *“room and kitchen” were generally considered
standard housing at the time, so that a flat which had several rooms and a
bathroom was quite special. When Ray, Joyce, Cynthia, and Cilla chatted
recently about their chiidhood, they discussed the smaliness of the house for
the size of their family. Cynthia and Joyce made the following exchange, which

touches on a significant feature of the Fisher family:
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~-we always wanted a house wher

_ . e we could have a room of our
own instead of six of us in a ro

om, you know.

J: ;es. Possibly that's why we all got on so well with each other,
ecause we were close together, and we had to at the time. (SA
1987/24/A) (

This seems to be an echo of their mother’s practical and gregarious nature.

Clearly, the children did not feel that they were under hardship, even though it

might have been nicer to be in a bigger house.

Gaelic in the Family

The household functioned almost exclusively in English, although Morag
Fisher's native language was Gaelic, and John Fisher's mother was a native

Gaelic speaker as well. Morag remarks of her husband,

.he didna fancy the Gaelic, you know.. it was funny. His
mother spoke the Gaelic, but in the family, | never spoke the
Gaelic to the kids.. A few words, maybe, you know, “Be quiet!”
and this sort of thing, but the attitude that John took was, he
says, "a dead language”.. it was a strange attitude because his

mother..spoke, his mother and | spoke Gaelic most of the time.
(SA 1986/154/A)

Ray’s recollections seem to indicate that the children were spoken to in Gaelic
fairly often, although this may merely reflect a different perspective on the
matter. She relates:

..occasionally my father used to lapse into phrases, and my
mother always told us off in Gaelic... the only Gaelic we knew,
really, was to count from one to ten, and to be told off or some
sort, or remonstration, is, | think, the word. Like “Don‘t do that!”,
“Stop it!”, "Come here!”... And it was all, all these Gaelic words...
| used to say it at school and the kids used to look at me as if |
was odd, you know, what’'s she saying all this gibberish for. But
it seemed pretty straightforward to me. (SS 26-3-85)

Ray and Cilla discussed this aspect of their upbringing and their
impressions of this bilingual situation in the family as young children. Here is
part of their conversation:

R: .1 know when Auntie Nan used to come about the house, her and
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Mother used to talk Gaelic. And Nan used to come about when
Father was out or away somewhere. | remember they used to talk
. in Gaelic, and and wee Uncle John Mackinnon came a few times.

C: | remer,nber him. | only remember them talking with her and Donald
[Morag’s youngest brother], over in Govan, when we went to see
Granny [MacDonald]. That was the only time she ever really spoke
that | remember. And | hated that, anyway, sitting there and [makes
nhonsense sounds in imitation of Gaelic], Flora, [nonsense sounds]
Flora, you know? I

R: That's right. And they used to come out with things like

(S‘ N '986/ IG:;/} ‘)

From this, we can see that Gaelic was the language of Morag’'s closest
relatives, and it was mainly in visiting situations as described above that
extended conversations occurred in Gaelic. The children, like their father, did
not understand Gaelic, and associated it in part with relative visiting, which

most children do not enjoy but often have to endure.

Having been exposed to Gaelic, however, some of the children were
interested in doing it as a subject in secondary school. Only certain schools
taught Gaelic, and Hyndland Secondary School, which was where children in
the Fishers’ part of Partick went, did not have Gaelic in its curriculum. Archie
wanted to take Gaelic, and relates his confrontation with his father over the

matter:

..my father didn’t take to Gaelic, thought it was a terrible
language... when | was at school, he said | had a choice between
French and Latin. And | said | wanted to take French..and Gaelic,
‘cause Woodside School, I'd have to go to Woodside instead of
Hyndland, which was supposedly an upper crust sort of, slightly
posher school. And | filled in a form that | was given, saying |
wanted to learn Gaelic and French. And he refused to let me go
there, and said | had to go to Hyndland, and learn Latin and
French because Gaelic was a dead language!

And | never quite worked that one out, at the time. As a
consequence, didn't even take Latin, just took French, and never
learned Gaelic. Because my mother had sisters that visited her,
and they spoke in Gaelic... and | could hear it‘;times | can almost
subliminally understand it in a way. And because | had a musical
association, | was interested in it, and | would like to have
understood songs as well. (SS 13-5-86/A)

Cilla was the only one of Morag’s children who actually took Gaelic at school.
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She attended Woodside School, and did two vears of Gaelic, but left school

when she was fifteen. At this point, in 1967, the elder children had left home,

and Audrey and Cilla were the only ones still with their mother. The family

moved to the Tyneside area for several years to be near Ray and Jean who

were married and living there, and Cilla dropped her interest in Gaelic.

Music in the Fisher Family

The children’s Aunt Mary, Morag’s sister, remembers that her nieces and

nephew were musical at an early age. In a conversation with Ray and Archie,

she recalled:

I can remember coming out from Barra after the war, and
calling at your father's house. And your dad was playing the
piano, and there'd be about four of you, making a ring-a-roses
on the floor singing, you know, you were singing and he was
playing the piano to you. (From "Fisher Folk" broadcast)

Ray recalls her father's singing, and family gatherings around the piano in great

detail. She remarks:

..when | think of it, we used to sing, | remember us singing,
not consciously singing, | don‘t think, you know, saying "We will
now sing”. But my father, on certain occasions, would open up
the piano. Now this was actually quite an event, because the
piano was locked. You see, it was locked... It was quite ritualistic,
it was Christmas and special do’s, birthdays sometimes, when we
would go into the sitting room and actually have a birthday, a
party, or a get-together of some kind, with the whole family...

My father..used to sing, and vamp chords on the piano. Like
“boom boom”, this. | mean | latterly found out he was vamping
chords but as far as | was concerned he was playing the piano.
And he used to sing arias, and songs from Count John
McCormack.. | mean | could sing all these funny songs, | didn't
know what they meant, but he sang it in this great big voice
because he was, at one time had been a soloist with the City of
Glasgow Police Choir, you see, so - but he had this sort of
classical music thing, you know. And he sounded like Caruso,
you know, and he used to really embarrass us no end, you know,
if you'd be sitting, he’d be shaving, and if the doors were open



sessions at the piano with her father the most.

all the neighbours could hear
through the house. But he was
very good powerful voice. (SS 26-3-85)

They all used to sing roundabout the
And, you know, he sort of encouraged,

especially Ray, she was the one who used to dance and jump
about when he was playing, you know?

this thunderous voice coming
quite a good singer, he had a

According to Morag Fisher, it was Ray who seemed to enjoy the singing

She remarks:

piano along with him.
I think, everybody,

He used to say, “Well, if you're going to be so determined
when you grow up, I'll be very proud of you if you'd be a singer.
But he never saw that day. (From “Fisher Folk” broadcast)

Ray was sixteen when her father died in 1957, Archie seventeen, and both were

soon to perform on the early “platforms” of the folk revival in Glasgow.

John Fisher was fond of music hall as well as other varieties of music.

As a soloist with the City of Glasgow Police Choir, his repertoire was a mixture

of light classical and popular music, but as a policeman “on the beat” in his

earlier days, he would sometimes stand at the back of music halls and listen.

Ray and Archie had a lengthy conversation about the material in their father's

repertoire in late 1986, part of which follows here:

R:

x>

P 2P

>

I remember Father talking about one man who sang on the

music hall stage, and he had this preamble, and then he sang these
songs. And my father did the bit of the preamble as well... [recites]
"The sprockets are not running parallel to the differential, and they're
causing a short circuit in the gearbox, | don’t think".

Short circulation in the gearbox.

Something. And all this... and then he used to say, this same man
stood up and said, “I am a sophisticated rhetorician and inebriated
with the exuberance of my own verbosity, and carried away with
egotistical imagination, | don’t think”. Now what that meant, I've no
idea. When | was little, | was about ten, | could say this. No idea
what it meant, subsequently discovered it just meant he
talked a lot, which was quite accurate, actually!

That was a quote, that was a parliamentary quote.

Was it? v

Yeh. Somebody said it in Parliament. Or the House of Lords.

Well this - and my father used to sing songs like eh - and they
were all music hall, “She was there, she was there”, and “and | now
looked below the bed, and dum dum dum dum dum..”

Of course he'd picked them up on the beat in Glasgow. Used to go
into the back and stand at the theatre, back of the theatre.
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In the theatre, yeh. Well | imagine, he obviously had got them from
the source cause he talked about the music hall, just these people
who sang at the music hall.

sut as well as that, | mean he sang as a tenor in the police choir...
es.

..he broadcast on radio, on BBC radio when it was called 2LO, and
came from a building off Queen Street, in Edinburgh, he broadcast
with part of .the Glasgow choir... And the other thing is that in, the
Glasgow Police Choir just didn't do choral things, they did kind of

musical reviews and Gilbert and Sullivan and that kind of things as
well.

R: Mm hm.

So he must have had a, a repertoire inside the choir too. And of
cqurse there was lots of functions in these days that eh the people
did party pieces at, involved with, not just the Freemasons and other

things that eh, that he probably did turns at, and that's.. and he was
a performer...

Maybe he was a frustrated performer.

I think he was... And he played concertina, he had a concertina when

he was younger. And there was something else he played as well.

Ukelele. He played ukelele. And these were very much music hall

type instruments in that time.

R: Yes. But all, | remember Fathers singing when he was shaving,
“Where My Caravan is Rested”, Father Sidney McEwan songs.

A: Yeh, that's right. He knew Father Sidney McEwan, of course.

R: Yeh. And he used to sing, used to sing all these big, we used to get
really quite embarrassed, cause when we went camping, he used to
do it, and he used to have the mirror hanging at the end of the tent
when he was doing his shaving and he was singing away at the top
of his voice, and we always, we used to hide round the back of the
tent... .

A: | never got embarrassed, | thought he was a great singer.

R: Oh no, | used to get embarrassed. Because he used to sing, and

they were very loud, it was very loud, and he sounded, he was a

great Caruso type admirer. | think that’s where we get all the noise

from, is from Father, when we sing loud! (SA 1986/167/A)

»>2»

» 2

This particular transcription reveals the different perceptions that Ray
and Archie have about their father and his influence on the family singing
tradition. Clearly, John Fisher enjoyed indulging the side of him that was an
entertainer, a side which has obviously surfaced in his children. This also
appears to have been his Iightér, n;ore frivolous side, because various remarks

from Archie, Ray, and Cilla indicate that he had a sterner side as well.

Morag Fisher does not claim to be a singer, and instead gives that
designation to her sister Mary, as mentioned previously. However, her family

often heard her singing to herself, especially Gaelic songs. Ray remarks:
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My_ mother used to sing, but she sort of sang very quietly and
eh, in a sort of croony lilty Highland sort of plaintive sort of
sound. Eh, almost the other end of the spectrum completely to
whaF my father did, so | suppose we weren't really - it wasn't a
musical house you know in that we werent, we weren't

consciously.. the music was there you know, it was
p , or
roundabout. (SS 26-3-85) ) o

Ray makes the point here that she and her siblings did not start singing
with a consciousness of continuing in the family tradition, but the sound of

singing was there, with both parents. Cilla, who remembers hearing her

mother sing as a child, and also hears her sing now as they live in the same

small village, comments:

...my mother sings too, but she never sang like professionally. |
mean my father didn't sing professionally, but he was in the
choir, and he did radio broadcasting and things. But em, my
mother sings too, all the time. When she’s potting about. We've
tried to get her to sing in public and she’'s done it once or twice.
But Archie always recommended that we should install a sink in
a building, and she washed things. She always used to sing
away when she was washing the dishes, you see.. And people
would say, “Oh, we’'d love to get your mum in, up to sing, you
know"”, and he [Archie] said, “Well, if you get a sink here, with
some dishes, she’ll be alright! And then she'll come up and sing
for you!”

..She comes away with some things. | mean quite a few of the
sort of recognized songs already, | mean like em, “Fear a’‘Bhata”
and all these sort of standard kind of ones that most of Gaelic
singers would do. ’Cause she comes away with wee bits of
tunes and things, that obviously have just come back to her
from, | mean, either her childhood or something. (SA
1985/210)
One of Ray and Archie’s oldest friends, and a fellow performer, Hamish Imlach,
recalls being in the Fisher house, and hearing Mrs. Fisher singing if she thought
no one was listening. Singing in any context apart from the private one has
clearly always been perceived by Morag as a deviation from her own
self-concept, which is that of a person who does not sing. “Singing” to her

means singing in public and her private singing does not fall into this

category.

The children did learn some Gaelic songs, but not directly from their
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mother. Ray and her sister Audrey discuss some of the Gaelic songs learned

in school:

R: We got them in school. We got them initially at school. Those
ones. There was a book, and we had a couple of books of Marjorie
Kennedy Fraser's that |, | don’t know where they had come from.
And we used to do “Air Falalalo”.

“Air Falalalo”, some of them might have been from school, some of
them.

Yeh. But Mother used to sing the tunes, you see. Mother knew the
Gaelic words, | don‘t think she consciously knew them but she would
- | remember us QOing, do you remember us singing, just for fun
[sings], “Fhear a'bhata, ‘s no ho ro aida”. Now that was the chorus,
and they taught us that at the school, and the words they taught us
at school, we came home and sang it, and my mother said, “Oh no,
that's not right, that's terrible!” She said, “What's this 'bata’ bit”, she
said, “it's not ‘bata’ and it's not ‘fe-hear a'bata’”, she says, “it's"...
Fe-hear a bata!

And she had different pronunciation altogether. And the last line
was “Oh farethee well, love, where e’er thou be” or something. And
she never sang that. She sang it in Gaelic and she said, “Now that's
the way you're supposed to sing it”. So | went back to school. And
I'm singing “Mo shoraidh slan leat s gach ait am téid thu” or
something, which was the words my mother said, and the teacher
says, “You're singing the wrong words!” [laughs] And she says,
“Sing, sing the same words as everybody else”. But that was, you
see, Mother knew the tune, and she knew, she might not have
known the whole songs, but she certainly knew the tunes. So that
when we started singing them in English, we certainly had the right
tunes taken from the book, cause I'm sure there was a book of tunes
from the Western Isles or something like that.. (SA 1986/114/A)

o P

This transcription reveals a not uncommon irony found in Scotland, that
genuine family traditions or ways of doing things are in opposition to what the
schools teach, and that conformity is far more important in the education
process than the validity of the family tradition. Given the type of occurrence
that Ray describes above, it is not surprising that the Fisher children regard
their Gaelic heritage with some ambivalence. This point, with particular

reference to song repertoire, will be discussed in Chapter 5.

The Glasgow schools have always been rich repositories of children’s
street songs and singing games. Archie remarks that Dowanhill Primary, where
all the Fishers went, was a particularly good school for this. He adds,

_.Of course Cilla, when she was at school, when she started



ggtni\g to school, she was.in a very healthy playground music
up, cause they were still skipping and playing ball games... It
was quite a common occurrence in the morning to, for the boys

to all line up and listen to the gi ir ri
_all girls do their rin ames
skipping games...through the railings... (SP 13—5-86;\;) ° ane

The playground singing games seem to have had the most influence on Cilla’s
repertoire, and she has tapped this early source of material for use in the

programme she and her husband Artie present for children, “The Singing

Kettle”, about which more will be said in Chapter 4.

it should be quite evident that the Fisher children were exposed to
music, especially singing, in many different contexts in their childhood. They
seem to have equated singing with pleasure and family togetherness from very
early in their lives, and both parents contributed to their notion that singing is
a natural activity to participate in. We now need to briefly fill in a few more
biographical details of family members, and of Archie, Ray, and Cilla in

particular, before closing this chapter with a discussion of Ray's involvement

with the lsle of Barra.

The Fisher Children: Later School Years and Aduithood

Archie and Ray attended Hyndland Senior Secondary School at the same
time, although they were in different classes. Ray proved to be the most
fastidious student in the family, staying on for Sixth Year, and then attending

the Jordanhill College of Education for three years, from 1858-1961.

In 1962, Ray married fellow musician Colin Ross whom she met in a
Newcastle folk club while performing, and has lived in the Northeast of England

since then, in Whitley Bay. Colin, formerly a teacher, now makes Northumbrian
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pipes as well as playing fiddle and pipes professionally with the High Level

Ranters and other groups. Ray has performed as a solo singer on the folk club

and festival circuit since she and Archie stopped performing as a duo in the
mid-1960s. The stages of her career are discussed in Chapters 3 and 4. Ray
and Colin have two sons and a daughter in their twenties, none of whom seem

to have an interest in their parents’ music at present.

Archie had a desire to go to sea, and at the age of sixteen, he left
Hyndland to join the Merchant Navy, and was away for fifteen months. He
returned home after this stint, and held a variety of jobs over the next few
years, ranging from working at a turkey farm and the Ayrshire Milk Marketing
Board to the Hoover Vacuum Cleaner Company. He worked in London for
almost a year at Collet's Chinese Bookshop in the early 1960s, and became
acquainted with the London musical scene at this time. He later taught guitar
in Glasgow, Edinburgh, and Fife. He lived in Edinburgh, St. Andrews, and later

Falkland in the 1860s and early 1970s.

