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“an aud1ence. the twn-hundred ’second - hme-hmibnn the sangs and the : . %

L Y :Aésm\cr'
/ From 1920 to 1942 the maJar record :umpames in the Umted States

began producing: recards Tor the Afro-Aiferlcan record buylng public. *

These recmrds were kvmvm as."rate rgcurds. Over th‘s twenty -tWo year’

_cnrded thousands ™8 blues songs.. For &

pemod, hundreds of b]ack an‘.lst
mst of these perfonners, the. recording context was sunp1y one more way

af making a hving through thew artlstry, but th'ys cuntext made demands B ks
upnn then‘ talents and upon the1r creative aﬂmes v}nch were not made :

ip other perfonnance ‘contexts. -Because nf the lack of visual cnntact Hl th SR

for-m of song in: this new. performing environment, relymg heavﬂy on

“short, aphor\stic pmnouncemnts and concise poetic magery.

‘At the same” time, howaver, race record lyr1cs wer giﬂy funnn!a]c

in structure. In this' stmty, the nature of this formulam structure s,
described.

Part One uf tms stu:ty dzﬁnes the blues accurdmg to ns text,

texture. and context. Speclal care’is takan tu expiain the -many d'lfferent

perfom\ance cuntexts m which the ‘blues ,_fanhause partzes,fv

,yuke .)nints and pTcnics, “to cabarets, c1r ses, and’stage Shows. The re=' " "
and ‘the effacts of the raee—veoord

curdmg cnntext i_‘ ‘descrihed ip rletail

perfomance upnn uther types of perfu nances ‘is explo?ed. R

I Pn‘rt Two ‘this study, the structnm of the b'llles is descnbed.



predlcatwn in wh-ich ‘each part of the pv’ed1catinn may generate a number

of. different words and phrases inthe surface nnmfestat\on of the for-

-mna. Dependmg upon one's analync& focus,

may be seen as either dwfferent. Mr\ifestahons of . the same fnrmula,

as separate fnrrnulas. Thxs 1s because the generahzed predvcahon

*f uld structure with an almst mflmte number of mamfest:ations un 2

cuntlnuumwuf meaning. g L e ¢

© 'l < iOne’ of. the paraduxes of b'lues structure the . 1 that ‘he fornu]a

is both a theuretin:a] cvnstructwn and 4 concrete reality of h'lues compo=

X

s nn rmuws one s focus from blues cnu\poswhunal cumpetence to.

sition.

- actual blues ;

rfnmance. the structure nf the blues farmu]a becomes' v’ 3

concrete ‘and |t acquires deflnable boundames It is at the lzve'[ of

" blues perfomance rather than b]ues cumpetence that the formula becumes

‘a tnﬂy useful tool n the study f blues struntu(e. In -one chapter in

Wbl Part Twa, the recbrded repertmre of Garﬂew Akers rana]ymw Formulawa]ly. :

Eo Tt i order to shnw the. usefilness of the cdncept f the fﬂrmu]a n actial "’

blues perfonnance.

e‘lements.' !n addmon, the ways-in whlch formulas, Imes, and stanxas

Care uxtapnsed .allows’ further mom for ‘inhovation. ‘The blues structure e

IS jmth r1g|d and ﬂexﬂ:le at the same time. " AT

5 Th fmdmgs of tIns study are, based on. an extenswe ana!ys1; nf
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‘to +human (x furmu'la)
=01,

+human in_Sche tigmner, (x-fonmla)
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This: stugy h gan more .tﬁan ten: years agu. As. av; undérgiraduate g

to itten a graduate seminar in Ang]u— xon poeﬁry taught by Rohert Creed

Creed approached tlns poetry as oral f' nnulam: art fonn, and: I son P
a}‘

'Iearned of the couuﬂesunes of

":more’ “b]ues}y
Sl ‘Ion Schmldt

singers‘v Hi ﬂdiefLedbetter (or Lea{ihe]ly) 1§ bought a umEer of his records -

such as John Hurt, Skip Jarhes, Son Houss and ‘Washington’ "Bukka Whlte.

TAE a'hmst the ‘samé time, I stumh'lbd upon the Prestige/muesvﬂle recnrd"
nown - rediscov S"ahd contemporary v

nrum, Scrapper B‘lackwa]’l Lorm'le Jnhnson, :




s ¥ kpnetry»fsehmqb‘-suons. The more I Tearned fmm Creed “ the. more clear-

“-1920's and 1930"
specwhzed in the pre-war rec l'd'mgs of blues s1nger54 I started my re-
.lssue collectwn “by buying, Bel.zona (later Yazua) ngraph, and B]ues )

) uf the European compames, such as: Routs Sayd-nsc, and Conector s C1ass\c

% 1n lﬂues songs vev‘y qmckly began \‘.u merge, as I overgd formula!c pat-

: gu1st1cs enabled me, for :ne ﬁrst nme to examine my mt\nfmns ina
g of blues. formulas for Handsconhe

l knew nothlng abaut oral’ poetry, music, fu'lksnng, or Afro Amerls:an foIk-

5 'lore. It was nut until I bzcaﬁe a graduate student in fo'{k'lore at Memonal/

: thenrehca) underpinmngs necessary to carry “out .a’ study nf ‘the formu'(axcv s,
. 3

RO

,"gnd 1 begal tu‘sean:h' for”the ear]j output .of these

art'ists. 'T'hus' I hecéne al : f the- reissue record companies which

Classics albums. Lg}er 1 dlscovered the older re1ssue labels; such as

Or'igi'n dazz Library and H\stom:a] Recurds, and ultimately I became aware

My academic 'mterest in Anglo-saxnn poetry and’ my layman s dehght’

0° the patterns wmch T was 'learmng to d!st'mgmsh m the "

drmu‘lalc system m’the songs of - these Afm memcnn s1ngers.
My lntu!twns “about t%e uatur' of bl ues compositmn remamed both
hlltl] 1 became a graduate student in English

‘hterature at quk Umvers\ty in Tarnnto. “While in th1s progmmne > 3 taok

: from Richard andscort The stho

cmnca'l and sclent|f1c manner,’ and 1 wrote my f1rst paper un the sub.]ect

My Hterary and ‘hngmstic trammg, however was not: sufflc\ent.

vers(ty of Newfnumﬂand that ‘1"obtained the schalarly backgruund and

s_tructure of blues Tyrics. The_folk’(qusts and ‘hngulysts atvMemna]’




‘mulaic units-is noq new; 1,ts roots .extenq to,the ear'ly part pf this Pl

# and descr‘lbed. The end result will be ‘a cle; r‘ly art1cu'|ated and de- N £ CE

- tailed accourit- 6f wbat my\intlnticns “first. fold ne was the nature of .’

Um‘\}eui.ty _nearly -comp1e ed my training, which had tarted wii‘.h-l:rv'e‘ed.‘
‘11y introduction’ to the W rld of camputer technolo » which wﬂi'/_b'e 5
d1scussed shortly, was the fi a] ‘mgredmnt

This study, then, is a. structural analysxs f the fnnnu]aic com="

posltmn of blues lyrics, and, more speuflcan 5 of the blues lyrics
recnrded by AFm-Amencan smgers fur \the: pm- r]d War"‘hrace r‘ecard

companies. - The nnture of the blues fonnuh and the processes involved

in creat\ng a-Tyric out of ‘these Struétu 1 rmulas will be defined

b1 ues lyric cumpasitmn.

century.—‘» There” has,’huvg‘ever. ne.\ier béen vtru'l,v rignrdus and scierit-ific

A n\lés’ti@a’ﬁon df 'this ‘p‘henomenuﬁ‘ Mnst chu]ars have smply acknuw- A
1edged that farmulas play some role in bTues compos-xtmn or, at most,

- have undertaken. small and hlmted comparative, studies of d1fferent

b]ues yrics. A stey

y-step descr‘ipm on’ of the rules, um‘Hcit inthe ..

formu1aic theory, of hl ues composvﬂon as ‘never before been attennteﬂ.
e :

By covmunson the misical structyre. of -the blues has been most, g S

ri gorous‘ly exanﬁ ne

Musician—schnlar .have heen, quickv,to point out

the pecu‘hanties of lﬂues musical comp for exanple the re: ; b

;




" ‘ent uridertaking. - In a chapter entitled, “"Musical-Analysis: Towards

a Song-Prodiicing System,® he describes.a system of "skeleton’ tunes"

’ 11ngu\shc\thzory and term\nology is particulaﬂy re’levant tb the pre=

‘has a.system of theur\es avrd\methodlz\mes which can be readﬂy appl ed
“ fo- the study of blues music. It may be an nversmphﬁcatmn to say'\‘

= E1ues 1yr1cs Tike n'l'l poetry, involve the clever use of 1anguage it 9 g

< semantic1ifitation

Jarea.! g

Titon's ‘study in particular. is of special r,elevn}ce} to the pres-,

which, through transformational-type. processes, generate the surface
tunes. wmch the blues singer used “for-his. tcmposltinns. These skeleton,
_tunes correspond quma/c'lnse'ly to the deep strucmre blues funnulas

whlch furm ‘the ! bas1s of lyric campusit‘lun inthe blue Titon! s use of

vmore rapldly than that o{ b] ues lyrms 1s 1arge'(y due to'the a:lvanced
tate uf mus1cu]og|ca'| studies; In the fleId uf musica'lugy, tlue sché]ar

that. musu: isa 1ug1cal and we]l ordered math,ematlca'l constructwn, -but

the “fact remains that the physu:al prapertxes of misic can be measured|

«and recorded in amost’ exactmg and sc1ent\ﬁc fashwn.

