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A N O T E  F R O M  T H E  C O L L E C T O R

The thrill of finding a truly great traditional singer 
comes but rarely to the collector, and when it is enhanced by 
the recovery of a Child ballad which has never before been 
reported in North America (Child 52 - The K-cng'i Voehtea Lady 
Jean - Side 1, Band 2), the excitement is intense. Because 
it was just such an occasion, I shall never forget the first 
evening that my wife, Caroline, and I spent in Sara Cleveland's 
home in Hudson Falls, New York.

As is the custom in north country homes, we sat at the 
kitchen table with Sara and her family (parlors are for formal 
visits only), leafing through the several large notebooks of 
song texts which Sara had carefully written out over the years, 
asking if she could remember the melody of first one ballad and 
then another. Without hesitation, and without reference to the 
written texts, Sara sang for us all evening, and we barely made 
a scratch on the surface of her vast repertoire of traditional 
songs. Indeed, Sara's is the most extensive repertoire of any 
traditional singer I have ever recorded.

Shortly after we began recording Sara's songs, Caroline 
and I were invited to sing in Philadelphia. We took Sara with 
us in order to have her meet Kenneth Goldstein, the scholar who 
had done more than anyone else to encourage me in my efforts to 
collect folklore materials over the past ten years or more, and 
to have him hear her sing. Recently, Sara returned to spend a 
month with the Goldsteins; during this time she recorded well 
over two hundred songs for Ken, most of which will be included 
in his depth-study of this remarkable singer and her songs, now 
scheduled for publication by Folklore Associates.

To be perfectly honest, the credit for discovering Sara 
should not go to me, but to her son, Jim Cleveland, with whom 
she now lives in Brank Lake, New York. Jim became interested 
in folksong some time ago and often visited Lena Spencer's Ca$ie 
Lena in Saratoga Springs. From the various artists appearing 
there, Jim quickly learned enough about traditional music to 
recognize the importance of his mother's songs. One night he 
spoke of her to Bob Beers, who suggested that he get in touch 
with me. Jim made a tape of his mother's singing and gave it 
to Lawrence Older, the Adirondack singer and fiddler I had re­
corded earlier for Folk-Legacy (FSA-1S). When Lawrence played 
the tape for me, I found it difficult to believe that the singer
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was a woman of nearly sixty years, for the voice could easily 
have been that of a woman half that age. On our way home from 
that visit with the Olders, we stopped by to meet Sara. Thus 
began what would turn out to be several years of periodic re­
cording sessions and an extremely close friendship with the 
entire Cleveland family. Usually we would record at our home 
in Huntington, Vermont, where Sara would spend weekends with 
us; at other times we would record in her living room. The 
tapes from which this record was produced were all recorded 
during a three day visit to Brant Lake which I made in early 
December, 1966. They represent but a few of the thirty-seven 
tapes I have recorded of Sara's singing.

Sandy Vaton 
ShaAon, Connecticut 
ApAil, 196S

Thii album wa4 made, poaible thAough the ge.ne.Aoui a44i4t- 
ance of, the VeAmont Council on the Aati, 6oa which we would like 
to expAe44 oua 4ince>te gAatitude.

S AR A C L E V E L A N D

SARA CLEVELAND'S family background comes close to being a 
typical one for a New England traditional singer. Her father 
and paternal grandfather, both named Jerrimiah Creedon, as well 
as her paternal grandmother, Honnora Linehan, were born in Ire­
land and lived in Cork before coming to the United States in 
1873. Her maternal grandparents, Robert Wiggins and Mary Ellen 
Henry, came to America from northern Ireland in 1840. Sara's 
mother, Sarah Wiggins, was born in this country in 1866. Both 
sides of the family are reported to have been excellent singers 
with large repertoires of ballads and songs.

Sarah Wiggins and Jerrimiah Creedon (Sara Cleveland's par­
ents) were married in 1903. The marriage was her father's sec­
ond, and though Sara was the only child resulting from this 
union, she joined a large family with eight half-brothers and 
-sisters from her father's first marriage. She was greeted as 
its youngest member on New Year's Day, 1905, in Hartford, New 
York, and given the name Sara Jane Creedon. In 1922 she married 
Everett Cleveland, and a year later gave birth to the first of 
her two children, Jim (Robert James); his brother Billy (Everett 
William) came along two years later. Both sons have fine voices 
and like to sing, a trait apparently inherited from Sara, for, 
as she describes it, "The guy I married couldn't carry a tune in 
a basket."
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The socialization process which made Sara the singer she 
is today began early. As the youngest member of the family, she 
had considerable attention directed toward her from other mem­
bers of the family, as well as from relatives, friends and neigh­
bors. Included in this loving attention was the frequent singing 
of the many songs and ballads, old world and native American, 
which they knew. Occasionally such singing took on a more formal 
instructional character, with specific songs being repeated to 
her until she had learned the texts and tunes to the satisfaction 
of her mentors.

Though texts and tunes are not infrequently learned con­
sciously in the manner indicated, traditional singing style is 
absorbed and learned at a far less conscious level. When, how­
ever, Sara strayed from the straight path and attempted to sing 
in some more popular style, she was brought up sharply and in no 
uncertain terms by her mother:

"When I was about ten I was washing dishes and singing 
her song To WeaK a Gfie&n llUllow. The day before I'd been 
up to my cousin and listening to her sing. She put a lot 
of extra notes and things in her songs. I thought it was 
lovely, and I was singing The G/ieen W-iZlou) with all the 
trimmings, too. Well, Ma came into the kitchen and asked 
me who I heard singing like that. When I told her Rachel, 
she told me: 'Well, maybe her songs sound all right that 
way, but if you are going to sing my songs, you can sing 
them the way they should be sung or else you can shut up!'
I never forgot, and you know when I hear somebody murdering 
some old song, I know what she meant."
Sara's taxonomy for the songs and ballads she knows are 

based on the sources from which they came into her repertoire.
The terminology she employs appears to stem from the technical 
gobbledygook she has heard used by various folklorists, ballad 
scholars and collectors who have sought her out as one of the 
finest New England traditional singers since her discovery by 
Sandy Paton several years ago. Of the more than 400 songs in 
her repertoire which she has typed out in her personal 'ballad 
book,' aoproximately half are what she calls "old traditional 
songs," with the others referred to as "new folk songs." Among 
the former she includes those songs and ballads which she learned 
from her family and meighbors, mostly before 1950; the latter 
group includes those selections learned from her many friends 
in the popular folkmusic scene of recent years (many of whom have 
come to her as a source for new additions to their own repertoires), 
from recordings of folk singers and singers of folk songs, and 
from books. A list of those songs which Sara identifies as the 
"old traditional songs" ip her repertoire is included at the end 
of this introductory note.
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It is interesting to note that all of Sara’s repertoire of 
"old traditional songs" were learned from one or another of ten 
people. One might expect a far longer list of her sources of 
repertoire, especially when one considers that Sara's network 
of relatives, friends and acquaintances was far greater than 
that of most people. In addition to being a member of a fair­
sized family, Sara was the daughter of a construction engineer 
and the wife of a bridge builder, and a considerable part of her 
life until her husband's death in 1953 was spent in moving from 
one part of New England to another several times a year. Each 
move resulted in the creation of a new network of friends and 
acquaintances. Sara's repertoire, however, consists of songs 
learned mainly from those with whom she formed more stable and 
enduring relationships. She is quick to point out that each of 
her songs holds important memories of dear and close friends and 
relatives.