Archie married a Shetland schoolteacher in 1967. They had one
daughter, and were later divorced. In 1876, he married a noted Borders
classical musician. They had a daughter who is, not surprisingly, musical. In
his wife’'s native area he developed a passionate love for the Borders country,
and acquired skill in making reproduction early instruments. Archie still spends

much of his time in the Borders, although the marriage did not endure.

In Chapters 3 and 4, we foliow Archie’s musical career from the early
days of the Scottish folk revival. In recent years, his work as a freelance
broadcasting researcher and consultant, and also as a presenter for BBC Radio
Scotland, has taken up an increasing proportion of his time, and as a result, he

performs much less frequently than he did in the 1960s and 1970s. He began
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presenting a weekly folkmusic programme on BBC Radio Scotland in 1983, and

“Travelling Folk” continues to be one of the mainstays of folkmusic on Scottish

radio.

Joyce and Cindy Fisher attended folk clubs in Edinburgh and Glasgow in

the 1960s, where they met their husbands. Joyce's husband, Ron Clark, and

Cynthia’s ex-husband, the writer Carl McDougall, were both active as singers in
the 1960s, and in fact were responsible for writing the humorous bawdy song,

“Cod Liver Oil and the Orange Juice”, otherwise known as “Hairy Mary".3

Joyce and Ron Clark now live in Clarkston, outside central Glasgow.
Cindy lives with her daughter in Glasgow. Both Joyce and Cindy are
occasionally coaxed into singing when around other Fisher family members,

and still enjoy folk evenings when their family responsibilities do not conflict.

Audrey Fisher, who went to the Tyneside area with her mother and
younger sister Cilla in 1968, got a job soon after the move. She and Cilla
attended quite a few of the folk clubs in the Tvnesi.de area, and performed
together. She met her husband George Bullock in a folk club, and they married
in 1971. They emigrated to Australia for six years, and decided to return to
Newcastle in 1977, where they still live. They have two children, a son and a
daughter. Audrey occasionally performs with her sisters Ray and Cilla in the
Tyneside area, and also sings with her husband George accompanying on
guitar. Of all the non-professional Fishers, she is the one who most wishes
that it were possible for hef to‘perform professionally like Ray, Cilla, and

Archie.

Cilla was sixteen when she, Audrey, and her mother moved to Tyneside.
She and Audrey sang in local folk clubs, which gave them an opportunity to

perform publicly. She met and married Artie Trezise in 1971, when Cilla was
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eighteen (see Plate 6). They lived in Glasgow, West Lothian, and later moved

to Fife, where they finally settled in Kingskettle. The incidents which led to

their establishment as a prominent performing duo are related in Chapter 4

Cilla and Artie have a daughter in her teens, and a young son. Morag Fisher

lives close by, and often looks after her grandson when Cilla and Artie are

touring.

Full Circle: Return to Barra

One of the most fascinating developments in the Fisher family in recent
years has been Ray's growing involvement with the island of Barra. This
involvement began in 1974, when her Aunt Mary, her mother’s sister, contacted
Morag at a time when their cousin Mairi (known as Mairi Cliait or Mairi lain
a’Chaolais within the family to distinguish her from Mary Macdonald), who had
a croft at Cliait on Barra, was thinking of giving up h.er croft, because of her
advancing age. (Mairi lain a’Chaolais was born in 1910.) Ray explains what
thoughts she had when she heard about this, and what she did:

..Now Mairi lain a'Chaolais, which was Mairi Cliait, was going to
give up her croft altogether. And there was a rumour that she
was going to leave it to the church, because nobody was
interested in coming back to the island. Now it wasn't so much
an interest in getting the croft, because..nobody in the family
wanted actually to go and work a croft in the Outer Hebrides.
But the idea that the last connection with the island, immediate
connection with the island was in fact going to be broken if she
gave up the croft and went to live in one of the sheltered
houses, it was quite frightening. Well, | mean it suddenly struck
me, that | said, “Is there no one else on the island..related?” “Oh”,
she said, “yes”, my mother said, “there’s loads of relations”. But
not this first, sort of like first, you know, going from cousins and
then it became second cousins and way out.. it becomes even
more complicated when we work out that Jane Galbraith who is
my paternal grandmother, her family came from another district
on the island of Barra. She came from Borve. So there were
relations on that side, but not first, first rate, as | would say,
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relations...

Whgn we heard that..Mairi Cliait was getting quite old, and she
was finding it difficult looking after the croft..| wrote a‘ letter to
her gnd | explained who | was, and said we'd be interested in
coming to visit.. So, | went across, Colin, myself, and the
chn!dren, we went across, and discovered this amazing place
which was just a totally different world from the city, and froml
Newcastle, where we live.. a whole sort of set up of traditions

and social patterns that were totally different from the mai
aini )
(SA 1985/196) miand

Ray’'s family went to stay with Mairi several times over a period of
years, each time helping repair or fix things in her house, and doing other
chores for her on the croft that were no longer easy for her to do. Ray fell in
love with Barra, and since Mairi was managing at the house which had now

been somewhat fixed up, Ray discovered another house that she could buy.

She relates:

I bought this house very cheaply, from a woman who lives now
in the South of England, and who had planned to go back, but
didn’t manage to get back to the island. And she knew my
mother, and had gone to school, | think, with her at one time, or
they'd been of the same age. So that when she discovered who
it was that was interested in buying it, she said “Certainly, there's
no problem”. Having refused to sell it to some English people
who had come just several weeks previously and offered her four
or five times as much as | paid for it. So this again is a bit of
the insight into being an islander. And the connection, it's
incredibly powerful, | mean it really is quite powerful. And the
fact that | had connections with the island was, to this particular
woman, much much more valid than how much money | had.
(SA 1885/196)

The fact that Ray was able to purchase the house (see Plate 7) with money
that she herself had earned through her singing has considerable personal and
symbolic signiticance for her. It is also meaningful to her that the local people
recognize her as one of "their own™
..People come up and they say, “And how long are you home
for?” And | stop and think a minute, and although | was born and

bred in Glasgow, the lIsle of Barra is my home. (From “Fisher
Folk Broadcast”)

Ray and Archie both recollect being in Barra and Vatersay as small

children, when the family went to visit Morag’'s mother. Neckie was still living
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in the house at Caolas, overlooking Cornaig Bay. Ray reminisces:

I remember the long bench down the side of the house |

remember a cousin 'doing a Highland fling, and | remember
someone called Auntie Kate, and recollections of bein

. g told off
very severely for having trodden on a chicken. When 1| [years
later] walked up the pathway to Number 6 Caolas, that's where

Granny’'s house was, | had this very strange déja vu as if | knew
exactly where | was going, and had been there before. And the
house was standing there, completely empty, nobody in it, but |
pould recall the dancing and the singing and with us all sléeping
in behind this curtain in a bed, the children kept away from the

ceilidh that was going on in the rest of the house. (From “Fisher
Folk” broadcast)

Ray enjoys going over to Vatersay when she is in Barra, although she
finds that along with its peacefulness is an air of sadness, since so many of
the croft houses are now empty and deserted, including her grandparents’
house, which has passed out of the family ownership, and is uninhabited.

Peering through the windows of the house, one can see hay stored in the

former sitting room.

Ray’'s passion for Barra has not only given her a new sense of belonging
and identity, but she has conveyed it to other members of the family, some of
whom have gone out to visit Barra and stay in Ray’s house. It is paradoxical in
some ways that the contact with this Gaelic island culture, which Ray realizes
she can never fully be part of because of not being an island native, has given
her such a feeling of connection with the islands and a reinforced family and
personal identity. The interaction with her mother's cousin Mairi lain
a'Chaolais, who needs little coaxing to sing songs in Gaelic, provides an
integral link with the island family musical heritage in its original context. Ray
appreciates this, and has acquired a new self-assurance from her ties with
Barra and Vatersay which, from my own observation, | think has influenced her

singing and performances.

The sense of humour so evident in the Fishers and Morag’s side of the
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family is characteristic of island humour, which is drol| dry, and often wickedly

pointed. There are many narratives in the Fisher family which ilustrate it but

one of the most repeated ones is a story involving Mairi lain a’Chaolais and

Mary Macdonald Mackinnon (see Plates 8 and 9). It seems appropriate 1o give

it here. Having heard the story on a previous occasion, | asked Ray to tell to a

friend who was with me the story of “the stockings”, and she proceeded as

follows:

The stockings. Right. Now my mother belongs to a family that
were, originated from the Western Isles, and a bit of the
background sort of, to see the significance of of this particular
little tale is that, in the Western Isles, they were sort of deprived
of quite a lot of things that, during the war and whatnot, being
cut off and things. And there used to be food parcels from the
mainland; a few had come from the island were working in the
town, used to send, you know, packets of tea and all things, and
things used to go across..clothes used to go as well, because
sometimes it was very hard. And if you were in service, which
meant you were working with a family, or in a home, if the lady
of the house or some member of the family were throwing
something out, before they would actually give it away or throw
it in the bin, they would offer it to the staff and the people who
worked. And some of the the the Western isles who were in
service had some really beautiful clothes that had been given to
them by the lady, you know, and whatnot. And some of them
were excellent quality, so that there would be packages of coats
and things going across. And this, it kept on in - not quite as
much emphasis as times got better, you see? In the Western
isles. But it was, it was like, it was a tradition.

So my Auntie Mary, that I'll call Mary Morden,’cause she’s now,
she was in Durham, at that time she was in Peebles with with
Lord Eildon and his family. And she was housekeeping for them,
and she's always worked, you know, with the.."haristocracy”, you
see? And, “My Lady”, and "his Lordship” and everything she
talked about, and “Master Simon” and “Master This”, you see,
and..this used to be hilarious. And | enjoyed, | enjoyed her
talking... about them.

And..Lady Eildon had passed on, some years previously, and
she was still at that time working for Lord Eildon who was still
alive. And there had been a mass clear-out, and the house was
being reorganized, and they came across...in a cupboard...this box
of silk stockings, beautiful, | mean they were immaculate, they
had been used, they'd been worn obviously, the Lady had worn
them quite a bit. And during a conversation, whiph hgp_peqeq
quite often, my Auntie Mary Peebles would, my Auntie Mairi Cliait
in Barra would contact her, and ring up, and you know, they
would keep in touch by telephone. And during one of the
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telephone conversations from my auntie in Cliait, Auntie Mary i

Peebles, of the Eildon House, said, “Oh Mairi I've rvu;r;
come'...across a load of stockings that belonged to h;ar Ladvslhi

and I'm surg they'll be doing you fine. Excellent..silk stockings p,,'
Aqd she said, “Oh that's very good, very good indeed”. Now st.;.e
said [Maryl, “I've just taken them and I've put them in-the wash
and theyre washing at the moment, I've washed them and
they're hanging there”, you see. And “As soon as I get
organized, you see, I'll get you the stockings”.

Well, it must have been something, oh between either three to
six months after this, I'm in Barra, and I'm in the house of my
Auntie Mairi Cliait. And she’s saying, “And how's your mother
getting on, she's keeping well?* Oh, and here she was, talking
away. All the little bits. “Oh, and by the way”, she said, “how
about Auntie Mary down in Peebles?’, you see. And | said, “Oh,
she’s, she’'s very very busy, you know, cause blah blah..”, and
then rattling on about this. And she [Mairi] said, “I wonder if you
could deliver a message to your Auntie Mary in Peebles. And

she’ll know exactly what I'm meaning. Would you ask her if the
stockings are dry yet?”

This is like six months afterwards! And it had obviously slipped
my auntie’s mind and the stockings hadn't been sent, you know,
but Mairi had remembered. "Ask her”, and this is, this is her nice
polite way of saying, you know, “Ask her if the stockings are dry
yet!”, you see. And | didn't find out the the background story
until | got back down to Peebles, and said to Auntie Mary, “I've to
ask you if the stockings are dry yet.” And she said, “Oh, the old
besom!”, you know, she said! Oh, she said she forgot all about it.
(SA 1987/93/A)

This story occupies a firm place in the family oral tradition, and whenever
tamily members, particularly Ray and her mother want to have a laugh, one

need only say “Are the stockings dry yet?

This iliustrative family anecdote concludes this biographical chapter, and
we move on to a discussion of the Scottish folk revival, and the role of Archie

and Ray Fisher in the revival, in Chapter 3.
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Notes for Chapter 2

3.

See Ennew (1980), pp. 75-76, 109, and 120, for a discussion of

bilingualism on the Isle of Lewis, and the problems created by the

dichotomy between the contexts for Gaelic and English. See also
Savile-Troike (1982).

Ennew notes that there are “roughly five different modes of address” in
Gaelic-speaking areas, and that “a patronymic is the most common”
(1980:78). She explains: “Thus Dhomhnuill Allen is Donald son of Alan.

Mac and Nic are often omitted. Nicknames are occasionally included in
patronymics alongside proper names” (78).

See Chapbook 2, no. 5(1966(7]):20-21.
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Plate 1: Neckie and two grandchildren at the croft in Caolas
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Ray Fisher sitting beside flying boat wreckage in
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Plate 3: Morag Macdonald in her teens
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Plate L: Morag and John Fisher (at rear of photo), with Mary
Macdonald Mackinnon (front left) holding Jean Fisher, and Olive
Bell (Rachel Fisher's daughter), circa 1939
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Plate 5: Morag Fisher with (left to right) Audrey, Joyce, Ray,
Jean, Cindy, and Archie, circa 1950
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Plate 6: Morag Fisher (front), with Cilla (centre), Ray (right),
and Cilla's husband Artie Trezise (left), early 1970s
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Plate 7: Ray Fisher's house at Horve, Isle of Barra
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Plate 8: Ray Fisher with her mother's cousin, Mairi Tain
a'Chaolais, at Mairi's croft at Cliait, Isle of Barra

Plate 9: Archie and Ray Fisher with their aunt, Mary Macdonald
Mackinnon, during taping for the "Fisher Folk" radio programme,
29th November 1986
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CHAPTER 3

THE FOLK REVIVAL IN SCOTLAND
AND THE EMERGENCE OF THE FISHERS

The origins and history of the folk revival in Britain are complex, and

this is also true when we examine the revival in Scotland in particular.

There is not enough space in this study to present a full historical account of
the musical, political, and social factors and influences behind the revival, but |
refer the reader to Munro (1984), Cowan (1980), Boyes (1985, 1986), Gower
(1983), Laing et al (1975), Watson (1983), and Woods (1979) for these details.
What is of greatest importance here is to highlight aspects of the Scottish
revival, particularly as it occurred in Glasgow, as the context in which the

Fishers emerged as participants and performers. First, however, we must

consider the term “revival” and its usage.

Preliminary Definitions

The term “revival” is a curiosity in itself as used in the context of
traditional music and song. The word has often been used and interpreted in
its meaning of restoration to life or resuscitation. This is probably owing, at
least in part, to the views put forth by Cecil Sharp in particular, but also other
collectors who preceded or were contemporary with him. Sharp placed

emphasis on the concept that folksong was an almost miraculous survival from



the past, and that the singing of folksongs was a traditional art soon to

become extinct unless revived, which in his terms meant teaching folksong in

schools to children, as well ag teaching interested adults. It also meant

arranging these folksongs in a format more palatable to a largely middle class

audience.

Part of the problem with the use of the term “revival” is the confusion

between what we call “traditional music” and its performance, and those who

perform “traditional music”, or a confusion between the qualities of the material

performed, and the status and qualities of the person(s) performing the
material. Many folklorists and musicologists seem to get caught in a semantic

web spun from the confusion of the performer and the performed.

What, indeed, is “traditional music”, and who performs it? Ailie Munro

observes:

The idea of folk music as a separate category, distinct from
other kinds of music, does not exist in many parts of the world:
it is a concept found chiefly in Europe and America. And

whether we call it folk or traditional it's a very difficult kind of
music to define (1984:12).

Two American writers, Sandberg and Weissman, present a very informal,

straightforward discussion of traditional music:

“Traditional” music, in the very strictest definition of the term,
is a music that is transmitted within a continuous musical culture
without the use of written or recorded media. It's often a very
“natural” music in the sense that it's not studied. A young singer
learns a lengthy ballad not by rote memory, but by having heard
the song sung frequently over the years within his family or
community... Music is rarely learned this way anymore.
Traditional social continuity has been disrupted; the effects of the
media and of the star system, of the commercial necessity for
fad and fashion, and of the professional necessity for cultivated
technique and showmanship have all brought changes.. That
change has occurred is indisputable, and it is time to rework the
folklorists’ old definition of traditional music so that we can deal
with its course of development in the media age (1976:99).

in some ways, this definition is simplistic, but its main point is that the manner
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in which music is learned has evolved from a tamily and community-orientated
activity to an activity influenced by the media, commercialism, professionalism

and public taste. This definition does not deal with finer points, and in fact

raises some issues which will be dealt with elsewhere in this chapter, and

subsequent chapters, such as methods of learning songs, and the effects of the

media and professionalism on musicians within the context of the folk revival.

Sandberg and Weissman concisely define the term “folk music revival”
as “the phenomenon of younger singers and players from outside a traditional

culture perpetuating its music” (99). Thus they distinguish the performers from

the performed material. This definition provides one workable framework in

which to discuss the musicians involved in the recent Scottish folk revival.

