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During the last few decades of the twentieth century, 
it became fashionable in some circles to belittle the 
work of Alan and John Lomax. As is often the fate of 
intellectuals who reach beyond academia to a broader 
public, they were considered somehow suspect, and 
their work came to be misunderstood, neglected, and 
often ignored by many scholars who would otherwise 
be interested in traditional music. Often, the two very 
different people—and very different thinkers—were 
combined into one conglomerate Lomax, a sort of 
golem that came to symbolize old-fashioned approaches 
to folk music. To the detriment of the study of 
American vernacular music, however, misgivings about 
the Lomaxes and their missions bled over into and 
contributed to a monumental failure to address the bulk 
of their extensive collections. And while many famous 
performers whose legacies were intertwined with the 
Lomaxes became icons of American roots music (Lead 
belly, for instance, or Muddy Waters), the broad scope of 
even their earliest field collections largely overwhelmed 
the assembled academic and archival apparatuses of the 
twentieth century.

In this century, however, things have changed with 
respect to such collections and to the role of early field 
collections in general. The gears of the old machine 

have been oiled up, so to speak, and things seem to be 
getting rolling again. There are a number of reasons 
for this: first, technology increasingly provides more 
efficient access to the media they collected. It’s very 
easy to ignore something silently gathering dust in 
an archive but substantially more difficult to neglect 
important cultural performances when they are within 
swiping distance, particularly when they undermine or 
enhance inherited ideas about the character of major 
genres of American music. Second, a century or so after 
field recording became feasible, it continues to become 
increasingly clear that the early era of recorded sound 
did preserve something extraordinary and evanescent—a 
moment in human culture (or at least Western culture) 
before centuries of oral tradition became irrevocably 
disrupted and in some cases eviscerated. It should be 
clear to anyone today that John Lomax wasn’t just being 
quaint and romantic when fretting about song styles 
expiring, or that Alan Lomax was sounding an overly 
shrill alarm about impinging threats to cultural diversity. 
Songs traditions were submerged. Cultural diversity was 
damaged. The Lomaxes were, more often than not, just 
being realistic, and we can see this with clearer eyes today.

Handwringing about the Lomaxes or about the 
importance of old songs, of course, has never been too 
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much of a concern in southern Louisiana. Perhaps 
it’s the encroaching, filigreed coast, or the beautiful 
French still surfacing and disappearing in everyday 
life—whatever it is, there’s an awareness of the past 
and candor about the realities of cultural change. In 
some ways, Louisiana has been a model or at least 
a test case for how vernacular traditions can adapt 
and reconstitute themselves using tools of the sort 
pioneered by John and Alan Lomax. Eighty years 
after the Lomax trip to the area, for instance, we can 
see that the songs they recorded have had a major 
impact on the character and form of Cajun and Creole 
music. A recent celebration of their work at the 40th 
Festivals Acadiens et Créoles, which included a concert 
performance as well as a compact disc of Lomax songs 
performed at the festival over the years, for instance, 
made this abundantly clear. In addition to the region’s 
shared accordion/fiddle/guitar music with lyrics in 
vernacular French, musicians have used the Lomax 
materials to explore narrative and harmonic pathways 
that enhance and expand the musical language of the 
region, or at least keep it broad and flexible. In an area 
with a cultural aesthetic grounded in reverence for 
tradition, the Lomax collections and other archival 
resources help ensure that this tradition remains 
accessible, irrepressible, and endlessly recombinant.

In this collection, we’ve tried to look again at these 
old fields explored by the Lomaxes and more fully 
sound the resources they offer. By digging into these 
older genres, there’s an attempt to expand the musical 
future by enlarging the the musical past and perhaps 
tweaking our understanding of what is or what might 
be traditional and native in French Louisiana. As 
it turns out, of course, what is traditional in French 
Louisiana isn’t always French, and that’s OK. It’s a big 
stretch, furthermore, to call many of these songs folk 
music. Some of the songs recorded and sometimes 
imagined as ancient Acadian ballads, not just by the 
Lomaxes, but by the singers themselves, for instance, 
were actually art songs written for upper crust parlors 
by French aristocrats. Some were written for comic 
operas of the eighteenth century. 

