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ABSTRACT
In the last decade, scholars of American history and culture have 
begun to examine the political project of Woody Guthrie, who has 
now taken up his long-predicted place in a national cultural canon. 
This essay seeks to build on that literature by offering a reading of 
Guthrie’s texts that is informed by radical theories as to the possibility 
and practice of cultural politics. It explores a political effort of 
considerable sophistication, which, when probed with Gramscian 
and other theoretical tools, brings out a radical strategy embedded 
in a vision of American culture and manifested in Guthrie’s trademark 
themes: from the hobo to the war effort, from contemporary working 
life to the history of labor. His voluminous output provides a basis 
for discussion among scholars interested in the cross-over between 
radical theory and cultural politics, even as its subsequent history 
raises questions as to the possibilities of radical culture itself.

Introduction

How sorrowful sounds the jarring of cannons to an army losing a war—and how gay and cheery 
those same guns to the ears of a people winning a place in the warm sun of freedom! How sad 
the funeral song and dirge, unless, happy and upright, it is the last long ride of the enslaver? 
The world is filled with people who are no longer needed—and who try to make slaves of all 
of us—and they have their music and we have ours… (Guthrie, Pastures 106)

Woody Guthrie maintained an association with the US Communist Party (CPUSA) 
throughout most of his career, wrote for communist newspapers, and identified as a com-
munist.1 Yet despite this, and the radical content of many of his songs, scholars for a long 
time downplayed Guthrie’s politics (e.g. Rodnitzky 43, 50–52). Of those who did pay the 
matter any attention, some saw him as a dupe of the communists and insisted that the real 
Woody Guthrie was a celebrant of America and its people (Greenway, “Woody Guthrie” 
188–89; Cantwell 136).2 Others portrayed him as a simple populist or dismissed him as an 
opportunist (Reuss 281; Denisoff 136–37). Some recent literature continues to be redolent 
of an earlier era with its insistence that Guthrie “clearly supported the liberal democratic 
state,” that “he clearly did not wish to see an end to capitalism or class division,” and that, 
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“far from being communistic,” his ideology was “a simple humanism” (Partington 29–32). 
These assertions sit uncomfortably beside Guthrie’s repeated pronouncements in support 
of “public ownership” and against the “capitalist system,” his lauding of Joseph Stalin, and 
his avowals not just of voting for the communists but joining them (Guthrie, Pastures 55, 
164–65, 200–201; Klein 331–32, 436).3 On the other hand, he has also been criticized in the 
Monthly Review for not being radical enough—for being a mere “leftist-populist” implicated 
in the “deep cultural and political contradictions” of the CPUSA’s “Americanism” phase 
(Dunbar-Ortiz 19).

In one respect, such varying assessments reflect nothing more than the fact of Guthrie’s 
large and varied oeuvre, which contains masses of non-political material, in keeping with 
the fluid and eclectic folk tradition in which he worked (Gold 86–87). But among the many 
Guthries that exist, there is a political one, and some recent scholars who have been more 
sympathetic to his self-image as “the most radical, the most militant” folk artist of his time 
have embraced it (Guthrie, Pastures 202).4 But if we now accept Guthrie as a political artist, 
we have perhaps not elaborated thoroughly enough what was political about his art. As 
Mark Allan Jackson has shown, there is a substantial literature examining the politics of 
Guthrie’s life, context, and image (Prophet 10–12). Yet despite the many assertions—dating 
back to the 1960s—of Guthrie’s place in an American poetic, lyrical, or literary pantheon, 
there remains an ongoing lack of textual analysis. If Guthrie is to claim the place that many 
historians and critics think he deserves, the time is now ripe for his texts to be analyzed and 
read closely for the meanings they can sustain and the techniques they employ.

To this end, I wish to build on the historical and biographical scholarship to present a 
reading of Guthrie through the prism of radical political and cultural theory. Correlating 
his work with Antonio Gramsci and others brings out not just a critique of capitalism but 
a vision of the strategies necessary for an effective cultural politics. Drawing upon and 
re-forming the folk tradition, Guthrie sought to make a suppressed radicalism accessible 
and familiar to his audience. In a career dominated by the Great Depression and World 
War II, he exploited both to advance an anti-capitalist, anti-racist agenda. He fashioned the 
experience of migration and homelessness during the Depression into a vehicle for solidar-
ity, indeed revolution. This was a far cry from the romantic troubadour that is commonly 
perceived in his (and others’) hobo songs.

In addition to topical songs, however, Guthrie also wanted to make a more “timeless” 
contribution to radical culture (Guthrie, Pastures 55). His artistic veneration for labor car-
ried over into a vision of work that subverted the reifying labor process. In Guthrie, work 
enhances class pride and solidarity; it founds the labor movement’s political claims and is 
a source of strength. However, I begin below with Guthrie’s revisitation of some neglected 
stories of the working class, which provide a way into what I will be reading as his broadly 
Gramscian political program. One of the most confronting uses of song by Guthrie was 
the way it could explode a mythical American past and fashion a history that embraced 
radicalism. In these stories the working class is an active and revolutionary historical agent, 
and even as he unflinchingly catalogues the misery visited upon labor, he also uses that very 
hurt to point the way to ongoing struggle.
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History and Hegemony

Gramsci explained hegemony as “the ‘spontaneous’ consent given by the great masses of the 
population to the general direction imposed on social life by the dominant fundamental 
group” (12). Beyond coercion, a ruling group can maintain its dominance through pervasive 
moral, cultural, and intellectual leadership—a “lived system of meanings and values”—that 
inculcates ideologies and commonsense that legitimate its position (Williams 110). The 
idea of hegemony thus theorized its way beyond the rigidities of “base” and “superstruc-
ture” because it perceived that relations at the economic “base”—the privileged sphere of 
production in orthodox Marxist and other radical thought—are actively maintained and 
inculcated (rather than simply being passively reflected) by the culture, ideas, and thought 
that constitute the “superstructure.” The lesson for those who would wage class struggle 
was that they should do so not just on the shop floor but by attempting to construct a 
counter-hegemony consisting of norms and worldviews that subvert the dominant order 
and that legitimate alternative social and economic relations.5