It is now becoming more fashionable to view the recent folk revival not
as the first such revival, but as the successor of previous revivals, or the later
phase of an earlier revival. However, can it actually be said that traditional
songs and music were in fact revived at these points in time? The evidence
would indicate that it was not in fact the songs and music which died out, but
rather an awareness of their existence by scholars and collectors which did;
thus the different revivals can be viewed as revivals of awareness of folksongs

and music in traditional culture.

Adam McNaughtan calls the phase of collecting by literary scholars such
as Herd, Ramsay, Scott, and Motherwell in the eighteenth and early nineteenth
centuries “the antiquarians’ revival” (1980:192). The literary tradition of song
collecting was a strong one in Scotland, indicating both the intensity of interest
in the "old songs” and the fact that the material was there to be found. The
songs, however, were regarded more as quaint curiosities of a byegone era

(even then!) or as examples of rustic poetic articfacts, rather than examples of
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a living Scottish oral tradition.

M .
cNaughtan, somewhat tongue-in-cheek, proposes to call the

collecting, researching, and publishing activities at the turn of the century as

the religious revival,” as he says, “not just because so many of the collectors

(Baring-Gould, J. B. Duncan) were clergymen but because there was something
of the crusader about their attitude to the songs” (1980:192). Georgina Boyes
describes Cecil Sharp as a “crusader” for certain of his beliefs, which suggests

an almost religious zeal, and he is certainly one of the dominant figures in this

phase.

In Scotland, the important figures at this time (early 1900's) were Gavin
Greig and his assistant, the Rev. J. B. Duncan, mentioned above. Their
collecting in Aberdeenshire turned up a rich body of song, and Greig's
newspaper articles in the Buchan Observer show not only his interest but the
interest of the local people in his collecting activities and the bringing to light
of songs buried in peoples’ memories. Greig regarded his contemporary Sharp
as the “greatest dynamic in the folk-song world” (Karpeles 1967:66-67). It
must be said that there is more than a hint of Sharp’s elegiac tone in the title

of Greig’'s posthumous publication of ballads, Last Leaves

Boyes' recent work on the English folk revival is most welcome, and it
sheds considerable light on the Scottish revival. She divides the English revival
into two phases, the first from the 1890’s until the 1940's, and the second from
the 1950's up to the present. She sees the work and ideology of Cecil Sharp
as the dominant factor in the first phase, particularly in his use of “folksong” as
a "generic term”, his “concept of folksong which set it apart from other forms
of music”, and “the way he made ‘folksong’, a working class art form,

acceptable to a wide middle class audience” (Boyes 1985b:44-45). In his
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nationalistic campaign to teach, and thus revive, folksongs (and folk dances as
well) to schoolchildren and adult middle class enthusiasts, Sharp in effect

created “a sub-culture devoted to re-performance” (46). This “sub-culture” has
heavily influenced both phases of the English folk revival, and in it resides this

conflict between the material performed, and the theory of how it should be

performed, and by whom.

Boyes sees the more “systematic approaches to folksong” in North

America by collectors and fieldworkers, often government funded, as generating

“interest and expertise..which were the indirect cause of the many

developments in the second stage of the English Folksong Revival” (Boyes

1985:47). This second stage is characterized by:

1. e:g;:)rong influence and popularity of American music in Britain in the
‘s

2. a radical and egalitarian socio-political economic climate in post-war
Britain

3. a changing repertoire reflecting the changing socio-political climate

4. the discovery of "new” traditional singers on whom singing styles and
repertoires could be modeled

5. dissemination of songs and information about these traditional singers via
the mass media, particularly the radio

6. the creation of fotk clubs in the 1950's as a venue for folksongs

7. further modification and refinement of the earlier revival “sub-culture”
(Boyes 1985b).

As we will see in this chapter, these characteristics apply equally to the
Scottish folk revival, and will be discussed in detail as they relate to the

experiences of the Fishers in the revival.

Sharp’s ideological legacy has affected the revival in Britain as a whole,
without guestion, but the revival in Scotland was not dominated by Sharp’s

ideas, and had other significant ideological influences. Clearly, the influence and
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stimulus of American folksong and music was felt throughout Britain and the

rest of Europe in fact, but the aesthetic, artistic, ang performance-centred

synthesis of this influence was to take slightly different forms in Scotland

Prior to the invasion of Britain, as it were, of American folk and protest

music which occurred in the 1950's and early 1960's, other events and

personalities in earlier decades marked a sort of preparatory consciousness of
folk heritage in Scotland and other parts of Britain. The story of the recent folk
revival is very much one of key personalities whose lives and influences were

closely and often providentially linked across countries, continents, and oceans.

The experiences of the Fishers in the Scottish folk revival are, in a
sense, a representative microcosm of the Scottish revival, or as Hamish
Henderson has remarked to me, that in focusing on the Fishers, one can see
the Scottish folk revival “in a nutshell”. They are intimately linked with the
major personalities and musical currents of the revival in Scotland, thus
providing an ideal context for examining the Scottish revival. In order to give
as rounded a picture as possible, | will be drawing on accounts from the
Fishers, their fellow performers and acquaintances, the “mentors” of the
Scottish revival such as Norman Buchan and Hamish Henderson, folk
publications from the relevant time, newspapers, and other published

commentary.

Beginnings: Skiffle Music and Musical Experimentation

Archie and Ray Fisher are typical among revival performers, in that their

involvement with folkmusic came about through their initial interest in skiffle

70



sic. Rarel i ; . .
mu y defined outright in  written Commentary, skiffle music is

essentially music derived from American folkmusic, particularly black blues and

jazz, adapted and performed by British musicians. Not only was it performed

by professional musicians in Britain, but its main attraction was that it
it was

to play, s . .
easy play, so that anyone could try it. Guitars, washboards, and tea-chest

basses were the common instruments of skiffle music. Despite the direct links

between American folkmusic, jazz, and skiffle in Britain, the term “skiffle” is not

in usage in North America.

In Scotland, skiffle was heard in the jazz clubs of Glasgow and

Edinburgh, venues which were quite popular in the 1950s. Adam McNaughtan,

who grew up in Glasgow, comments, “you got into skiffle because you went to
jazz clubs, basically, and the jazz clubs were really as far as we were
concerned, the source of the skiffie thing” (SA 1986/26/A). Alastair Clark, a
journalist for The Scotsman since 1960, and a reviewer of folkmusic, played
trumpet in jazz bands in the 1950s and 1960s, and was very aware of the

emergence of skiffle. He remarks:

..we, as a band in the Fifties, played in Glasgow a lot
because..there was a tremendous following for traditional jazz in
Glasgow... Skiffle was something that, for example, during the
interval, a skiffle group would come on, and so we as rather
superior musicians tended to look down on it, but it was the first
indication of playable music that kids could sit and listen to and
think..”l could play that”. And could actually walk out the next
day and buy something to play it on and start playing. And
there’'s no doubt that that was tremendously important, | mean, a
lot of good musicians came out of it. (SA 1986/118/A)

In 1954, Glaswegian Lonnie Donegan was a member of the Chris Barber
Jazz Band, playing the banjo in their arrangments of traditional New Orleans
jazz. The band let Donegan play his own skiffle arrangements of American
folksongs and blues during performance intervals, and two of these
arrangments were recorded on an album, “New Orleans Joys*, that the Barber

Band released in 1954. Eighteen months later, Decca Records released the two
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songs, “Rock lIsland Line”,

and “J " "
ohn Henry”, as a novelty single” (Laing er af

1975:141). “Rock s} ine”
) sland Line” was a SONg popularized by the American black

blues singer and ex-convict, Huddie Ledbetter or ‘Leadbelly” as he was known

Robin Denselow comments on the impact of the Decca single:

story of the train driver fooling
New Orleans... It started slowl
climax with Donegan whooping
speed. The sheer vitality and
kids sideways...

and hollgring as the train gathers
earthy simplicity knocked British

Ropk Islapq Line” sold well over a million copies and became
the first British pop record to get into the American top ten.
Donegan went on to notch up an incredible twenty-six hits in the

next six years, and spawned an arm imi
: y of imitators across th
country (Laing et al 1875:141). e

The popularity of Donegan'’s recording of the Leadbelly song can be
seen as the major commercial event marking the beginning of the skiffle era,
although music of this type had been played in London clubs prior to this time.
Denselow credits jazzman Ken Colyer as the person who actually “invented”
skiffle, as he had a group prior to Barber's which had both Donegan and Barber

in it, as well as bluesman Alexis Korner.

Archie Fisher was at sea in the Merchant Navy when the Donegan
record came out. It made an impression on him musically, although he was
somewhat sceptical about the longevity of skiffle, as he remarks:

..the first time | heard anything that could be loosely described
as commercial folkmusic was on a jukebox in New Jersey when
they played Lonnie Donegan. “The Rock Island Line*. What I'd
heard was that the skiffle thing was sweeping Britain and |
listened to that and thought, oh, it'll never catch on! Compared to
the early rock and roll that was going on in America, which we
were still lagging behind a bit. ‘Cause [Elvis] Presley, of course,
probably about the same time, and Chuck Berry, and all these
people, were coming through - Little Richard. (SS 13-5-86/A)

Not only was Archie hearing “commercial® folkmusic in port, but he had started

playing the guitar on ship, as another seaman had one. He explains:
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..there was a guitar-
started to play guitar wi

~.And that was the first guitar | e
wz.as. a country-western freak.
Williams had preceded Donegan

, ver laid hands on. And he
_Cause country music had, Hank
in Scotland... (SA 1986/167/A)

The media clearly played a role in exposing people to new forms of
popular music, and the decade of the 1950s was a time when American popular
music was infiltrating radio airwaves across the world. American music had

been popular in Britain even earlier, as typified by the popularity of Alastair

Cooke’s radio programme series in the late 1930s, “I Heard America Singing”, in

which he played folksongs of working groups like the railroad workers,

lumberjacks, and prison work gangs. Hamish Henderson remarks that these
programmes “were of intense interest to everybody”, and were “of tremendous

importance” (1973:2).

The gradual involvement of Archie and Ray in skiffle music came about
in part through musical experimentation at home and with their acquaintances,
who were equally fascinated by the skiffle craze. One particularly influential
friend was Bobby Campbell, who had gone to schoo!l with Archie and Ray at
Dowanhill Primary School, moved away from this area for about four years,
then returned to Havelock Street at this musically crucial time. Archie relates
an anecdote about the skiffle group formed with Bobby and another friend in
Havelock Street:

Bobby was a childhood friend who was very popular in the

street because he had lots of cowboy guns!..and he went to

violin lessons in Dowanhill...

But what happened in that was a sort of little setup in the

street, the school Dowanhill, and Bobby stayed in number 19

right opposite the school. And another family called Mackin.ngns

lived across the road. And Pete [Mackinnon] was an electrician,

and he was also a drummer, so he, Pete Mackinnon, hg came in
and played snare drum a bit, and washboard and things. We
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als i i
0, he tried once to make an electric banjo-mandolin for me,

:;(r).rkmg on the principle that if you connect two wires to the
Ings, and put an electric current through a transformer, you

will get an electric sound coming off it. So we converted an

electric mandolin into an ic fi i
oot electric fire, because the strings got

..Pete 10|n§d in the skiffle group for a wee while, and [it] had a
very short—lwed kind of, just a quick up and down.. And really
the mainstream of the repertoire was a mixture of
cpuntrv—western and what was going on in skiffle... the, if you
like, the songs that we sang at home hadn't percolated
through..we sang things that were recognizeable, Johnny Duncan,

Ken Colyer skiffle group, that sort of son
13_5_86/A) g was popular. (SS

Ray sees this whole period of experimentation with American music
forms and learning new instruments and styles as a process or a stage that
everyone had to go through. Ray's interests lay with vocals, so she was more
interested in songs and their words from the beginning. Having a boyfriend in
a jazz band was an added encouragement for her to experiment with jazz

songs. She encapsulates the skiffle period in the early days of the revival

neatly here:

..the whole development came, believe it or not, with the onset
of skiffle music in Britain here, which was this strange
concoction..the one who sort of hit the high spots was Lonnie
Donegan. Coupled with a whole group of others like Nancy
Whiskey who was Scottish, who sang, she used to sing
“Greenback Dollar” with a Glasgow accent, [sings] “I don't want
your greenback dol-lair”, you know... we didn’'t even know what a
greenback dollar looked like, you know! But we sang it with such
conviction and it was this “ching-chi” [rhythm], you know...

..| remember being asked to define what skiffle was. It was a
whole mixture of, there was country music, rockabilly, and there
was bits of blues in it as well. And you could play harmonicas
and sort of anything that was..everything but British, | mean it
was totally removed. But it was very easy to sing, and very easy
to accompany. And people could join in very quickly. So when
Lonnie Donegan and this strange music appeared it was fairly, it
was almost immediately grasped because you learned it very
quickly and you could sing along with it. And then there was a
spate of guitars and things came about...

..Archie and ! got interested in singing, and we were all sort of
singing, everybody that came along, and Archie got a guitar, and
we were all singing away, and Bobby Campbell, who was a friend
of ours, school friend, lived along the street..he played a fiddle...
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And then he was playing tunes, you know..and if you had a

fiddler.in your skiﬁlg group, you were pretty good, you see,
cause It was usually just guitars and a bass. Tea-chest bass and

a washboard, which is very odd, that combination. B
it.. (SS 26‘3"85) on. ut that was

Archie was very interested in playing the guitar as well as singing, and
his mother had given him a guitar for his birthday when he was seventeen. He

tells the following anecdote about the new instrument:

..l got my first guitar which had stenciled on it “Palm Beach”
with a big palm tree on the side!.. It was purple, sort of purple
plywood. And | knew enough about guitars to know this, even
when it was in tune, when | played a chord and it wasn't right.
So | took it back to the shop and said that the frets were all in
the wrong place, it was out of tune, and the guy looked at me as
if | was an idiot and moved the bridge! And of course it became
perfectly in tune. But it played a bit like a barbed wire fence, it

was really hard, you couldn’t get up the dusty end, you stayed
down at the bottom. (SS 13-5-86/A)

So essentially Archie was working on both songs and the guitar, and
Ray was working on songs, inspired largely by the American-influenced skiffle
music and the Scottish jazz repertoire being heard in the popular jazz clubs of
Glasgow and elsewhere. This was a period of introduction, when Archie and
Ray were experimenting with this material, seeing v;/hat effects could be
produced with minimal instrumental accompaniment to vocals. One of the first
significant musical breakthroughs as Archie sees it, was the discovery of the

music of the American group, the Weavers.

The American Influence: The Weavers and Beyond

It is unthinkable to discuss the Scottish folk revival without mentioning
the influence of the Weavers, and one of their members who also performed
solo, Pete Seeger. The Weavers were probably the most significant and

influential performing and recording group in American folkmusic in the 1950s.
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They began performing as a group in late 1948, the original members

being Pete Seeger (5 string banjo, vocals), Lee Hays (vocals), Fred Helierman

(guitar, vocals), and Ronnie Gilpert (vocals). They had a hit record with the

Leadbelly song "Goodnight Irene” in 1950, which is now a well-known song

worldwide. They sang material from different countries as well as traditional

and contemporary American material, but their repertoire became increasingly

political, particularly on the subject of the Spanish Civil War. Their popularity
as a group coincided with the time when the United States government
became gripped with paranoia about left-wing politics and communism, the

so-called “McCarthy Era”, when the House Committee on Un-American

Activities was formed in Congress. The Weavers were blacklisted, as were

other performers, writers, and media people during this cultural witch hunt, and

they split up to pursue their separate lives and careers in 1953.

In December of 1955, the Weavers were persuaded to give a reunion
concert at Carnegie Hall in New York, which was recorded. Eventually
Vanguard Records released an album from this recording', entitled “The Weavers
at Carnegie Hall” (Vanguard VRS 9010). As lrwin Silber comments, it is “an LP
which has its own special niche in the history of the folksong revival” (1963:13).
This LP, and a second volume released later as well as other Weavers
recordings, were a seminal influence on many young musicians in Scotland,
including Archie and Ray Fisher. Norman Buchan comments:

The two records of that concert had an enormous fertilising

effect on the Revival here -- helping to create a natural alliance

between protest and folk song. It also helped to sanctify the use

of the guitar. It was the instrument of the young; it was

portable; it followed rather than controlled the feel of a song

(1980:181).

The Weavers continued to perform after the successful reunion concert,

and Pete Seeger left them in 1958 to pursue a solo career, being replaced by

Erik Darling, another excellent banjo player. The group had several reunion
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concerts at Carnegie Hall, the last being in 1980. This last appearance is the

subject of an excellent 1982 documentary film, “The Weavers: Wasn't That A

Time", completed shortly before Lee Hays' death, and which has recently been

shown on British television.

Archie considers the acquisition of the Weavers' Carnegie Hall LP a

turning point for him. He relates:

.| was working in an office somewhere, and we were building
up repertoire for the skiffle group. And on some, | think it was
Jack Jackson’s radio programme, which used to be, oh just
compulsive wireless thing, he got lots of American stuff, there
was Burl Ives, and the Weavers and people like that.. He played
the song “Kisses Sweeter Than Wine”, and | reckoned it would be
a good song for.. the skiffle group.