This box set, therefore, is an eclectic mix of songs from 
what John Lomax called Evangeline country—in 
English and French, some hundreds of years old, some 
new at the time they were recorded. Some were no 
doubt once sung by peasants in the fields of Acadie, 
and some in the Protestant churches of Crowley. 
Whatever the case may be, they’re a reminder that the 
music of Louisiana’s countryside has and always will 
keep us guessing.
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Part One: Bad Boys and Good Men
1. Le Garçon Sans Soucis- Megan Brown and  
Joel Savoy

Music composed by Joel Savoy, Tasso Loop Music, BMI

Megan Brown- Vocals 
Joel Savoy- Guitars, Violins, Bowed Bass, Fiddle, 
Bouzouki, Percussion 
Danny Devillier- Snare Drum 
Alison Bordes- Whistling

The French song scholar Marc Robine, who 
anthologized a version of this piece in his landmark 
collection of French folk songs, suggests that it was 
most probably a drinking song written and sung 
by members of the eighteenth century Caveaus—
drinking and singing societies of well-off young 
Parisian men. Many songs generated by the Caveaus 
were published in the cheap press and in a gigantic 
collection, the Clé du Caveau, eventually weaving 
into and back out of oral tradition. Many of these 
songs feature unrepentant libertines like the speaker 
of this song, whose only request, after a life spent in 
hedonistic indulgence, is that a keg of beer be placed 

at the foot of his deathbed, and a keg of port at  
the head.

2. Batson- Claire Caffery

Claire Caffery- Vocal 
John Oliver- Harmony Vocal 
Richard Burgess- Guitar 
Joshua Caffery- Guitar 
Charles Vincent- Percussion and jug 
Wilson Savoy- Piano

Only two versions of the song “Batson” are known: the 
one recorded by John and Alan Lomax in 1934 from 
Lafayette songster Wilson “Stavin’ Chain” Jones, and 
another transcribed by an assistant district attorney 
in Lake Charles in the late 1920s and sent to Robert 
Gordon at the Archive of American Folk Song at 
the Library of Congress. The song, an extended blues 
ballad that ran to 39 verses in the Lomax recording, 
deals with a historical mass murder that occurred 
in the countryside near Welsh, Louisiana, in 1902. 
Edwin L. Batson, an itinerant laborer from Missouri, 
was accused of and ultimately executed for the murder 
of six members of the Earle family. Although Batson 
fled to Missouri after the murders and was hunted 
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down and extradited by the sheriff and deputy of 
Welsh, he became a hero of sorts in the press, due 
in part to his dashing, boyish good looks. Various 
competing theories exonerating Batson appeared in 
print at the time, including an entire book-length 
publication by the freelance AP writer Miles Dobson. 
A new book (2014) about the case by Lafayette 
journalist Jim Bradshaw testifies to the story’s 
ongoing resonance. On this re-recording of “Batson,” 
vocals were supplied by Claire Oliver Caffery and 
John Oliver, who happen to be direct descendants of 
Isaac Fontenot, the deputy who initially discovered 
the bodies of the Earle family and subsequently 
apprehended Batson in Missouri.

3. Inch Above Your Knee- Kelli Jones-Savoy and  
Joel Savoy

Music composed by Joel Savoy, Tasso Loop Music, BMI

Kelli Jones-Savoy- Vocals and Rhythm Guitar 
Joel Savoy- Guitars, Bass and Drums

In a letter from the field, Alan Lomax described this 
song as a “whorehouse ballad.” Sung by the mysterious 
“Mr. Bornu,” who was recorded somewhere in the 
countryside near Morse, the song relates the story 

of a young woman seduced and deflowered by an 
opportunistic “honest boy.” Although almost chanted 
by Bornu in a bluesy style, the song is related to a 
well-known cycle of bawdy cautionary ballads, all of 
which deal with the bad things that happen when 
young men are allowed to “get an inch above the 
knee.” Another version from Arkansas, for instance, 
ends in this way:   

“It was in my father’s parlor that I was led astray. 
It was in my mother’s bedroom that I was forced  
to lay. 
Now girlies, all take warning, take a friendly tip from 
me, don’t never let a sailor 
Get an inch above your knee.” 