Of course, Woody Guthrie never heard of Antonio Gramsci, and the political circles in 
which he moved tended towards either mainstream electoral politics or the rather hide-
bound orthodoxies of the CPUSA. But, aided by the example of the Industrial Workers of 
the World (the “Wobblies,” who issued their own songbooks and other cultural-political 
material), he did harness a view about music’s potential to his own class-based political 
outlook. “The rich men,” he wrote, “first used songs as a weapon against the workers” to 
“keep men doped and women floating around in the dim lights and low clouds—sentimental 
crap to make your heart nice and tender so’s you wouldn’t raise no fuss.” In other words, he 
perceived that economic power translated into ideological power, and this in turn fostered 
consent to the status quo:

the Rich folks must have someway of making us poor folks believe their way, so they put out 
radio programs, sermons, moving pictures, books, magazines, and all sorts of silly advertising 
.… but most folks believe it, and are sunk in it, and never try to get out of it. (Guthrie, Pastures 
82, 31)

The lesson for building a counter-hegemony was clear:
Art is a weapon and as deadly as steel cannons or exploding bombs. Art should not be pacifist 
nor mystic, but should send fighting people to the field of battle filled with the clear knowledge 
of what the real enemy is. (Guthrie, Pastures 91; see also Pedelty 337)6

This sent him to history as a means of both radically criticizing capitalism—which was, 
after all, an American tradition as deep as any other—and fomenting the class outlook that 
would struggle against it. As Raymond Williams has pointed out, traditions—particular 
historical “meanings” and “practices” selected as real or important—are pillars of hegemony. 
Just as a dominant class presents its rule as the common interest, so it selects and dissem-
inates a version of history that is projected as that of the whole society. The “traditional” 
thus becomes “a version of the past which is intended to connect with and ratify the present. 
What it offers in practice is a sense of predisposed continuity” (Williams 115–16; emphasis 
in original). As Adorno explains of hegemonic culture more generally, the concepts of order 
involved “are always those of the status quo. They remain unquestioned, unanalyzed and 
undialectically presupposed” (Adorno, “Culture” 90).7 In short, history is used to legiti-
mate class domination. However, in celebrating the status quo and our historical path to 
it, hegemonic history also contains intrinsic possibilities for “counter-memory” when the 



experiences of oppressed groups rub up against the myths being purveyed (see Lipsitz, Time 
ch. 9). The past can be revisited to construct opposing versions and interpretations, to offer 
a radical critique through “the recovery of discarded areas, or the redress of selective and 
reductive interpretations” (Williams 116).

Moses Asch, who produced many of Guthrie’s recordings, recalled that he “became inter-
ested in going back, like [to] Belle Starr and others, to depict some of the characters that 
made the American image that no one has written about and no one has documented” (qtd. 
in Logsdon and Place, “Two”). Some of these characters were martyrs of the left like Sacco, 
Vanzetti, and Joe Hill; others were Robin Hood figures like the outlaws Belle Starr and Pretty 
Boy Floyd. Understandably, Guthrie admired what these types exemplified. In the mythical 
world of bandits, according to their pioneering historian, there is “freedom, heroism, and 
the dream of justice … the fellowship of free and equal men, the invulnerability to authority, 
and the championship of the weak, oppressed and cheated” (Hobsbawm, Bandits 132). But 
like the scholars who would come after him, Guthrie realized the political primitivism of 
banditry, for “[t]he future lay with political organization” (Hobsbawm, Primitive 28). He saw 
that Pretty Boy Floyd “had the right idea but he had the wrong system” (Guthrie, “Notes”). 
“[T]he outlaw is beat. Beat to start with … Reason why is because he’s not organized. He’s 
just by his self. … [T]he Union does it right” (Guthrie, Pastures 79–80). In “When You’re 
Down and Out,” the narrator, after pondering becoming an outlaw, concludes: “I guess that 
the Union is better than guns / It says get your money, but never to run.” So Guthrie wrote a 
number of historical songs that righted the individualism of the outlaw with the collectivism 
of union struggle, and that sang of working-class events that are ignored and written out of 
conventional histories (though, contrary to the above dictum, he kept some of the guns).

An example is “Ludlow Massacre”:
It was early springtime when the strike was on,
They drove us miners out of doors.
Out from the houses that the Company owned
We moved into tents up at old Ludlow.

This opening immediately works against the grain of much received American history. 
Against the universalist ideas of freedom, opportunity, and consensus, Guthrie situates his 
narrative in an episode of vicious class conflict—the Colorado mine strikes of 1914. He 
employs a class-conscious narrator who contrasts “we” and “us miners” with the Rockefeller 
company that turns them out of their homes. The song goes on to depict the massacre: state 
soldiers, in league with the company, set fire to the camp and then strafe it with bullets. 
But this is not simply a balladic folk lament. Guthrie, following his source (the autobiogra-
phy of the communist Mother Bloor), included some rather incendiary details about local 
women trading potatoes for firearms. They “put a gun in every hand,” so that when the state 
soldiers next attack, “the red-neck miners mowed down them troopers. / You should have 
seen them poor boys run.”8 Guthrie not only exposes class violence as the historical basis 
of capitalist hegemony; he provides counter-hegemonic “lines to the present” and militant 
“directions for the future” (Williams 116). The documenting of pain and defeat was aimed 
at encouraging listeners to “work like Sacco and Vanzetti, / And every day find ways to 
fight / On the union side for the workers’ rights” (“Two Good Men”). In Guthrie’s explora-
tions of working-class history, it is common to find labor atrocities being attributed to the 
exigencies of a private profit system. “See what your greed for money has done,” he sings 
in “1913 Massacre.” And though the boss knows of the volatility of the mine in “Waiting at 
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the Gate,” he still sends workers to their deaths: “Everybody told the owner that this deadly 
day would come / But he said we had to work to pay our bills.” Woody Guthrie was not 
only revealing ignored history but offering a taboo critique of it, one that linked organized 
violence to capitalist hegemony.

“Ludlow Massacre,” as we have seen, occurs in spring. In Guthrie’s hands, it is a time of 
promise spoiled by injustice, but it is also a renewal, a harbinger of things to come, a rising 
from the dark and cold that ushers in a change of order. Whether that symbolic purpose is 
to be fulfilled is left as the task of labor, in 1945 as much as in 1914.

We took some cement and walled the cave up
Where you killed these 13 children inside,
I said “God bless the Mine Workers’ Union”
And then I hung my head and cried.

The cave at Ludlow might be closed up, but Guthrie does not allow the same for the divi-
sions of class violence. Unlike the facile conflicts (and resolutions) of the culture industry, 
he leaves these wounds open (Adorno, “Culture” 90; Adorno, “Schema” 57–60, 65–67). 
They are, it seems, to be watered and stung by the tears of the miners. Class is presented as 
a struggle that has not reached its end, and any conclusion to it depends on the successors 
of the Ludlow strikers. But if there are to be successors, there must be a memory of their 
past, and that memory will be what drives their resolve.