So | went down to the only record shop that was on Byres
Road at that time and asked them if they had it.. They said no,
but Frankie Vaughan was going to release it next week,’cause the
crossover had aiready started..and | thought, "God, he's got there
first!” And..| ordered the Weavers' version of it, and waited until
the next payday or when it came in, and then on the way home
from work at lunchtime (I got paid in the morning), took the
album and got an old Dansette and put it on, and through
lunchtime, the kids home from school, my father was dead at this
time, played it about five times and that was it. | didn't go back
to work that afternoon..it's like going, something creating
lightning, it's a quick realization. Cause it's still a fantastic album,
that one, the Weavers at Carnegie Hall, in terms of what

happened on it, and the things they moved through.. (SS
13-5-86/A).

Ray vividly recalls the appearance of the Weavers record in the house,
and its effect on Archie and herself. She sees the influence of this record as
having turned them towards more serious material, as she explains here:

_.Archie turned up one day, now whether he bought it himself -
it was an LP of the Weavers at Carnegie Hall, and it was a live
concert that had taken place obviously at Carnegie Hall, in what,
New York? And it was a live performance of the Weavers. Now
this was different from skiffle..it was much deeper, it was less
superficial, and there wasn't all this ching-ching-chingi along
with it, although there was a long-necked banjo and there was
all the rest of it. But there seemed to be, as if it was a bit
meatier, you know, a bit meatier, this stuff that they were singing
about. And then from that moved on to, through the Weavers
and through the knowledge of Pete Seeger, and his repertoire, on
to Woody Guthrie. (SS 26-3-85)

77



it was the Weavers’ instrumental arrangements that intrigued Archie the most,
particularly Pete Seeger’s banjo playing, while Ray was fascinated by the songs,
and in particular by Ronnie Gilbert's singing. Ray says, “She had this great big
voice..and oh | loved this big loud voice..” (SS 26-3-85). The attraction felt by
Archie and Ray for this music was given an added dimension when the

Weavers and other American performers toured Scotland in the late 1950s.

Archie was working in Ayrshire for the Milk Marketing Board when the

Weavers first came to Scotland to perform, probably in 1858. He relates:

.1 came back [to Glasgow] once..and the Weavers were playing
in the St. Andrews Halls, not with Pete Seeger, with Erik Darling.
Went backstage then. I'd started playing banjo then, by that
time. And guitar. And that was the live performance of the
Weavers..made sort of a decline in that employment as well, |
just didn't go back. (SA 1986/167/A)

Because all of the mysteries that, you know, you can hear a
thing on a record and you say, "How the hell did he do that?”
And you've got the guitar, you've got the banjo. But when you
see it being done, the connection’s made... ‘Cause | didn't really
have any musical training, at all. Once I'd made these
connections between what | could hear and then what | could
see in physical action, what they were doing, it clicked.

And then, continuing in that way, the next connection | made
was with a guy called Ralph Rinzler, and he came up to back
Ewan MacColl, and of course he was one of the nicest banjo
player-guitar pickers ever to appear in Scotland at that time..
And | had brought a banjo. And he took me up the stairs at the
interval, | think..and he showed me how to pick it.. (SS
13-5-86/A)
Ralph Rinzler was an American banjo player, who later went to work as
a folklorist at the American Folklife Center in Washington, D.C. One of Archie’s
schoo! and musical friends, Hamish Imlach, recalls meeting Rinzier with Archie,
and says, "..we were able to watch him, and he was very very nice to us, and
patient. And showed Archie quite a few things” (SA 1986/28/A). Learning from
records was therefore supplemented by personal contacts with many of the

performers whose records Archie, Ray, and their friends like Hamish and Bobby

were listening to.
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The musical learning was given another boost by the fact that it was
not being done in isolation by individuals, but usually with friends. When one

person learned something or figured out a complicated accompaniment from a

record, he or she would show it to friends.

Hamish Imlach, like Bobby Campbell, was a good musical friend, and had

been at Hyndland in the same class as Archie. Hamish remained in school

longer, but he and Archie retained contact. Archie describes Hamish’'s house

as a “musical cell” where people would gather:

..Hamish Imlach had a..self-contained flat, his mum had gone
back to Autralia, you could sit there and drink beer, and nobody
was going to bother you. And that became the sort of meeting
point. And Hamish was like a blotting paper, he just soaked
everything up. And if you had, if you learned a new guitar lick,
that was you. He seemed to work on a kind of currency that if
people came in with new material and new songs, he went out
and bought a bottle of whiskey, by the time the bottle was

finished, he knew it all! He sort of traded whiskey for music. (SA
1986/167/A)

Hamish was fascinated by American music, and was one of the chief
record buyers among his musical friends, so he influenced them by making
imported records available to them. He ordered records from the American
Riverside and Folkways catalogues, sampling recordings of traditional banjo
players like Aunt Samantha Baumgartner, Cousin Emmy, Bascom Lamar
Lunsford, and Buell Kazee, who were sources of material and inspiration for

younger performers like Pete Seeger in America.

Woody Guthrie
in a discussion of the influence of American music on the folk revival in

Britain, the importance of singer/songwriter Woody Guthrie cannot be

over estimated. Unlike many of his contemporaries and fellow performers, he
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did not tour Britain in the Fifties, as he had become chronically ill by then

Woodrow Wilson Guthrie, or Woody as he was always known, is now
the stuff of myth. He is a solid link in a vast chain, connecting many different
personalities and political and social movements within the world of American
folkmusic. Born in Oklahoma in 1812, Woody experienced life in an oil-boom
town, knowing poverty like the characters of John Steinbeck's Grapes of Wrath
first published in 1939. His rambling, which took him all over the country, and
his involvement with union politics and the American Left, were to supply much
of the content for his songs. He sang and performed himself, and also with
Cisco Houston, Rambling Jack Elliott, Pete Seeger, Lee Hays, Millard Lampbeli,
and Peter Hawes, the latter four names and Guthrie constituting one lineup of
the group the Almanac Singers, a precursor of the Weavers, who were active
from late 1940 until 1842, Guthrie became less active in the Fifties, and the

last twelve years of his life he was in a hospital with the incurable and

degenerative hereditary disease, Huntington's Chores, which had killed his

mother. He died in 1967.

As former New York Times critic Robert Shelton comments: “It is not
just his radical humanism, but his artistic poetry that makes Woody live on.
His recordings and writing should be studied by all who would understand
what the American folk movement is about” (Laing et a/ 1975:13). His better
known songs include “So Long, It's Been Good to Know You,” “This Land is
Your Land,” *Pastures of Plenty,” “The 1913 Massacre,” and “Pretty Boy Floyd,”

.
among many others. It is not unusual to hear his songs in British folk clubs in
the 1980's, proving their longevity, relevance, and appeal. In an insightful
essay, “Folk and Protest” Norman Buchan remarks on Woody Guthrie's

contributions to the revival in Scotiand as he sees them:

The marvellous thing about Woody was that he could say to

80



people: "I}.ook, t.hat thing you're doing you can sing about. That
da»n.m you're building is worth singing about; that boat'vou’re
sailing fn fs worth singing about; that union you belong to is
worth singing about.” Nothing very new about that; it's what the
folk tradition exists of. Woody just did it - and éhowed it still
worked. So he was a tremendous catalyst in song, not just in

deceptive simplicity but in hoicking back i
nto song a
colossal range of material (1980:180). g a whole

Guthrie's writing was a catalyst for Archie Fisher, who began writing

songs in his teens:

| started writing songs in Havelock Street.. they were an
attempt in a way to localize the same kind of political approach
that the American songs had, | mean Woody Guthrie made a
great impression on most of us because he didn't have anything
in his guitar style that seemed unobtainable. All he had was this

life that he’d lived that he could translate into the content of his
songs, and his simplicity.

And everybody read Steinbeck at the time too and made that
connection.. we were dealing in words and sounds, we weren‘t
dealing in pictures, we didn't know much about it, it wasn't like
film or television.. But when you get a visual impression...that
superimposes on to the thing, Grapes of Wrath was so strongly
done with film that..that gave the visual trigger for everything
else that Guthrie did or American singers did.

And so there was a scenario that you could see these songs
fitting in_to, that the visual stimulus of the film coalesced,
everything else just ran, | suppose, in a sequel in our heads, if
you like. And Josh MacRae and Hamish [Imlach] and all the rest
of us were very involved in that. Not in an overt political way...it
was just suddenly a consciousness that we didn't have any
issues...of our own that could relate directly..we didn't have the
problems that the Dust Bowl people had, for example, not in
Glasgow. But..in a way we were borrowing another culture..we
didn't have anything to sublimate it with. But as soon as
something arrived, | can remember quite regularly reading the
newspapers to see if there was something to write about in it,
which was kind of forcing it! (SS 13-5-86/A)

Many of Guthrie’s songs were taken up in the early stages of the
Scottish revival by people like Ray and Archie, as well as inspiring young
musicians to try their hand at songwriting. Because Guthrie did not perform in
Britain in the Fifties, however, it was performers such as Pete Seeger, Rambling
Jack Elliott, and Cisco Houston who personally presented these songs to

Scottish audiences.
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The Wayfarers

The beginnings of the group the Wayfarers, comprised of Archie Ray

and Bobby Campbell, started informally when the Fishers still lived in Havelock

Street. The family moved to Easterhouse in 1958, and it was here that Archie

Ray, and Bobby began consciously rehearsing as a group. In 1959, and again in

1961, the Wayfarers were a supporting act for Pete Seeger performances,

indicative of their relatively quick apprenticeship as true amateurs, although the

concept of folk musicians as professionals was still to come in Scotland, as

opposed to London.

in the period 1958-1962, when the Wayfarers were performing, they
came in contact with a considerable number of people who were to influence
them musically. One extremely important personal influence on young Glasgow
musicians in the late 1950s and early 1960s was Norman Buchan, who at that
time taught English at Rutherglen Academy. More will be said about the role
of Norman and his wife Janey Buchan in the Scottish folk revival shortly, but
while discussing the beginnings of the group the Wayfarers, it is highly
appropriate to relate Norman Buchan’s story about first meeting up with Archie,

Bobby, and later Ray:

Well, it's quite an interesting story actually. | had been doing
work in this field [of folkmusicl..at my own school, as a
schoolteacher, secondary school. | had started a ballads club,
and we went out and did occasional what you now call gigs at
various organizations and associations and music clubs, in which
| talked about folk material and the children sang. “Children” were
ages, what, thirteen up to about seventeen, | suppose.. And |
went to a school called Hyndland, in Glasgow, where they had a
music club. And | spoke about the material and people sang. If |
remember right, it was still at the time of skiffle, and | think we
had a skiffle group with us too, in fact I'm certain we did have,
cause | spent part of my teaching period in that time making
tea-chest double basses and things.

So we had skiffle and folk material and unaccompanied singing,
mainly Scottish material but also a lot of American material. But
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a couple of nights after that, there’'s a knock at the door, and two
young chaps were standing there. They turned out later on to be
called Archie Fisher and Bobby Campbell, who more or less said
“Where did you get this stuff from?" And | said, “Well, what dol
you mean?” And they said, “Well, we were listening to you
talking at Hyndland two nights ago and we would like to get
some of this stuff. And | said, “Well, come in”, and they came
in, and | let them hear, or at least | showed them what tapes we
had, and showed them what few books | had at that time. This
must have been late fifties, late 1950s | would think.. And they
taped, and | can’'t remember how or why because there weren't a
lot of tape recorders floating around at that time, but they did
tape some material | had because | explained that | couldnt give
the stuff out, but they could come any time they liked to the

house and copy, either from the books or whatever that they
wanted to have.

So they went away, and they came back about three weeks
later and, a ring at the bell, ring at the door, same two guys,
said, “Mr. Buchan, we’d like ye to hear a tape”. And | said, “Well,
so would |, come in, and let’s hear this tape”. | heard this tape,
there was the two of them on the tape, guitar | think, probably
one guitar, maybe two, and in amongst them both in these
voices was a marvellous female voice as well. And when it
finished | said, “Well, you two are on it, that's fine and smashing,
but who was the girl?” “Oh”, they said, said Archie, “We couldnae
get a female singer, so | just had to use my sister!” And | said,
“But she's marvellous”. And this was Ray. And already, |
suppose they'd be about seventeen or eighteen at that time, they
were singing so well. Very keen on..singing together as a group.
And American stuff but of course going almost immediately on
to doing Scottish things as well. Bobby, which | didn't know at
the time, was a violinist becoming a fiddler, in the sense that he
was trained classically at school..but absolutely first class
musician. Archie, all this concealed talent within him for

instruments, and performing, and the big voice from Ray. (SA
1986/22/A)

The use of the tape recorder, as Buchan suggests, was in its infancy in
Scotland, yet the Fishers had an early mode! Grundig recorder. The children
taped themselves singing, and doing skits that they had made up. Therefore, it
was also possible for them to .listen to material obtained from Norman Buchan

on tape, which was to have a direct impact on their repertoire.

The Wayfarers started with Archie and Bobby, who were working out
interesting arrangements of American, Scottish, and skiffle material that they

liked. Bobby describes his passion for playing music, and his recollections of
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how Ray ended up joining him and Archie:

-1 was using every waking free moment i i
hadn’t been Archie it would have been som;gozlyayel?et.l..&ci dlc:ntl:
regrgt that at all.. Ray would have been around all that time, and
1 thmk. once she saw something serious and worth\,/vhile
devglopmg through the stuff that Archie and | and others were
pqttmg together, it obviously stimulated ambition to be part of
this thing. And so she started singing, but the group, | suppose
coalesced sometime around 1959... (SA 1986/120/A) '

Ray continues:

--We called ourselves the Wayfarers after a Burl lves [song], “Oh
I'm a Poor Wayfarin’ Stranger”. Oh, it's a lovely song, lovely
song. And at that time there was all, there was the
Haymakers..and the Three Bar Skiffle Group (or the Three Chord
Skiffle Group would have been closer to it!). And there was the
Blue Star Skiffle Group. | was in that one for a wee while with
some other lads..and the Joe Gordon Folk Four. So that was
actually quite a revelation too because Joe Gordon had been
doing skiffly type things but bringing in Scottish stuff as well.
Likewise Robin Hall with Jimmie Macgregor. Widened the whole
scope, and it became sort of not just skiffle but a sort of folk
with skiffle incorporated. It was like as if skiffle was

acknowledged as a part of a folk culture of some kind. (SS
26-3-85)

The Wayfarers, following the lead of other groups, incorporated Scottish

traditional material in their repertoire.

Bobby Campbell describes the repertoire of the Wayfarers:

..there were some fiddle tunes that | played obviously, some of
which | still play, stuff like “Soldier's Joy”. | had a great sense of
achievement learning “Cripple Creek” which we played together,
and the songs..there would have been lots of songs that - the
song that | remember from that group probably because it was a
slight departure and slightly new as far as the revival was
concerned is the song called “Kismul’'s Galley”, which comes from
the sort of Hebridean tradition. We may have done it as a
three-part harmony...

..things like “Dark is the Colour of My True Love’s Hair*, which |
always thought was a terrific song.. There would have been
Weavers' stuff in it, Pete Seeger's stuff in it, Woody Guthrie
maybe, yeh probably Woody Guthrie. You know, the sort of
things like “This Land is Your Land” and like those kind of songs.
(SA 1986/120/A)

The instrumental side of the Wayfarers' repertoire clearly interested and

affected Bobby the most, as he played the lead instrument on American and



other fiddle tunes. It is worth noting that Archie is the only one of the seven

Fishers who seems to

have played instrumental music apart from

accompaniment, but his real interest lies in the accompaniment of songs

rather than instrumentals.

For Ray, the American repertoire of the Weavers, Seeger, and Guthrie
material represented a stage beyond skiffle, which ultimately led her and others

to their native Scottish traditional songs. She remarks:

..The strange thing about Woody Guthrie was that Archie got a
record called “Bound for Glory”, which was ali Woody Guthrie
songs, and suddenly it was, it wasn't thin and superficial anymore
because the songs apparently had a bit more..meat to them. But
the strange thing was that in doing this, and then finding the
really serious songs of America, or songs that were really quite
heavy in America, reflected..on our serious music. Music that I'd
never listened to in Scotland before because it was so ordinary,
at least it was regarded as just, just ordinary!..but because skiffle
and the American thing was another place it was different, it was
exciting, it was a whole lot of different things we were singing
about..but strangely enough it was Woody Guthrie and his
songwriting that led me to listen more closely to the Scottish
traditional songs. (SS 26-3-85)

The experience Ray describes above was shared by many young Glasgow

musicians, because of the close contact they had with each other at house

parties, new folk clubs, and concerts.

One of the major public appearances that the Wayfarers made as a
group was at a Pete Seeger concert on November 5, 1961 at the St. Andrews
Halls in Glasgow. Bobby Campbell recalls his feelings about the concert:

_As far as | was concerned, | could die as soon as | walked off
the stage because it was just.the biggest thing that had ever
happened, and | was beside myself..the place was electric
because Seeger, you know, had become such a big name.. The
American State apparatus..or American imperialism, to use the
left jargon, was seen very keenly as a..general threat, and Seeger
represented, you know, the forces of light in that situation...