B_v contrast, the student of b’l ues lyncs has no readﬂy acczssume_

set of theories and methodu'logies which he can apply to hxs analysis:’’

is dependent upon specxal phona]oglcal, Iexu:rﬂ, synbactwa], and

and ptions wmch over'lay the genera‘l rules af
everyday Jar’\’gu‘ag‘e.v ThlS bemg the case, the proper- smentlflc ap-

pmach to the study of blues lyrlv structu st ]1e “in the chsclp’lme

i ¥ Bernard 1. Shnckett "7 Stylistic Study nf the Blues“as Reccr‘ded by 8
-Jazz: Instrumentalists, 1917 1931,": Diss. New York U 1964;" and. Jeff. - .
5ical and Cultu sis (Urbanr e - *




. of Hnguisp‘ics, i

. v,

W and dehates un me mst

o Chomsky H words‘ “The tentétive character nf any conclusmns hat can

‘o aof the bues are. clear. But_ the . prob'lems ® beyond-the elementary stage

L8 B ,pp.34.

early ami elemental stage af deve]opn\ent. If Ian\guag s, Tike music, 5 s &

£ -
a log'ica’l mathematical system, g\nsts haye yet, to understand the mag- . L
sive couplexlt(es af tms system Alle hng@sttc theories are ten— et
tahve and precarmus, and. tﬁe scho'larly 'I1tératufe in -ﬂns fie]d 15 ?

'Iarge'ly com

»sed of re-deﬁmtwns, new parachgms, fheoretxcal rhspuw,

a pects of language. Every

heory and every ‘new hngmstu: descrwtion seems to ra1se as many s

quest1uns as it answers No hngn(st wnuld admit to havmg done mnre Pl ; i

than scratch u.e surface of “our understandmg of hunan language. R { SN el |

nnw he advanced concern\ng 'Hnguist{c theory, ory for that. ‘matter, EngHsh; ;

ghaumar, should certam]y be olmnus to anyone wurkmg in tms area."z

.. The, prub'lems ‘of - the Tyrical ana'lyst as opposed to tne mus1ca1 analyst e A

Jof- 11nguist’lc theoMes" Far tne most part‘ Tinguists have studled com-

petence, rather than performance, in human 1anguage.

.‘ Linguistic theory’is ‘concerned primar!]y with an ideal
speaker-Tistener, in a completely homogeneoys speech- corm\thy,
who -knows its language perfectly and is. unaffected by such’ o o
‘grammatically irrelevant conditions as - ‘memory hnutat\ons. .
distractinns, shifts of attention and interest, and errors’(ran-
doin ‘or. characteristic) . 'in applying his knowledge of ‘the:language.
in actual performance.” This, seems ‘to me.to have been the position -
of ﬁle founders of madern general hngu1st1cs and no cogent ¢ 2.3,
reason “for modifyifg it has' been offered.' To study actual Tin-

- guistic-performance; we must consider the ‘interaction.of a variety:
of factors, .of which: the underlying: competence of: .the speaker=
hearer -is-only on In this respect, study of language’is no. di
ferent fmm emp'lr a! investi gatwn of ather cump1ex pnemmena«

Chor mskv, \spects of ti
The M I T». Press, 1965), p- V.




—_ Fo’ik'lnr\sts, on. the o:her .hand, are more ¢oncérned with perfunmnce

man wn‘h competence that-is, actual speeoh acts, ratuer than 1dea'l ot

i sltuaﬁlons, are: of primry interest in fnlk]ar In addjtion; the spe- -

‘., cial ru]es which govern. peeu: speech are quite d\fferev,t from those " * : g :

which‘: govern the :1a anguage asa whq]e etic rules are almost never in-’ B

flexible, ahd the stunly of -Ii/rical stru ¢"is the study. of what is-

more ar.léss "acceptah]e" ﬁlth\n the fraﬁwor

f t:he ndetic form.

take this i‘nto accnunt.

.. N Th1s study 1s concerned pr]marﬂy wi th blues p/erfonnagce rather than BT d

hlues competence. Mmst a'H 01’ the hundreds “of Tyric, examples “4n th1s (N Al

: . 4 study uere transcrlbed, verbatun, fram actual "blues perfunnances, and

SEaa " It.uuuld e deceptwe, hwever, to say_ ‘I:hat tkns study is entirely

s dlv:ﬂrced fmm the exammatwn of ‘blues, comnztem:e. My 1nv‘.uihons about

v p =b‘|ues structure were 1mt|a1]y based dn natwns of ompetence, aﬁd were

"suhsequen(:]y develuped and clanﬁed thruugh the s miy of blues perfum— %

ances. As Chomi&v wrobe'. 1t ds neither pass1b'|e ur desirahlé to: 1gnore 2

cum’petence 1n erupincal investlgatmns. i

. In nut'hnmg the - rmu'la1 structure of blué 'lyrii:s, I was aﬁain

Yo ‘,f,urced tu al vnth cumyetence as wel'l as |

ince: © Of necessity, 7o i




" what the "ideal" bl ues"lyric waul'd contain. - Thus,, in the ’faumiing

|
\ nunber of examp]es f m blues perfonnances which seemed to cantradjct
|
"

. of the blues. twards speciﬁc blues. Iyr‘lcs As will'be pointed out, the

’ 3 verse wou]d be. true; preclse ru'les vould- descrihe the ideal blues 1yr1c,

such a“description-relies on generalizations and on an.understanding of

chapters, ru'les of competence w1'll be fomulated but actual blues per-

fomances will be cited as examplesA Th'lS Ted to-the proh\em of not

being able_ to dlscove approprute examples From the corpus of blues Tyric

although; ideally, su h exanples‘ could ex1st. Conversely, there were a

(the ru‘les of competente whh:h I had estab/hhed. The hnguist@ay call
, these cantredwtmns errors (random or ..haracterlstic) in applymg h{s
h]ut the fulqunst

1 knwledge of the Ianguage in actual performan:e

dannot so easily ’d1spense mth the anomahes and pe-:u'liar1t1es nf actua

performance.

The result of th1s cbanct beween 1dea'| forms and real t,exts is'a

g descriptiun of the b]ues fonnu'la1c system which becumes c]earer and m"e St

exacting as ‘one moves one's fo:us fwm the structure of the: ermre corpus: :

whe'le concept of the “formu!a" 1s as much a theoretical constructian bf"‘

the analyst as itis 2 reahty of b]ues structure. “This paradnx ml] be,

exp'lalned ln subsequent chapters, but it relates d1reet]y to the questw

of cmwetence versus performance. Because this study 15 mdre d1rectly

> cuncerned with perfonnancé than wirJn cnmpeten thedefmittnus and
descnptmns of blues structure become more vrecisé when applied fb‘ r;er- )
foried Eexcs than when apphéd to ideal.or generaTized notiuns of the blues.

I th1s were a hngu1st|c, rather than a folklar'lstic, study, the re-:

wh‘He actual song texts would dev'late to'a 1esser or greater extent fmm




Bearing this® in mind, this study s'hou'ld not be: considered a:
Tinguistic, or more specifically, a semantic analysis.. The title cor-

réctly. ‘c_'ans this study; a"‘semann;c appﬁach."- Linguistics will be

help’ describe the formulaic structure ‘of the Iﬂues,

means. rather than an .end m |Lcelf. A true hnguistlc w

.- of restrictlons and Hce»ce upon” the already ex!sting ru]es uf 1anguage.

!t is this overlay of ruIe which is the c . of tms dissertatiun,

rﬂher 'than the rules of Janguage - dtself :

Because 'l1ngmst1r.s is.a means’ rather bhan an end \n tins study, A

a certam amount nf

s theur1e5/J teminulogles have been used w

freedom,.v{m may. not meet with the approva] of some. llnguists. There

are undoubtedl_y a great magy udge" factors to'be found: in the fol’(mn ng

pages‘ a, ’fudge" be ng, m semnnc\st Lakoff's wards, "a factor wh1ch .

you add to what'you've got tu give you what you want to get.“" But Lakoff
has prnperly p'laced the "fudge“ factor in‘the field nf HnguTscics..

Fudge es o Ceare to ‘a Targe extent necessary at.this pmnt e
in mstnry, since relatively.little is known about Vinguistics.’.
lf one; is even'to attempt a formal. description which appruaches
orrectness in'some small way, one is’forced to use a-
fudges and to hope that they.are all ‘irrelevant to, the ue under.
discussion.” When you"discover that they are not irrelevant, and
' this is more often_ than not the.case, you have Tearned snmetmng

new:about Tinguistics.5

. Similarly; 1: is hnped that the Hngmsﬂc fudges in:this study wi'll v

L George Lak £, "Forewnrd, in’ Hhere the Rules Fail: A Student‘
Appendix t0°M.7K. B S




o syntax and phunencs mlI be used mth exp]anauun, to help describe.

not adversely affect the analytical cqnclusinns about blues structure,

s Becﬁuce Hnguisti_c'termi nology and -theory is eing‘us"ed here. rather

informally; ‘as adescriptive tool, the reader need ot be a Tinguist him-

self to understand this study‘ “Some understanding of tr:

formational

s ALt s,
granmar would, of course. he an asset, but Tt.is onTy" i

that 1anguage is° made. up af many 'levels of structure, gach 'Ieve\ help-~
ing to generate the next higher structure as ‘one moves from the:-deep ‘to‘

me surface mamfestation of a speech event.’ As with Titon's. skeleton

tunes, there are "skeleta'l" formulas in. the deep strueture of the b]ues
“which generate the surface 1eve'l words, phrases, and’ sentem:es whlch the

smger sings. The theones and cennmu‘logues of semant\cs, as well. as :

this proeess. i .

1t this study, then, is not a 'Im tic aualysis,‘!wu i’s,\;t to be

léhavracterlz,ed" Ithis'a structura] ana’lysis. This meanc t)\at'the méc,ﬁanics
o oé corripusiﬁen are’ of primary, {mportance to this. thesis==Textural and

' textial features are of mpurtance on'ly m the wa; that they relate to .
{

’/’T the mechanics of blues <composition. Thus fhe "fommla" to be studied herc .

is a. structural nne., There: are nther type? of'formu'las in vaetry, such as.
memtlc fnrmulas and ststtic fnrmu‘las hut these wﬂ'l nut be cnnsmered

here, except, agaj
ln swmnary, the corpus. s the b'lues the approae#ris semantic, . the analysis

is structural and the theory is furmulm

‘Th1s stuu'y is dxv'lded 1nto thrce sectwns. The first-is a \o‘ng

.x'cura1 and

op'eratlnna'l deflmﬂon and description of the b'lues. The -

ccntexts 1n which the blues was performed It wm be' shovmﬂ:haﬁhe blues

» i

as they re'late to t)\e structura'l ana]ysvs af the Mues. "

textual. features af this song Form will ‘be dlscussed as m]’l be: the varmus .




was a ‘highly complex hénomenon. and that “it.was performed in many. dif-

ferent contexts: Spe ial care will be ‘taken to' describe the»recording

context, for this 15 tne type of bl ues perfomance ‘with which thvs study \‘
is cuncerned. i : . S i

s-the actual description of the formulaic.- . :

S The second\secﬁo.h

str’hc‘turt'af‘ ﬂuel; ues‘* Thls section mc’(udes @ case sturly" uf the rep- i

3 ations. The appendices?