The great majority of Sara's songs and ballads came from 
her mother, Sarah Wiggins Creedon, most of whose songs trace back 
to northern Ireland and the singing of her parents. She remem­
bers that her father, Jerrimiah Creedon, had "a very good tenor 
voice, but he would sing a little too high, and Ma would say, 
'There he goes straining his milk again.'" From him Sara learned 
a number of Irish songs, most dating from the last half of the 
19th century. Another major source was her Uncle Bobby (her 
mother's brother, Robert Wiggins) who died in 1913 when Sara was 
only eight years old. In those few years her uncle, who worked 
as a lumber mill worker during the summer months and as a woods­
man in the winter, taught her part of his own repertoire of lum­
bering songs. She recalls that he had no children of his own and 
always favored her, and that she learned her ABC's from his sing­
ing of The llloodiman'i Alphabet. From her half-brother, Raymond 
Bain, she learned a number of traditional ballads which he picked 
up while working for the Immigration Service at Ellis Island.
From her half-sister, Mayme Bain Paul, she learned sentimental 
and homiletic ballads from the turn of the century, while other 
sentimental pieces were learned from Sam Wiggins, an uncle, and 
from a Mrs. Endie, an acquaintance from Tonawanda, New York.
From a friend of her parents, Dan Canaugh, Sara learned a number 
of topical and homiletic ballads. Grandma Brown and her daughter 
Louella, neighbors and close friends, were the main source of the 
few religious songs in Sara's repertoire, and a few Irish songs 
were learned from another close friend and neighbor, Barney Hart.

One other source of some of the pieces in Sara's repertoire 
should be mentioned here. Sara likes to write her own songs and 
to set tunes to poetry which she and others have found in news­
papers and magazines. Consciously or unconsciously, the melodies 
she employs are based on folk tunes in her repertoire or borrowed 
from country songs she heard over the Grand Old Opry or from WLS 
in Chicago. It is not surprising, therefore, that a number of
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her own compositions have a country flavor to them.
Not all of Sara's repertoire can be considered part of a 

vital tradition at the present time. The majority of her songs 
form a "memory" tradition, rarely sung and then usually from 
the pages of her "ballad book." Approximately 30 percent of her 
repertoire consists of songs which she actively sings while doing 
housework or driving her car, or in the more formal situations of 
occasional concert and folk festival performances. It is from 
this active repertoire that she has drawn the songs which are 
included on this record.

In part we owe our knowledge of the extent of Sara's reper­
toire to the rather common habit in many families of copying 
favorite ballads into manuscript song books. In the case of 
Sara's family songs, the first copies were made by her friend,
Grace Whitting, shortly after World War I. Several notebooks 
were filled with songs sung by her mother and other members of 
the family. The first of these books was lost during the years, 
but a number of them are still intact and have been presented to 
Bruce Buckley for preservation and study in the Folklore Archives 
of the Graduate American Folk Culture Program at Cooperstown, New 
York. In 1942, when Sara temporarily misplaced a number of the 
original books, she renewed the task of writing down her mother's 
songs and was able to get her to repeat a large number of them, 
including some of those in the lost first volume.

A cursory examination of Sara Cleveland's repertoire of "old 
traditional songs" indicates that except for its size, it is the 
kind we might expect to find in New England. Certainly the Child 
and British broadside ballads are, for the most part, among those 
most popular in the maritime States and eastern Canadian Provinces, 
as well as in the northern lumber woods. However, a part of her 
repertoire (especially those songs and ballads learned from 
sources other than her mother, father and Uncle Bobby) appears to 
indicate that a substantial number of songs came to Sara indirectly 
through recorded hillbilly tradition. So little repertoire study 
has been carried out with American folk singers that we are hard 
pressed to comment on the large number of sentimental songs and 
homiletic pieces known by Sara. Certainly many traditional sing­
ers, North and South, knew many such songs (this contention is 
supported by my own field work in the Southern Appalachians and 
New England) , but few collectors have considered these worthy of 
notice and have chosen to publish only those pieces which they 
considered more traditional. Greater consideration will have to 
be given to such songs before we can talk about the differences 
between northern and southern repertoires.

The preservation of these songs in the pages of manuscript 
song books is only one of the ways in which these songs will be 
passed on to present and future generations. Today, Sara lives
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with one of her sons, Jim (who is an excellent but exceedingly 
bashful singer), in Brant Lake, New York, where her granddaughter, 
Colleen, comes under her daily influence. Those of us who have 
heard Colleen sing her grandmother's ballads can attest that she 
is a first rate singer who will see to it that Sara's songs are 
not forgotten. And until some collector comes along a couple of 
decades from now and 'discovers' Colleen, we are fortunate in 
having this fine recording of a small sampling of Sara's reper­
toire sung by Sara herself.