These American songs, in turn, relate to an older 
British type, identified by the great ballad scholar 
Francis Child as “The Jolly Beggar” (Child no. 279). 
Although the song text itself is cautionary, when 
performed by the somewhat roguish-looking Bornu, 
who broke into laughter at least once during the 
performance, it reflects a decidedly male point of view. 
As sung by Kelli Jones-Savoy on this album, however, 
the point of view shifts once again, imparting wise 
advice to any “honest girl” inclined to listen.
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4. La Chanson de Théogène Dubois- Michael Doucet

Music composed by Michael Doucet, DoSay Music, BMI

Michael Doucet- Fiddle, Vocals and Mandolin 
Joel Savoy- Guitar 
Danny Devillier- Bongos

Recorded by Aaron Thomas at the KRVS Cypress Lake 
Studio in Lafayette. Additional recording by Joel Savoy at 
Studio SavoyFaire in Eunice.

This song is a good example of Cajun singers using 
patterns from older French traditions and reworking 
them to fit a Louisiana situation. Like many older 
cautionary French songs, this one involves a dialogue 
in which a parent chastises or warns a young daughter 
about a dalliance with a suspect suitor or groom. In 
this case, the prospective groom is Théogène Dubois, 
a historical personage from Prairie Gregg, the vast 
coastal prairie extending below Erath and Kaplan to 
the coastal marshes. In this case, the parental figure 
adopts a mocking tone, saying, sarcastically, “Take 
him, my girl, he’s a fine guy. He only plays cards all of 
the time.” The satirical tone of the speaker, in advance 
of a wedding, as well as the portrayal of Théogène as 
absurdly rushed (he barely has his clothes on and is 

missing a shoe) parallels a body of satirical French 
wedding songs. Although we don’t know the precise 
historical circumstances at work in the story of 
Théogène Dubois, the song appears to capture some 
sort of communal disapproval of Théogène, or at 
least doubt about his suitability as husband. Michael 
Doucet’s rollicking take on this tune does a great job 
of evoking what is an essentially comic situation.

5. The Waco Girl- Dirk Powell

Arranged by Dirk Powell, Crying Bayou Music 

Dirk Powell- Vocals, Drums, Bass, Guitar and Accordion 
Joel Savoy- Fiddle

Recorded by Dirk Powell at the Cypress House in Parks. 
Additional recording by Joel Savoy at Studio SavoyFaire 
in Eunice. 

A close cousin of “The Knoxville Girl,” made famous 
by the Louvin Brothers and a standard in bluegrass 
music, “The Waco Girl” also descends from a complex 
of older British broadside ballads. Apparently based 
on a historical murder by a crazed miller in the town 
of Wittam, in the county of Berkshire, England, these 
songs made their way into America in various 
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ways. One explanation for the appearance of a “Waco” 
girl in particular is that Waco was settled partially by 
Irish immigrants from County Wexford, where the 
ballad had previously become well-known as “The 
Wexford Girl.” Whatever the case may be, the song 
remains largely the same: a disturbed man murders 
his sweetheart and disposes of her body in a river. The 
murder is poorly planned, however, as her body floats 
through town a few days later. This song, recorded 
in Crowley from Eddie Murphy, reflects the mixed 
ethnic character of Acadia Parish, where Anglo- Irish 
and French cultural traditions met head on in the late 
nineteenth and early twentieth century.

6. La Jolie Fille et le Garçon Colonial- Megan Brown

Megan Brown- Vocals

Songs about jealous fathers, lovesick daughters, and 
amorous rogues (in this case a “colonial boy”) permeate 
the French folksong repertory. More often than not, 
these songs involve a foreboding body of water, in 
which the lovesick daughter is likely to lose her ring. 
In this song, she bewails the lost ring upon reaching 
the further bank. In French folksong and French 
folklore in general, lost rings are fairly transparent 

symbols of lost virginity, or at least they once were, 
and water tends to evoke danger, mystery, and the 
world beyond parental control. The songs sung by 
Julien Hoffpauir and his teenaged daughters in New 
Iberia, not surprisingly, are replete with stories of this 
sort. Whether consciously or unconsciously, this type 
of song deals with family dynamics, though clothed of 
course in a faraway, symbolic realm.