_One of the interesting things that Seeger was doing at that
time was a work song, in which he actually chopped a real log
with a real axe on stage, you know, | mean it was one of thoge
great kind of extrovert Seeger things..knocking chips out of this
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block. And it was a lo
g..about sort of three fee [
. t long,
tet\\lcznfirr?nt :?w sort of d’uckmg bits of it. No, it was g vsiﬁzleerflur:
9. lt.was the high point of my time as a performer. It

was certainly the high poi :
(SA 1986/120/A, B) 97 point of the Wayfarers performing phase.

The sight of Pete Seeger chopping a log in the St Andrews Halls is vividly

recalled by many people who attended the concert. The experience of

erforming i i :
p g In the same evening with Pete Seeger represented a certain

pinnacle of achievement and recognition for Archie, Ray, and Bobby, which they

still reflect upon as a milestone in their careers

The three young performers were influenced directly and indirectly in
the late 1950s and early 1960s by schoolteacher Norman Buchan as mentioned
previously, but also by another schoolteacher, Morris Blythman. Both men

brought together the young singers and musicians in Glasgow through house

parties and school folk clubs. The interests and influences of these revival

mentors must be considered in depth.

Morris Blythman and Norman Buchan: House Parties, Schools, and
Folk Club Beginnings

House parties were an important feature of Glasgow life up to and
including the 1940s and 1950s, according to several of my informants.
Folksinger and broadcaster Jimmie Macgregor talks about the house parties in
his family:

..l grew up in a working class family here in Glasgow, and at
that time, house parties were very much a kind of tradition of
working class people. And although there wasn’'t one trained
musician in my family, and it was a big family, you know, not my
own immediate family, there were five of us children and Mum
and Dad, but.! had cousins and second cousins and third
cousins, and | only had the vaguest notion of who half of them
were... Nearly all of us could play the piano by ear, a wee bit, you
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knqw, really badly. And we all sun
which happened just about ever
house became the focal point

8. and these house parties,
Yy week, and for some reason, our

of a lot of these house parti
( ies.
And there was always a lot of singing and a lot of music. pNow i

'Wr‘ll:l(i’;etdstahv tit had much to do with folkmusic, although later on
heaior da som'e of the' songs that we sung, in among all the
and haggis Scottish sentimental rubbish, were in fact

folksongs. But to us the i
: Y were just, they were just
repertoire of the house parties. (SA 1986/y129/A) l part of the
One can see similarities between this description of family “sing-songs” and

the descriptions made by Ray and Archie of their family gatherings around the

piano in the previous chapter. Clearly house parties and gatherings were

family-orientated in such circumstances.

During the early days of the folk revival, the 1950s, several Glasgow

houses became centres for house parties or ceilidhs, involving not family but

local and visiting singers and musicians, a natural outgrowth of the family

house parties. One such “ceilidh house” was that of Morris and Marion

Blythman, who lived in Springburn.

Morris Biythman

The late Morris Blythman (1919-1981) was a multi-faceted man: a
teacher, poet, political songwriter and sloganmaker, C.N.D. rally leader, and
Scottish nationalist. Blythman taught at Allan Glen’s School in Glasgow in the
1950s, and later at Hyndland Secondary School in the 1960s, before he and his
wife moved to Edinburgh. He started the Ballads and Blues Club at Allen Glen’s
School, which was then emuiated by Norman Buchan, a friend of Blythman’s, at
Rutherglen Academy. The Blythmans' Springburn house became one of the
most important musical centres in the folk revival. Marion Blythman describes
their “house ceilidhs”, which involved not family but local and visiting singers

and musicians:
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..In_our house in Springburn, there were very very often, if
there was any reason at all for it, or at particular times th'ere
would be held what we would call a ceilidh. And peoplelwould
a;tually come, and they would sit and sing right through the
night. Noyv these were particularly formative, | think, for the
younger singers. That's where people like Ray and Ar’chie not
always in our house, in different people’s houses, that was v&here

| th?nk they‘ first learned to sing to an audience. It was in these
ceilidhs which were run in peoples’ houses.

| remember once, for example, Lonnie Donegan was appearing
at the Empire Theatre in Glasgow, and he came to a ceilidh in
qur hquse, which was absolutely fabulous. | mean they sang till
five, six, seven, eight in the morning. So that was another thing.

it was sort of in the tradition, to have a party, have this kind of
ceilidh-type party.

Jimmie Macgregor first came to these ceilidhs in the houses.
Norman and Janey [Buchan] would have them. The one we went
to where we heard Ewan MacColl sing all night, which was a
tremendously powerful influence, was a similar kind of house
party that.was held after a theatre show, where people sat and
sang all nlght... | don't know whether they were unique, but they
V\(ere certainly a feature of the whole scene. And disappeared a
b!t after the whole scene became a bit more institutionalized, it
didn't seem that they happened so regularly. | remember, for
example, Cisco Houston coming... (SA 1986/169/A)
Marion Blythman’s point about the house ceilidhs becoming less frequent after
the revival became more “institutionalized” is an interesting one. The folksong
clubs started by Morris Blythman at Allen Glen's and Norman Buchan at
Rutherglen were, along with these house parties or ceilidhs, precursors of the
folk clubs which started opening in Glasgow and elsewhere in Scotland about

1958.

The Ballads and Blues Club

Morris Blythman began teaching French at Allen Glen’s School in 1953.
in the following year, a young singer named Andrew (Andy) Hunter came 1o
Allen Glen’'s and discovered Blythman's Ballads and Blues Club. Andy Hunter

recalls:
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The s .

spare ti(;\'r\]:ol')uhta?hias number of societies run by teachers in their
o musical éffair . one was quite different from the rest, it was
Ballads and Blules \glas a folksong club. And it was known as the
find out. that we Weub. The reason for that | was very soon to
Glasgovx; material | reh exposed to material from all over, native
was easy 1o sing rish Orange and Republican [songsl..then it
American Sonas QAsongs from both of these camps. A lot of
imbued ‘mg - And indeed some English songs. But we were

with the idea that folksong was an international

phenomenon. And although th i
. ere was Scottish i
was no specific stress put on that... h meterial, there

..Jeannie Robertson came to Allan Glen’s School, and sang to
us. Because we also had a tradition of putting or; concerts for
the (est of the school, which included the school jazz band, the
folksmggrs, and all the rest of it, but it was very much' an
alter‘natlve music in concert.. Anyway, he brought Jeannie d,own
not in thg context of one of these concerts, if | remember rightly
but to give us a special concert.. And | mean | was absolutel\;
amazed at this woman who had, you know, she was very heavily
made up, very brightly made up, luridly made up, you know,
almogt, very powerful woman speaking a dialect, | mean | had no
experience of Aberdeenshire dialect up until then. And to hear
her smgmg one of two of the songs which | had started to learn,
and was singing myself, was also a revelation. And these songs,
of course, had come from her. They had come via recordings
that Hamish [Henderson] had allowed Morris to have, and he,
Morris had a Ferrograph tape recorder in his house, so he was
able to use tapes, Hamish’'s field tapes..

[Morris] really was a guru, you know, he really was someone
who was having a fantastic influence on us.. He also had an

open house in Springburn, he was very good at organizing
evenings, inviting people...

..Morris took a group of us to Norman's school, where we were
supposed to give a demonstration of the kind of songs and
music we were producing to a group of youngsters there who
were also going to set up a folk club. Which would have been
really the second folk club in Glasgow, in as far as the schools
were concerned. And that was at Ruthergien Academy. And |
remember very well singing the, “The Twa Corbies”, because
Morris had put the Breton tune "Al Alarc’h” to this, to these
words “The Twa Corbies”, and had taught it to me, and it was
my, one of my songs... Archie Fisher was very much taken with
it. And that became part of his repertoire. And that was the way
it was meant to go, you know, that was the, what we were there
to do. (SA 1986/24/A) ‘

Morris Blythman circulated songs in his club which he had printed

himself by hand. Many of the traditional songs were from recordings made by
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Hamish Henderson i
+Who i a sense was “feeding” the revival by making tapes

of traditional sin i
gers available to People like Morris who then disseminated the

songs. Hender i
J son had discovered Jeannie Robertson, the dynamic traveller

singer whom Andy describes above, in Aberdeen in 1953, and she was one of

several traditional singers who then performed at concerts and ceilidhs in

Glasgow and Edinburgh in the mid to late 1950s

When the Blythmans went to Turkey for a year from 1957-1958, Andy
and other boys at Allan Glen's felt a real loss. By the time they returned, Andy

Hunter was at university in Aberdeen, and Morris Blythman began teaching at

Hyndland.

The ideological stance which Blythman took was undeniably a politically

motivated one. His wife comments:

Mprris was interested in changing the world, and changing
§omety. And he was interested in writing political songs, he was
interested in changing the..sort of mental climate of Scotland,
that was his obsession, really. (SA 1986/169/A)

Blythman wrote poetry and Songs under the name ”fhurso Berwick”, but the
folk revival understandably remembers him best for his songs. In his Ballads
and Blues Club, as Andy Hunter mentions, he gave the boys a wide range of
song material, including some of his own songs. He was, however, essentially
more interested in political songs than in traditional material. Marion Blythman
expands on the issue of traditional songs:

..he appreciated the strength of the tradition, but | wouldn't
have said he was particularly interested in the long mediaeval
ballads, for example. He could be very scathing about the
pregnancy ballads.. No, Morris wasn't interested in..that sort of
long heroic, you know, sort of heroic tradition. He was very
interested in the ones which really were sharp and poetic. It was
Morris who took the Breton tune and put it to “The Twa Corbies”,
and you now hear everybody singing it, as if it was a Scottish
song [tune]...

Now he loved that sort of thing. Something which was sharp
and strong. But as | say, the long long ballads, no. | think he
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had a period when he |
. e | ;
interested in them. M g iked them, but he basically wasnt

. s )
in the political much, always much more interested

song me ;
through getting the Ssage. Changing..the mental climate

1986/169/B) Message into people’s heads. (SA

Blythm .
Y an became Very involved with the Campaign for Nuclear

Disarmam i .
' ent (CND) with the InCreasing American military presence in

Scotland toward the end of the 1850s, and the arrival of the Polaris

missile-carrying submarines in the Holy Loch in 1961. Like the events of the

removal of the Stone of Destiny from Westminster Abbey in 1950, and Queen
Elizabeth’s accession in 1951, the arrival of Polaris stimulated Blythman to write

new political protest songs, and gather groups of young folksingers to sing at

protest rallies and demonstrations. His emphasis on political songs alienated

some of the folk revivalists, who preferred to sing traditional material. The
impact of the political situation of the late 1950s and early 1960s on the

revival, and Morris Blythman's role in this period, is discussed later in this

chapter.

Norman Buchan

Norman Buchan, a Labour M.P. since 1964, was an English teacher in the
1950s at Rutherglen Academy. He became interested in traditional music
through the experience of attending a concert, the now legendary People's
Festival Ceilidh in Edinburgh, on August 31, 1951. The ceilidh was part of a
Labour-sponsored Edinburgh People’'s Festival, which was conceived of as an
alternative to the world famous Edinburgh Festival, started in 1347 and thought
by many to be too elitist. Norman Buchan was one of the general organizers,
but Hamish Henderson was in charge of the ceilidh. Buchan had met

Henderson in 1948, at a John Maclean Memorial meeting.
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Buchan’'s re i .
collections of the ceilidh are still vivid, as it profoundly

affected his life and teaching. He relates:

..l came through on th .
e i :
Scottish song. And as | cameFrildav night to hear the night of

) n late, for all | ¢

) . . ould hear was the

Sotr:gr;m:goglfefe:r:d i\r:‘: alxtwem in, there was a packed hall, lot of
' m .

auite see why it osphere was electric. And | couldn’t

was electric because on the stage there was

singers sitting, people sitting th i i
it face 1 Pe urtie chg ere. And a little old wizened guy

,, anting out
You may talk about the g a song, and the song was

First Royal Scottish Fusiliers/ Th
el e
Aberdeen Militia and your gallant volunteers./ But oh gae bring

tae me the tartan o' the gallant Forty Twa” And in between
verses, people were joining in the chorus and as the people
joined the cﬁorus, this little fellow with the wizened turtlg n:ck
would do a little swagger march of one or two steps away from

the microphone,.and then come back. It was Jimmy MacBeath.
And | thought this was most astonishing and great.

The pext thing that was introduced, and | shall never ever
forget it, was Jessie Murray, a little woman, old, she was about
seventy or seventy one, dressed in black, fishwife.. And she
stood up tp the microphone. Was there a microphone? | can‘t
remember if we had a microphone. | imagine her standing up to
one, b'ut all | can see is this little figure in black, and she sang
“Skipping Barfit Through the Heather”. The most beautiful tune
ltd ever heard. Was so fragile, frail, and I'd never heard anything
like this. And this was followed by John Strachan. Doing a
ballad. I'd taught ballads as poems, God help me, | taught
ballads as poems. They were frozen on the page. And he
sang.."Johnny o'Breadislea”. All forty verses of it. | didn't know
people still sang these things, | didn't know they were songs,
really. | think that was the first time | knew that ballads were
really songs. Just turned ail my ideas, this was living, these
were real people, still singing it. And the consequence of this |
think | knew almost within ten minutes, | knew the significance of
this, or sensed the significance of this. And totally bowled over
by it. (SA 1986/22/A)

The following day, Buchan saw Ewan MacColl's play "Uranium 235" and in a
ceilidh at the St. Columba Church Hall that Saturday evening, heard MacColl
sing the ballad “Eppie Morrie”, as Buchan says, “like a galloping horse, just
belting it out, just amazing” (SA 1986/22/A). The American folksong collector,
Alan Lomax, who had been at the previous night's ceilidh recording, was also at
this ceilidh, and sang an American work song. The Gaelic singer Flora MacNeill
of Barra was also present. Buchan sums up the impact of the experiences of

these two days:
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th'i?\g;hi:a:‘:vfentv four hours | think that that whole number of
existod. | ormed my view of it. First of all, that this material
ted, It was marvellous in quality, it was goodness, people, the
ordinary people could produce this. This was just great and
obvious, but staggering to me. Secondly, that it was still being
made. That young voices like Ewan who could see this in
:heatn'e, for dramatic purposes. And thirdly, the politics of it, and
won't forget that | was and am politically involved, always,
gelled with the whole cultural importance of it.. (SA 1986/22/A)

The People’s Festival Ceilidh of 1951 brought together many of the key figures
in what was to be the Scottish folk revival, and was a seminal event not only
for Norman Buchan but for many others as well. Traditional singers, collectors,
singers and musicians in the making, schoolteachers like Buchan and Blythman,
and interested people mingled at it. The People’'s Festival Ceilidhs ran for four
more years, featuring, as they had in 1951, traditional singers, perhaps, as

Adam McNaughtan believes, the starting point of the Scottish folk revival

(1980:194).

After the transforming experience of the People’s Ceilidh, Norman
Buchan continued to absorb knowledge about traditional song from personal
contacts with people like Hamish Henderson, and listenéd to growing numbers
of traditional singers whom Hamish and others had found in their collecting
forays. He was greatly interested in Morris Blythman's Scots poetry and
songwriting in the 1950s, and admired Blythman for starting the Ballads and

Blues Club at Allan Glen’s. He remarks:

..As well as doing that political balladry and writing, helping to
produce the Rebels’ Ceilidh Song Book and so on, he also started
a club at his school. Which | never had the nerve to do, cause |
don’t sing, | can’t sing very well and I'm always very shy and
embarrassed. | take the kids in the corner and say, “This is how
it goes”. But he started it..

..l didn‘'t start until about a year or so after that he did it, and |
went along to one of his concerts, actually. Invited me along to,
they put on a Christmas concert, and | thought this was great
stuff, and could see its potential, but | was always too nervous to
start it myself. It wasn't until skiffle came along that | started it
at school. And | said, “Skiffle, this is what the kids understand,
and can do and will respond [to]".. Here was an easy method of
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three chords and you could a
the songs were good.

meant easy music maki
didn’t need to be able to

ccompany yourself on a song. And
They were good American songs. It

NG, easy amateur music making, you
read music...

.80 | put up a notice on the school notice board..and | think
calleq it “Ballads Club”. Ballads Club. “If you'd like to learn|
Qme;ucan .and” Scottish songs, come along, Room 16, at 4 on
foon ay lnlght. And there were about thirty kids sitting there at

ur.ocock, mainly from my own English classes.. And | had
duplicated two or three songs. One was “Rothesay 0", a song |

knew | could sing, and the other w i ink i
e . as an American song, | think it
was “Skip to My Lou”... (SA 1986/22/B)

Anne Neilson was one of Norman Buchan's pupils, and she vividly recalls
her impressions of him as a teacher and the beginnings of the Ballads Club at
Rutherglen. Just as Andy Hunter feels about Morris Blythman's influence on him,
so Anne Neilson regards Norman Buchan as having had a significant impact on
her attitudes towards singing and traditional music. She relates:

Well, | think first of all, when we went up to the secondary
school at the age of twelve, we were put into a room and told
our English teacher would be along. And this little character
came, not sidling into the room, but kind of pattering into the
room, and | thought, oh gosh, oh how unimpressive, | don’t think
I'm going to like him! And | think that lasted for all of twenty

minutes, and after that | was thoroughly hooked. | thought that
Norman was amazing... '

Once he came into the class, and he announced..., “This is not a
poem in a book, this is a song”. And he sang us “The Dowie
Dens of Yarrow”, and | remember being embarrassed out of sight,
because | was afraid people were laughing at him. It was totally
alien to me in any case, and | found it strange. And | didn't
know why he’d done it, and nobody knew what it was meant to
be, and it had a strange tune. And that was the first time | ever
heard a folksong.