) of the desc ‘1 %on of b ues fur-mu]a-lc struc:ure but are :oncerned more

speclhca’l'l ymth the enuy mst frequenﬁ fonnulas in. the: blues and their

many’ mamfes\tatmns. \\ gy W T ’

" 2 'There is also a Hst\ng of the_en.t_u:e‘c,nmus- that is, all songs

i
3
-




METHODOLOGY ) x 5

¥ & }n a structural analysis, proper and consistent methodology is esz'
7 sential. d The criteria for se'lect\ng the corpus of texts for analysis
- and the way in ﬂhi:h the analysis |s carried out wﬂl detemlne, to a
i great.extent, the findings of $Ehe study The ‘methodology employed in -

this stu-iy has evalved through a’ process, of tnal and-error and _several’

3 apprnaches to the ma rial -had tu be abandoned before the, pmper methud :

of analys{s.was d-lscovered
£ The First rask was to

/ 58 ey dec\dpd 0.keep. the cr1r,er1a for selecnon as hroad as %nsnble, smce
Fonny o) 7
(RS 11 hetter to'be ‘too’ inc'luswe an too exc'lusive -in such’a study.’
Thus, f declded that any song recurded cnmnerclaﬂy by~ anj Afro-Amencan

between the ‘dates of 4920. and 1942, whmh part or. whole confor-med to

AL " ‘the textura] cr1ter1a of the: b]ues, could be consudered for lncluswn in-

the cor';:hs. The textura’l criteria uﬂ'l be discussed in greater detaﬂ “in. 5

Chap\ter II, but suffice it to say that.songs whn:h contamed stanzas made

some variatwn on: a¢ rhyned couplet with a caesura in each 'I1ne

were acceptah]e. ;
‘1 made . no distinction” between the suppased country smger/nd urban\

smgers - the female vaudevﬂ'le arhsts and the dwn-hone male s'ingers,

mr any ofthe other sub-oategori 'intn which blues s1ngers have been p'laced
by scholars. The prlmary criterwn was v.he race record more than the type

of arnst whn was -on 1t. Thus, this is the study of the b‘lues as found

on race records, regardless of thelr singer or suurce’.

My mlnedlate source for such’. spngs was not the ondrnal race recurds e

3% themse'lves they are nw rare. and expensive 'ltems. and my corpus would have

bf l had to depend upon the orig al discs. Fortunately,

wme e e waas 6w
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¥ there are many record companies wfjich have reissued these songs on "
Tong-playing albums, and these albums wm/'e my. source for the blues {
texts. ' !

* There is a problem, however, in relying on reissued songs for one's
: cnrpus. In effect, the reissue recnrd cumpames, by selectlng which ol

songs they ‘Wil re- recov‘d, impose -an unwanted set of criteria upon .

tho e of the ana]yst‘ Anyone whn collects b!ues reissues kmms that
i isty are conslstenely rmssued, whereas others are Just as. con-
o 2 sws{énﬂy ignore

whether because of. persnna'l aestnatiqs of the record

o oY 2 cotrpany ufhcms. or because of the rarity of originals \some rnce re-

cord arﬂsts have been but’ poor]x repnesented un long~p1ay|ng albums.
Aesthehcs as one. schu]ar has pumted nut, is. the’ ma,]or reason. e 12

& L ‘" ‘Every Knowledgeable Blues Crm: fmm Sam chqrters on dmm has: :
. . subscribed ‘to the 1ine.of jive that the Bluebird Beat was dull, - .
- 3 boring, ‘mechanical, computerized:stuff, which' took blues out of : R
i . th country and country out of the blues: Rural bluesmen like .
. . Carter, Tommy McClennan, and Robert Petway were-okay, but the
Melrose Mess by Eddie Boyd, Washboard Sam; Jazz Gillum, *SannyX Boy 2 o
o Williamson, Tampa 'Réd and co. had 1ittle to: recommend it. Un- .
Kl fortunately -a lot of ‘people swallowed all that and in corisequence A
o . many of these artists whom I:love’have suffered badly in the 1 e
v.reissue stakes.‘, g L

S " Fortunately, there have been some. record. company- officials whose aesthetics

do not. cnnfunn to the above descrvptwn, and there are few artists who

are not represented to -some extent on re‘ssue alblnns. 1 have purpose'ly B

/ i O ~'searched for recnvqa which do’ cnntam the 1esser—krbwn (nr lesser-nked) -

i Qrt‘lsts in_order 'rbalance the carpus under ana]ysu._ S 11], despltev;

my éearchinb, ther are no =xamp1es in the curpus from such pmliﬁc . \\

e J[ohn) B[rﬂben]. review: of The Gu1tar Hizard 1935 1 b B]ues
. Classics BC-25, lhes Unlimited, No.




# . LA . -
singers as Leothus Green, Viola McCoy, and Luci]]g»l—!‘egamin. Other

singers, such as Buddy Moss, Mamfe Shith, or Charlie Spand are not re-. -

LE o “g _presented-in proper proportioy to the number: of records they made. * Still i
’ others. such as Tommy thnéz:nd John Hurt,-are pmbab‘iy ovef-repreéent— 2 '

2 ed in this study. because of ‘their high pppulanty in’ the re\ssue market. ;
: The only $olution to this unwanted se'lectional restrictwn was-to b . i
\nc‘lude enuuqh snngs in the carpus \‘.hat the'mclus‘lon or 'exﬂusum of an_v 2

: one, song; orany oﬁe

t for that'matter, would not be stahstwally el )

e e i sigmficnnt Therefare. the corpus |s .very hrge. n. inc1udes all rel-

vant - rmterlal from st of the’ mre accessﬂ:le re1ssue al bnms (Biugraph', -

‘ obscure 1abels. L ¥ ,;‘ % i B iy ;

. S 'lhe result is a corpus M‘%pphﬂxmately 2,140 songs snng by abuut

350 smger& This is. appmxmate'ly ope - fifth of al] the blues snngs which;

were recorded durmg the race record era.2 Singers who were part'lcular],v ik

pro11f1c, such as Lemnn Jefferson, Memphis M'Inme, and Bessie Smlth énd . 8

B

: to be represented (n pmportmn, nut as a result. of any .conscious effort.
c i

hut because ‘of their reissue popu’lan y.

, 5 . I do. nnt beheve that. th Imwanted se]ectinnal restnctmns of; the -
reissue record companies have ser(ously affected this analysis; the’ -very.

R s1ze of ‘the corpus would seem to. solve the problem. .The next task was to

et transcnbe “these ‘songs:, Agam, this was no smpl tter-'. and several. -

J hn Godrich’ and Robert M. W, -Dixon, Blues & Gos e1 Recorrds 1902= -
1942, -2nd ed: (London: Sturyvﬂ'le, 1959) Hsr. appmximE y 0,000 - -
‘records wmch may be blues. = . ot :




' mth - the’ disn:overy of recurrent strucﬁal patterns, or .furmu]as(in b’lues ”

. where the nean‘lng nf a phrase m1ght be anlnguuus vrlthout punctuati ony

i proper marks have been 1nse’rted : i

It-was important for:this fomulmc ana'lysls tha'. spe1'| b'f words
“be standard)zed and-that du'(ect-spel'hngs ‘b kept toa nﬂn(mun].  Thus, |

goin' was’ tra cribed as. go(ng. 'causé was trar‘suwbed as hgcause, and

gonng was transeribed as gglng to, - Such d)alect-spe'lllngs are actuaﬂy X

vev;y \nacurate iyhonetn: transcnptmns and l felt that mther r.he songs

or: usmg standard Ev\ghsh spe]hngs. ” As thlSﬂS not a
aialect. T cuu'ld. ske n

qnaly§1s. l, thgrefore hpted ‘for B ,shnqard Enghsh tx‘anscnptm

> hoodan,and other such. -
features q‘f the singers'-dialects were ’tra;m:‘nb,ed as sung..’ Thus syn(ax"f‘ Ty

and 'Iex'

has not.

P Punctuatwn has heen kept tn a mummun Seml-co'lons and- comnas have

been used. vihere necessary, tu mdlcate a le!SIDVI between two formulas

ina 'hne, but permds, colons, hnd other such marks did not: sgem. ner.essary

ta either the understandmg of tshe Iyrlcsmr the ana1ysis. Of confrse

[

the greafest problem of. transcmp fon.” Because uns analy51

nes Wi t‘ﬂn stanzas

Tyrlcs, the recurrent te at pqtv.ern uf repemd

cau'ld only cnnfuse and conphcate tlns"sww Note, fur exanple thls ¥



4 o

I'm ﬂymg to South Carolina; I gnt wgn there ‘this time
“I'm flying; to South Carolina; 1 got-to go there this time.
£ Nomeﬂ iniDallas Texas is, abpnt to make me’lose m.

§os
fnrmu]mc, rather, hecause of ‘the textural pecu]_ranhes of the blues, : 2

ﬁrst Tines. of sbanzas are 'liab'le,tn‘be' rgpeafed. regardless of ythe&her
' AT )

e

they are fnnnulalc or not: b : . : B

In’ nrder'm nuke t,he transcr\hed texts more workabIe or presentame

for ana'lys!s, I did not transcribe repetrtwns of Tines. mth’qn stanzas.

} o

hus, r.he above ‘stanza was tr‘anscrlbed as

e m ﬂylng t South’ Ca;olma, 1-got to go there th1s,t1me g
“Home n in:Dallas: Texas, is abuui: to mak‘ me Iose my m\nd‘

there was no problem' hwnever, when there yas any vanahon h\ tha re-~

. petihons a choice bad to' be madé as 10 which var1ant of the Tine o

«tr@ scrlbe. I es:_tab\ shed a rule of thumb com:ermng the magmtnde of

1ex1s ur syuhx, 1 dxd nute me change in the ,transcript'lnn. Ohserve

§ I begun to wa\k, wa'lked |:H my feet got suaking wet
“1-commenced ‘to-walking; wa]keﬂ ti11 my. feet got soakmg wet i
Trly'ng 0. fn\d gocd home nama, man 1. ain t fo nd nune yet




.