Part Two: Love and Death
1. I’m Alone in this world- John Oliver and Friends

Arranged by Joel Savoy, Tasso Loop Music, BMI

Kelli Jones-Savoy- Vocals 
John Oliver- Vocals 
Eric Frey- Vocals and Bass 
Sharon Leahy, Emma Young, Rick Good and Scooter 
Yerow- Background Vocals 
Joshua Caffery- Banjo 
Richard Burgess- Guitar 
Joel Savoy- Fiddle and Mandolin

Additional recording by Ivan Funk at Forge Recording in 
Oreland, PA.
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According to audio commentary by the Lomaxes after 
this song was recorded, it was “commonly sung...in the 
country churches about Crowley.” The original song, a 
well-known Protestant hymn, features Jesse Stafford 
singing, accompanied by Clifford Breaux of the 
Breaux Brothers on Carter-style back-up guitar. The 
Stafford brothers, whose ancestors had immigrated 
to Louisiana in the late 1800s from Mississippi and 
before that from the Appalachians, were also sons of 
a French mother named Azelie, and the songs they 
performed for the Lomaxes reflect that mix of Anglo-
Celtic and francophone cultures. Alongside Protestant 
hymns like this one, they also performed extremely 
conservative French narrative songs. The personnel 
on this track is in the same vein, with transplanted 
Alabamian Eric Frey singing alongside Eunice’s Joel 
Savoy on fiddle. 

2. L’amour Qui M’a Séduit le Coeur- Kelli Jones-
Savoy and Megan Brown

Arranged by Joel Savoy and Kelli Jones-Savoy, Tasso Loop 
Music, BMI

Kelli Jones-Savoy- Guitar and Vocals 
Megan Brown- Rhythm Guitar and Vocals

Although many of the songs recorded by the Lomaxes 
are hundreds of years old, some were of a more recent 
vintage, dating to the end of the nineteenth century. 
In particular, French singers in southern Louisiana 
in the 1930s often knew a numbers of romances: 
sentimental songs in the first person oftentimes 
dealing with heartache and unrequited love, and 
teeming with imagistic and metaphorical language. 
This song, originally performed by Luke Hébert of 
New Iberia, falls squarely in this vein. Elsewhere in 
the anglophone United States, sentimental nineteenth 
century parlor songs of this sort entered oral tradition 
and became fixtures of the early country music song 
bag. In rendering this song as a proto-country ballad, 
therefore, Megan Brown and Kelli Jones-Savoy do 
exactly what early country musicians did with similar 
Anglophone material at the dawn of American 
country music.
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3. When I Die- Marc Broussard

Arranged by Marc Broussard, G-Man Inc, BMI

Marc Broussard- Vocals 
Alison Bordes- Vocals 
Yvette Landry- Vocals 
Roddie Romero- Electric Slide Guitar 
Danny Devillier- Drums

One of the revelations of the Lomax visit to Louisiana 
in 1934 was a recording session with Alberta Bradford 
and Becky Elzy. These two singers, who grew up 
on and around Avery Island, were the source of the 
spirituals in E.A. McIlhenny’s book Befo’ de War 
Spirituals (1933). McIlhenny, the transformative 
patriarch of the Avery Island salt and Tabasco 
clans, was an accomplished amateur scientist, a 
conservationist, and an author of various books about 
the natural world. He was also a folklorist of sorts, and 
he saw the antebellum spiritual singing of his youth as 
being in rapid decline. With the help of a classically 
trained violinist from New Orleans, he transcribed 
over 100 songs from the repertory of Bradford and 
Elzy. The Lomaxes apparently called on McIlhenny 
during their trip, and he put them in touch with 
the two singers, who performed a handful of songs, 

variants of which also appear as transcriptions in 
McIlhenny’s book.

4. Amour et Fanatisme- Claire Caffery and Carl 
Brazell with Wilson Savoy

Arranged by Joshua Caffery, Tasso Loop Music, BMI 

Claire Caffery- Vocals 
Carl Brazell- Vocals 
Wilson Savoy- Piano

Recorded by Aaron Thomas on location in Lafayette. 
Additional recording by Joel Savoy at Studio SavoyFaire 
in Eunice.