Well, he didn't repeat that, he let that be. But when we got
into second year, and we had him again, he announced one week
that anybody interested in learning some songs..could come
along to Room 16 on Tuesday at 4 o‘clock. And | don't know
why | didn‘t go, | think it was some kind of perversity on my part,
that | didn’'t want..to be let down or embarrassed or something.
But | didn't go. And all the rest of my friends went, and came
back raving about it. “It's marvellous, it's wonderful, it's this, it's
that, it's everything”. And they spoke about it aimost through the
whole of the succeeding week, so the following Tuesday | had to
go. And | never missed another one from then until | left the
school at sixth year. And it just became, | think, probably the
most important thing that had happened, and the most significant



thing, | would say, in my life.
.co.uld.do, and although | didn't
It justice, but | enjoyed doing it..

It was a thing | discovered that |
at that stage feel that | could do

-He printed song sheets with

; two or three s .
He dished them out, and he m ongs each week

, ' ust have sung them. Now | really
don’t remember, it's astonishing, because the first time | heard

him sing | found it so excruciating. That | don‘t remember him

singing these other things, but he had to have done, because
that was how we learned them.

...We also were given lunchtimes, with a huge tape recorder,
whlch was the size of a transatiantic suitcase, an immense
thing.. He gave us tapes. Now quite where he got them, | didn't
understand at the time, but they were tapes of people like Lucy
Stewart, Jeannie [Robertson], Jimmy MacBeath... He brought us in
American records, and we had the Weavers from an early stage.
And there was even one group when we were in about our
fourth or fifth vear, four people who took off these Weavers
records and were doing Weavers arrangements of Weavers

songs, you know? And that was all quite acceptable. SA
1987/91/A) 4 P (

Anne Neilson is now a member of the Glasgow group Stramash, and
sings her songs unaccompanied, as she usually did in the Rutherglen Ballads
Club. When she performs with Stramash, she sometimes refers to Norman
Buchan in her introductions to songs, indicating the great regard she holds for

him and her feeling of gratitu'de for his encouragement;

The Ballads Club was a phenomenal success, and Norman not only
brought in songs, tapes, and records, but encouraged the students to learn to
play guitar, ukelele, teachest bass, or whatever instrument they fancied if they
so desired. Later, Archie Fisher was brought in as an occasional guitar
instructor, as were other new revival performers who had mastered
instrumental accompanying techniques. Norman Buchan remained in charge of
the club until he was elected to Parliament in 1964, when it was taken over by
Adam McNaughtan and lan Davison. The enthusiasm‘and songs from the
Ballads Club percolated through the young musicians of Glasgow at large, not

just those who attended Rutherglen Academy.
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Besid i
s starting the Ballads Club, Buchan was involved in the revival in

r . Hi i
other ways. His wife, Janey, now a European M.P, was as enthusiastic as her

husband about folkmusic, and with him played host to many house parties and
ceilidhs. She also helped to organize concerts with performers such as Pete
Seeger, Cisco Houston, and others in Glasgow. Janey Buchan was a link to
young folk musicians at the Glasgow Art College, where her brother, Enoch
Kent, was a student, along with Jimmie Macgregor and Josh MacRae. Buchan
began doing occasional lectures on folksong at the art college and in schools,

first using taped examples, but his brother-in-law Enoch, Jimmie, and Josh

volunteered to sing the examples for him. This pre-dated the beginning of the

Ballads Club in 1957.

Like the Blythman house, the Buchan’s household was a social centre for
musicians and writers. Talking about the importance of the two gathering

places, Jimmie Macgregor remarks:

..Norman made a tremendous contribution... if we weren’t in
Morris’s place, we were at Norman's. And both of them very
consciously, | mean we weren’'t aware of this at the time, but
they were consciously feeding us ideas and information and
repertoire all the time, '‘cause they were that bit older, and they
knew what they were doing. They were making conscious
cultural and political moves, if you like.. we just wanted to sing
songs. And the whole thing really sort of developed from those
two little gatherings, | would say..these sort of folk soirees. (SA
1986/128/A)

Andy Hunter feels similarly to Jimmie Macgregor, commenting, “Norman did a
tremendous job providing..a ceilidh house for all of us” (SA 1986/24/A). The
Buchans, through contact with Morris and Hamish Henderson, also frequently
had traditional singers like Jeannie Robertson »and Jimmy MacBeath in their
house, which had a considerable impact on the younger singers visiting the
house, and is an important aspect of the Scottish, and particularly Glasgow,

revival.
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Concerts and Folk Clubs

Bobby Campbell refers to Norman and Janey Buchan as the first

“entrepreneurs of the folk scene”, as he explains,

-.in the sense that..they never made a penny out of it, but they
were always organizing things, they were always organizing
;:onc;erts, they were always putting together shows either purely
or folk purposes or as fund-raising events for..political causes
and §tuff like that.. In those years, the late Fifties, early Sixties,
possnt?ly ' later than that.they were largely the Scottish
organizational end of any largish folk tour that was going on. So
they would always have people staying with them. | mean their
house was to some extent like the Fisher house, in that the
amount of throughput, human throughputs was quite startling.
Apd yes, one would meet people like Jeannie [Robertson] and
Jl.mmy MacBeath, and those people, and one would also meet
Cisco Houston and Pete Seeger.. Somebody should write a book
abo_ut the folk revival and just call it “72 Peel Street”, you know?
A bit like 84 Charing Cross Road, you know! (SA 1986/120/B)

Buchan, besides organizing concerts, was additionally involved in the

beginnings of the Glasgow Folk Song Ciub, which met in the Trongate, in the

Cornerhouse Cafeteria, on Sunday evenings.

The following year, 1959, the Glasgow University Folk Club began, of
which which Adam McNaughtan was one of the founder members. He

comments:

..the links were there and it meant that we could share guests
with [the Glasgow Folk Song Clubl. They met on the Sunday,
and the university club met on the Wednesday. So quite often,
for example, Jeannie Robertson would come down and stay two
or three days while people like Norman Buchan were recording
her..and would just come along on the Wednesday to the

Glasgow [University] Club. Jimmy MacBeath, the same. (SA
1986/26/A)

There were obviously frequent opportunities for young singers and musicians
in Glasgow to meet up, regardiess of where they lived or what school they
went to. This proliferating number of venues, public and private, where people
could listen to or perform folkmusic, contributed significantly to the excitement

of the period, as well as providing contexts in which amateur musicians could
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learn the skills of the professional musician,

One . ege
of the most significant characteristics of the early period of the

Scottish folk revival was the accessibility of performers to their audience, so

hat a i :
t substantial amount of learning musical skills came from informal

contacts in .
concert or club performance situations. Hamish Imlach remarked

on this phenomenon when | spoke with him, saying:

~We were fairly lucky, because people who were, well, stars, if
you like, were fairly accessible, and we were able to sort of visit
with them at the folk club. First of all America’s Jack Elliott, and
Derroll Adams, and meet them, and watch, 'cause we hadn't a
clue about capos and things. (SA 1986/28/A)

-.It was a good time to learn because you could toddle up to
the ;I)erson who was on the stage and say, "Excuse me please,
what's that? Could you show me please?” And it was nice, you
knovy. It seemed bizarre because..[the Americans] were all
frant.lcally trying to sing “Greensleeves” and ignore American
music, and we were all frantically trying to learn Woody Guthrie
songs and sound like Leadbelly over here! (SA 1986/28/B)

As far as the Fishers are concerned, one of the most profound events to
influence Ray occurred in this period of the late 1950s. Ray and Archie, Bobby
Campbell, Hamish Imlach, and Josh MacRae were among the singers involved

with the Glasgow Folk Song Club, and attending concerts organized by the

Buchans. As Ray explains:

...Folksong Workshop2 ..was based on the same idea as
Theatre Workshop, being a place where you could come, not only
to be entertained, but to find out things yourself and..you would
get people visiting the town or people that were here for
concerts or whatever, and you could talk to them, and you could
find things out. And through Folksong Workshop, there was quite
a few people actually came to Giasgow, came to the folk place,
and in time..at various events that started to take place in
Glasgow, met up with Ewan MacColl and Peggy Seeger, Ralph
Rinzler came over. | met Cisco Houston,..Jack Elliott. And all the
other singers. And then via that to the singers that..people like
Norman Buchan and Hamish Henderson brought down to the
Central Area, that's Edinburgh, Glasgow area. Like Jeannie
Robertson, and Willie Scott, Jimmy MacBeath, and the Stewarts,
and the performing traditional singers who by this time had been
put on record, had actually been collected and recorded were
now being shown, well, taken to the rest of the country to let
people actually see them singing live.
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Si;;.lterwasBexcmng enough hearing the tape recordings of the
o %:ori gt to actually see them perform is, | mean there is just
no thar\;zc;n :::tsoever. The'quality of the voice is still there
commurlft' _ see why in fact certain singers within

ities like Jeannie Robertson was, within her community
when she was travelling, as a singer - you could see how, how

she communicated without an j
y bother at all, she just, she had
the knack, she had the skill to do it. l

~-And this happened actually in Norman Buchan’s house.
Because thgre had been a concert on in Glasgow, and it, I'm sure
it was, | think it was Jimmy MacBeath. Norman had organized it,
yes, 1t was Jimmy MacBeath, Dominic Behan, and Jeannie
Robertson was there, and there was somebody else... But they
came to..Janey and Norman Buchan's house. And we were
invited to come back. Archie, Bobby, and various other people
who were interested in the music. And we were asked, Norman
asked everybody to do a turn, you know? The younger singers
to do a turn for the traditional people, to let them hear, see?
And.l did, stupidly, | did one of Jeannie's songs which, | didn't
realize at the time it was Jeannie’s song. And she said to me,
"Ngw naw, lassie, naw naw!" And she was shaking her head
while | was singing it and | thought, “Oh dear me, I'm making a
right mess of this!” And | mean, I've said this so many times to
people, it's in that article 3, that's why it suddenly dawned on me.
But she told me | wasn’t “takin’ it oot richt”, you know, “takin’ it
oot richt”. So she sang it and she did all the emphasis and all
the different things, you know. And from then on, it was a
totally different, what do you say, bag o’ nails or kettle of fish or
whatever it was. Because suddenly there | was in the position,
oddly enough, in a position that Jeannie would have been in,
having to listen to other people.. (SS 26-3-85).

Jeannie was fond of young singers, and invited Ray to come visit her in
Aberdeen, which she did for six weeks in 1959. This personal contact with
Jeannie, and also with Jeannie's daughter Lizzie Higgins, was to have a
profound effect on Ray's repertoire, singing style, and attitudes towards
singing, a subject which will be discussed in greater detail in Chapters 5 and 6.
Jeannie had a considerable impact on other young female singers at the time,

notably Jean Redpath and Anne Neilson.
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Hamish Henderson, Alan Lomax
’ , a . H
Revival and Repertoire nd Ewan MacColl: Ideologies of the

In i i ;
the foregoing discussion of the Scottish revival, the names of Hamish

Henderson
on, Alan Lomax, and Ewan MacColl have been mentioned in several

contexts. It is necessary to examine more closely the effects each man had on

the revival, and on singers’ repertoires, styles, and ideology.

Hamish Henderson and Alan Lomax

For many, Hamish Henderson is the “father” of the Scottish revival.
Based in Edinburgh for most of his working life, his influence has radiated
outward geographically, and has been of great importance to the revival. His
talents and expertise are considerable, as a poet, writer, academic, collector,

singer, songwriter, and mentor. In a recent article, Adam McNaughtan sums up

Henderson’s qualities as a “folk hero*:

The extension of the language of song has been one part of
the contribution Hamish Henderson has made to the Scottish
Folksong Revival. Add to that over thirty years’ work at the
School of Scottish Studies, resulting in an unequalied collection
of tape recordings; the bringing together of city folksingers and
traditional singers; his teaching, formal and informal, in the
School and at all sorts of gatherings outside; his spreading of
songs; his approachability; his informed and entertaining writing
on the subject of folksong, of which we hope there is much more
to come; his championing of the cause of folksong and the
Folksong Revival against all comers. These things would make
him a major figure in the cultural life of Scotland even without
his contributions to poetry and politics (1985:29).

Hamish Henderson's personal philosophy has evolved over what can
only be considered a remarkable lifetime. He was born in Perthshire in 1918,
coincidentally the year Pete Seeger was born. His mother was a singer of both
Gaelic and Lowland Scots songs, and was a considerable influence on him. His

study of modern languages at Cambridge University was interrupted by the
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growing conflict in Europe and Africa, and he served in the army from

1940-1945. .
9 5. He returned to Cambridge after the war to complete his studies.

The experience of war, both as an observer in the case of the Spanish
Civil War, and a participant, in the case of the Second World War, has had a
profound influence on Henderson's views and writing. He wrote many songs
and poems during his military career as an intelligence officer with the 1st
South African Infantry Division at El Alamain, and later the 51st Highland
Division in Libya, Tunisia, and Sicily. One of the best songs of the folksong
revival, "Banks o’ Sicily”, was written by him to commemorate the departure of

his division, the 51st, from Sicily, and the pipe tune he chose to set the words

to was James Robertson’s “Farewell to the Creeks”.

Henderson continued his practice of utilizing pipe tunes for his songs,
writing the well known “John Maclean March” in 1948, specifically for the John
Maclean Memorial Meeting in Glasgow, in November of that year. Both Norman
Buchan and Morris Blythman were present at that meeting. Henderson had
known Blythman previously, having met him at the poet Hugh Macdiarmid’s
house in Glasgow. The year 1948 also saw the publication of his war poems,

Elegies for the Dead in Cyrenaica which won the Somerset Maugham Award in

1950.

In reflecting on the literary and socio-political activities of the late

1940s, Henderson remarks:

..the idea of a folk revival, | would say, really goes right back to
that period, you know.. I'd been doing some collecting here and
there. | published the little book of World War Two songs in
1947, and this, you know, encountered a fair amount of interest.
And my own collecting here and there which I'd done in various
parts, Perthshire and the Northeast particularly...

My song "The John Maclean March” was sung in 1948, in the

St. Andrews Halls [in Glasgow], the big John Maclean Memorial
Meeting, and it began to take off very soon after that. So..these
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things were sort of flowin i
g, both in Edin i
the way from the Fortieg. (SA 1986/128//:))urgh e Glasgow. right

Marion BI ’
ythman’s chronology of the beginnings of the folk revival starts

with the meeting of Hamish Henderson and Morris Blythman in Hugh

Macdiarmid’s house. She recalls hearing “Banks o Sicily”, and sees that period

as seminal:

..he [Hamish Henderson
singing it to us.
as a way of conv
John Maclean, an
but Morris by th

1 had written it by then, and he was
Sq Hamish was already seeing the song, song
eying a message. They had done..the tribute to
:thqmnshhhgd written the “John Maclean March”,
t ime hadn’t written any songs i

writing poems.. And then the Stone of De\gtiny ?Nz'ashztov;/::...::\lg
that was the thing that started people writing the political songs
So that was one whole thread. (SA 1986/169/A) |

During this same period, Morris Blythman and Hamish Henderson met Ewan
MacColl, then working with his first wife Joan Littlewood on radical and
experimental theatre projects. Theatre Workshop, as it was called, presented a
ballad opera, MacColl's first play for the company, entitled “Johnny Noble” in
Glasgow, and afterward at a party, Marion Blythman recalls, they heard Ewan
MacColl sing “all night”. MacACoII helped to facilitate the collaboration between

the American folksong collector, Alan Lomax, and Hamish Henderson.

Henderson relates the story of this now historic collaboration:

Now Alan Lomax knew of me through my littie book, Ballads of
World War Il.. 1t was amazing the speed with which it got
disseminated.. Anyway, I'd been in ltaly for eight months,
roughly. When | got home, | went to see friends in Cambridge
where I'd left some books and things, and a letter was waiting
for me from Ewan MacColl, telling me that Alan Lomax had
arrived, and was wanting to see me... And | then went to London,
and Ewan spoke to me about his [Lomax’s] project for these
Columbia records [the Columbia World Albums of Folk and
Primitive Song] , of which Scotiand was to be Volume 6, and
asked me to help him, which | agreed to do. And he also
recorded me, singing “Banks of Sicily” and various other things...
so that was how | first got to know him... '

He then was in Ireland for quite a bit, Seamus Ennis helped him

there. And then he turned up in Scotland in June ‘51. And it's in
June ‘51 that | went with him to the Northeast.

102



Before th : .
ey set off on their collecting tour, however, Henderson had

investigated possible contacts that might prove helpful. He also visited the

Blythmans with Alan Lomax, to see if they knew of any potential contacts.

Mari ; .
on Blythman has an interesting perspective on Lomax’s role in this

story. She recalls:

..Alan Lomax, interestingly enough, knew more at that stage
about the Scottish folksong tradition than we knew. Because he
had looked at it, | suppose, academically, and we'd all been
brought up in cities and knew nothing about, we really knew
nothing about it.. We were brought up with street songs, and

vaudeville songs, you know, popular music of that time, but not
folksongs.