Many of Guthrie’s labor songs are found on an album originally called Documentary #1: 
Struggle, a title that situates his work within the social realism of so much Depression and 
Popular Front cultural activism. Recent research has emphasized his “social documentary” 
aesthetic, and has explored its ability to fashion a cultural politics by raising issues for critical 
attention and debate (Denning 118–20; see also Gold 93–94).9 Certainly in Guthrie’s work 
there was an attempt to capture the “real,” to reflect genuine “experience,” and to combat 
manipulation and propaganda by grittily documenting the neglected history of the poor. 
For him, the documentary aesthetic of working-class “hurt songs” was used to reveal the 
politics of history and its contemporary legacy (Garman, “Ghost”). Class violence was 
identified as an imperative of capitalism, and Guthrie made clear what he saw as the “good 
lesson here in team work, cooperation, and also in union organization [and] why socialism 
is the only hope for any of us” (Pastures 74). The documenting of the working-class past 
was inseparable from these interpretive lines to the present and directions for the future. 
The interpretations led in one direction to the present capitalist hegemony that he sought 
to combat, a system responsible for the injustices that he documented. And in the other 
direction, in the midst of tragedy, they led to the note of ongoing struggle that he always 
took care to strike: “But I’ll remember these two good men / Who died to show me how to 
live” (“Two Good Men”). In “Union Burying Ground” he sings: “Every new grave brings a 
thousand sisters / Every new grave brings a thousand brothers / To the union in that Union 
Burying Ground.” And in “The Dying Miner”:

Please name our new baby Joe,
So he’ll grow up like big Joe.
He’ll work and he’ll fight and he’ll fix up the mines
So fires can’t kill daddies no more.10

Like the springtime in “Ludlow Massacre” and the Christmas in “1913 Massacre,” there are 
echoes of death and rebirth. These are not the tales of woe that comprise most of disaster-re-
lated folksong. They are rallying points for an ongoing struggle. They are acts of memory 
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that remind listeners of the injustices of their class heritage, the sacrifices of history that 
must be honored by the present in continuing that battle.

As Michel de Certau has written, “Far from being either the shrine or the ashcan of the 
past, [memory] thrives upon a belief in possibilities and vigilantly lies in wait for them” 
(41). Guthrie’s project, in this as in other respects, was not comprehensive or in any way 
official. He retold snatches of the past, real and imagined, in a necessarily piecemeal way, 
for the oppressed rely on memory precisely because they lack the power to construct those 
fuller, more imposing versions of history that are the privilege of the hegemonic—“broken 
pieces, particular fragments: such are memories” (de Certau 41).11 But, in a way, this very 
fragmentary nature facilitates their radical use, for the shards of memory cut into the seams 
of received history, the weak points where hegemonizing does its work by excluding con-
tradictory and oppositional elements of the past. It is the most atrocious events that sear 
into memory and form the basis of stories that stick, that give the lie to history as told by 
the dominator, and that contribute so strongly to the identity and solidarity of oppressed 
groups. Their singular tragedy ensures their survival in memory and at the same time makes 
them most destructive of dominant historical narratives.

And it is from such odd, surviving seeds that the broader histories of the oppressed must 
grow, many of which—as Guthrie emphasized—are yet to be lived, let alone written. His 
memory was aimed at spurring further and greater struggle, the living out of labor’s polit-
ical project. The injustices and defeats of the past were the driver and the sanction for this. 
History was used as what de Certau calls an “authority”—“whatever, drawn from collective 
or individual memory, ‘authorizes’ or enables a reversal, a transformation of order or place, 
a transition to the qualitatively different, a ‘metaphor’ for practice or for discourse” (41). As 
those of the past fought and struggled, so must the oppressed of today. From their defeats, 
sang Guthrie, must spring “our” victories.

Hobos and Dustbowl Refugees

Reading Guthrie through the prism of hegemony enhances our understanding of his claim 
to be the most radical, most militant of the folk artists of his era. He consistently pleaded that 
he was not merely an entertainer but a political activist whose weapon was his art (Guthrie, 
Pastures 91, 170, 197–99). But one of the main reasons that he was long interpreted as an 
all-American troubadour was his hobo songs. These, it has often been thought, tie in with 
an ultimately affirmative and patriotic Americana that celebrates the myths of the open 
road, the cult of mobility, and individualistic freedom.12

A closer examination reveals far more serious possibilities in Guthrie’s hobos, who took 
on a symbolic political weight that was usually overlooked in favor of what he mocked as 
“moonstruck mystic traveling” (qtd in Logsdon and Place, “Hard Travelin’”).

Rainy night, down in the engine house,
Sleeping just as still as a mouse,
Man come along and chased us out in the rain.
Was that a vigilante man? (“Vigilante Man”)

As Kenneth Allsop has written, hobos “move along the interstices of the American Good 
Life” (423). Dispossessed, “excommunicated from the consumer theology,” and “repining, 
in the middle of mass plenty” (426), they are the bad conscience of so many national myths. 
The troubles on the mind of Guthrie’s hobos in a song like “Baltimore to Washington” 
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registered this alienation from the American dream. But he used the hobo for more than 
simply critiquing a system in which the sanctity of property outweighed the need for food 
and shelter. For that, a Guthrie was hardly necessary in the 1930s when, whatever ideas of 
adventure had once attached to it, hoboing became an involuntary, degrading, mass phe-
nomenon. Rather, what Guthrie emphasized about hobos was that under socialism they 
would not exist (Pastures 164).

Like the working-class history he revisited, Guthrie’s hobo songs used a bleak reality to 
construct a message of political struggle. Bound for Glory, his semi-autobiographical novel, 
is replete with portrayals of the solidarity that Guthrie wanted to inculcate among those who 
made up the detritus of capitalism. Sharing food, warmth, and shelter, helping each other 
ride the rails and evade the authorities—in many parts it reads like a political parable on 
the power of union and the folly of intra-class division. Yet Richard Phelps’ examination of 
songs actually sung by hobos found an absence of political radicalism (8). Hobos’ own songs 
inclined towards light and romantic musical fare, celebrations of “the lowly and downtrod-
den but free status of the hobo. All the songs seem to imply a willingness to both laugh at life 
and scoff at it at the same time” (Phelps 8). This “non-serious attitude” in fact distinguished 
hobos’ songs from those of workers. But, characteristically, where the traditional material 
did not suit him, Guthrie simply changed it. He sought to erode divisions by paralleling the 
plight of hobos with that of the working class. In “Hard Travelin’”—a song about “the hard 
traveling of the working people” (qtd. in Logsdon and Place, “Hard Travelin’”)—there is 
no distinction between hoboing (rambling and gambling, riding the flat wheelers and fast 
rattlers, walking the Lincoln highway, sitting in a hard rock jail) and working (hard-rock 
mining, hard harvesting, working the Pittsburgh steel). As he emphasized in his dust bowl 
songs, these are two sides of the same coin:

I was farmin’ on the shares and always I was poor,
My crops I lay into the banker’s store. …
Rich man took my home and he drove me from my door
And I ain’t got no home in this world anymore. (“I Ain’t Got No Home”)

For Woody Guthrie, hobos and workers were of a piece under the rule of “the capitalistic 
few” and the “Profit Grabbers” (Pastures 163, 207). Lumpens and proletarians alike were 
kept outside margins violently patrolled by police and vigilantes. Hobos might be “mendi-
cants, rubbish swilling along the gutters of American life,” but in that very status Guthrie 
saw the source of their strength and potential (Allsop 363). They, more than any other 
group, epitomized the failures of capitalism. As Allsop notes, “The tramp has remained 
an ominous symbol, always solidifying blackly when times are bad” (135). Informed by 
this uncomfortable fact, American policymakers and American culture, even in earlier 
depressions, took up various strategies of ostracization in an attempt to deflect or alleviate 
the anxiety that homeless, transient labor represented (Katz 159–64, 170, 180).

Guthrie’s hobos formed part of a radical vision in response to the hard times. His most 
famous song, “This Land is Your Land” (a response to “God Bless America”), juxtaposes 
visions of natural beauty with spoliation—poverty, high walls, and signs that mark an 
attempt to exclude.13 Organized religion and, most notoriously, private property, are directly 
implicated in poverty and want:

As I went walking, I saw a sign there,
And on the sign it said “No Trespassing.”
But on the other side it didn’t say nothing,
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That side was made for you and me.14

The refrain of “This Land” expresses a political claim in response to the scenes of lost prom-
ise—common ownership of this land (Shumway 132–34). It took a long time for this to be 
noticed by scholars, but few have paused over the fact that the narrator giving voice to this 
claim for equality—walking, roaming, rambling along a highway—is a hobo. As capitalism’s 
loser par excellence, he spoke for all of those queuing at the relief office and excluded by 
private property. To Guthrie, no one could better express the claim to a socialist America.

Similar themes permeate “Ramblin’ Round,” another song narrated by a hobo/migratory 
worker. He, too, glimpses a promise of American wealth in the peach crops that he has 
tended. But his only real connection to them is provided by an ephemeral cash nexus—the 
fruit can be seen but not touched, and it is left to rot before the hungry eyes of the very 
workers who grew it. The narrator’s plight is exacerbated by the nomadic existence that 
denies him any human connection with home, friends, sweetheart, and family. “Ramblin’ 
Round,” like “This Land,” is a catalogue of wasted dreams and unfulfilled promise, the nar-
rator’s status as a lowly refugee mocking former hopes of renown. But he does not despair. 
He asserts his pride in his work even as he is exploited by it: “I pick ’em all day for a dollar, 
boys.” There is no shame in the laboring existence—the fault lies in the injustice that is 
wedded to it. And his use of the comradely “boys” can be distinguished from the tone of 
subservience in the songs of some other artists. As Alan Rauch has explored, the latter 
strategy—oppressed voices addressing their “betters” in terms like “sir” or “mister”—may 
well be effective in highlighting the forced submission of a hierarchical society (31). But it 
might also be seen as neglecting the collective nature of their situation.

In “Pastures of Plenty” a migratory worker also recounts his labors, but he too is alien-
ated from his labor and his surroundings. While Guthrie praises the work and its product 
(“Green pastures of plenty from dry desert ground”), he stresses that whereas “I” and “we” 
work, it is “your moon,” “your crops,” “your hops,” “your vines,” “your table,” “your wine.”15 
And when the narrator can no longer be used, he is driven off: “We come with the dust 
and we go with the wind.” But into this class divide Guthrie introduces political struggle: 
it might be “your” green valley but “We’ll work in this fight and we’ll fight ’til we win.” In 
the course of this ballad there is a political shift. The workers’ strength and dignity lies in 
their labor, which they assert with pride against “your” ownership and “your” gains. The 
laboring class of “us migrants” revolts in a fight to the death: “My land I’ll defend with my 
life if it be / ’Cos my pastures of plenty must always be free.”

Thus we find themes of a revolutionary import in three of Guthrie’s most famous songs, 
each of which shows him as being perhaps the only activist outside the Wobblies to recognize 
the hobo as a compelling voice for radical politics. Eschewing romanticized tropes, he built 
on a gritty base a vision of struggle and collectivity. As with his working-class histories, 
the hobo life was difficult and full of setbacks. But even as Guthrie catalogued the misery, 
he always ended with a deeply political refrain: “And I ain’t a-gonna be treated this-a way” 
(“Goin’ Down the Road Feelin’ Bad”).

War

The effort to ally hobos and workers did not simply reflect an economy that, in the throes 
of depression, created an underclass that blurred the distinction between the employed 
and unemployed (though Guthrie detected and portrayed that too). As Todd DePastino 
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has noted, Guthrie’s treatment of migratory workers and families took on a special signifi-
cance for the “pan-ethnic Americanism” of the Popular Front and the war effort (214–15). 
The hobo‒worker alliance prefigured his effort to assemble a broader “historical bloc” that 
eventually found its most effective glue in anti-fascism:

I’m gonna tell you fascists, you may be surprised
The people in this world are getting organized
You’re bound to lose, you fascists, bound to lose. (“All You Fascists”)

Gramsci saw the historical bloc—a “complex, contradictory and discordant ensemble” that 
reached across political and economic fractures—as central to counter-hegemonic struggle 
(366; emphasis in original). The broader the “shared life” that can be recognized or incul-
cated, the greater its “social force” (Gramsci 418). In Guthrie’s terms, it was imperative to

try to make one part of the community feel like they know the other part and one end of it 
help the other end—cause if a horse fly is dealing a horse trouble on the left nose hole, it’s the 
tail that swishes and drives the fly off. (Guthrie, Pastures 51)

From the urban‒rural divide (“Farmer-Labor Train”; “You Okies and Arkies”), to “people 
of every color marching side by side” (“All You Fascists”), Guthrie’s oeuvre can be read as 
a sustained exercise in constructing, on the basis of shared experiences of oppression, “a 
coalition of oppositional groups united around … counter-hegemonic images of subversion 
and otherness” (Abrams 7; see also La Chapelle 66). Bound for Glory is full of injunctions 
against “Men fighting against men. Color against color. Kin against kin. Race pushing against 
race” (35), as it is with appeals for unity:

All I know is we gotta git together an’ stick together! This country won’t ever git much better 
as long as it’s dog eat dog, ever’ man fer his own self, an’ ta hell with th’ rest of th’ world. We 
gotta all git together, dam it all. (Guthrie, Bound for Glory 190)

Guthrie realized that anti-fascism was the greatest unifying cause for the sorts of groups to 
which he was appealing.16 As others have noted, he made a tactical use of it that attempted 
to funnel this widespread support into other causes. He was always ready to equate fascism 
with capitalism and thereby to expand the fight against one into a fight against the other: 
“There aint but two sides, the working people’s side and the big bosses side. The union side 
and the Hitler side” (Pastures 80).17 The conflation of the causes of labor and anti-fascism 
is found throughout Guthrie’s war songs: “I’m going into this battle and take my union 
gun. / We’ll end this world of slavery before the battle’s won. / You’re bound to lose, you 
fascists, bound to lose” (“All You Fascists”). Stressing union as the key to defeating Hitler 
was a strategy for building working-class strength and promoting labor’s political cause 
after the war. Indeed, the urgency of winning the war was used as a spur to class struggle. If 
labor was the leader of the people’s struggle against fascism, then opposition to the working 
class was doubly tainted—not just as unpatriotic but as pro-Hitler. “So I’m a-gonna tell you 
people, if Hitler’s gonna be beat / The common workin’ people has got to take the seat / At 
Washington, Washington” (“Lindbergh”).

His war songs thus sought to transform patriotism into a subversive force that might 
combat the domestic fascism that suppressed the American labor movement. As Corbin 
(177, 189) and Lipsitz (Rainbow 22) have shown, the unity and struggle demanded of a war 
effort had been used before to invigorate American labor, to awaken it to its own potential 
strength, to provide a set of political principles by which it could as readily judge home 
as abroad, and to fulfill long-held hopes for freedom and autonomy. Guthrie’s efforts here 
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aligned well with the “communism is twentieth-century Americanism” phase of the CPUSA, 
which also tried to exploit the activist and democratic impulses of the war against fascism 
by channeling them into working-class struggle. A patriotic war effort was indistinguishable 
from labor’s political effort. “I’m a union man from head to toe / I’m USA and CIO,” he sang 
in “Talking Sailor,” a song inspired by his stints in the Merchant Marines.

Asserting that “war songs are work songs” (Guthrie, Pastures 85), he sought to build class 
morale by highlighting the importance of the work done in “mines and mills and factories”:

There’s warehouse guys and teamsters and guys that skin the cats,
Guys that run my steel mill, my furnace and my blast.
We’ll stop these Axis rattlesnakes and thieves of old Nippon.
And that will be the biggest thing that man has ever done.

(“The Biggest Thing Man Has Ever Done”)

In Guthrie’s songs labor is the leader of the war effort, the only source of America’s strength, 
the only hope for freedom: “It’s the union that’ll tear old Hitler down,” and that was why “It’s 
a union world I’m fighting for” (“What Are We Waiting On?”; “Better World”). A unionized 
working class was what stood against the oppression and exploitation that fascists stood for. 
Capitalists might jump on the anti-Hitler bandwagon, but Guthrie saw them as standing for 
Nazi principles at home by enforcing their rule through organized violence. The strength 
and solidarity required for the war effort was, according to Guthrie, forging the class unity 
that should carry over into the effort for freedom on the home front.

Framing the war’s aims as “freedom, liberty, stuff like that” (Talking Sailor”), he drew 
attention to those political problems that would outlast the war: racial oppression, class 
exploitation, the plight of the small farmer, the hobo underclass, the repressive business‒
government‒police complex. The laborers at home were just as important as the soldiers 
abroad, for they were not just the crux of the war effort (“Dirty Overalls”) but of the effort 
against that lesser-known threat, “Home Grown Fascism” (Guthrie, Pastures 159). This 
fascism was not just of the extraordinary Father Coughlin (“Lindbergh”) or McCarthyist 
(“Eisler on the Go”) varieties but embraced an unsettlingly broad swathe of American 
history and society: the killing and systematic persecution of leftists (Ballads of Sacco and 
Vanzetti, “Harry Bridges”), racism and lynching (“Slip Knot”), the illegal and unconscionable 
treatment of dust bowl migrants (Dust Bowl Ballads), the killing of workers by capitalists, 
their vigilantes, and the state (Struggle). Freedom, liberty, and stuff like that would not be 
won by just the war. Rather, the better world that was a-coming was only “When we’ll all 
be union and we’ll all be free” (“Better World”). Thus, Guthrie tried to exploit the loaded 
and familiar discourse of the war effort to create an alliance for an anti-capitalist, anti-racist 
campaign against “the principles of the owning, ruling side” at home, which tried to “keep 
you without no vote, keep you without no union” (Pastures 200; “Mean Talking Blues”).

Work

At its broadest, Guthrie’s working-class politics involved an attempt to transform the way 
that labor was inscribed in American culture. He appreciated that an effective radicalism 
needed to overcome the image of labor as a mere commodity. As theorists of reification 
have discussed, the politicizing of work requires that it be seen as “a relation between peo-
ple” rather than as a “thing” possessing “a ‘phantom objectivity’, an authority that seems 
so strictly rational and all-embracing as to conceal every trace of its fundamental nature” 
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(Lukács 83).18 The reduction of labor to a commodity makes the worker’s “own activity, his 
own labor … something objective and independent of him, something that controls him” 
(Lukács 87). Such commodification marks a crucial ideological step, for, as commodities, 
labor, the products of labor, and the people who perform labor assume value only in mar-
ket exchange. Work, which should be the strength of any working-class radical politics, 
becomes dehumanized and reduced to a means to consumption and commodified leisure. 
The critique lying within the idea of reification is that the working class is blinded to the 
agency, the very real politics, that lies behind the defining activity of its existence, work 
(Aronowitz 7, 82; Lukács 100).

Some of Guthrie’s most interesting material was created as a sort of veneration of the 
labor process in song. “A Dollar Down” recognizes the steady march of the commodity 
through all aspects of American life, and satirizes a society in which abstract ideals like 
justice, love, and hate, and even the experiences of life and death, are subjected to the same 
treatment as a consumer purchase. Against a culture industry that tended to act as a paean 
to consumption, he celebrated a producerism in which value was not recognized in market 
exchange but in human work. His songs were an integral contribution to what Denning has 
called “the laboring of American culture” (xvi‒xvii), a promotion of the visibility of labor 
not just as a movement but as an activity. Indeed, the activity promoted the movement, for, 
in Guthrie, work was the cement that bound the masses together.