This song, originally performed for the Lomaxes by 
Alfred Granger of Loreauville, relates the story of an 
Islamic soldier enamored with a blue-eyed Christian 
girl. Despite the fact that his love has transcended 
cultural and religious differences, Allah orders him 
to war, and he can only obey. His only hope is to 
extinguish his sorrows in the first wave of battle. A 
bit of a rarity in Louisiana, this song, composed by 
Bordeaux aristocrat Amédée Carayon-LaTour, was 
a huge hit in Europe in the 1850s. It apparently 
remained fairly well-known in France through the 
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early twentieth century, and it is not inconceivable 
that francophone American soldiers learned it while 
overseas during WWI.

5. Les Amours et les Beaux Jours- Anna Laura 
Edmiston

Arranged by Joel Savoy, Tasso Loop Music, BMI

Anna Laura Edmiston- Vocals 
Joel Savoy- Guitar 
Daniel Gale- Violins 
Caleb Elliott- Cello

In French oral tradition, drinking songs invariably 
deal with love or the loss of it, and love songs typically 
involve drinking. Oftentimes, songs that were 
clearly meant to be raucous and bacchanalian in the 
nineteenth century in France appears as tender love 
lyrics in the hands of Louisiana singers. That is the 
case here, in a song that is so sweet and beautiful we 
almost forget that the speaker starts every day off with 
a few gulps of wine for breakfast.

6. Viens Donc T’assis sur la Croix de ma Tombe- 
Barry Ancelet and Joel Savoy

Arranged by Joel Savoy, Tasso Loop Music, BMI

Barry Ancelet- Vocals 
Joel Savoy- Guitar

Additional Recording by Chris Stafford at Staffland 
Studio in Lafayette.

This ominous song is part Afro-Creole gallows 
dirge and part Cajun, Catholic blues. Like a host of 
blues-inflected Louisiana Creole songs, such as the 
still popular “Barres de la prison,” the speaker here 
contemplates imprisonment, desire, and hellfire (“les 
flammes d’enfer”). This song adds an enigmatic layer 
of metaphysical Christian image and symbol. A rosary 
swims before the speakers eyes before he mounts the 
“gallows of eternity.” About to die, he sees, perhaps 
only in his mind, the image of a beloved brunette. In 
the last verse, he implores her to visit his tomb after 
three days. Whether intentionally or not, the plot here 
refracts the story of the crucifixion: the speaker dies 
and is buried on a Friday. He asks that his companion 
visit his tomb after three days. All four gospels, not 
coincidentally, identify Mary Magdalene as the 
disciple who discovers Jesus’s tomb, three days after 
his crucifixion. 
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Part Three: Dancing and Seduction
1. Aux Illinois- Ann Savoy

Arranged by Ann Savoy and Joel Savoy, Tasso Loop 
Music, BMI

Ann Savoy- Acoustic Guitar and Vocals 
Caleb Elliott- Cello 
Joel Savoy- Fiddles 
Danny Devillier- Snare Drum

Recorded by Aaron Thomas at the KRVS Cypress Lake 
Studio in Lafayette. Additional recording by Joel Savoy 
at Studio SavoyFaire in Eunice.

In this song, a jilted lover bemoans the loss of his 
belle to a handsome grenadier. In French folksong, 
grenadiers usually occupy this role; they are dashing 
men in uniform looking for a fling, often to the 
chagrin of jealous civilians. This particular song 
appears to have been sung by soldiers during the 
Napoleonic wars and it is worth noting that Illinois, 
like Louisiana, was once an outpost of the French 
empire. It makes sense, in other words, that an old 
French military song in Louisiana would reference 
the beautiful women of Illinois.

2. La Fête Printenière- Megan Brown and Kelli  
Jones-Savoy

Arranged by Joshua Caffery, Tasso Loop Music, BMI

Megan Brown- Vocal 
Kelli Jones-Savoy- Vocal 
Daniel Gale- Violins 
Cory Murray- Cornet 
Xabier Leturia- Pandero

Recorded by Aaron Thomas at the KRVS Cypress Lake 
Studio in Lafayette. Additional recording by Jonan 
Ordorika in Azkarate, Basque Country, and by Joel Savoy 
at Studio SavoyFaire in Eunice.