Alan Lomax came, and Hamish got a job showing Alan Lomax
round the Highlands, and trying to find out how Alan Lomax
wquld get a lead into the people who really knew what was
gomg.on. Now, interestingly enough, we were at university at
thgt time, and..were working our way through college as you
might say, and we both got jobs with the government social
survey, which had taken us to Aberdeen, and to a place called
Turriff.. And as part of this activity with the government social
survey, we came across a ploughman called Hector Barlow...

Now Hamish came to see us with Alan Lomax, and said, do you
know any of the, in Aberdeen, how can we get a lead into this.
And the only person we knew that would talk to us, that we'd
met as a part of the survey, was this ploughman called Hector
Barlow. And we sent Hamish to Hector Barlow. Hector Barlow
sent him to Arthur Argo4. Cause Hector Barlow, | think,...had
worked on Arthur Argo’s father's farm, and he knew that, and that
was Hamish's first lead. Then of course it was like a sort of
network, he just went from one to the other. These were all of
the circumstances, all these different sort of things all happening
at the same time, you know, the Songs of the Stone, Ewan
MacColl, Alan Lomax coming, Hamish going round to look at all
these ballads, all happening in and around the same two or three
years... (SA 1986/169/A)

Henderson remarks about the tour, and Alan, “He was a wonderful collector. |
mean the only trouble was that his time was limited, and he was a bit ruthless”
(SA 1986/22/8). Henderson's own collecting technique was different, but his
collecting also had the advantage of being less pressured. Lomax was only
four vyears older than Henderson, so it was his extensive experience of

collecting folksongs with his father John A. Lomax in America which made him
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“senior” to Henderson.

Alan Lo ‘s fi i ;
max’s first impressions of Hamish Henderson and their tour are

interesting. In a 1986 interview with Danny Kyle, broadcast on the “Travelling

Folk” radio programme, Lomax comments:

to...l;tar?wlsh Henderson 'and |.travelled for a couple of weeks

gether on that first trip, | think it was a couple of weeks, and it
was a fantast.uc experience, because instead of going alo'ng the
road and talking about ballad theory, | went along the road and
he sang every inch of the way! And as we went, the songs got
ba\(vdler and bawdier, and frankly, you know, I'm from a kind of a
strict Protestant background, and Il admit | was shocked. Id
never heard "The Ball of Kirriemuir” before, you know! And
Hamish knew,. | think, every single verse of it. And there were a
few that he.dldn’t put in, looking at me sidewise to see whether |
could take it like the man also looked at me when | took that
Scotch whiskey. Now you had to be able to drink, and you had

Fo be able'to enjoy bawdy things, and you had to be a real
intellectual in order to survive...

We fi(st went to see John Strachan, and although | met other
pepple in the Northeast, he was the Northeast, John Strachan. |
think one of the most remarkable individuals of his day. A man
who had the whole of his folkiore, who had the total cultivation
of Aberdeen in his heart, and was the most generous, the most
jolly, the most outgoing person. | fell in love with Scotland with
John Strachan.. We took about ten ballads in the first two hours,
and I'd heard, | felt when | heard him, the very finest of Scots
balladry. (“Travelling Folk”, 6-3-86)
Jimmy MacBeath and Jessie Murray were other singers Henderson and Lomax
were directed to in their travels. Both were to appear at the first People’s

Festival Ceilidh in 1951, which so deeply influenced Norman Buchan.

Henderson acknowledges the profound impact on his career that the
Alan Lomax tour had, and it is possible to see through this story how the
revival gained much momentum from the network of people who gradually
became involved. The sheer quantity and quality of material recorded by Lomax
and Henderson in this tour is in itself remarkable, and copies of this material
were among the first tapes to be placed in the School of Scottish Studies

Archives. Because Columbia Records was paying Lomax well for the collecting
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roject, he w i ; .
proj as able to act as a financial facilitator for this seminal fieldwork in
Scotland.

Mun i .
unro (1984) gives the early history of the School of Scottish Studies,
in which Hamish Henderson was a key figure, so there is no need to recount it

here. Henderson and Raasayman Calum Maclean, brother of poet Sorley, were

among those first employed by the School as collectors. Henderson'’s

collecting activities for the institution are only short of legendary; the discovery
of Jeannie Robertson in 1953, his liason with Maurice Fleming in discovering
the Stewart Family of Blairgowrie in 1955, and his recordings in the “berryfields
of Blair” in the following year are among his finest achievements. However, he
did not stop at collecting material from these traditional singers, but arranged
for them to perform at ceildihs and concerts in Edinburgh and Glasgow, and
made recordings of songs available to the younger generation of singers who

were suddenly discovering the wealth of Scottish traditional song.

Henderson compares the activities of the folk revival in Edinburgh and
Glasgow, and remarks on what he calls the “fortunate historical-cultural

conjunctures” of events and personalities in the revival:

..l was certainly based in Edinburgh but | went through to
Glasgow quite a lot, so | saw both scenes. | think the Glasgow
scene in a sense antecedes the Edinburgh scene as a sort of
operative thing, you know, very largely because of the
personalities of Morris and Norman, and the fact that the folk
revival was being carried into the most important place of all,
namely among the kids and into the schools. The Edinburgh folk
revival, of course, had started in a sense way back in the early
Fifties with the People’s Festivals, with the bringing down of
singers from the Northeast and from the Gaelic world, and
wedding them, so to speak, with the local talent. And this did
continue in Edinburgh on a desultory sort of basis, you know,
with various events being held like, well, the People’s Festivals
themselves, in spite of the banning by the Labour Party,
continued off and on until, well really there is no absolute
disjunction there between what was happening with the People’s
Festivals and various events which began to gather steam in the
late Fifties and in the early Sixties. The folk club, the Edinburgh
University Folk Club, started in 1958, in April 1958. And the
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pattern was very similar in early meetings...

A i i

mosttt&g\;s:\rl\:ts;zilly, In many ways, [what] gave the thing its
most Jecisive she g w:s the schools thing with Morris Blythman
boen doing am huc an. Then it meant that all that we had
e oreant Iup o that point was being connected..with the most
importa plugs, you might say. So, to a certain extent | think,
mmm: er1§.hwere fortunate there, they came at exactly the right
mine n'd ey were young, they were enthusiastic, they were

endously talented, and through Norman, and through Morris
aqd through myself, they then had access to this, by that timel
fa_lrly I.arge archive. So that what had been collected was:
disseminated, proadcast as we could.. And it meant in fact that
some of our finest and most, you know, influential recordings

were circulating among these kids, onl
’ W
made. y weeks after they were

And the Fflshers, as | say, were definitely beneficiaries of this,
and they picked up a tremendous amount from tapes. And from
the personal contacts that were made. | mean Ray, of course,
went 'up to stay with Jeannie Robertson. And got it all from the
horse’s mouth... Oh, they got on fine. | mean it was very much, |
mean Andy Hunter and Ray were the people who really sort of
got stuff from Jeannie immediately from the, from immediate
contact, as you might say like, by just going up and staying with
her.. Ray was very, very close to Jeannie in many ways, and
bgnefited directly through this. So, as | say, | think that the
F|§hers are a beautiful example of..talent arriving just at the right
minute. And there was no holding them after that. They

proceeded to make their mark and are still making it. (SA
1986/128/A)

Hamish Henderson's impact on the repertoire of the revival has thus
been considerable, through his tireless efforts to discover and collect songs
from the traditiona! singers of Scotland, and to in turn make it possible for
younger musicians as well as others to hear the traditional singers, both on
tape and in person. His personal influence was felt by many of the young
singers, such as Jean Redpath, who remarks:

He obviously was in the business of fostering interest, of
tostering anybody who could carry a tune in a paper bag, who

had an interest in traditional music, and he certainly had fertile

ground with me, | couldn’t get enough of it. (SA 1985/214)

Henderson's songwriting has influenced the revival repertoire as well.

One of his more recent songs, “The Freedom Come All Ye", written prior to, but

dedicated to the Glasgow peace marchers in May, 1960, and set to the pipe
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tune “The Bloody Fields of Flanders”, is regarded by many as his finest song,

and like “Banks of Sicily”, is performed frequently by different singers.

Alan Loma .
X can be seen as an academic catalyst and an enabler in the

Scottish revival, who through his collecting and collaboration with Hamish

Henderson, made many people much more aware of the rich living Scottish

song tradition. His broadcasts of some of the Scottish material collected by

himself and Hamish, in a 1957 radio series entitled “A Ballad Hunter Looks at

Britain“, probably did much to acquaint listeners from all over Britain of the

vital Scottish song tradition. His personal influence was perhaps more keenly

felt in London, where he worked with Ewan MacColl and A. L Lloyd as a

performer and broadcaster. Hamish Henderson’s influence on the Scottish

revival has been more direct and personal, as well as scholarly, through his

work as a collector, teacher, writer and singer.

Ewan MacColl

Hamish Henderson’s influence on the revival as a disseminator of song
material is unquestionable, and also reflects his own strong belief that “the
essence of the whole revival is oral” (Henderson 1973:13). Another figure who
influenced the revival repertoire considerably through his ideology and practice
was Ewan MacColl, who has been mentioned several times above. As there are

numerous publications and a radio series®

discussing his life and influences on
British folk and working class culture, | will not attempt to give more than a

few relevant details of his biography here.

Ewan MacColl was born Jimmy Miller in 1915 in Scotland, of Scottish

parents. The family moved almost immediately to Salford. His father worked
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in the iron fo
undry there, and was an ardent trades unionist. Ewan became

involved with the trades union movement and street theatre at an early age,
and has always been a vociferous spokesman for working people. Through
experimental theatre work with his wife Joan Littlewood, his presentation of
Scottish traditional songs, songwriting, radio broadcasts, and later his founding

of the Singers’ Club and the Critics' Group in London, and his performances

and recordings with third wife Peggy Seeger (half-sister of Pete), his influence

on the folk revival in Britain has been enormous and extremely visible. His
influence on the Scottish revival has been more of an ideological nature than a
personal one, as he has lived in the Manchester and London areas for the

majority of his life. He performed in Scotland fairly frequently in the 1950s and

1960s, but less so in later years.

Ewan MacColl collaborated on projects with many of the significant
figures of the revival in the early 1950s. In Scotland, he already knew Hamish
Henderson, Morris Blythman, and Norman Buchan. Alan Lomax introduced
MacColl and the noted English folklorist, A. L. (Bert) Lioyd. In 1951, the same
year of the first People’'s Festival Ceilidh, MacColl worked with Lomax and Lloyd
on a series of radio programmes called “Ballads and Blues”. They were
designed to show the close links between jazz and folkmusic, and between
American and British versions of songs. Only two years later, MacColl started
a folk club in High Holborn in London, known as the Ballads and Blues Club.

The club scene in London pre-dated that in Scotland, without question.

in 1956, MacColl and Lloyd formed a skifﬂe group of sorts with a young
protegee of MacColl’s, Shirley Collins, and the newly arrived Peggy Seeger,
whom Alan Lomax had contacted in Holland. Lomax was working on some
television programmes at this time, and required an American banjo player,

among other musicians. The group was thus formed for this purpose, and was
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hort-li i
short-lived, but it affected MacColl's future views on repertoire. Although

itical .
politically and Culturally an internationalist, he began to resent the

ervasivene i .
p s of the American repertoire and the guitar in the British revival,
and’ started formulating his well-known ideology of repertoire, that one should

ing from ’ iti
sing from one's own tradition and not from other traditions. This ideology,

which he preached vigorously wherever he spoke and performed, had an

enormous impact on people involved in the revival.

Jimmie Macgregor, who feels his own career in folkmusic owes a lot to

the experience of a Ewan MacColl concert in Glasgow in 1954, comments about

MacColl's stance on repertoire:

..Ewan began at some point to take a very entrenched position,
about what was right in folkmusic, and what was wrong about it
And he..began to run the Singers’ Workshop, and so on, to teach
pgople how to sing in a traditional way. Which slightly, always
slightly worried me... But | think what he felt was that you had to
hang on to something at the core of the whole thing. Because it
was becoming so popular, and people were on television, were
jollying things up, and he felt that maybe the centre would

become soft, you know, and that the real basis of what it was all
about could be lost...

..Ewan was definitely resisting the American influence. And in
fact, once we had all benefited from it, | think that that was quite
legitimate that we should then resist it.. Once we realized that
okay, that American music is all very nice, and it's very
interesting, and some marvellous instrumentalists in those days
and so on.. that was what brought us back to our own music,
and | think from that point of view, Ewan was quite justified..
And there was all kinds of wee groups being the Weavers, you
know, imitating the Weavers..which wasn't all that difficult to do...
His idea, | think, was, why should we try to be like them, we've
got all this marvellous stuff of our own, let's work on that. Let's
get to know that, let's become familiar with it and understand it,
and know how to perform it.. But what he was doing was he
was taking a deliberate stand to achieve a deliberate, a certain
goal. (SA 1986/130/A)

Some young singers were more influenced than others by this idea of
using only repertoire from one’'s own tradition. Ewan MacColl, however, was not
only trying to get this idea across, but became disturbed by the

commercializing and popularizing tendencies within the revival, and set out to
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ed . . ,
remedy the situation by setting an example in his Singers’ Club. In 1961,
MacColl explained in Sing magazine why he was opening the Singers’ Club:

w:o'ri nr?acf: stZ tr'o poocue a large number of young people, all of
appeared on  th 'gft instincts, from those influences that have
vonrancinfion e folk scene 9uring the past two or three
moaning of fOIkes that are doing their best to debase the
from its tradit 50?9--. the folk song revival can get so far away
distinauish 1onal basis Fhat in the end it is impossible to
: guish it fr'o.m POp music and cabaret... We are determined to
give top traditional singers a platform where they will be
protected from the ravages of the commercial machine. Finally
we _need standards. Already the race for the quick pound note is:
on in the folk song world. “Quaint” songs, risqué songs, poor

Instrumentation, and no-better-than-average voices--coupled

with a lack of respect for the material: aqai g
(1961:65). - against these we will fight

Archie and Ray Fisher, and indeed Joyce and Cindy as well, were more
than a little sceptical of the way Ewan MacColl's views were implemented by

his fans and some of the new folk clubs in Glasgow. Archie sums up his

feelings about MacColl and his ideology:

...MacColI was trying to focus on to a kind of nationalism,
saying that people should only play their own songs, which may
have been a good ideology in preserving ethnic, people’s own
ethnic music, but he created a kind of caste system that if you
sang American songs, you were an outcast, you wouldn't get on
to his platform.. as soon as MacColl had cuitified certain things,
they opened the door to what [Dick Gaughan] calls the
“hobbyist”, the "antiquarians®, that said, “Oh, | can sing this song
just for the sake, because it's an old, it's an antique”, you know,
they made the music precious. There was no subjective interest
in the content of it really.. people were actually scoring points
off each other by the longest and oldest ballads they could find.
| mean that did happen.

And it opened, it opens a floodgate for mediocrity in terms of
performance. And as soon as you didn't need a guitar to make
an impressive performance, the people were going to, you know,
you didn‘t have to have any other musical skill other than a good
memory for twenty six verses, all kinds of things happened. It
became bloody boring for a start, lots of the time..and these
people..broke away from clubs and started their own clubs. So
that segregated..singers who accompanied themselves, especially
with an American instrument. | mean the guitar was smeared at
that time too. (SS 13-5-86/A)

MacColl just went by me. It was nothing, | mean everybody

was saying that this was the person we should all be listening
to, but | wasn't very convinced, and I've remained unconvinced in
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many ways. iacti
a Vhad \;s g:t”;i‘;" 1 can objectively see his qualities, but it was
roally been & 'pPC|on gf what he was doing..that I've never
suspicion aboutpohmcal singer. And also | had a slight gut
mean although It e motives hg had for what he was doing. |
the time. didn’;Na‘s involved in a kind of socialist movement at
like an ir'\terpretiv m;‘g true. Hl§ style of singing seemed to me
something ratheret?\agnzoﬁ,\g&i:gw;s' if you like, reproduction of
/ ' ‘ at was authentic. And so |
?nci(;?;nei more mterestedv |n. the authentic, his sources were more
sting to me than his interpretation. (SA 1887/98/B)

The issue of MacColl's singing style which Archie raises here is not
without its ironies, either. MacColl was and is essentially an English Scot, and
has always lived in England, although frequently visiting Scotland. One might
well be disposed to ask what his proper “tradition” is. He has been singing and
making recordings of many of the classic Scots ballads for many years, among

other songs. Indeed, Hamish Henderson remarks:

..Ewan MacColl is really part of the English revival. Only
naturally, becausg | mean he was brought up in Salford, you
know. .I mean his parents were Scots, right enough, | mean old
Egtsy is g very good singer. But Ewan’s, you know, very
idiosyncratic, sort of synthetic Scots accent, it just gradually got
better and 'bette.r and better, maybe with listening to tapes, you
know, anq listening to the real singers. But | mean, the time that
he was.fnrst recorded by Alan Lomax,.to a very large extent |
mean his pronunciation of Scots was very eccentric, to put it
mildly... (SA 1986/22/A)
This may help to explain why Ewan MacColl's singing did not “ring true” to
Archie. Ray recalls having heard recordings of McColl prior to seeing him
perform, and remarks: “I remember my first impression was he sounds sort of
old. But in fact he wasn't really that old” (SA 1986/116/B). The staged quality
of MacColl's performing style, in which he would always sit on a chair that
faced backwards, and cupped his hand over his ear while singing, has persisted
up to the present. Some of MacColl's mannerisms and singing style have been

imitated by the younger revival singers, thinking that it gives them an

additional credibility.