***********************

The list below includes those songs and ballads which com­
prise Sara Cleveland's repertoire of "old traditional songs," 
together with those few pieces either entirely composed by her 
or to which she has set tunes. Where appropriate, Child and Laws 
ballad numbers have been supplied in parentheses after the titles. 
Songs for which Sara has supplied a tune are followed by an aster­
isk (*); songs for which she has written both words and music are 
followed by a double asterisk (**). The titles given below are 
those supplied by the singer.
After the Ball 
Amazing Grace
Amber Tresses Tied in Blue 
Andrew Bergine (Child 167)
Answer to 'Nobody's Darling'
Bad Companions (Laws E 15)
Barbara Allen (Child 84)
Barney, Come Home 
Barney McCoy
The Battle of Lake Champlain*
Before the Daylight in the Morning 
Bendemeer's Stream 
Beyond the Clouds 
Billy the Kid
The Bird in the Gilded Cage 
Birdy's Dying 
The Blind Child
Bold Jack Donnahaugh (Laws L 22)
The Bonny Bon Boy (Child 12)
The Bonny Laboring Boy (Laws M 14)
The Boston Burglar (Laws L 16 B)
The Boy Who Lived Here**
Brennan on the Moor (Laws L 17)
Brian O'Lynn 
Bringing Home the Cows*
The Brooklyn Theatre Fire 
The Butcher Boy (Laws P 24)
Busted My Britches (fragment)
Captain Webster
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Come All You Maidens
The Constant Farmer's Son (Laws M 33)
The Croppy Boy (Laws J 14)
The Cruel War is Raging (Laws 0 33)
The Cuckoo
The Cuckoo's Nest
Danny Boy
Darling Little Joe
Don't You Marry the Brant Lake Boys 
Down by the Weeping Willow (Laws F 1) 
Drake's Drums*
The Dying Drummer's Sweetheart*
Empty is the Cradle
Erin's Green Shore (Laws Q 27)
Every Rose Grows Merry in Time (Child 2) 
Fair Fanny Moore (Laws 0 38)
Farther Along
The Foggy, Foggy Dew (Laws 0 3)
Four Thousand Years Ago 
Froggie Went A-Courting 
A Gay Spanish Maid (Laws K 16)
The Georgia Volunteer*
The Girl I Left Behind Me
Give an Honest Irish Lad a Chance
Going for a Pardon
Going to Leave the Old Home, Jim
The Golden Glove (Laws N 20)
The Golden Vanity (Child 286)
The Great Milwaukee Fire (Laws G 15)
The Green Beds (Laws K 36)
The Greenwood Sidie (Child 20)
Hear the Nightingales Sing (Laws P 14)
The Hell Bound Train 
Henry Green (Laws F 14)
Her Little Boy in Blue
The Hill of Benefee
Ray's Parody on 'Home Sweet Home'
The House Carpenter (Child 243)
I Know that She is Waiting
I Served Seven Long Years in State's Prison
I Won't Have to Cross Jordan Alone
I'll Be All Smiles Tonight
I'll Take You Home Again, Kathleen
I'm Tying the Leaves
In the Baggage Coach Ahead
In Bonny Scotland (Laws N 2)
The Irishman's Shanty (fragment)
It's a Letter from My Sweetheart
Jack of all Trades
Jack the Jolly Tar (Laws K 40)
The Jam on Gerry's Rock (Laws C 1)
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James Bird (Laws E 1)
James MacDonald (Laws P 38)
Jesse James (Laws E 1)
Johnny of Hazel Green (Child 293)
Johnny's History Lesson*
Just a Handful of Earth from Mother's Grave
Just Across the Bridge of Gold
Just As the Sun Went Down
Just Plain Folks
Kenny Waggoner (Laws E 7)
Kitty of Coleraine 
Kitty Wells
The Lake of Coolfin (Laws Q 33)
The Last Great Charge (Laws A 17)
Lather and Shave (Laws Q 15)
The Letter Edged in Black 
Life's Railway to Heaven 
Little Old Log Cabin In the Lane 
Little Rosewood Casket 
The Little Temple Boy*
Liza Dear (Laws G 21)
Lorena 
Mad Carew*
The Magpie's Nest
The Maid of the Sweet Brown Knowe (Laws P 7)
The Maiden's Lament
The Mantle So Green (Laws N 38)
Many, Many Years Ago 
Marrow Bones (Laws Q 2)
Mary Across the Wild Moor (Laws P 21)
May I Sleep In Your Barn Tonight, Mister 
The Mermaid (Child 289)
The Mines of Irvingdale (Laws G 6)
Molly Bawn (Laws 0 36)
Molly Malone
The Moon Behind the Hill 
Moorlock Mary 
Mushadorrinanon (Laws J 8)
My Boy Willie (Laws K 12)
My Dad's Dinner Pail 
My Pretty Quadroon 
Neddie's Visit*
Ninety and Nine 
Nobody's Darling But Mine 
O'Donnald Abu
The Old Maid and the Burglar (Laws H 23)
The Old Oak Tree (Laws P 37)
Old Rosin the Beau
The Old Rugged Cross
The Old Wooden Rocker
On Board T/te NZghtZngaZe. (Laws M 37)
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One and a Few 
Only a Tramp 
Only a Violet 
Over There
The Pardon of Sidna Allen 
A Picture No Artist Can Paint 
Poor Little Joe
The Pretty Girl Milking Her Cow 
Pretty Polly (Laws P 36 B)
Put My Little Shoes Away 
Queen Jane (Child 52)
Queenstown Warning (Laws H 14)
Rineordine (Laws P 15)
Ring Down the Curtain 
Roll Along Silvery Moon 
The Rose of Tralee 
Rum-She-Idity
She's the Rose of Arranmore
The Ship that Never Returned (Laws D 27J
The Ship's Carpenter (Laws P 36 A)
Sinful to Flirt (Laws G 19)
Sister and I*
A Soldier's Letter**
The Spanish Cavalier 
The Star of Logy Bay 
A Starry Night for a Ramble 
The State of Arkansas (Laws H 1)
The Story in a Stocking*
The Streets of Loredo (Laws B 1)
The Tale the Church Bell Tolled 
The Tanyard Side (Laws M 28)
That's the Song of Songs for Me 
Three Drowned Sisters (Laws G 23)
Three Hunters
Three Leaves of Shamrock
To Wear a Green Willow (Laws P 31)
The Tramp
The Turkish Lady (Child 53)
Two Little Children
Two Orphan Boys of Ireland
The Two Sisters (Child 10)
Up to Your Neck In Irish Blood (fragment)
Utah Carl* (Laws B 4)
The Wexford Lass (Laws P 35)
When I Dream of Old Erin
When I Was Single
When the Honeymoon Was Over
When the Ties of Love are Broken
When the Work's All Done this Fall (Laws B 3)
Where the Moorcocks Crow
The Wild Colonial Boy (Laws L 20)
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The Woodsman's Alphabet
The Wreck of the Number Nine (Laws G 26)
Yellow Papers**
Young Charlotte (Laws G 17)
Your Sweetheart Waits For You, Jack (Laws B 24) 
Your Heart Will Break Someday 
Zeb Turney's Gal (Laws E 18)

Ke.nne.th S. GoZditein

Side I; Band 1. TO WEAR A GREEN WILLOW
The theme of the unfaithful lover who dies of remorse on 

her wedding night after being reminded of her infidelity by her 
former true love is relatively uncommon in that large class of 
ballads which deal with unfaithful lovers. Though its theme is 
uncommon, the ballad in which it finds its main expression (Laws 
P 31) has been widely sung throughout the English-speaking world 
Known variously as The HobZeman'i Wedding, The FauZtZea Bnide, 
The Aw^uI Wedding, The Uneonitant Loven, and by other names, it 
has been collected from tradition in England, Scotland, Ireland, 
the Canadian Maritimes, and from such widely separated sections 
of the United States as Maine, Georgia, Missouri, and Utah. The 
green willow is used in this ballad as a sign of loss or mourn­
ing.