This song, apparently written for the stage by the 
minor early nineteenth century French songwriter 
“Ciolina” (likely a pen name), portrays a springtime 
frolic on the occasion of a wedding. Similar songs 
involving lighthearted rural romance show up in 
the librettos of musical comedies in France toward 
the end of the eighteenth and the beginning of 
the nineteenth centuries, particularly in the comic 
“Théâtre-Italien.” Davoust Bérard, who lived in Fausse 
Pointe, Louisiana and worked as a game warden, 
performed this song for the Lomaxes in 1934. Like 
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other songs in the repertory of Bérard and other 
singers from the Loreauville area, this one appears 
to have originated in literary, “high” culture before 
making its way into oral tradition.

3. Wayne Perry Tunes- David Greely

Arranged by David Greely, Give and Go Music, BMI 

David Greely- Fiddle

Recorded by Dirk Powell at the Cypress House in Parks.

Wayne Perry remains an object of fascination for 
scholars of Louisiana music and American fiddling in 
general. If the Lomax recordings are any indication, 
he was a virtuoso fiddler with a diverse repertory 
including Anglo-American breakdowns and popular 
blues tunes such as “Sitting on Top of the World,” as 
well as more obscure mazurkas, drags, and waltzes 
from an older era of Louisiana fiddling. David Greely, 
who has been performing two of Perry’s songs as a 
set for years, has this to say of them: “This is a set of 
two tunes that were called waltzes by the Lomaxes, 
and were performed by Wayne Perry in 1934. The first 
one has an A part in 5/4 time, which not common 
but is also shared with with the ballad “Belle,” sung 

for the Lomaxes by Mr. Bornu. The B part is in 3/4, 
full of syncopation and bluesy inflections. The second 
tune is in a fast 3/4 throughout. These waltzes have 
challenging, lively and complex qualities that I’ve also 
heard in a few very old Louisiana waltzes collected by 
Rinzler in Opelousas and Owens in Breaux Bridge. 
Waltzes of this tempo and complexity are no longer 
heard in modern dance halls, and I’ve seen them 
confound and defeat even the most skilled of modern 
day Cajun dancers.”

4. Rory O’Moore- Aurora Nealand with Wilson and 
Joel Savoy and Joshua Caffery

Wilson Savoy- Piano 
Joshua Caffery- Tenor Banjo 
Joel Savoy- Fiddle 
Aurora Nealand- Clarinet and Penny whistle

Recorded by Aaron Thomas at the KRVS Cypress Lake 
Studio in Lafayette. Additional recording by Justin Peake 
at Articulated Works Studios in New Orleans and by Joel 
Savoy at Studio SavoyFaire in Eunice.

Henry DeCuir and Delmar Hebert performed two 
songs for the Lomaxes on clarinet and what seems 
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to be some type of a pump organ. The rage for the 
parlor organ in the nineteenth century spawned 
the production of many songbooks, which tended 
to include a wide array of tunes, including popular 
favorites as well as traditional dance tunes. This song, a 
Scottish and Irish jig best known as “Rory O’Moore,” 
and named for the seventeenth century  Irish dissident 
Sir Roger Moore, is well known in the contradance 
repertory, and it may have been the case that it was 
once performed in Louisiana for set dances. Although 
such dances gave way in Louisiana long ago to couples 
dances such as the waltz and two-step, they were 
apparently performed well into the twentieth century, 
and clarinets, along with twin fiddles, were often the 
lead instruments in Louisiana quadrille configurations.

5. Je M’ai Fait une Maîtresse- Michael Doucet

Arranged by Michael Doucet, DoSay Music, BMI

Michael Doucet- Fiddle and Vocals

Recorded by Aaron Thomas at the KRVS Cypress Lake 
Studio in Lafayette.