The notion of a concept album post-dated Guthrie’s time, but in retrospect he probably 
holds the distinction of making the only album that took a public works scheme as its “con-
cept.” For Guthrie, the Columbia River and its Grand Coulee Dam embodied the America 
that “gave men dreams to dream” (“Grand Coulee Dam”). If the wasted promise of “This 
Land” and “Pastures of Plenty” represented the dark side of this dream, then it was grand 
collective projects like the Coulee that were the “greatest wonder” in “Uncle Sam’s fair 
land.” This communal interest was the real American dream, and would help to solidify a 
farmer‒labor historical bloc: “Uncle Sam took up the challenge in the year of ’33 / For the 
farmer and the factory and for all of you and me” (“Grand Coulee Dam”). As Klein explains, 
“It was what socialism would be like when it came to the United States” (202), for Guthrie 
was keenly aware of the politics that could play out in public works schemes:

[T]here were reactionary congressmen in back of the people that owned those little private 
dams and power houses out there, that didn’t want to see the Grand Coulee built, because it 
would make electricity dirt cheap and cut down on their profits … Movie stars flew up in big 
airplanes and told the folks how nice it was to have no electricity, and not to have no Coulee 
Dam at all. (Qtd. in Greenway, American 292; see also Pedelty; Gold)

“Then I sung another little song,” he said of “Grand Coulee Dam,” “to sort of put these 
airplane loads of fonies back in their place” (qtd. in Logsdon and Place, “Grand”).

But it was not just at the grand level that Guthrie venerated toil. His songs are replete 
with references to work and workers, and the unifying force of their labor. In three verses 
of “Farmer-Labor Train,” he manages to mention 15 different occupations spread across 11 
regions, all of them united in his urban‒rural alliance. Buffalo herding (“Buffalo Skinners”), 
cattle droving (“Whoopie Ti-Yi-Yo”; “Chisholm Trail”), farming (the Dust Bowl Ballads), 
mining (“Miner’s Song”), oil drilling (“Boomtown Bill”; see Green 213), jack-hammer-
ing (“Jackhammer Blues”; “Jackhammer John”)—these and more are all occupations that 
Guthrie sings about and names. He believed that to connect with the working class, songs 
had to show that they were of the working class by mentioning “wheels, triggers, springs, 
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bearings, motors, engines, boilers, and factories—because these are the things that arm the 
workers and these are the source of the final victory of Public Ownership” (Guthrie, Pastures 
55). Not only did he name specific jobs and tasks, he even had whole songs describing the 
details of particular work processes like “Miner’s Song.” Various verses in “Hard Travelin’” 
are given over to describing mining, farming, and factory jobs.

These songs might be seen as shots across the bow of “pop’s timeless present of con-
sumption” (Webster 169). They not only remind the listener of production; they name and 
describe real jobs. They elevate the visibility of labor and they critique a world in which 
alienation from one’s working life is the norm. There is a passage in Bound for Glory in which 
a youthful Guthrie observes some oil workers and compares the scene favorably with the 
“faked” lives and fantastical stories presented in movies: “It takes a lot more guts, I thought, 
to work and heave and cuss and sweat and laugh and talk like the oil field workers” (95). The 
“metaphysical subtleties and theological niceties” stripped by the commodifying process are 
returned and labor is seen as intrinsically valuable and human, a source of pride, dignity, 
strength (Marx 163). “Work is a funny thing,” his mother tells him in Bound for Glory. “It’s 
the best thing in the whole world. It’s the only religion worth a pinch of snuff. Good work 
and good rest” (154).

This was not, however, an uncritical work ethic. “Talking Hard Work” satirizes the 
Horatio Alger model of self-improvement when, after all his individual effort, the narrator 
declares that he “ain’t never got nowhere yet.” For the actual working class (those who, like 
the narrator, are “born workin’”), the work ethic appears a shibboleth. Rather, for Guthrie, 
labor was not about individual self-improvement but social experience and political force. 
He held open the promise of a world in which work was not entirely a tale of hard traveling; 
it was a democratic, collective process “for the farmer and the factory and all of you and me” 
(“Grand Coulee Dam”). As the source of America’s wealth, it founded the just political claims 
of the workers in “Pastures of Plenty,” “Lindbergh,” and other songs. Work was inextricable 
from real democracy and from union. In that light, the injustice that had become routine 
was better revealed: “Sharecropper before I hit the road. I got th’ share. Boss got th’ crop” 
(qtd. in Allsop 379). But, more significantly, it also pointed to radical action by folks who 
drew their strength from their labor—recall the Ludlow miners who mow down troopers 
(“Ludlow Massacre”), and the cowboys who leave their boss’s bones to bleach on the plains 
of the buffalo (“Buffalo Skinners”).

Guthrie’s Radicalism

These are rather ominous images for what was an attempt at popular song. But they epit-
omize Guthrie’s tendency to dress up radical ideas in the garb of folksiness and ordinary 
speech—“the lingo, brogue, and ways of talking through of the kinds and breeds of the 
working people I’ve met and dealt with” (Pastures 180; see also Briley 35). As Gramsci wrote 
of the truly counter-hegemonic movement: 

it never forgets to remain in contact with the “simple” and indeed finds in this contact the 
source of the problems it sets out to study and resolve[.] Only by this contact does a philosophy 
become “historical,” purify itself of intellectualistic elements of an individual character and 
become “life.” (Gramsci 330)

The task of counter-hegemonic intellectuals, then, was to work out and make coherent 
“the principles and the problems raised by the masses in their practical activity” (Gramsci 
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330). The things that Woody Guthrie sang about were precisely these problems, straight 
out of the lives of what he hoped was his audience: homelessness, vigilante thugs, bankers, 
bosses, an alienating work life, politicians, poverty. Emphasizing his own ordinariness and 
class roots, and the primacy of “the people” always—“[y]ou are the poet and your everyday 
talk is our best poem by our best poet” (qtd. in Rodnitzky 51)—he has claims to being a 
version of Gramsci’s “organic intellectual.” Though his songs were always rooted in the 
lives of ordinary people, they provided a form of radical leadership and a sharp critique of 
the hegemony that was distinct from, and more coherent than, the crude populism often 
attributed to those who appeal to the “masses.” In Gramsci’s terms, “the starting point must 
always be that common sense which is the spontaneous philosophy of the multitude and 
which has to be made ideologically coherent.” He links this treatment of common sense and 
the related “national-popular” character of cultural activity to the ability of intellectuals to 
“approach the people in order to guide it ideologically and keep it linked with the leading 
group” (Gramsci 421).