,not repeh tfons, the ent1 re. thr‘ee 'Ime;stanza/

stantial. and are worth /n/oting in this analysis. My trang[:riptiun,
therefore, took the following forr:
Y (begun)(conmnced) tn (walk)(walking); wa!ked tin my feet

Tivina hiﬁag:.:u Rome mama; man 1 ain’t found nore yet
The pairs of Words enc'losed in parentheses-are-mutually exclusive within
tlns stanza. = T Y %

If a wurd-/is inserted in the fepe{:itinn of a line y}hich 'had n’u
counterpar‘t Jin the, flrst sﬁngmg of the- 'I\ne, I transcrlbed it 1n‘ the*
fol'lmnng manner:

Ql Was, drinking a11 night (Tong); got up* th1s mrning s\oppy drunk
I wnuH uack my thi}ngs, hut snmebodyglnne stn]e my 1

L% lf.,on ‘the: uther h;nd, the var\atians bemeen the first and second Hne

of.a stanza were ‘so dlfferent frof each ather lZLt rﬁey were, in fact
uld be transcribeq. fote

“this sf.anza from: K1ng So]omon Hi11is “Down On /My Bended KnEe'“

Ohh "down on. my bended knees

_Ohh: baby now. hear my “{onesome-plea N/ <
o I'm worried- ahout my baby; br(ng ‘her back tome

sed’ the’ fo'llaw’mg synlm]s Jin the transcr\pnans. .

T Parts of transcnptwns wm:n l was’ nnsnre of are enclosed

1n aster\sks, for examp'le,

: wgrds and phrases wmch 1 cou'ld‘make no, sense; out of.are

represen’ced as A series of q|§non marks. for examp]e, “She

‘.‘?' tn yuur weaknes
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The aim of the transcription was to make the blues texts as clear

\ as'possible to the analytic eye without distorting them o'r bowdlerizing -

TN

-
‘them. In this I think I succeeded.

/The actual vroﬁess of transcription ir‘wn!ved the following steps:

N 1. The songs on the record albums were re-recorded onto audio ta])‘e. !

‘2. These tapes were then Tistened to on special transcribing ) ;
tape recorders fromwhich printed transcriptions were typed. - T

3. Where the Tyrics of a song ‘appeared in'a book or-in record notes.,. g ;

‘1 Tistened to the song .and checﬁed it against Lhe t’ran’scFiption.

"Rt no'time did ! rely so’lely on Someong e]se s transcrlp;mn

EiEn £ S responded exact]y “to. that singer's alphabet\ca] order in relaﬂnn to e
other-singers in the carpus Each song of the singer was assa gned a mmher
»
based-on the chronolegical~ nrder‘ of theA s\nger s recorded repertoire.?

Thus , :Blind: Lenon Jefferson was asslgﬁed the. acronym JEFB, and, fnr exan|p1e,

Ms song "Long Distance Moan was ass; ned the cuda JEFB={ 67A_ Thls Tdoes

9 not neoessarﬂy ‘mean that "Long - Distance Hnan" Was' the s1xty—seventh song ™
-

which defferson recorded; racher, of ait the songs which were transcnbed

..for - this study, "Lung Di tancz l‘nan was the sutyr-seventh :ong Wnch Jef—
ferson recorded.. m future examﬂes fmm the w;pus m be mrked with»

me appmpnam code. and’ tlns code can he checkgd agamst the Tisting of 1 R

the curpus at; the end of th\s study . B o ER e




- generate a nunber of different Surface manifestations. Because of the

é . 18
proh'lem, however, was how fo glean'the recurrent patterns, the structural

formulas, From thismassive corpus. As will be.shown, the formila is not
=

a set of specific words; it is, rather, a semanti¢ construction which may.

el u;ive nature of . the blues formula, my greatest need vas to find a way
of visualizing the carﬁus 50 that. the formulaic.patterns wou'ld become ap-
parent. . -

When 1 hear a hlues song, I-can 1mned|ate’ly ldentlfy the famu'lfs, ixe
since I have 11stened to eénough songs_ that formulaic patberns are firn-
1y 1n|ﬂanted m my mgmory. But recogmzmg the fonnulas when they are

pung ‘s un1y the f\rst step m ordermg and cmmarmg the use of fonlulas e
74

. from one song to: another. In‘order to visualizc the corpus. for fomulqlc

.ed to see each ‘fornmla' in-all -its’ vér tions’y 1nvali its

analysis, I ne
pns'itmns, inits many verse contexts,. in a’ll two thousand songs.
At first 1 attempted to accomllsh tMs tAsk manuany. I began
sort\ng out the different fonnu'l as. as l recognized them, assigning a
separate sheet of paper to each fomu'la, and tgpmg out the variants uf the
formula on. the. appmprvate sheet as. T came across them. After three months
uf work, I had read through on’ly tWo hundred song texrs and had-already <
accunm]ated seven lunse—leaf bmdars, fu“ of ﬂ’mus’ands of sheefs of paper.' 2

< With tach niew fnrnﬁﬂa that 1 cameacross; my seau‘h thruugll these reans nf (:

N " I have- prevmus‘ly d‘lSCI‘SSEd th\s prob1em in two papers: "One Use’
of .the Computer in-the -Analysis- of Blues-Lyrics,” read at the Annual -

: Meeting of the ‘American Folklore Society, New Orleans, 23 October 19755
and "The Use of the Compiiter to Facilitate the Structuml ‘Analysis’ of
Afro-Anerican Blues Lyrics," read at -the Bollnqm: Frahce Canada III,

- Quebec Cit_y, August 1977.




paper Became more and more arduous.

My task.seemed end]esﬁ. The cost of papér alone was enough to -

. discourdge further ana'lySIS. 1 could also see some goriceptual drawbac%s

c s to'my: system. In order to assign formulas to separate sheets of paper,_
o . 1had to know beforehand what the syntar:tac, x&{:\c, and ]exwﬂ boundan‘éé

of the formula were. This was. the reverse of ‘'what I was actuaﬂy trying

N to accomphsh. since x had hoped that the resu’l ts uf my analysis’ wou'ld

lead toa better understandmg of, fumula huundar\es. In separatmg
phrases onto different sheets of- paper. I was autumatwany tak(ng £t cer—

o tain -, ana}yticﬂ stand and making qulte arhhmal zhsmm:tmns hetween

phrases whlch were Seemingly on. the sam unhnum of meamng. 1 was, in’

s1f1cat‘mn already n mind. On‘ly then could I' ylsuaﬂze

the mater\a'l obJechve]y, rather: than intuit: ely he answer, 'of course, -

- as to use‘a canputer to sort out the mat.eriﬂ - Like: most. students of the

vhumamt\es and the; social ;CIEI\EES, I knew the cnmputer exlsted. but I \
had no vdea how it could be utﬂ1zed. In fact «1 he]d the traditiona] pm:‘—

‘udices aga1nst ‘the cumputer that 1t dehumni zed ‘the ‘material one worked‘
with, and that it separated or d1stanced one fmm the. material But
uithout a computer, 1 dxd not believe that the study would ever be, comp\ ted.

: oF was ver}xfortunate to meet, MichaeT J. Preston, the humanines ‘
hasnn-mﬂn -for cpﬁvpuurs At the Umvers1ty uf Culorado. He took one” laulé

'- e "at n\y problem and suggested a computer pmgramne which- would gwe e theE B
|

kind of obaect(ve re- ordering of, lyries T- needed It was ‘y«word-m—

. context cuncardance yrogramlz the. Hnd of cumpuher pmgranme which; has ' |




A o A e ot e e,

been-used with ;}a’at success in making soncordances of ‘the works of poets,
playwrights, and novel ists. ' I
Basically, this pragra;lne lists every word in the corpus in all its
. varied contexts; the, result being pages of ifs, ands, and buts, as well
as more, 1wo}t§nt and substantive worI:, all given m‘th‘ir; a cantext‘af :
forty spa:es‘on each side of the word‘i The essence of the process. is:a . '
programme called CONCORD, which was developed by - SaMl Senter Coleman. S

The ent|re wterixing ‘process involved the fuﬂwmg steps. Ever,y

1ine ‘in- the. corpusmas typed onto aseparate muter card vﬁlizmg up
o5 e to the first seventy-two columas on’.the card. 0On “the last elght colms,

aéUte code 1dent1f|catlnn of the- “song was punched (for -example, JEFB 67).
3 L2 Special idennfying marks had to be mc]wded in ‘the text of the Yine to-
make the eurpus machine-readable, as will (be explained shortly. The
= ‘,punched urd Tooked er this exanple

RRTEEERID 1
ulzl!n1zlxnzl':nznuuimuxnnun“nn1:nulz_inluunuuunu:lun
nu:lilxx:lxlx)xlxxlxr:l:nu::'znl:l:_unl:lxulnulm‘l:nnu{nui:nu_n:
li‘llllllIlOIIII'IICll“lllll“lldllllfllllléllll“lll{(‘l'l(llllllll_l\l'llllllulll b -

OB L T T T R L

uuiusl::nnss:ssmuslmuiumnsuulsluusu_u_lusu_su:':‘su_sslngns
BT DO T COT T COTUTTTE T O I PP PO PRI P Y 1
l ‘l]ll'l"l”ll1l]l”ll'l1‘"“'71””11'1”L11!1”‘”!l””""l]”1117”'117!”1117”] T

-5
Siuousei usnn s ey AnnanAnE

o See: ms "Comuter Concurdance mk‘lng.“ N.S. Thesis Univ. of
e Co'lnradn. 1971

i . = e




. After a1l the blues Tines "had been key-punched, the cards conbammg

i G e the cn?‘pus were “fed into the pumputer and®a sequence of progranmes occurred 3

whu:h eventually resulted.inza vrmt»out. The first-programme was CONVERT. . i
which converted the i'nfomntion on the cards intg a contimbu's strean of
text, ehminatlng any 1nfonnat1un on the card; such as the snng-code, wh1ch

N ’ - s " was'not an actual part. of the text. Then the CONCORD programme began, -