Sara learned the ballad from her mother around 1910. When 
asked to perform at festivals or in concerts, Sara will frequent­
ly begin her program with this ballad.

For further information and versions, see:
G. M. Laws, Jr., AmeA.te.iiK Ba.ZZa.dny {nom Bniti&h Bnoadiidei (P 31).

Philadelphia, 1957. p. 24.
H. M. Beiden, BaZZadi and Songi CoZZeeted by the Mi&iouni ToZkZone

Society. Columbia, Mo., 1940. pp. 165-166.
E. B. Greenleaf and G. Mansfield, BaZZadi and Sea Songi (nom Neto- 

(oundZand. Cambridge, Mass., 1933 (reprinted Hatboro, Penna., 
1968). pp. 155-156.

L. A. Hubbard, BaZZadi and Songi (nom Utah. Salt Lake City, 1961. 
pp. 47-48.

K. Peacock, Songi 0 |J the New^oundZand Outponti. 3 vols. Ottawa, 
1965. Volume III, pp. 691-697.
Once I wiu  invited to a nobZeman'i wedding 
By a jjaZ&e Zoven that pnoved to unkind 
It eauiei me now to uiean a gneen wiZZow;
It eauiei me now to bean a tnoubZed mind.
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Suppe* wai oven and evenyone ieated,
Eveny young man tang hli taut loot a iong,
Until It came to the. bnide'i own Aond love,n;
The tong that he iang to the balde It belonged.

Saying, "How can you lie on anothen man'i pillow 
Ai long ai you have been a iweetheant oA mine?
It cauiei me now to wean a gneen willow,
It cauiei me now to bean a tnoubled mind."

The bnide ihe iat at the head oA the table;
Eveny wond ihe nemembened night well,
Until at lait ihe could bean It no longen
And down on the A^-oon at the gnoom’i Atet ihe rfeEf.
Saying, "Thene'i one nequeit that I aik ai a \Aavon.
Ai It li the A-itii* one, won't you gnant It to me?
That thli Annit night I may ipend with my mothen;
The neit oA my H A e  I will ipend It with thee."
Ai It wai the A t m t  one It wai tnuly gnanted.
Sighing and iobblng, ihe went to hen bed.
Eanly next manning the gnoom he anoie
And went thene to (jZncf that hli Many wai dead.

"Oh, Many, dean Many, you neven have loved me 
lillth a Aond heant ai 1 have loved you.
May thli be a wanning to all men and maldem 
To neven come between a bnide and a gnoom."

Side I; Band 2. QUEEN JANE
This is the first report in America of the ballad which 

Francis James Child included in The Engllih and Scottlih Populan 
Balladi under the title "The King's Dochter Lady Jean" (Child 52). 
Of Child's four texts, the two reported by William Motherwell 
from the south of Scotland end with the incestuous rape resulting 
in the lady taking her own life or being killed by her brother; 
the two texts which Child had from Peter Buchan's collection 
from the northeast of Scotland, as well as the six texts col­
lected in the same area almost a century later by Gavin Greig, 
are pretty much in agreement in having the lady die of a broken 
heart. Sara Cleveland's version seems distinct from all the 
Scottish texts in that the ballad ends with a death wish rather 
than with the actual demise of the lady. (The last verse is one 
of those floating lyric verses most commonly found in the song 
"Died for Love" or "I Wish, I Wish.") Sara's version also tells 
its tale with a clarity and economy found lacking in earlier 
texts.

Like most of the older items in her repertoire, Sara reports
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this piece was learned originally from her mother before 1910.
It was included in a manuscript book of the family songs com­
piled by her in 1918, but the book was lost a few years later.
In 1942, when Sara again started taking down those of her mother's 
songs which had originally been in the lost volume, she reports 
having really understood the ballad for the first time; the rape 
scene (stanza 6) had never been understood by her as a child.
Her mother appears not to have regarded the ballad as proper 
subject matter for social entertaining, as Sara indicates her 
mother sang it rarely and then only when alone or working around 
the house.

For additional information and versions, see:
F. J. Child, The EngZiih and Se.otti.ih Popular BaZZadi. 5 vols.

Cambridge, Mass., 1882-1898. Volume I, pp. 450-454.
G. Greig and A. Keith, Lait Leavei oi TaaditionaZ BaZZadi and

8 aZZad A t m .  Aberdeen, Scotland, 1925. pp. 38-40.
B. H. Bronson, The TaaditionaZ Tunei oi the ChtZd BaZZadi. Prince­

ton, N. J., 1959 - (Three volumes issued to date). Volume I, 
pp. 407-408.
Queen Jane iat at hea window one day 
A-iewing a itZken ieam;
She Zooked out at the meaay gaeen vioodi 
And iaw the gaeen nut taee,
And iaw the gaeen nut t>tee.

She dropped hen thlmbZe at he>i heeZ 
And hen needZe at hen toe.
And away ihe Kan to the neKKy gaeen woodi 
To gathea nuti and io,
To gathea nuti and io.

She icaace had aeached the meaay gaeen uioodi,
Seaaee had puZZed nuti tuio oa thaee,
When a paoud {oaeitea came itatdlng by,
Saying, "Fata maid, Zet thoie be."
Saying, "Fata maid, Zet thoie be.

"Why do you puZZ the nuti," he iaid,
"And why do you baeak the taee?
And why do you come to thii meaay gaeen woodi 
Without the Zeave oi me,
Without the Zeave oü me?"
"Oh, I wiZZ puZZ the nuti," ihe iaid,
"And I wiZZ baeak the taee,
And I wiZZ come to thii meaay gaeen woodi;
I 'ZZ aik no Zeave oi thee,
I' ZZ aik no Zeave thee."
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He took hen by the middle, io ima.ll 
And he gently laid hen. down,
And when he took what he longed ion.,
He Halted hen. inom the gn.ou.nd,
He Halted hen inom the gnound.

"Oh, woe to you, pnoud ionetten,
And an III death may yount be.
Since I'm the Klng'i youngett daughten," the cnled,
"you will pay ion WHonglng me,
You will pay ion WHonglng me."