This song is one of a group categorized by the great 
French Canadian song scholar Conrad LaForte as 

“Le Galant et les filles difficiles” (The Cavalier and 
and the Difficult Women). Although the songs within 
this type range from the humorous to the utterly 
melancholy, they all revolve around the same basic 
story arc: A beloved girl falls abruptly out of love, 
and the male speaker of the song is rejected. A bitter 
exchange ensues, usually involving the girl’s father, 
and the romance crashes to a halt. Michael Doucet’s 
doleful version here is based on the singing of 
Lanese Vincent and Sidney Richard of Kaplan, who 
seemingly specialized in particularly mournful songs 
in minor modes.

6. Tout un Beau Soir- Zachary Richard and  
Roddie Romero

Zachary Richard- Vocal 
Roddie Romero- Electric Slide Guitar

Recorded by David Rachou at La Louisiane in Lafayette. 
Additional recording by Joel Savoy at Studio SavoyFaire 
in Eunice.

Also known as “La Chanson nouvelle,” “Les 
Chasseurs et la bergère,” and “La Bergère au bois 
charmant,” this is a well known pastourelle, i.e., a 
lyrical idyll revolving around the figure of a lovely 
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shepherdess. Such songs also often feature shepherds, 
roving and oftentimes salacious noblemen, and 
menacing wolves. The speaker here (perhaps one 
of the salacious interlopers in question) engages in 
a subtly flirtatious dialogue with the shepherdess, 
and the song concludes with a toast, hinting at the 
prospects of romance to come.     

Part Four: Good Women and Bad Girls
1. The Orphan Girl- Tiffany Lamson

Arranged by Tiffany Lamson,Insieme Music Publishing, 
ASCAP

Tiffany Lamson- Vocals, OminChord, MicroKorg,  
and percussion

One of the more popular sentimental ballads of the 
late nineteenth century, “The Orphan Girl” made its 
way into oral tradition and surfaced in the repertories 
of many folk and country musicians during the 
twentieth century. Like other American parlor ballads 
of the era, this song presents a clear critique of Gilded 
Age acquisitiveness while tugging forcefully at the 
heart strings. In the twentieth century, this economic 
critique appealed to working class rural musicians, 

such as Ola Belle Reed and Doc Watson, who sang 
it almost as an anthem. In this retro-techno take on 
the song, Tiffany Lamson shows how durable and 
pertinent many of these old songs remain. 

2. La Fille de Quinze Ans- Kristi Guillory and  
Joel Savoy

Arranged by Joel Savoy, Tasso Loop Music, BMI

Kristi Guillory- Vocals 
Joel Savoy- Guitar and Fiddle

Many old French songs, like old European songs in 
general, echo classical myth and legend. This song, in 
which a young girl imprisoned in a tower lights a flame 
that tragically leads her love to a watery death, mirrors 
the tale of Hero and Leander, and likely derives from it 
in one way or another. Many of the Roman myths and 
legends retold by Ovid in his Metamorphoses were used 
for pedagogical purposes in various parts of the Roman 
Empire, and they entered French, Italian, and English 
vernacular tradition in various ways. While Hero 
plummets to her death in the standard legend, the 
teenaged protagonist of this song pierces a vein with 
a pair of scissors in hopes of resuscitating her lover’s 
corpse. While the resurrection succeeds in some 
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versions of the song, this one ends ambiguously, with 
the speaker resolving to wander into the silent woods, 
mourning her first love.

3. Liza Jane- Wilson and Joel Savoy with Cedric Watson

Wilson Savoy- Piano and Vocals 
Cedric Watson- Fiddle and Vocals 
Joel Savoy- Tenor Banjo and Vocals

Recorded by Aaron Thomas at the KRVS Cypress Lake 
Studio in Lafayette.

There are a number of theories about the origins of 
the ever popular song, “Lil’ Liza Jane.” Copyrighted by 
the mysterious impresario, Countess Ada de Lachau, 
in 1916, “Liza” has most likely been around since the 
mid-1800s in one form or another. It shows up fairly 
widely in oral tradition in the late 1800s, and “Eliza” 
was a popular name in minstrel shows and songs, 
particularly those that adapted scenes from Harriet 
Beecher Stowe’s Uncle Tom’s Cabin, which featured a 
central character named “Eliza.” Cedric, Wilson, and 
Joel cut this track live, in one take, at KRVS’s Cypress 
Lake Studio.