"which took this stream Of text and Le- rdéred if into a concordance form. -

Th|s progranne was fu]'lawed by KMICIN wh\ch ‘took each concurdlzed word

\ 3 and exténded the.. context in.which the ki rd was found. both prekus to

and pmceeding from fhe word' under analys1s. F1na'lly, the pmgranme

KHICDUT uccurrd, wh!ch ‘céntred the cnncnr&hzed word 1n i midd’le af
the prmt-cut page and which generaHy urganlzed the. final*, format nf the

data. This was dnne for every word in the 2, ]20 texts. A]] the programnes

. were in the FORTRI\N computer 1anguage ‘ Altheughv he cards were punched " " T
lat Memnr'la'l Univers{ty of. llewfoundland “the pmgralrme was, run on'a e

6400 cumputer at _the Un1vers1ty of Cu'lorado. s ‘_‘ .. N
- 7 : The final \prlnt—out cnns1sted’ of “two large :oncordances and_ one ‘small- s
" 5 er.one (the progranne can only ‘take one thousand songs at.a time) ,,totahng.
v over five: thnusand pages af 1nfomat|cn On the fo'l'lwmg page’ is a samp‘le
of the concordance of the first thnusand songs 1n the cnrpus., It 15 a par-

tml Lxst of the mcldences of t.he word woke. Readmg fmm Teft’ w rlght,

the fo'l]omng 1nfornat1on i gw

- . 6 For-a more detaﬂed~descript‘lnn of this sequence of prngrames. £
- seeé Michael .  Preston, "A Complete Concordance to the Non- Dramatic Poetry
7 uf Ben Jonson;" "Diss. Unl;. of Colnradn, 1978, PPy VxRV

7 For more spe cations, see “Directory of Scholars Active: 1671, 0
g Tn? Lyrscs of Race Record BI ues, 1920-1&42 C_omuters and the Hummhes.
"9 (1975), 189. . - i
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1. the song ca '
2. the Tine in the song - v

3. the word under analysis.

Note that the word being analyzed, woke, appears in the middle of the page, .

S0 t}iat the context‘ in vhich the word is found is evenly divided between

what preceded and what Fanows the word. The Tisting is in alphabetical

; nrder fmm th e yiord under analysis forward. At the end of the listing,

. —Ehefomputer print_s qut the number: of occurrerices of. the word; in this

case‘, voke appears-si xty-five t‘q;e-s ‘in the first one thousind songs. of the

e rtam synhols appear on the pnnt—out whlch ne d exp]anahnn. %

= ' he-equls sign sigrals ‘the end ofa tin !

3me arrow sxgnn]s the end of a song.
The' astensk “besides enclosing hypnthetlc.ﬂ transcnpt\nns,
acts as an apnstrophe. .

/ The d1aguna1 has previous]y been * exp'lalned.

XXX This sywtml replaces 727 for indecipherable words and phrases.
These symbols are not only cues for the computer programmes, but they also
help : the ana]yst to. visualize the material on the. prmt—-uut. ot
' With'such a con:orﬂance, 1 could approach ‘the formulaic. anq]ysis 1n a
viore Objective fashwn. 1-could.1ook wp any nuber of related wotds or .
phrases and see’| hw they conpare/ sennntica’ny or syntf(;ncally. Given
any. phrase in -the blues, I could explore the entire cantinum\ of mamng
~in w[nch it occurs, smply by looking up, a1l poss1ble lexlcal variahqns
‘on that phrase. jn the print-out.

. The computer, then. d\d not do the analysis for me. ,It simply re--

“ ordered the blues texts 1n “such away that I cou]d ‘more" easi 1y \nsuahze |

L e




R 24

and discover formulaic -patterns. For example, the section of the print-

out reproduced- here clearly s'yws a formula which might be called ‘} woke

up this morning." The computerized concordance programme has obvious
implications for formulaic scho\arshlp. Not only does it make cne's analysis
more objective, but it “allows one tn work with huqe amounts of material,
which could ne\f!r be adequately analyzed using manual procedures. - Because
one can use a very 1a|;ge corpus, there is less of a chance that the re- ,
sults will be undu'l_y nffectad by individual ancn'lies in the corpus. The
cmuter. as a too] in fommaic analysis, ' jls both a time-saver and an

equahzer of 1nformat|om > o g o)

8 The on’ly other: major stuqy of whxch 1 ul aware, wh‘lch combmﬁs a

computerized. concordance” prog aic analysis is Josep!
Duggan e Song of Ro ind Poe:h: Craft, Center for

S 'Ie
* Medieva Fan naissance Studies Publications, eTey: Univ.
of California Press, 1973).: P ¢

i
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I DEFINING THE BLUES: AN INTRODUCTION

" The beginning of any stribtural analysis must'be some definition
of the corpus which is to be ana];ted It is not enough to say that
one' is to do a structural ~analys1s‘nf proverbs, folkr.a'les, or uhntever,
since genres tend to be rather fluid and the words we use to,describe
them are only hazy indications of the cultural- phenomena they represent.
Whether articulated or not, the analyst has certain a_priori criteria-by
which he includes or excludes material: from the’ corpus he wishes to study.,
There “is a danger, however, in defining a genre of folklore strictly
by. ana‘lyn‘ng its structire> .Alan Dundes and RobertiA.’ Georges, in t.heir ]
strictural study of the riddle, state frvm the "outse}:‘ “An immediate’aim
uf strmtura'l analysis in. folklore is to deflne the genres of folklore."
They go on to-give all the conventwna] definitions of the genre and con—
clude the introduction to their study with the following:
It is clear, then, that-thére is d need for a definition for the
riddle which-will be brodd enough to include traditional texts
such a$ the ones cited above which apparently fall outside Tay-
Tor's 'definition of the true riddle. At the same time, the
definition should be narrow enough’ to exclude other materials
whose forphotogical cnaracterisncs indicate that they are -
specimens of annther genre. (p.
This statement, huwever. 1s a tauto'logy‘ ‘What is says, in essence, is
that a deﬁmtin‘n‘shnuld include those things which fall within the de-
finition and exclude those- things which ‘do not fall within the definition.

Dundes and Georges go on to give a fairly adequate structural

* andlysis of riddles, but their definition of what a riddle. is has ﬁctuany

-been derived a Erlen. in ‘an intuitive fashmn despxte their thenrehcal

ard & Structural I)ef"m\ton of the - Riddle," “Journal of Mker }_;an

1 "Tow:
Fulk'lnre 76.(1963), 11.
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stance. Their corpus seems to be made up.of thosg ‘texts which cenform

to the categorie_'sl they)are‘ formilating. Wt some point early in their
e analysis, they must have automatically ¢l{minated such items of folklore

as ballads, Marchen, calendar customs ant peat-spades, but how they ar-

r1ved at the corpus under analysis 15’ not. made clear. ®

Esplt& Dundes' stated theoreti tal po: ition in “"From Etiq tn Emic fow
Units

in the Stryctural Study of FoMmes, "2 his approach to the
structlre of the riddle is-still h‘ia‘sj ANy an etic one; instead of deal-.

ing with riddles as a part of a largeriwhole, he and Georges have ab- -

stracted ; group whi‘gh they. instin;,‘tw‘]y sge as. "riddl:s"vfmm the Jarger . .
'Vconﬁext‘of modes’ of - cul tural’ expvgs-éiop; There is really no way out of
thei'r dilema. Part of thei»r probl m'\.ig‘th t the -stated "ain" .of me;r

analysis.is to define the genre. Dé‘p Bén- s has rightly stated that

... given such an ajm, structural analysis h‘gc s no more than_ "a chgss—‘gam"

one plays with oneself.3 ‘ 5 3
The ain.of strictural-anaTysis is n$

1

to define the genre,” any more

than any other analysis has this aim. is simp'ly‘ one way of studying

1. y v,
what is_perceived by the analyst to bga|"genre" or a group of folklore,
itens with certainsimilarities of form.| A structural analysis; - hope-

fully, will shed some Tight én th n‘ath of the conscious. or uncon-

scious techniqlies of_ composition/ whid e perfaﬁmr employs in creating

a particular item of folklore. [ There i3, howevers " no way "of getting around

euctio}l/of a corpus of folklore itens to "
5 L B S g X
[s) i A . N
1kio / 75:(1962), 95-105... ’
3 e Concepts of Genre in‘ olklore, ead. t the VI cungress of the
cl

rea
Society for Folk Narrative Rese h, Helsinki; June 1974.. See also his
"Analytic Eategories and 7 Genres," Genre. 2 (1969). 275-301.

the, intuitive, "unscientific"

include in one's analysis.

2 Journal 6f American




some sorb-of-operation definition which will automatically “include or )
- ward as a nethodo'logy by Erancis Lee Utley. " but the method had been used

L ever amaxrpud to study specihc "genres," or "Qypes," nr other cater_mrized

bits of folklare.- > E L S A SElT T

R ‘cn tena, but it isd "workmg hypothesis" which allows hm to carry on mth

. curpuses are assumd to ba mtmtive'ly_obkus to other scho]ar; in the ¢

. 5 Morphology of the Fﬂkta]e. ed... Lotis:A: Magner, trans Laurence”
Scatt, 2d rey. ed., American Folklore Society Bibliographic and Special

Geh s A
e N

0
a
n
b
e

The'only way of dealing with this stumbling-block is to credte

exclude items from the corpus to be anaIy}éd.. This method: of .arbitrary

sorting of items along Basi:a11y artificial criteria was firs&,put For-

insg;lnctwe]y, or tacitly, by virtual'ly u'll scholars nf fn’l k'lnm whu have

Viadimir Propp fnrmuhtea a“clear and simﬂe uperatlana'l defi Aition %

in hls pwneermg work on :the structure of the Marchen~

‘. Letus® f1rst of ail-attempt tn formulate’ our task: _As
already stated in the foreword, this work is dedicated to the '
.. study of fairy ta]es. The existence of Tairy tales as .a spec1al

class 1is assumed as -an essential working hypothesis. By "fairy. . ¢
tales"” are meant at pr-ekent those tales classlfied by Aarne under
nunbers: 300 to 749.5' .