"I(j you'He the Klng'i youngett daughten," he iaid,
"Then I'm hit eldett ion;
And woe unto thii unhappy houn 
And the wnong that I haue done,
And the wHong that I have done.

"The veny ilHit time I came inom iea,
Jane, you wene unbonn;
And I wlih my gallant ihlp had iunk 
And I’d been leit ionlonn,
And I’d been leit ionlonn.
"The veny next time I came inom iea 
you wene on youn nume'i knee;
And the veny next time I came inom iea 
You wene In thii woodi with me, 
you wene In thii woodi with me.

"I wlih I ne'en had ieen youn {ace,
On that you had ne'en ieen mine;
That we ne'en had met In thii menny gneen woodi 
And thii wnong could be undone,
And thii wnong could be undone."

"I wlih to God my babe wai bonn 
And on Iti nume'i knee,
And, ai {on me, I wai dead and gone 
And the gneen g n a a  gnawing oven me,
And the gneen g n a a  gnowlng oven me."

Side I; Band 3. MOLLY BAWN
This haunting ballad (Laws 0 36) may be the rationalized 

and modern telling of an ancient myth in narrative song form.
Molly Bawn may have been an enchanted woman who became a swan
at the setting of the sun; her unfortunate lover killed her as 
she changed form. Such a story is known in Gaelic mythology, 
and Phillips Barry and Cecil Sharp were of the opinion that the 
English-language ballad was, in all probability, a translation
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from a Gaelic original. The theory was given strong support 
when Lucy Broadwood reported a Gaelic ballad with an apparently 
identical story from the west highlands of Scotland.

The present ballad did not appear in print until the end 
of the 18th century, and was published on broadsides both in 
Britain and America during the 19th century. It has been col­
lected rather frequently in England, Ireland, and America, and 
is still found in tradition in all three places.

Sara heard the ballad sung rather frequently both by her 
mother and her uncle, Robert Wiggins (her mother's brother).

For additional information and versions, see:
G. M. Laws, Jr., Amenlcan Balladny inom Bnltlih Bnoadildei (0 36).

Philadelphia, 1957. pp. 243-244.
Journal oi the Folk-Song Soc.te.ty, volume VII, part 1 (1922), pp. 

17-21.
Bulletin oi the Tolkiong Society oi the Nontheait, No. 10 (1935), 

pp. 12-13.
Come all you. young huntem uiho iollow the gun,
Bewane oi late ihootlng by the netting oi the inn.
Jimmy Randall, the iqulne, wat, a- iouillng In the dank;
He aimed at hit, tnue love and ne'en m i n e d  hit, mank.

Being late In the evening when the ihowen came on,
She tian undeti a gtieen buih the ihowen to ihun.
With heti apnon abound heti, he took hen. ion a iwan,
But, Oh, and alat,, wain't ihe Molly Baton?

He went to hit, home and he thnew down hit, gun,
Cnylng, "Uncle, dean Uncle, I have t>hot Molly Bawn.
I've ihot that lain maiden, the pnlde oi my Hie.
It wat, my Intention to make hen my wlie."

"Oh, Jimmy, dean Jimmy, to be tune It It, gnlei,
But you a hall not be punlihed ion the I o n  oi Molly.
Vnay itay you at home till youn tnlal comet, on; 
you will not be banlihed till I lot>e all I own."

The night beione the tnlal hen ghoit did appean,
Saying, "Tathen, dean Tathen, Jimmy Randall a hall go clean. 
With my apnon anound me, he took me ion a t,wan,
But, Oh, and alat,, wasn’t I Molly Bawn?"
The glnli oi old England wene all veny glad
That the ilowen oi Klllanney wat, ihot and killed dead.
li we gathen them togethen and itand them In a now,
Molly 8awn will t>hlne among them like a mountain oi inow.
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Side I; Band 4. MY BONNY BON BOY
This is one of the most widely circulated of all traditional 

ballads, and it is well known throughout Europe and America in 
substantially the same form: a dialogue between son and mother 
ending with the son bequesting various items to his relatives and 
death or hell to his poisoner. An Italian analogue, 1' Avve.Jtana.to, 
was first reported in print in the early 17th century; the ear­
liest English-language text appeared at the end of the 18th cen­
tury. Child included it in his canon under the title Lord Randal 
(Child 12).

Phillips Barry was convinced that the ballad was the most 
widely known of all purely traditional ballads, for unlike Bar­
bara Allen (Child 84) and Load Thomai and fain. Annet (Child 73) , 
which were frequently published on broadsides and in songsters, 
the circulation of Load Randal was entirely oral and independent 
of print.

In Sara's version, as in many other cases in America, the 
hero's title has been dropped and replaced by a common first name 
or a general term of endearment. Also in common with people from 
other parts of the country, Sara believes "It wasn’t really an 
eel he ate, but some kind of poisonous snake which his wife fed 
him." The ballad was learned from her mother's singing.

For additional information and versions, see:
F. J. Child, The English, and Scottiih Popular Balladi . 5 vols.

Cambridge, Mass., 1882-1898. Volume I, pp. 151-166.
T. P. Coffin, The Britiih Traditional Ballad in North America.

Philadelphia, revised edition 1963. pp. 36-39.
B. H. Bronson, The Traditional Tunei of the Child Balladi. Prince­

ton, N. J., 1959- (three volumes issued to date). Volume I, 
pp. 191-225.
"What had you for your dinner,
My bonny bon boy?
What had you for your dinner,
My comfort and joy?"
"An eel fried in butter,
Mother; make my bed ioon,
For I'm iick unto my heart 
And I uiant to lie down."
"What will you leave your father,
My bonny bon boy?
What will you leave your father,
My comfort and joy?"
"My houie and my landi,
Mother; make my bed ioon,
For I’m iick unto my heart 
And I want to lie down."
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"What will you leave youx bxothex.
My bonny bon boy?
What mill you. leave youx bxothex.
My eom^oxt and joy?"
"My h o m e  and my laddie,
Mothex; make, my bed loon,
Fox I ’m lick unto my heaxt 
And 1 want to lie down."

"What will you leave youx mothex,
My bonny bon boy?
What will you leave youx mothex,
My comioxt and joy?"
"The gatei of. Heaven open,
Mothex; make my bed loon,
Fox I'm ilek unto my heaxt 
And I want to lie down."
"What will you leave youx wl(,e,
My bonny bon boy?
What will you leave youx wl^e,
My eom^oxt and joy?”
"The gatei oi Hell wide open,
Mothex; make my bed loon,
Fox I'm lick unto my heaxt 
And I want to lie down."