Guthrie, too, sought to grapple with common sense and the national-popular in a coun-
ter-hegemonic way. Farming, mining, the west, the war, work, the melting-pot tradition, 
the very concept of “the people,” the new world as a land of especial promise, producerism, 
Jesus the radical, the democratic and anti-tyranny tradition, the success-from-adversity 
idea, the folk history of injustice and oppression—these are all aspects of American popular 
mythology that Woody Guthrie used. They were concepts and symbols well-embedded in 
national-popular views of the world. But through the radical twist he employed on them, 
these ideas were used to criticize and displace the myths of capitalist hegemony: celebrity, 
mobility, an uncritical work ethic, individualism, commodification, an alienating work life, 
the classless society, the history of progress and consensus, the division of labor, racism, 
ethnic and regional divisions, religious (and folk) traditions of stoicism and passivity, con-
sumerism. Guthrie attacks all of these with an alternative common sense, thereby turning 
a radical vision of America against the hegemonic one. Emphasizing (and exaggerating) his 
own organic-ness, he did so largely through “the people’s” concerns and by downplaying 
any divisions between the intellectual and the masses. This was not a didactic process but 
the employment coherently and critically of a popular cultural vocabulary. In other words, 
as Gramsci wrote, this “contact between intellectuals and simple” was “in order to construct 
an intellectual-moral bloc which can make politically possible the intellectual progress of 
the mass and not only the small intellectual groups” (332–33).

Guthrie’s use of common sense and the national-popular “renovat[ed] and ma[de] ‘crit-
ical’ an already existing activity” (Gramsci 331).19 So too did his style, for he was conscious 
of the folk tradition that he inherited and he critically engaged with it, even re-fashioned 
it, in accordance with his political project. Contemptuous of the fatalism of “This World Is 
Not My Home,” he re-wrote it to become the inflammatory “I Ain’t Got No Home in this 
World Anymore.” Disgusted by the white paternalism and passivity of the Carter Family’s 
version of “John Hardy,” he added militant rebellion to the outlaw tale (“Johnny Hart”). 
Aware of the role of religion in restraining liberation struggles, he fashioned Jesus the 
socialist in “Jesus Christ” and “Christ for President.” And rather than follow a tradition 
of woebegone laments, he always pointed the way to radical struggle in tragedy songs like 
“Ludlow Massacre.” He fashioned the hobo song from bitter lightheartedness into a claim for 
socialism, and, rather than narrow patriotism, he saw the fight against the Axis powers as a 
spur to the working-class struggle against capitalism and racism. Though he was steeped in 
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the folk tradition and used it effectively, he was careful to ensure that it remained a vehicle 
for the political struggle rather than a restraint or a determinant of the message. The old 
way of doing things did not become an old way of thinking, for his sometimes startling 
militancy was as radical a challenge to certain folk orthodoxies as it was to Tin Pan Alley 
(see Gramsci 333–35).

Conclusion

Woody Guthrie did not sing “The Internationale.” He did not even sing “I Hate the Capitalist 
System” (a Sarah Ogan Gunning classic, after a fashion). His brand of radicalism imparted no 
dogma. But in songs like “Vigilante Man,” “Pretty Boy Floyd,” “Pastures of Plenty,” “Ludlow 
Massacre,” and “Talkin’ Dust Bowl Blues” were depicted the real lives and struggles of 
oppressed people. Their unromanticized stories were told by a nasally folksinger at a time 
when the convulsions of depression and war were accompanied by the dulcet tones of the 
“June‒moon‒soon” standards. Guthrie sang in a form that had always been used to tell of 
lynchings, outlaws, bosses, and work. He sang the lives of real people—the people, as the 
Popular Front always insisted—in an attempt to reach out to them politically, to make them 
remember the injustices of the past and present, to forget the divisions of occupation, race, 
ethnicity, and region that had hindered their struggle, and to “get this thing called social-
ism nailed and hammered up just as quick as we can” (Guthrie, Pastures 164). This was a 
popular culture—or a culture that wanted to be popular—that subverted the hegemonic 
familiarities of its time. World War II became a means of promoting working-class solidarity 
and combating Jim Crow. At a time when the romantic myths of the hobo life were being 
exploded all too obviously by the Depression, Guthrie pointed it out in song and used this 
to promote radical struggle by the underclass. His use of labor history tore at the fabric of 
received American history and pointed approvingly to a little-known tradition of militancy. 
And this passion for labor carried over into songs that extolled the value and humanity of 
work, and which thereby critiqued an increasingly regimented work process.

His brand of folk song was a “residual” cultural form that carried an implicit coun-
ter-hegemonic potential (Williams 122). Rooted in an oral tradition, collective creation 
and transmission, simple instrumentation, content drawn from everyday experience, and 
a do-it-yourself ethic that defied the split between consumer and producer, the folk song 
attracted radical attention for its inherent critique of hierarchy, the division of labor, and 
capital-intensiveness (Lipsitz, Rainbow 327).20 Understandably, it was seen as a pocket of 
resistance to the rapidly expanding and monopolizing entertainment sector of Guthrie’s 
time, which could never accommodate such an unpolished product, let alone a content that 
ranged across poverty, lynchings, bosses, union massacres, and manual labor. These were all 
overlooked by a culture industry that had not yet—it was thought—managed to erase them 
from popular consciousness, even if they continued to be part of people’s remembered or 
current experience. Guthrie’s art, with its predilection for ballad narrative, its dependence 
on memory, its insistence on reality, was a response to that decline of storytelling that Walter 
Benjamin wrote about, the cultural devaluation of experience that threatened to render it 
unable any longer to be shared (83). Similarly, Adorno wondered rhetorically:

whom music for entertainment still entertains. Rather, it seems to complement the reduction 
of people to silence, the dying out of speech as expression, the inability to communicate at 
all. It inhabits the pockets of silence that develop by people moulded by anxiety, work and 
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undemanding docility … It is perceived purely as background. If nobody can any longer speak, 
then certainly nobody can any longer listen. (Adorno, “On the Fetish Character” 27)

This was the culture industry that Guthrie railed against, full of “ideological miscarriages” 
perpetrated by the “pretty nickel phonograph” (Pastures 106, 115). He saw popular song 
(epitomized by the inanities of “God Bless America”) as performing hegemonizing work, 
the deafening political and artistic silence that underpinned class rule.