Propp elearly understands. that ‘his operatlona’( defind tion i h!gu‘Fy ar-:
hﬁmal and ar-b1t¥ary. and we may quite Just'ly fault his choice of i 5 k5

his” study. Other’ structurahsts have similar nperatmnal defmitmns, but

“few ‘outline them as clearly as' does Propp. The dehmiwhons of their

asswﬁnns are conect. .

field, and for the most part t,he

y
" "Falk Literature. An Dper‘atinna'l Deﬁnitlon," Juurna‘l of Amerh:an +
3"1\_‘—"_’"

Fo'll?!ore 74 (1961), rpt. in The Study. of Folkloré, ed. Alan
EngTewood Chffs N.d.: Prentice-Ha g §§i, pp.. 7-24. 5

Series, Vol. 9;
and_Linguistics; " P
pub]ished in RusSian in 19281),

dhna Univ. Research-Center in Anthropology; Folklore,
in? Univ. of Texas Press, 1958 1nr191na11y ¥
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The. first task, \h n, of this'structural study is to formufate
L el some sort-of operatidndl definition. .In the case of-the blues, there 0
fs 1o handy type=irdex

hich c}ear‘ly delimits the f1e'| d. The: very
¢ wurd blues,

n referrmg toa type of sung, is so amorghaus that it has.

i - VErymtﬂe meanmg in’itself. - Jazzmen cont _uaﬂy use it tu describe
.various 1nstrumenth'l form: nf music (uften t:welve or sixteen ‘bar tunes);
o pcp song n:ompnsers and sméers use ‘the_term -for'certain sad songs and

5.
‘fol Rsong revivai, perfanner% and rock musicians also- enploy the term t'u

b descrlhe -many. d?ﬁfer&pt kind% of song. " y
iThe term may éyen be use\i to ennte sadness or despondanqy ina

i SRna, T non~musi‘ca’| cantext, hut with tome

ntiitive Song form in mind. Note. . ° P

i Ne'u L‘Ishnﬁ d
\VoR 2,

T}ns hause

g o v

A ¥ - The .Hex nd tie B1 jes |
ot eries (Do umna? Univ. of Mi
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7. from the one w be proposed here. - =

= What then is to be mwoml definition of the blues which .
will dgtemne the corpus of snngs ta be ahalyzed? Alan Dyndes has
identified the three essential ingredients in definiﬁg items of folklore: ]
texture, text; and context 8 These three com:epts mst be app] tdm the

blues fnrder to determine ‘the delimitations-of t& corpus. T

& Dundes states that texture Is 'Msicw‘the study of- 1anguage" .

: 255) ‘but for the purpuses of th1s ana'lysu, this cuncept must be
broadened. The texture of the b‘lues“ not so’ much its 1anguage as t,he

more restrjct!ve superstructure into whiah the ]anguage of thé" song musr,

be p]al:ed' it is 1angua9e withif the cunstruints of sPnu and 'llne paturns

X ) Pt ! of rh,yve schem, and of the pm?sody of the song form in _genem]. The

= s © texture also includes the musu:a1 and witrical swerstrnctum to whith

27 : tbeiyﬁcs—are'v)aced_ but, as-will be. pointed out, this aspect ‘of: textiire s
< ROy 5 of Jess impoiitarice t ths Study thai. that of prosodyl h

Xt is mteresting ﬂnt Dupdes qunds sevenl pages dwscussmg texture
and-contaixt i RIS avtIcla;  but: devotes-Gnly oné paragréph to the dis--
cussion of ee‘xé. Perhaps this is. ind\caxive of tha mdern view that ﬁve

textual study af folklore items .is unfashionah]e. D. K. lhlgus rightly

s i sees this tmnd as, detﬁhm'{ to the study of fo'lklore .For the p\n‘poses : o <
a7 of 'his/tudy, a dgﬁrlt'lon of ‘the (ex'; of the bInes is-es ential.: We m& i

by deﬁne text as the dalim'tatlnns nf the thenntic mter‘la’l fuund 1v| blues
- 1 3

“Sui ihe Text Is the 'ﬂling "
(1973) \241 52
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in which they are found, but none mirrors the entire culture.1® A -

's.tudy of the text of the blues will determine what part and how fnach of

black culture is reflected in the lyrics. e E
By far the most complex aspect of mis three-part definifion is that

of context. Dundes defines cnntext as’ "the specific social situation

in ‘which 'that paruculm— item [of ialk]ore] is employed,"? but " speu_ﬁc )

social situation is itself open.to endless interpretation. When dealing

with one 1' m of folklore or one folklore event, the context may be

rather abwaus and straight- fuvward bub when looking at a large hudy of

folklore, mdeed an ent genre, a contextua'l deﬁnﬂ:wn be:omes in=

:reasingly complicated. .. . . .- S

Close to farty yenrs ago, George Harmg urged that fo1ksongs be . *
studled witMn their context.s 12 and in reunt years the cqﬂ for cantextual'
studie;. nnt only 1n fo’lksong but in folklore in genera'l, has ‘arisen once
nre.“ But these studles have been:concerned with-the pmﬁer contextual
&szrvahon/md descrlpﬁnn of spec\ﬁc ‘events. Context has not been used

asa h_asu: defming criterion for a genre of folklore as i\mqle. i

10 For - a recent study of folk music as a "mirror® of cult.ure See
mger.Elbaume. “A Mirror of Man?-Traditional Music as a Reﬂectwn of
Society,' Journal of American Folklore, 89 (1976), 463-68.

B2

1 "Texture, Text. and Context, Pp: 255-56.

e L Study of Fn)ksnng In Aunci." Snuthem FoTklore Quarmr]!.
2 (1938), 59-64. .

i13'gge especial‘ly. Dan Béri-) Ams “Toward a paﬁnlﬁon of Folk'lore

..in Context," Journal of American Folklore, 84 (1971), 3-15; Dan. Ben-Amos. .- -
“Kenne th: stein, "Introduction,” in ‘Folklore: Performance and,

Bmmluu‘ic tinn, ed._Dan Ben-Amos :and.Kennéth S. isteTn (The Hague' outon, *
‘Dundes, ' "Texture, Text, and Context,pp. 251 jand | ong
Robert. A. Georges,, "Toward an Undzrstandlng of Smry 3 Ve o
Juurna] of Amer cdn Folk‘lvre ‘82 (1969) 311@-28. § o o
n . o i
e iRy &
: R
b ¥ e =i ;
< ! g - o
3 % : . 2

——




the - term “ra;e record" gives the performance context. A true understand-

] twenty-year span vnth\n the ent\re hlstoncal context of the b]ues and

‘therefore gives an 1nconvlete picture of this contextual aspect. The lﬂues e

.I as a song form has heen ‘viewed by both the scholar and the singer as en- % -
" record cmupany. . 4

! economic. and social conditioris; their cu"stmns and traditions, and their "

32

The contextual deﬁnitiqn of.a ‘genre of folklore actually invol ves
many ‘'separate definitions, since there are many different kinds of con-
texts. The blues as a type-of folksong can be placeﬁ in at least five .
differént contexts simultaneously: historical context, geographical con- 2
text, culture context, performance context,/and performer context. These g
different aspects of context currespond in some ways to the when, where,
why, huw and whn of the blues.

The title of this study, of course, automatically delimits some of ~

these contexts. The years 1920 to 1942 tell the historical context and

ingy haweve‘l of how the blues is deﬁned in this. study 1nvo!ves a much

deeper descnption of the com;exts of the b]ues. “The tlﬂe lsolates on]y

compassmg a much gmater period of hme. Slmlarly, the’geographical

:nntext of th€ blues extends we'l'l beyond- the recordingmm -of the race

The cultural context lnvu'lves an understanding nf the Tife-style - .

of “the pecp]e who 'sang.'and hste_ned ‘to the blues.- This includes their D

contac‘Es and re'lahunships with neighhnrmg.,nr dominant, ju'ltures. Fur the ; ;
purposes of th|s study, tlns context ‘can only be tuuched upon., ~

e b]ues is, in th1s day,

The urmedlate context nf the perfomance o

the most fash'lonahle context to.Study, and: indeed it 'is very mpartant tu\

the understandmg nf what the b'lue js,..' Agam, the descriptwn of- this

noﬁtexf must ga beyand ol af the t\ﬂe uf, th(s study sta(es,\ 'l'he blues - -




must be defined in terms of the many different performance contexts in

: which it was found. Only then can one get the prope‘r perspe;:tiv; on the

"] context of the recorded perfarmancé, which is central to this thesis.
Once the general performance context of the blues has been desc:ihed,

g the speci fic context of performing in a recording’studw must be carefully

N detailed. In addition, the effects of thesx various perfamance contexts

: on Fhe song, as well as the influence ‘of the recording context on other

@ performances and perfnnn,ers,‘must be discussed. Associated very close-

s .

1y with the performance context is the performer context. A definition of
‘the blues must determine who perfnrmed such songs within the culture; huw

“ o L they - were percewed and how. they, percei d themselves within the cu]ture' and

L . what mle they played in the ever‘yday hfe of ‘their communities:. I

. v An operahona'l deﬂmtn‘n of' the hlues which mcludes a detaﬂed /

dehneat'lnn of the texture, text, and context’ of. thvs song“form cannut be.