Side I; Band S. EVERY ROSE GROWS MERRY IN TIME
One of the most widespread of folklore motifs is that of the 

impossible tasks or riddles. In this ballad, the form it takes is 
that of a flirtation in which one party sets a series of tasks 
and the other meets the challenge by setting an equally difficult 
series. In earlier forms of the ballad, an elf posed the impos­
sible tasks to be performed by a maiden who retains her freedom 
by devising tasks of no less difficulty which the elf must first 
do. The refrain "Every rose grows merry in time" is probably a 
rationalized corruption of "Parsley, sage, rosemary, and thyme," 
and may have been intended as an incantation or charm against the 
supernatural suitor as each of the herbs mentioned is believed to 
have "magical" properties. F. J. Child, in whose canon the ballad 
is referred to by the title The El(,ln Knight (Child 2) , considered 
the elf an interloper from another ballad. Modern folk, consistent 
with their tendency to reject supernatural elements, have made the 
two combatants mortal enough.

The ballad is widely known throughout the British Isles and 
America. Sara thinks of the ballad as "a kind of nonsense song" 
and reports that her mother sang it constantly almost until the 
day she died at the age of 85.

For additional information and versions, see:
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F. J. Child, The EngZiih and Scottiih PopuZan BaZZadi. 5 vols.
Cambridge, Mass., 1882-1898. Volume I, pp. 6-20.

T. P. Coffin, The Bnitiih TnaditionaZ BaZZad in Nonth Amenica.
Philadelphia, revised edition 1963. pp. 23-24.

B. H. Bronson, The TnaditionaZ Tunei of the ChiZd BaZZadi. Prince­
ton, N. J., 1959- (three volumes issued to date). Volume I, 
pp. 9-33.
Ai I wai a-watking down by the ieaihone,
Eveny >toie gnowi menny Zn time,
I met thene a maiden I'd ne'en ieen befone.
And I iaid, "WiZZ you be a tnue Zoven of mine?
If you ane to be a tnue Zoven of mine,
Eveny noie gnowi menny in time,
you muit make me a ihint without needZe on twine,
And then you wiZZ be a tnue Zoven of, mine.

"you muit waih it in an oZd dny weZZ,
Eveny noie gnowi menny in time,
Whene neuen a dnop of waten e'en feZZ,
And then you wiZZ be a tnue Zoven of mine.
You muit dny it on an oZd buckthonn,
Eveny note gnowi menny in time,
That neuen hai bZoiiomed iince Adam wai bonn,
And then you wiZZ be a tnue Zoven of mine.

"You muit inon it with an oZd fZat nock,
Eveny noie gnowi menny in time.
One ne'en coZd non one ne'en hot,
And then you wiZZ be a tnue Zoven of mine."
"Now, you have aiked me queitiom thnee,
Eveny noie gnowi menny in time,
Now, you muit do the iame thing fon me.
And then I wiZZ be a tnue Zoven of thine.

"You muit buy me an acne of dny Zand,
Eveny noie gnowi menny in time,
Between the iea ihone and the iea iand,
And then you wiZZ be a tnue Zoven of mine.
You mu4-t pZow it with an oZd cow'i honn.
Eveny noie gnowi menny in time.
And iow it aZZ oven with one gnain 0 (S conn,
And then you wiZZ be a tnue Zoven of mine.

"You muit neap it with a itnap of Zeathen,
Eveny noie gnowi menny in time,
And bind it aZZ up with a peacock feathen,
And then you wiZZ be a tnue Zoven of mine.
You muit itack it up a g a i m t  the watt,
Eveny noie gnowi menny in time,
And pick it aZZ up with a cobbten'i awZ,
And then you wiZZ be a tnue Zoven of mine.
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"And when you have, done and (-inched youA woAk,
Eveay AoAe gAouiA meAAy in time,
Then eome to me and I'it make youA daan ihiat,
And then I ulill be a tAue loveA o(, thine."

Side II; Band I. COME ALL YOU MAIDENS
Lyric folksongs (those expressing moods and feelings rather 

than telling stories) are frequently difficult to identify as 
being one or another specific song as they consist of a number 
of images or symbols sometimes appearing in one combination and 
at other times in other combinations. Usually composed of a 
string of folk commonplaces, they borrow from a stock of float­
ing motifs. Sometimes, however, we find a rather stable combin­
ation of three or four of these making up a recognizeable unitary 
song. Such is the case with this song, more commonly known as 
Little SpaAAow or FaiA and TendeA LadieA . Beginning with the 
"Come all ye..." opening, it proceeds to compare inconstant suit­
ors with stars on a summer's morning, tells the maiden's sad 
story of her mistreatment by a false lover, and then closes with 
her wishing she were a swallow (or sparrow) so she could fly to 
him and seek out the reasons for his deluding ways.

The song has been collected widely throughout the Southern 
Mountains and other parts of the South from Florida to Oklahoma; 
this, to my knowledge, is the first time it has been reported 
from a northern traditional singer. Sara learned it from her 
mother, and comments: "I don't think my mother had a particularly 
happy life, and she liked to sing sad songs like this."

For additional information and versions, see:

H. M. Beiden, Balladi and SongA Collected by the MiAAouAi Eolk-loAe 
Society. Columbia, Mo., 1940. pp. 477-478.

The FAank C. BAown Collection o{ UoAth CaAolina EolkloAe, Volume 
III. pp. 290-293.

A. C. Morris, folkAongA o$ EloAida. Gainesville, Fla., 1950. pp. 
366-368.

E. § C. 0. Moore, BalladA and Songi ot the Southwest. Norman, Okla., 
1964. pp. 208-209.
Come all you maideni, I pAay take uiaAning,
And be auiaAe how you tAeat young men;
They aAe like the AtaAA in a AummeA moAning:
Daylight appAoaching, they aAe all gone.

They will Ait and tell you (line pleaAant AtoAieA,
And vow and AweaA that they love you tAue,
But that cA all $oa to Auin youA gloAy,
And that’A the love that they have ioA you.
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Now, I myteli, I once, had a tmeetheaat.
He vowed he loved me at he loved hit Hie,
And many't the time he did vow unto me 
That he mould make me hit lawiul uilie.

But now my daallng'i become a aovea 
And oi hit company I can't obtain;
While he It counting tome othea iala maid,
My tight and teaat they aae all In vain.

J i t  had uilngt like the moaning twallow,
I mould mount up to the ala and. ily;
I mould teaach out thlt Inconttant young man,
And wheae he mould be I mould be nigh.