4. La Fille de la Veuve- The Band Courtbouillon

Wayne Toups- Accordion and Vocals 
Steve Riley- Guitar and Vocals 
Wilson Savoy- Fiddle and Vocals 
Eric Frey- Bass

Recorded by Chris Stafford at Staffland Studio in 
Lafayette. Additional Recording by Ivan Funk at Forge 
Recording in Oreland, PA.

Although Cajun music’s first legitimate national 
hit, “Jolie Blonde,” is usually traced to the 1928 
Breaux Brothers recording of the song “Ma Blonde 
est parti,” there appears to have been a cluster of 
songs circulating at the time with similar lyrics 
and melodies. One strand of these songs, recorded 
commercially by Angelas LeJeune as “La Fille de la 
Veuve,” is particularly close to this song performed 
by the Segura Brothers for John and Alan Lomax in 
1934. While no “Jolie Blonde” appears in this song, 
the speaker is fascinated by a young woman and, in 
particular, her fetching hairdo.
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5. Madame Émélie- Megan Brown and Joshua Caffery

Megan Brown- Vocals 
Joshua Caffery- Banjo

This song is a Louisiana descendant of an ancient 
cycle of French songs involving soldiers returning 
from war. During the seventeenth and eighteenth 
centuries, the French army was notorious for 
conscripting young men, forcing them to abandon 
their families abruptly, often for many years. French 
oral tradition and literature teem with narratives 
that detail the events surrounding a soldier’s return 
after an extended military campaign, the case of 
Martin Guerre being perhaps the most famous. In 
French Canada, songs in this vein changed to fit 
new circumstances. Instead of sallying forth with 
Napoleon, the returning travelers in question were 
more likely to be coureurs des bois, voyageurs, or 
fisherman. In older French Canadian versions of this 
song in particular, the speaker tends to be such an 
itinerant laborer, plying the waterways of maritime 
Canada. In this Lomax version, recorded by Julien 
Hoffpauir in New Iberia, the speaker discovers that 
his beloved Émélie has found another man during 
an absence, just as the soldiers of French folksong 

often returned to find their wives remarried. In the 
Louisiana version, it isn’t clear why she has abandoned 
him or where he has been, but she is emphatic about 
the fact that she has moved on. In the last verses, he 
bids her a final drunken adieu, “a glass in his hand but 
no tears in his eyes.”

6. Jolie Brune- Kristi Guillory

Kristi Guillory- Vocal 
Joshua Caffery- Guitar 
Rick Good- Banjo 
Joel Savoy- Fiddle

Additional recording by Aaron Thomas at the KRVS 
Cypress Lake Studio in Lafayette.

Although pretty blondes became the signature femme 
fatales of Cajun country, older French songs tended 
to celebrate the jolie brune, or lovely brunette, as is the 
case here. This particular song dates back to at least 
the fifteenth century, and it appears to have originally 
been an aubade: a traditional song (and poem) type in 
both French and English in which the speaker, after a 
night with his beloved, laments the dawn’s approach. 
While Sansey Bonnet of Crowley sang this song as a 
tender love lyric, another strain 
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includes a bacchanalian refrain about wine, suggesting 
that it may have intersected with the drinking song 
repertory. This latter type can be found in the singing 
of the wandering Cajun singer, Caesar Vincent, whose 
version was recently recorded by Bonsoir, Catin. 
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Musically speaking, the wildly eclectic Louisiana documented by Lomax in 1934 was not that different from the 
Louisiana we know today. Acadiana is known for Cajun this and Zydeco that, and we’re very proud of our exports, 
but all that beautiful musical diversity that was found here in 1934 still exists and continues to shape the sounds we 
make today. Ten years ago, Lucius and Phillip and I started this record label in the midst of the decline of the record 
industry because we believe music will always be important- even necessary- and Louisiana is home to some of the 
most talented, soulful musicians in the world. Our anniversary present to you, this collection of new versions of some 
very old songs is a celebration of all of the things that make Louisiana such a magical place and we hope you will 
delight in both the familiar and the unfamiliar sounds within. Thank you for your support and thanks for listening!

- Joel Savoy