B Uglven in.a page ‘or a cthter. But i thcut such E ﬂetaﬂed descmptmn and

deﬁnition of the blues, there is no way of detenmmng what 1ntu\t1ve ; r

o criteria the ana’lyst has used in se'lectmg songs for, his structural s}udy.
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II THE TEXTURE AND TEXT OF THE BLUES

” . %

The most obvious and identifiable feature of a éixed form.such as
the jﬂue; is its texture. The use of rhyme, consistent patterns and rep-
“etitions, and the structure of the stanzas and Tines are the clearest
markers which 1dent‘fy the blues as a Torm of song different from other
~ songs. Indeed, it is the gross textural charactenstics which have been 2

used by scholars to define the blues as a genre. As Charles Keil points

out;” "the analyst is usually wel] advised to concentrate on form, structural
regilari ties, syﬁtactic rules. Indeed, blues and non-blues can easily

be dlstmgulshed in’ these. terms. LE)

s This emphasis on the “textural characte)‘(shcs of the h'lues is part-

Ty due ‘to the genera]]y he]d aplmon that the ]yrlcs, rather than the mus1c,‘ .

s

are th\a basis of the; defm\ticm of the blues. Singer Rubi_n Lacy sa'd, the: o L

S ‘blues 1s-sung not for. the ture. lt‘s _sung for ‘the, words .mostly. A real

‘blues. singer sings a blues for the vmr‘ds,"z In more technical ’(anguage. b

schn]ar John F..Szwed makes™the same pmnt “Thus, there is greater con-
cern for textual message -and meanmg: the blues are. information-oriented."3
It is not the entire blues lyric, however which defines the texture . —* -

- of the fom, but the stanza." .The stanza has Tong.been considered fché

1 Ui‘ban B’Iues (Chicagu' Univ. of Chlcagu,Press, 1966) p- 51. . . S

d Evars, "The Rev. “Rubin Lacy=-Part 4,“ Blues Unlimited,

No. 43 (May 1967), p..13."

s 3 “Afro~Anerican Musical Adﬂpnation," in Afro—American Anthiro o]n
s Ounteyura% Perspectives, ed. Norman E: Whittep, Jr. and-John F. Szwe d
* . ¥ lew: Yor

€ Free Press, and Lundnn Cu'l]ief-l'acmﬂlan. 1970), p. 222.

w The term "Stanza" will be employed throtghout this study; rather
than the more vague.. term "verse," w!nch sorie sclvulars have chosen tq
oo usel ‘ : .
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basic unit of text and texture by blues scholars. As early as 1928,

Newnan I. White wrote, “the stanza, and not the song, is.the only true
unit" in the blues,® and sinece that time, others have_ also made this point.
N -étanley Edgar Hyman stated that in "the folk blues, the formal unit is -
: ’ not the song’but the individual stanza"s; William Ferris, has similarly point-
ed out that in "the blues tradltwn hoiever, the verse is the only textuaI ki

_unit which_ remaing structural]y intact, and any relevant study of the blues

.- N nust focus its attention on the verse as the pasic ,umt 7 Samue1 B,

i ,. < Jural unlt of lhe b'lues mst scho]ars are-in accbrd as to the structur.e qf
0 n the bas’

thws stanza. Abbe Nﬂes may weﬂ have heen the flrst to set

s The thnught wuu'ld not neces: r|1y beexpressed in'a single: Tine,

<L twice repeated without  variation. . .Thereé might be.and Usually was,
one: reépetition, but instead, the.second Tine would slightly nndlfy,
by way of .emphasis, ‘the ﬁrst, whﬂe the third wou]d 1ntruduce -

ﬂrfrsomthmg new.?

5 4The White: Man in the Hnodpﬂe- Some Inﬂuences on Negro Secular
. Fo!k—songs." American Sgeech 4 (1928-29), 207 i,

a0 ol "Negm Literature and Folk. Traditinn," Partisan Review (1958),L :

& rpt; in The Promised-End: Essays and Reviews 1942-1962, by Stanley E.° 4

: l{yman (C eveTand and New.York: The WorTd Pubhsmng Cn., 1963), p: 306, 3
" 27 Blies ‘From the Delta | (London: Studio Vista; 1970), o3850

.28 “An Introduction;" n Countr¥ Blues Son@onk by Stefan Gmssman, “
Stephan Calt and’ Hal Gfossman New. ork. ubhcations. 1973), p- 4
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Two years later, Newman I. White gave a slightly more.precise def-

initicn, when he wrote, “typically they consisted of ‘either one 1fne

sung three tines or a-1ine sung twice (either with or without a modi-
f\catwn of the second 1ine), and an entirely different thlrd 1line."10

The definition of a blues stanza as three Tines, the- first two of

which are identical or hearly so, has been given by a number of scholars

since the twenties,!! but other writers have expanded this definition to
I

include the stanza's metrical characteriscics.\ For the most part, this
s .. means that the blues stanza is seen in terns of twelve bars of music with

. " each of the three ]ines occupying four-of the -twelve bars.12.

“m' A Turther expansion of the. textural definition of the blues. includes
the cr‘iterion that. the ‘three ‘lines of the stanza Wnst rhyme mth each . -,

uther. Bluesn\an Leonard "Baby Doo™ Castun mcludes rhyme a]'ang with

nd twelve. hars as-his criteria fnr blues® texwe‘ s *
In che Mues they'd be making these recordings, you' re pldying the Y

g » twelve-bar blues, you have to do these things .in order for maybe a0
. .. .whomsoever Tisten to this particular thing wouldn't hear it the » .
first ‘thing you-said.. So.you wdlild repeat-it.so you make sure you .

get the flrst thing.’ And S0 they would'add the rhyming thing at the _

0 American Negro FolksSongs (1928, rpc. Hatboro, Pa.: Folk1ore
s Assoclates, 965), pp. 387-88.

Al Sge, for:exayple, Russell A.mes The Story of American:Folk Song

(New York: Grosset & Dunlap, 1955), pp. 253-54; Harold:Courlander, Negro.
Folk Music, U.S.A."(New-York: Columbia Univ. Press, 1963), p. 1263 and

foa K‘l_l_rcﬁh_e Negro_and His.Music, Bronze Booklet, No: 2" (1936; rpt.
New York:"Arno P and The New anﬁ hmes, 1969), p. 32.

2 Among thnse who, have defined the hhnes m ﬂns manner. are Rudi

{y

. B'Iesh, Shining Trumpéts: A History of-Jazz,.2nd rev. ed. (New York:: Knopf, 7 &
g 58),, p-- 103 [lﬁ 5a) C. Blrakeley], "B, ues,' in’ Funk & Wagnalls- Standard .
e g N Dictmnar of Fn'lk‘love Mythology and Legend, ed.. Maria Leach, I lﬂew York: o
" Funk_& Wagnalls, 1949); Gilbert Chase, America's Music: From Pilgrims to At
+ .7 the Present -(New York: McGrau-Hﬂl, 1955), p.-4525-1eRoi_Jones, Blues Peo) le:
Negro. Music_in:White America(New York: William Morrow, 1963), p..68; and
Harry Oster, Lnnng Cuuntrz Blue (Detrojt: Folklore Associates, 1959), i b
2 :
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end. So this would make you do your first line two times. and
your rhyme would come after. Well this got to be a thing where
people- listening would expect that; so they still do. So in order
to get things across they would do it.

Of course, many scholars share Caston's criteria,l* but Caston makes the

important point that these are not merely academic cri teria but f}ﬂk criteria -

as well. The blues audience, according to Caston, ekpects the singer's

song to meet certain textural demands, and the performer does his best to L. ¢

fulfill these criteria. : )

It would seem that this is a rare instance in which folk and scholarly

morphologies ‘are i‘n‘accorﬂ 15 Indeed, the téxture of the blues seens so -
‘obvious that most: scholars”have: not buchered to describe’ it fully in ttze‘r”
z writings. This, is’probably what accounts’ for  the differem;es in textural’ 5

ol -* definition.given:above; most of .the scholars cited would agree that the

5 /Jﬂ.ues stanza is a- “three- -Ting, twelve bay; rhymed furm. ‘but cnly few’khave:

B " gane to’ the tmuble of cléarly. stating these cntema. Is ‘there any

i doubt that Harold Courlander or Alain Locke would include rhyme in their |
textural definitions? They merely did not state the obvious. .The following

fextural definition by Avril Dankworth ‘sums up the B ints made above, and

13 Jeff Titon, ed.; Fron Blues to Pop: The Autobiography of feorard -
“Baby Doo" Caston, JEMF Special -Series; No. 4 (Cos Kngeles. Juhn Edwards
Femorial F

oundauon, 1974), p. 24 T

it * - 14See, ‘for’ example, Sterhng A. Brown, "The B'Iues Ph; lnn, 13 (1953).
2875 Bruce: Cook;, Listen to the Blues .(New York: Scribner's, ‘§ 5). p. .2

i Hmne Portrmts in B'lues ock n‘Roll . ik

tirey, 3 Brian Rust, £

Dienst: 971), p. 22; Kei
-record notes to Swaggle $-12403. and Jeff T!tnn, Ear'l Dovm Hnme Bl es: © 4
A Musma’l and Cultural Analxsis “(Urbana: qu. of Iiﬁnm‘s Press, %arﬂlcomng) :
| 15 The:eliciting of folk taxonomies has become arni Mteresting and
profitable research technique. . The basic handbook for. this typé:of:-study

“is James P. Spradley and-David:W. McCurdy, The Cultural Experience:
Ethnograghy in Cam]ex Society ' (Ch'cago' Sdence‘ﬁésearcﬁ Essociates.
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would probably be in agreement with the views of those writers who have

not bothered to state the obvious: < 3
The words of the blues are simple rhyming couplets in iambic
pentameters, the first line being repeated (either exactly or with
slight variation) before the second is stated, thus making three
lines-in all. Each line of the poe'm takes fnur bars of music, hence
thé term "twelve-bar blues" . . .16

e
The general-agreement on the texture af the blues stanza has led
o the stanzaic designation "AAB" to be used by most'scholars. There

are some problems, however, with referring to the bluyes stanza as AAB.

w " Although this designation c1ear1y shows that the stanza 15 made up of one . k
"Ime repeated twice folluwed by a third Tine, it gives an enhre’ly wrbng :
impression of the blues: stanza's rnywe schem;. A scho]ar ‘unfamiliar w1th _ - “‘
the: blues. would Hake ABB. %o mean that the First two- lines. of. the stnza.. ! %

rhymed mth ea& ,ather, whi'le f.he- thwd did’ no\:, since Tetter s1§nacions

in prosody. indicate rhyme- schemes. : E -

Laur| Furtl was perhaps the first tn recognize the ammgm:y of the
" MB destgnation; and suggested that the blues stanza be represented by
"ARa" instead.1? Several others, however, hoth before and since Forti, 5
have used alternative stanza rzprgs,entatmns. John W. Work preferred "
;"ABC_" which merely showed’, that there were’ thee lines in the stanza;“" /',