Guthrie’s songs certainly spoke, but in a contest between Gramsci and Adorno it is the 
latter’s view that appears to have emerged the winner. The huge radical hopes invested in 
the idea of cultural struggle have borne no lasting fruit, and of that failure the fate of Woody 
Guthrie’s folk activism can stand as emblematic. The time did, of course, come when a broad 
coalition united in a time of national crisis to elect an unlikely President Barack Obama. 
And 42 years after Guthrie’s death, his communist comrade and protégé Pete Seeger would 
take the stage with Bruce Springsteen at the inauguration concert to sing “This Land is 
Your Land”—not in its expurgated version (which had long since been appropriated by the 
likes of United Airlines and, even more dubiously, Ford) but in its full anti-private property 
glory. But socialism this was not, for the bankers who drew so much of Guthrie’s ire were 
among those celebrating that day. The national crisis, after all, and not for the first time, 
was of their making, and this was a president whose many missions included their salvation 
(Rakoff). The interest for radical theory and cultural politics, then, extends beyond the task 
of continuing to interrogate or unpack Guthrie’s project. It must also continue to grapple 
with Guthrie’s target—the “rich rulers,” the “capitalist machine,” the “owning side,” “Home 
Grown Fascism” (Pastures 197, 199). Whatever it be called, its ever-widening embrace has 
taken in and not just neutralized but reversed what Guthrie threw at it, as it does with 
much else mustered under the banner of oppositional culture. The fate of Guthrie’s work 
would suggest that neither the content nor even the value of radical cultural politics can 
be assumed, and the defense or otherwise of that endeavor, in light of its fate as practice, 
remains a task for theory.

Notes

1.  See, for example, Guthrie, Pastures 164–65; Klein 356; Kaufman 129; Pedelty 344. On Guthrie 
and communist newspapers, see Briley.

2.  Ed Cray does not portray Guthrie as a dupe, but his evident preference is for “Woody Guthrie, 
American” (403).

3.  There is a tedious debate about whether Guthrie actually ever did join the Communist 
Party. His claims to joining are corroborated by some but denied by more, and there is 
no documentary evidence for it. But that is hardly a surprise given that the CPUSA was a 
suppressed and secretive organization.

4.  In this vein, see Garman, A Race; Kaufman; Shumway; Cohen; Denning 269–82.
5.  There is useful discussion of hegemonies and counter-hegemonies in Lears, “The Concept”; 

Lears, “Power”; Fink; Diggins; Lipsitz, “The Struggle.” For examples (of varying levels of 
persuasiveness) of the application of hegemony and related Gramscian concepts in the field 
of music, see Abrams; Bodinger-deUriarte; Cushman.

6.  In these and other quotations I have refrained from interfering with Guthrie’s deliberate 
violations of ordinary spelling and grammar.

7.  It must be acknowledged that here Adorno is being used against himself, for he saw attempts to 
convey radical content in popular (or what aspired to be popular) song as a fatal compromise 
with the ideology of consumption.
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8.  The miners were called “red-neck” for the red scarves that they wore around their necks 
(Bloor 133–34).

9.  Jackson’s Prophet Singer is a book-length engagement with Guthrie’s documentary qualities.
10.  On the “masculine privilege” evident in this and other aspects of Guthrie’s work, see Garman, 

A Race 104–16.
11.  Other early discussions of the political significance of working-class memory and the 

treatment of working-class histories are White; Yeo; Douglass.
12.  See, for example, Greenway, “Woody Guthrie” 189; Pratt 116; Cantwell 136–37; Garman, A 

Race 83, 113. For a discussion of both the patriotic and the radical potential of the hobo figure 
in American song, and of Guthrie’s relation to each, see Butler.

13.  On the background to “This Land,” see Jackson, “Is This Your Song Anymore?”
14.  This quotation is from the printed version of the song. The sung version is (understandably) 

better known: 

There was a big high wall there that tried to stop me,

And a sign was painted, said “Private Property.”

But on the back side it didn’t say nothing:

This land was made for you and me.

15.  Despite this litany of inequality and expropriation, Cantwell (137) detects no “image of greedy 
grower-capitalist or bloated boss,” nor any “revolutionary anger” in “Pastures of Plenty.” My 
interpretation, obviously, is contrary to his own, which sees “Pastures” not as a class-based 
critique of capitalism but a remark on “a universal human condition” driven by compassion 
rather than “anger at the rich.” Likewise, while I share some ground with Garman (A Race 
184–85), I fail to perceive the vagueness and obfuscation of political content in “Pastures of 
Plenty” that he does. See also Pedelty 335.

16.  On anti-fascism and the Popular Front, see, among others, Denning 11.
17.  The most extensive treatment of Guthrie’s war work is chapter 4 of Kaufman.
18.  Lukács was pursuing the ideas first presented by Marx (164–65, 932).
19.  It is in this sense that we can understand Guthrie’s own wish to be known as “the man who 

told you what you already know” (qtd. in Greenway, American Folksongs 289).
20.  Lipsitz is writing of early rock and roll, but it applies a fortiori to folk music. The standard 

works on folk music’s attraction for the left are Denisoff; Reuss and Reuss; Lieberman.
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permission.
“Mean Talking Blues” excerpted. © Woody Guthrie Publications, Inc. All rights reserved. Used by 
permission.
“Pastures of Plenty” (Guthrie) © Ludlow Music, Inc. All rights reserved. International copyright 
secured. Reprinted with permission.
“Ramblin’ Round” (Guthrie/Ledbetter/Lomax) © Ludlow Music, Inc. All rights reserved. International 
copyright secured. Reprinted with permission.
“Talking Sailor” excerpted. © Woody Guthrie Publications, Inc. All rights reserved. Used by 
permission.
“This Land is Your Land” (Guthrie) © Ludlow Music, Inc. All rights reserved. International copyright 
secured. Reprinted with permission.
“Two Good Men” excerpted. © Woody Guthrie Publications, Inc. All rights reserved. Used by 
permission.
“Union Burying Ground” excerpted. © Woody Guthrie Publications, Inc. All rights reserved. Used 
by permission.
“Vigilante Man” (Guthrie) © Ludlow Music, Inc. All rights reserved. International copyright secured. 
Reprinted with permission.
“Waiting at the Gate” excerpted. © Woody Guthrie Publications, Inc. All rights reserved. Used by 
permission.
“What Are We Waiting On?” excerpted. © Woody Guthrie Publications, Inc. All rights reserved. 
Used by permission.
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