And mheae he mould be I mould be with him,
And on hit botom I mould iledge my wlngt,
And I mould atk him why did he ilattea,
Oa tell to many deluding thlngi.

Side II; Band 2. THE MAIDEN'S LAMENT
This lyric lament is an interesting combination of two Eng­

lish, The Spalg oi Thyme and The Seedt oi Love, which are as fre­
quently found combined as separate. The first four stanzas of 
Sara Cleveland's text are usually found in The Spalg oi Thyme, 
with the remaining four found as part of The Seedt oi Love.

When asked to explain the herb symbolism found in her song, 
Sara replied:

"Rue is anything bad or to be regretted; the violet blue is 
to feel bad or guilty; the aed aote is a love token; and thyme, 
well, that's a girl's honor —  her virginity."

Though frequently collected in England from the 17th century 
on, neither The Spalg o{ Thyme or The Seedt oi Love appear to have 
sunk deep roots on this continent. Only occasionally have verses 
from them turned up in the New World. Sara's text appears to be 
the longest of the combined form reported from tradition in North 
America.

For additional information and versions, see:
M. Dean-Smith, A Guide to the Ingllih Foik Song Collectlont 1 822- 

1952. Liverpool, England, 1954. See p. 103 for references 
to "The Seeds of Love" and pp. 106-107 for references to "The 
Sprig of Thyme."

F. Purslow, Maaaom Bonef. Engllth Folk Songt iaom the Hammond and 
Gaadlnea MSS. London, 1965. Text on p . 84, with notes on
p. 110.

J. H. Cox, Folk-Songi oi the South. Cambridge, Mass., 1925 (re­
printed Hatboro, Penna. , 1963), pp. 415-416.
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V. Randolph, Oza>ik Tolkiongi. 4 volumes. Columbia, Mo., 1946-1950. 
Vol. I, pp. 357-358.
Come all you maldi, whene'en you be.
Who {lounlih In youn pnlme.
Be w i n ,  be 'wane, k n p  youn ganden chan,
Let no man ileal youn thyme,
Let no man iteal youn thyme.

Ton when youn thyme li pulled ana gone,
They cane no mone ion you;
Thene li not a place youn thyme goes waite,
But It ipneadi all o'en with nue,
It ipneadi all o'en with nue.

When X was a maid both {aln and coy,
I ilounlihed In my pnlme,
Till a pnopen. tall young man came and 
He itole thli heant oi mine.
He itole thli heant oü mine.
My panenti they wene angny 
At my being led aitnay,
But thene'i many a dank and cloudy monn 
Bnlngi {onth a pleaiant day,
Bnlngi {onth a pleaiant day.

The gandenen'i ion being itandlng by,
Thnee gl{ti he gave to me:
The bitten nue, the violet blue,
And the ned noie It was thnee,
And the ned noie It was thnee.
How, I'll cut o{{ the ned noie top,
And I'll plant on the willow tnee,
That thli whole wonld will plainly see 
How my love Alighted me,
How my love illghted me.
The begotten vlnglm they muit live.
Although they live In pain.
And the gaass that li mown on yonden hill 
Thnough time will bloom again,
Thnough time will bloom again.

Thene ane (Ine boati ialllng hene, my dean.
And mone on the nlven thine;
But {on me to be held In the anmi o{ my love,
And Üoa him to be held nn mine,
And {on him to be held In mine.
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Side II; Band 3. IN BONNY SCOTLAND
This ballad (Laws N 2), better known as The Paliley 0££lce>i 

or India.’* Burning sand*, probably started its life as the pro­
duction of some hack writer in 19th century Britain. The theme 
of the lady who disguises herself as a soldier (or sailor) in 
order to join her lover on the battlefield (or on board ship) 
was a popular one and it found its way on to numerous broadsides, 
many of which were passed into widespread oral circulation. For 
some unexplained reason, though published a number of times on 
English broadsides (W. R. Walker, Newcastle; Bebington, Manchester), 
this ballad has not been reported from tradition in England, but 
has proven popular in the northern United States and the Canadian 
Maritimes.

Sara indicates that this ballad, a favorite of both her moth­
er and herself, is perfect for singing while doing housework, such 
as dusting or doing the dishes.

For additional information and versions, see:
G. M. Laws, American Balladry £rom Brltlih Broadilde* (N 2).

Philadelphia, 1957. p. 202.
W. R. Mackenzie, Ballad* and Sea Song* £rom Nova Scotia. Cambridge, 

1928 (reprinted Hatboro, Penna. 1963). pp. 143-146.
E. E. Gardner § G. J. Chickering, Ballad* and Song* o£ Southern 

Michigan. Ann Arbor, Mich., 1939 (reprinted Hatboro, Penna. 
1967). pp. 222-224.

H. H. Flanders, P. Barry, et al., The Neu Green Mountain Songiter:
Traditional Folkiong* o£ Vermont. New Haven, Conn., 1939 (re­
printed Hatboro, Penna. 1967). pp. 19-21.
In bright and bonny Scotland 
Where the bluebell* they do grou,
There lived a £ air young maiden 
All In the valley lou.
All day long a-herdlng *heep 
Upon the bank* o£ Clyde,
And though her lot and ll£e ua* lou,
She ua* the village pride.

Till an o££lcer £rom Paliley toun 
Rode out to £oul one day,
And he uandered to that lonely *pot 
Where Mary'* cottage lay.
And many'* the time he came that way 
And did he vlilt pay,
Until hi* £ond heart and £lettering tongue 
Soon uon her heart away.
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At lout he came to vlilt he.fi,
And hli face wai dank with Woe,
Saying, "Many, deaneit Many,
Tan fnom you I muit go.
Oufi neglment received the fioute 
And I to duty yield.
I muit fonget theie lowland gleni 
Ton India'i bufinlng fleldi."

"Oh, Henny, deafieit Henfiy, 
you know you've won my heafit;
So take me ai youfi wedded w H e ,
Ton fnom you I can't pafit.
Though highland gleni and lowland ileldi 
They afie my heafit'i deilfie,
It'i ai youfi iefivant 1 will go,
V net ted up In man'i attlne."

•
He dfieaed hen. up In ioldlen'i elothei,
Cut off hen golden haln.
And who would think a ioldlen'i coat 
Could hide a fonm io none?
He took hen on to Paliley town,
And much they wondened thene 
At the beautiful and young necnult 
That looked io iweet and faln.
The ladlei all admlned hen 
Ai they itood on panade,
But little they thought a ioldlen'i coat 
Could conceal io faln a maid.
They ioon cnoaed o' en the naglng iea,
And o' en the bunnlng iand.
Ho tongue could tell what Many 'duned 
Thnough Indla’i tnacklea land.