Ewan MacColl's ideas were valued by revival mentors Norman Buchan
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and Morris BI .
ythman, but they did not attempt to proselytize in the very

deliberate and “purist” way that MacColl was doing. Bobby Campbell

comments about Norman Buchan:

wayoi;m:?s gevsn I;nrfnensely influential..and Norman in his own
much harsher ua ‘:jtd way, was doing what Ewan MacColl in a
to get the messaye '0 some few years later, and that was trying
American songs v% across to our generation that, you know, the
ebortore ere fme.but, you know, this, this whole body of

pertoire here that you didn't need to put on a phony accent to

zlr;g, you kngw, it w,as your stuff, you know, here it is, you know,
sten to this, here’s Jeannie, here's Jimmy.. he just opened
windows all the time.

That i :
1986/120/B) was his great influence. (SA

Ray, as we have already seen, was enormously influenced by Norman Buchan,

who did not insist, as MacColl began doing, that one should sing only from

one’'s own tradition. Buchan, through introducing the young singers to the

Scottish traditional singers in person and on tape and record, let them draw

their own conclusions. Ray’s response to this was:

Ll thogght, this is dead easy, because you just sing Scottish,
ypu.d.ont have to sound as if you came from Mississippi or
Virginia or wherever it is. You'd probably get the accent wrong
anyway. But, and | remember Norman Buchan saying this, that it
was a bit..more honest, you know! (SS 26-3-85)

Ewan MacColl’'s formation of the Critics’ Group in the 1960s was a
development in the revival which carried his ideology even further. Its purpose
was to provide a platform where singers could present the songs they wished
to sing and be criticized after their performance by the rest of the group. Thus
performance, style, and material was scrutinized critically and with deliberation.
This group epitomized MacColl's very conscious, theatrical, and critical
approach to singing and performing, and the Critics’ Group approach was taken
up by some of the more traditional repertoire-oriented folk clubs in Britain,

including the Glasgow Ballads Club, also known as the Grand Hotel Club where

it was for the most active years of its existence in the mid-1960s.
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The Radio Ballads

Ewan Mac 'S i .
Coll's influence on the ideology of repertoire in the revival
was considerable, although what might be regarded by some as his highly
analytical and doctrinaire approach to repertoire was both liked and disliked by

oung sin . L
v 9 gers. MacColl exerted a major influence on the revival through his

songwriting, but also through the media. His very innovative radio projects,

culminating in the series he is best known for, the “Radio Ballads”, featured

mostly his own songs. The “Radio Ballads” were commissioned by the

B.B.C. between 1957 and 1964, created and produced by the teamwork of

Charles Parker, Ewan MacColl, and Peggy Seeger. The eight programmes

focused on special and wide-ranging topics, such as the travelling people,

miners of the Northeast of England, herring fishing, polio patients, and the

building of the M1 Motorway.

The significant departure from previous radio programming techniques
lay in the extensive of fieldwork tapes, what one cbuld call oral history
material, of the people who were the focus of the particular programme. Rather
than using actors following scripts based on taped material, the producers saw
that it was far more effective to utilize material from the field tapes, letting the
main participants speak for themselves. Ewan wrote songs for the
programmes, based on the field material, and Peggy Seeger arranged the
music. Many of the songs written for the programmes are “classics”, and can
be heard in folk clubs fairly frequently, such as “The Moving-On Song", “Shoals

of Herring”, “The Thirty Foot Trailer”, and “Schoolday’'s Over".

One of the most significant aspects of this radio series, besides the fact
that it represented a new technique in radio programming, is that Scottish

material and musicians figured in many of the programmes. Ray and Archie
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ish B
Fisher, Bobby Campbell, Gordon McCulloch, and Enoch Kent are among those

who were involved with the “Radio Ballads” as singers. The way in which the

programmes were constructed is described by Bobby Campbell:

for different moods, and the
‘ mes would
programme so there'd be 3 be strung out through the

there.. A yo

There is no doubt that the “Radio Ballads” represent a considerable

achievement in broadcasting, and influenced future radio series like

“Landmarks”, which the Fishers and Bobby Campbell were involved in. The
series also introduced new songs based on the traditional idiom, written by

Ewan, some of which have already become part of the oral tradition.

Politics, Polaris, and Protest: A New Direction

Having briefly examined the roles of Hamish Henderson, Alan Lomax, and
Ewan MacColl in the Scottish revival, and their direct or indirect impact on the
Fishers, we must now consider one of the most significant aspects of the
Glasgow folk scene of the late 1950s and early 1960s, that of the anti-nuclear
movement, coupled with a growing nationalism in Scotland. The Campaign for
Nuclear Disarmament (C.N.D'.) m‘/as active throughout Britain, but the
personalities involved in the Glasgow folk scene, and the city’s relative close
proximity to the Holy Loch, where the American submarines were to be housed,
gave the Glasgow protest movement a flavour all of its own. Norman Buchan

is of the opinion that *the heart of protest in Scotland was Glasgow”, as
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exemplified by the Red Clyde, the Glasgow Independent Labour Party MP’s sent

to the House of Commons, the anti-Polaris movement, and the Upper Clyde

Shipyards struggle (SA 1886/23/A).

The importance of protest song did not begin in the late 1950s. The
tradition of sung protest in Scotland is an old one: as Hamish Henderson
remarked to Archie Fisher in a 1985 radio documentary, “I suppose it would
start from the Reformation, if you've got patience to go all that way back”
(From “Parade: As | Walked on the Road”, broadcast 17-12-85 BBC Radio
Scotland). Henderson also points to the Jacobite songs as protest material.

Buchan (1980) traces the historical thread of protest in folksong from the

seventeenth century up to the present.

The beginnings of the Scottish revival coincide with the “reiving of the
Stane”, when the Stone of Destiny was removed from Westminster Abbey in
1950 and returned in secret to Scotland, sparking off a spate of songwriting by
Morris Blythman and others,. mentioned briefly earlier in this chapter. Witty
songs like “The Wee Magic Stane” by Johnny McEvoy, “Noo Sherlock Holmes”,
and “The Stane’s Awa” were set to well-known folksong tunes, in the case of
these three, respectively, “Villikins and his Dinah”, “Barbara Allen”, and “The
Deil's Awa wi’ the Exciseman”. This simplified the process of songwriting, and

made the songs easier to learn.

The next event in the 1950s to inspire Scottish nationalist sentiments
and another bout of songwriting wz;s the death of George VI, and the accession
of his daughter Elizabeth in June 1951 as ElNR. This infuriated many
nationalists such as Blythman, who felt that since the first Elizabeth was Queen
of England and not of the United Kingdom, this was a slight on Scotland to call

the new queen “the second”. Blythman's response was to write “Coronation
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Coronach”, also known as "The Scottish Breakaway”. He used the Orange tune

‘The Sash My Father Wore”, a practice he was fond of. As Marion Blythman

comments:

He felt that if you had a
from, in fact he often us
best tunes, and he used
songs. (SA 1986/169/A).

good tune, didn't matter where it came
ed to say the Orangemen had all the
a lot of Orange tunes to carry political

The “Coronation Coronach” was popular in the latter part of the 1950s

as well, although it had earlier provoked strong reactions from staunch

royalists. The anti-Royalist sentiment had taken a more violent expression
when EIIR pillar boxes were being blown up in Scotiand, although Blythman's

song “Sky High Joe” set to "The Overgate” tune was designed to portray the

perpetrator humorously as a folk hero.

In the “Parade” documentary already mentioned, Archie Fisher traces the
various political and cultural sources of protest song. In it he discusses the

political situation which gave rise to the anti-nuclear movement in Britain with

defense expert Jim Wylie. Wylie comments:

Scotland became very important in terms of nuclear strategy to
the West, and to the UK. in particular, in the late 1950s and early
1960s. From 1955, Britain had been deploying its V-Bomber
force, as an independent nuclear deterrent. By 1960, it was
clearly obvious that the penetration capabilities of the V-Bombers
were open to doubt. That being the case, a new delivery system
was required. Britain found it could not procure its own
missile..and it looked to the Americans, to Washington, to
provide a delivery system. Though, in return, we agreed that the
Americans could base some of their nuclear submarines in the
West of Scotland, at Holy Loch, as we know. And that was from
around 1961, ‘62. Now the Holy Loch and the whole Clyde
Estuary is vitally important strategically, because it's quite a busy
shipping lane, much less busy now than it was in the early
Sixties, Scotland was very important as regards the European
based elements of the American submarine-born nuclear
deterrent. (From "Parade: As | Walked on the Road”)

The Campaign for Nuclear Disarmament was founded in 1958, and had

started the famous Aldermaston ban-the-bomb marches that year. The
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novelist J. B. Priestly and philosopher Bertrang Russell were among the

intellectuals who lent their support to C.ND. Between three and four thousand

people emerged at Aldermaston at the end of the march this first year (Seeger

1960:14). In 1959, the numbers grew, and an organized effort was made to

coordinate the musical part of the march. As Peter Seeger wrote:

it became a musical parade: choruses

steel bands. . 1azz bands, bagpipers,

Folkdancers adapted their fi i
gures to the line of
march. Thousands of songsheets passed from hand to hand till
everyone kneyv by heart “The H-Bomb’s Thunder” and other
songs. The line of marchers (this time from Aldermaston to

London) stretched for miles. 5,000
-0 started. Four d |
25,000 entered Trafalgar Square. ur days fater

Sevgral new songs caught on in 1959. Again one used an
American tune, “Buddy, Won't You Roll Down the Line,” with new
words by Ewan MacColl and Denise Keir (1960:15).

Some Scots were involved in the early marches, but the numbers grew when
Scotland became directly involved as the site for the Polaris missiles. The
American submarine Proteus arrived in the Holy Loch in the Spring of 1961,
which was marked by many demonstrations and rallies. The energy of the

protest movement dwindled in 1963 with the signing of the Test Ban Treaty.

Morris Blythman returned from a year in Turkey in 1958, when the
revival in Glasgow was beginning to gain momentum. The anti-nucliear debate
began to figure in local and Scottish politics, and gave Morris a new cause to
write songs for. In 1968, Blythman wrote of the anti-nuclear songwriting
campaign:

One of the most unusual features of this whole movement was

the way in which many of the songs were born. Workshop

techniques were employed and as a result, many of the songs

had a communal authorship. In at least one song as many as 20

people contributed to the final production.. | have always
believed in mass creation.
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WATh . .
clut[)s ?t]\rgsngz almost immediately spilled over into folk-song
ghout the country as many of the main anti-Polaris

singers toured as guests. Josh M
b - acRae, Bobby Campbell, Nigel
enver, Gordon McCulloch, Ray Fisher, Hamish Imlach, Jackie

O'Connor, were just a f :
’ ew
dissemination... (1968:16). who contributed to the process of

The anti-nuclear songs in Scotland owed much to the American songs of

protest and performers, which was freely acknowledged by Blythman and

others involved with the song movement. Marion Blythman explains her

husband’s motivations and the influences he drew on:

' .f.l.now people Iil.<e the .Weavers had a tremendously strong
:\ |Iue;jnc;a on the' l‘und of singing that was done, the use of these

al ads for a poll_tncal purpose, and ones which were subsequently
written, were written in the sort of style of the Weavers.

Mqrrig always 'used to say his songs were really sort of
mus!callzed versions of political slogans, and he was always
looking for...a total marriage between the words and the music,
fo that thg slogan .actually got into people’s heads. You know,

B_an Polaris, hallelujah! Ban Polaris, hallelujah!” All that kind of
t_hmg. So that when it was really thundered out, it was always
like a slogan, and that was a deliberate sort of choice, and that
was the way to write it. (SA 1986/169/B)

It was with conscious irony that some American tunes were used to carry the
anti-Polaris songs, the target of which was American, a point noted by Munro
(1984). “Ban Polaris - Hallelujah!” was set to “John Brown's Body”, and “Paper

Hankies” was set to “Yankee Doodle Dandy”.

The anti-Polaris songs were published in several editions as a booklet
entitted Ding Dong Dollar by the Glasgow Song Guild, which was, in fact,
Morris Blythman. The booklets were sold for 6d. and were widely distributed at
demonstrations and rallies. The American record company Folkways recorded
an LP in 1962 of the “Ding Dong Dollar” songs (FD 5444), which is still available
today, accompanied by the song lyrics and anonymously written notes, which

are in fact Morris Blythman's work.

The humour, as well as the biting irony, of many of the songs is
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inescapable. One of the most comic songs, “The Glesca Eskimoes”, was

written after demonstrators attempted to board the submarine depot ship

Proteus in May, 1861, using canoes. Captain Laning of the Proteus gave the

songwriters fodder when he

-"fU(;mi_nated against the C.N.D. demonstrators who paddied
round his vesse! in their canoes as "a bunch of eskimoes” [and]

Morris seized on the word “eskimo” as a link with the Glasgow
street song which includes:

“Up amang the Eskimoes,
Playing a game o dominoes,...

(McNaughtan 1982:32).
Part of the humour came from knowing what the “song behind the

song” was, which was true of “The Glesca Eskimoes” and many of the other

songs. Marion Blythman gives another example:

~there’s a famous Forties song which is called “You'll No Shit
Here!”, you may have heard it. And that was taken right over and
became “You'll No Sit Here”, because the protesters all sat down,
you know? “Doon at Ardnadam, sittin at the pier,/ When | heard
the polis shout -- “Ye'll no sit here!” That just brought the
house down because people, everybody knew it as a child’'s song,
“Ye'll No Shit Here”, so you didna have to say .it.. and that is
really quite within the Scottish tradition, that sort of, as Janey
[Buchan] says, that sort of dancing up with irony, not being
offensive, but still saying in a definite way, you know, shucks to
you kind of thing. So they were really songs, or protest songs of
defiance, songs, like Woody Guthrie said, they weren’t songs that
put a man down. A lot of the English C.N.D. songs would have
put you down, cause they were all sort of mournful, you know?
“Have You Heard the H-Bomb Thunder”. Where people up here
were singing.."Ban Polaris Hallelujah!”" (SA 1986/169/B)

Adam McNaughtan echoes Marion Blythman’'s sentiments about the differences
between the other C.N.D. songs and the Glasgow anti-Polaris songs, observing
that the latter “differed from British C.N.D. songs in being concrete,

down-to-earth and comic” (1982:32).

Those involved had different impressions as young singers of the
anti-Polaris demonstration era, the height of which was probably 1960-1962.

Ray Fisher comments:
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| used to sing “The Misgui I . ‘
with great enthy Isguided Missile and the Misguided Miss”

Holy Loch and | was Singing. at sy UP In the forefront at the
not having a po ging at marches and things... | admit to

litical understandin i
. ( g of what was going on. |
didn't understand the political side of it at all. | was rg\ade to

::daer\:,tea:pdo:\t"fvf?t;.adny in the process. But the music was used
...DU idn't realizs .
were doing.. at that time...that was what they

thg:\; \:tert:it‘;ume there were those who were writing the songs,
el ' se who were saying to you, explaining to you what
~was all about, and then you sang the songs! You were the
singer. It was almost like an assembly line, and "“Oh, here’s
anothgr one, vye’ve got another song here, right, here’s one, we'll
do this one, “Oh Ye Can't Sit Here". [Sings] “Ah but | will sit
here/ Oh but ye'll no sit here/ Ah but | will_ " That was when
they.moved the wall and carried them all off and they were all
physically removed from the..gates of the place where the subs
were, and. the poor sailors standing there...trying to keep their
faces stralght as possible. And watching Nigel Denver prancing
around going “Ah but | will sit here* and these blokes trying to
S)e on duty, you know, and be serious there. And singing things,
Oh Yfz Cannae Spend a Dollar When You're Deid” into these
blokes ears and they’re trying..not to be affected by what was
happening... | thought it was very funny at the time. | thought,
“Poor soul!, really.. | was never ever physically shifted, myself.
We became quite law-abiding after the eskimo carry-on, where
they went out with the canoes, you know?. They [the
demonstrators] sent in canoes in an effort to.. well, our sub had
surfaced and | think there was some people went out in canoes.
How they got there I'm not quite sure, but..out of that came a
song called “The Glasgow Eskimoes".

..Archie used to be there too. Yes, he used to sing, we used
to sing. He played guitar and..see the thing about it was..we
had one person would sing it, the main verses and things and
everybody joined in the chorus.. Josh [MacRae] would be in
there, and Josh would be singing a lead in one thing and we'd all
join in. And you felt if somebody forgot a verse somebody
would come in with another verse. Or whoever remembered it,
and it was..more identified as a group of protesting singers,
that's what it was, it wasn't Ray and Archie Fisher, and it wasn’t
Josh MacRae, and it wasn't anybody. It was a group of
Glaswegians who were singing songs of protest, with regard to
the, having the American subs in out River Clyde. And the
people who were..politically aware, were the ones who were
saying to u