But when the day oi tnlal came on 
Upon the battlefield,
She iaw the Engllih tnoopi give way 
And to the Indlani yield.
She iaw hen tnue love wai cut down,
A iwond had plenced hli tide.
But 6nom hit poit he neven flinched,
But whene he itood he died.

She nalied him fnom the bloody gnound,
And In hen anmi did pneii;
And at the itnove to d o t e  hli wound,
A ball patted thnough hen bneait.
But, at thli couple loved In life,
In death they loved the iame;
And, at theln fond heant’i blood nan cold, 
It mixed In one ned itneam.

22



The theme of family opposition to lovers culminating in the 
death of one or both sweethearts is a common one both in the Old 
World and the New. This particular ballad, however, is previously 
unreported. Local legend has it that it relates a true story.
Sara learned it from her mother and her Uncle Bobby (Robert Wig­
gins) when the family lived in Hudson Falls, New York. The town 
of Fort Ann mentioned in the opening verse of the ballad was only 
ten miles away, and this, combined with the fact that a large 
number of families named Webster lived in the locality, was more 
than sufficient proof for the local singers that it must have 
been a true event.

Though I have found no related ballad with the same versifi­
cation, I believe the ballad is only a localization of an Old 
World original. The manner of its telling is that of the 19th 
century British stall ballads, many of which served as models 
for localized American productions. Whether or not the ballad 
may eventually be traced to an historical event, it is at least 
90 years old, as Sara reports her mother told her that "every­
body" sang it when she was a girl around 1875. Sara feels that 
if it is a true story then it must have happened "a long time 
ago:"

Side II; Band 4. CAPTAIN WEBSTER

"I don't really sympathize with the couple because he 
had to be really stupid to listen to his mother. Nobody 
in my time would have been dumb enough to listen to their 
mothers when it came to love and getting married. It must 
have been when mothers still controlled the purse strings 
and picked out wives for their children."
Good people all, finom ^an and naan,
A dnead^ul itony you will ho.an;
It It concennlng a young man 
Who that hlmioli In Wo.it Tont Ann.

Ho wai bolovod by all who know
Tho ll(o ho lived &nom bouhood thnough.
Ho gave, both panonti honon duo,
And now uou'll ioo what love can do.

With a uouna glnl he &ell In love;
Hj.a mothen tnled hli hoant to change.
She iald "My ion, let me hoan no mono 
About thli glnl ion ihe li poon.

"T nave anothon glnl In view 
Who'll make a betten wl(e tfon you.
I'd nathen follow you to youn gnavo 
Than know that thli poon glnl you'd have.”
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"So, Motnen, be it ai you iay."
And with theie woidi he tunned away.
Stnaiaht to hii love he then did go,
Hii mothen'i wondi to let hen know.

Said he, "My dean, I can't manny thee;
My mothen'i wondi have nuined me.
Ion Motken ihe hai laid hen plant,
And I'll iuliill them, i( I can.

"Fanewell, {anewell, I now mu.it leave.
Fanewell, my danling, but do not gnieve. 
no peace on eanth can I iind hene;
In Heaven I'll wait ion you, my dean."

Alai, alai, but all too late,
We leann oi Captain Webiten'i fate.
They foynd him dead on hit cabin iloon,
Snot thnough the heant and wneathed in gone.

A piitol in hii hand he held,
The dneadiul itony ion to tell.
Without the ginl he did adone,
Hii H i e  wai not wonth living mone.

Now, rnothem all, a wanning take,
And caneiul be the c o u m e  you take;
Oi miahty dollam wai the one
That cauied the death oi thii young man.

Side II; Band 5. BEFORE THE DAYLIGHT IN THE MORNING
Though there are numerous complaints-in-song directed by 

men against the fairer sex, rarely is the complaint about her 
slovenly habits as protracted as in this piece. Usually the 
complaints are the rationalizations of bachelor types concern­
ing their sinele status; the married man is less brave in pro­
testing and when he does it is usually to complain about the 
manner in which he has been physically manhandled by his spouse, 
or to cry about his mother-in-law.

The "dirty wife" theme, best exemplified in this lyric com­
plaint, is little known in America. The only previous report 
of this particular piece, and then only in jumbled and fragment­
ary form has been from the lower Labrador coast where MacEdward 
Leach collected it under the title "Dirty Nell" in 1960.

Though the song was known by both her parents, Sara reports 
having learned it from her father's singing. She believes he 
sang it to tease her mother.
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For an additional text and tune, see:
M. Leach, folk. Balladi and Songi o{ the Louie.fi Labhadoh Coait. 

Ottawa, 1965. p. 296.
full eighteen pound penilon I have In a yeah,
Which cauiei my wlie to dfilnk whliky and bee*.
Hefi tongue like a cannon doth iound In my eaa 
Beiohe the daylight In the mofinlng.

Hefi phaliei and beauty I mean to expoie;
She'i dlfity and filthy uilth hefi old inuiiy noie.
She'4 a ihame to all women whefievefi ihe goei,
With hefi clothei all In tattefii a-hanglng.

Not a ihoe ofi a stocking I have to my ieet;
My bed li without elthefi blanket oti iheet.
I'm aikamed oi myieli when I walk on the itheet.
Pfiay, what do you think oi my dafillng?
My ihlht without walking It itlcki to my back.
While Nell li out ipofitlng with Paddy oh Jack,
Ofi fiunnlna In icofie iofi evefiy knick-knack 
While I muit pay out my lait iafithlng.
Not a tooth In hen head with which ihe can chew;
God pity the pooh man who'i mahhled a ihhew.
Not a ihlit to heh back, eltheh wh-cte, black, oh blue, 
That eveh wai hit with the wateh.

Heh hath without combing li matted and hough;
Heh ikln li like leatheh, all chuited and tough.
And I'm getting tlhed; I've iuhe had enough.
Oh, why did 7 wed iuch a dahllng?
And then when heh chonlei they come In ioh tay,
While I In the cohneh have nothing to iay.
Oh out In the gahden a-dlgglng away, 
while Nell In heh cupi li a-itohmlng.

When In ioh the leavlngi I happen to pop,
While Nell and heh goiilpt ahe gone to the ihop,
Back-biting thelh nelghbohi and iwallowlng thelh dhopi, 
And I muit pay out my lait iahthlng.

To ilnlih my ditty, I iehvently phay,
Be{ohe ihe can eveh dhlnk whliky oh tay,
That God oh the devil will whip heh away 
Beiohe the daylight In the mohnlng.
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