5, . v - g
16 Jazz: An Introduction to Its Musical Basis (London: Oxford Univ. u
Press, 1968), p. 47. For an even more exactin 3 but less concise, de- :

finition of blues texture, see.A. X. Nicholas, Woke Up This Mormh
3 s P

8 & LoD Poetry of.the Blues (Torunto Bantam Books. 19
' : Takoma B 1011," record

17 “Robeft. Pete Williams ‘Lousiiana Blues
review, Boston Bmadside, rpt. in Blues. Unhmned, Ho. 52 (Apri'l 1968),

p. 1 4 s
; i American Negro Songs and Sg1r1tua1 (New York: Bnnanza Books, ’
1940), p 33.- R
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|
Richard Middleton used "aa'b" to indicate that the stanza contained a re- 4

ke Eeated line.1® A. X. Nicholas' designation, “AZB," (p. 1) and Charles
‘Ruxin's "AA'B"20 are no different from Middleton's- in the infomtion they
~impart. Rod Gruver's designation, "A%A;" which manages to indicate both
the rhyme—s‘chgme 'and the repeated-line pattern of the stanza 1‘5 probably ' "
the most Togical reprgsentption of blues stanza texture.2l This study
shall make use of Gruver's stanza representation. *
I Except for the fact that the blues line is composed of four bars, :
/ scholars have had léss to"say .abou: the texture of .the line than of the
: stanza. Seveﬁﬂwr!ters, however, have recngmzed that the blues line, it—
se'IF is chvxded into two parts, separated by a caesura. In discussing

=7 . a blues-like work" SOng, Howard W. Odum“and Guy B. Johnson describe- this

caesura: [ . - ’ = z ) ¥

Many of these-exclamations in time become connected, and make
P more distinct songs. The songs that are given in couplets are of
this type. Each couplet represents, as a rule, four parts, each
1line two divisions, each division a.single phrase like those. just . &
g\g. The process: is a natural one.2? .

1 number ‘of scholars havé discussed the blues caesura, although

they may call it a pause, break, or suw]y a d\vwsmn ‘in the Tine.23,

,\ ' One writer, Janheinz Jahn prefers to think of the b'(ues stanza in ten:ls e

N ’ a
L Poj Music al d the Blues A Study of ‘the Rehtwnshw and Its
.~ Significance [nnaum Vméur Gollancz; 1972); p.” 33.
1” Asgects of. the Blues ([Fa(rport, N.Y.: Space Age Printers, 1973]),
pp. 9
| .
21 "The Origm of the Blues," Blues World, No. 43 (Sumner 1972), p. 9.

22 The Megm and His Songs (Chape‘l Hi11:"Univ. of North Garolina, 1925),
LA p- 267.
23 Among those who have recognized the caesura’ are Gruver, "Origin uf'
the Blues," p. 8; Don Kent, record notes ‘to RCA LPV-577; and N\cho]as, a
~p. 1. .
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of six lines because of its consistent employment of the caesura.2*

s : Only two writers, however, have actually explored the placement and

nature of this caesura. Milton'Metfessel, in his work, Phonophotography

in_Folk Music (Chape'l Hﬂl Univ. of North Carolina Press, 1928), Sclen- .
W . tifically n\easured the durations of ‘caesuras: in various songs sung hy v )
blacks. For. examp'le, in the blues, "You Don't Know My Mmd, Metfessel
“vecorded the following caesuras (inserted), measured in hundredths: ufra\

second:

e  H 3

Take me back daddy-[.62] try me one mo" time [.47]
1 doan. dbto suit you [.29] I'11 break my back-bone tryin' (pp.. 109- 10)

X Notice that. the only vocal breaks in the singing occur at. appmximate]y “ ;
+ - mid-line'and at the endof the first line in this staniza. Jeff Titon has E
- explored the caesura from a mus\cal point ‘of view and found that.it may
take tAree forms: . =

X In v1rtua11y every down home blues song transcribed the first (and ’
second) lines of each stanza were divided into two distinct parts.

_This division was accomplished melodically in one of three different i
ways: by a rest . . . by an end pitch held and emphasized Tonger :
than the duration of a quarter note . . . or by an intervallic skip, i
usually upward, of at Teast a minor third . ... The third line of !
each stanza was similarly divided into two parts in most, but not L
all, cases.2s < 52

Whichever of thiese forms the caesura takes, it is quite noticeable to LT

the listener, and-like the AZA\ structure of the stanza, it is an expected ) :

part of the performance of the blues. - * 1

There isa danger, however, in accepting the criteria outlined above
in defining blues texture. Although. they hold for most gxamleé of blues
songs, there are so many exceptions ‘to.the AZA, twelve-bar ‘s/t‘a'nza c form

b that a 'more flexible textura] definition must be found which wil] include

. 24 A History of Neo-Africah Literatire, trans. Oliver Coburn and
Ursula Leﬁrhurger Lonaon. Faber and Faber, 1968), p. 166.

25 Early Down Hone Blues. 3 y e
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these exceptions as bl ueg\:so_ngs.zl’grhaps the least constant criterion
is the twelve-bar nature of the sé‘anza. Odum ,ah'd Johnson were prob- |
.ably the first tn point mAt'that the blu;s ié capab]e of. great mtric
variability,26 and nearly alll writers who have discussed blues texture

* since then have agreed that, \a]thnugh mst b1ues stanzas are composed of
twelve bars, stanzas df eight) eleven, sxxtee‘n, b‘enty—fuur, or theoreti-

cally any number of b: \s is a)so possible. iy

‘f The number of bays \in a stanza does not correspond. in any way, to

' €he number of vocal syna les a smger uses m his Qtanza. One seems

quite. unaffected by the other. The reason fol tms, as Jean Wagner has

L@ pointed nut 1s»that~ "a'mo

or less mdeﬂm e fiimber of maccent@ted .
) syHahIes can be put betweel the stresses, wh\ ch make a blues: verse
quite lengﬂ?y, so that 1t\‘can be presented tymgrnph|cally in two lines
of equal or unequal length “2%  Bedring this 1n\nnnd, the metrical .
criterion seems to be ratl;lt%r syperfiuous to any l‘g\!eﬁ:ni'.'itm_ of the verbal
texture of the blues. Roxi‘i} gu‘s so| far as to s%y that thé “time of
each verse is built not by éecu ds, s it by the re“[feating‘ cadences and

sung Tines. A'song is not hree minutes long, huﬁ five verses long; a

verse is not fifteeh seconds, bu thyee\lines 1ong1"(pp. 10-11)

The AZA criterion is‘not so easily spensed L}pth. That the lines

‘ of the stanza should ri\yme 1s\a| 1y wen accepted ﬁy the smgers and

their audlence." The “number oi\ petitions .of the lines in the stanza,

26 The Negro’ amﬂ-ﬁs Sm\gs,\}w 291, .

is, as gransl ed in Jahl:, P 167.

'28 Some of the pmper‘tles of

blues rﬁjm will te discussed in Chapter’
XIV, and a more detailed analysis of

\lues rhyme may be found in Michael
:\A Brief Excursion Into’ Blues
. Phonetics," Southern’ Folklore guarterlz forthcomm? e N

\
\
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o . . o

however, may vary consideérably, and AZA is only one of many stanza forms
H g

acceptable to blues performers and tfieir audiences. The textural def-

inition of the blues stanza, trlerefdre,~ should be broadened to include

any number of variations upon. the basic rh’yv;_ed couplet, represented by

M. . # o ‘

Narﬂ Oster recognized the baslc coup]et as the common textura'l

feature of all blues in_this descriptmn of the b]nes stanza.

In mak'mg use vf such c’lever, rich'ly evocative figures of speech, § e %
blues singers rely:- heavily on conventions® nf ﬂtetnrlca] structure. ' . o
In both talking hluesjnd_blue&whlch are more rigid m structure
most 1ines are made ‘up of two sections of: approximately equal:
duration:with, a,caesura (a pause) ‘in‘betweem, more or. less.in i
- the -middle. Often there.is a tnkmg contrast-between the'first et
half of ‘a line and the second{ﬁalf "and/or. between, the dpening L o
Tine of a ‘verse and the-J. ine. ..The results of  these elements - 3
in.combination- is a.quotable verse, completé in. itself,-often .
aphoristic, rhythmically appealing as.the words trip easl'ly off
the tongue and readily remembered--mughly analogous: to the hergic
. couplet of the eighteenth century, if we disregard the repehtwn
of a line in. thé blues. ]
True wit is naturé to advantage dressed, &
What oft was thought, but ne'er S0 wen expressed. T
The final line completes the thought Sinitiated by the.first,-ina -
way which is clever, witty,. dramatlc, or strik'lngly llvlaginat:ive.zg

HIS descn/)tian may be a bit uverb]own, but the analogy uf the blues
stanza w(fEh thelhemlc couplet is @'good one. His thonghts on the con-
trasts hemeen hal t\mes and between Tines. mn be.discussed in a later

| cha pter

Wha

stanza. .'As ‘already mentioned, the

A2 \-)ariatinn is the lrp_st cnmn. ,“ "

29 Living Country Blugk, p.




"The singer. wumalso repeat buth 11nes in an AZAZ strncture.‘but; fore ’

/ »
B .ﬂylng to Souti” CaroHni, g got to. go there this time | =
1'm.flying to-South Caroling; I got to go: there this time . -

n. Dallas 1exa‘s 1s ~about to ﬂake me” lose - ningm 67)

%2 Good Lord’ Gbnd Lord send me an, an
X Can 't spare you m an;l. will spare you a msing brown 3
(HCTH 33) .

&, me fuit hne of the blues cowﬂet |s most cmnly repeated and
«

- the s|nger smnetlmes ‘even uses an A A fom < : 3 %

‘3. .If you'want a good woman, ‘get one- lnng and tall, - . . -
1f: you want.a.good_woman,. get one Tong and ta'll A
If you want:a good woman;. get one long-and ti
When'she -goto. 10ving. she. make a panther squawl (BARN-Z)

as n thls AA form

41 ten yo,u gir]s and l'n: going to. tell you now i
} -you-don't want ‘me; please ‘don’t-dog me around /g
f you bn t want me. please don't dng me around  (WILK-4)

colﬂmly, ﬁe‘vmu'ld mpent the entire couplet bﬂce. as in the fo’l]mﬂn, 3 &=
(M)z stanz

.5 Hell 1.s nly swear, Lord l raise my rlght hand : N

.That T* ing to get me a woyan, you get you am:ther man kS 4 -
3 .}_h:olem y. swear;’ Lord I raise qh : " R

t

Pprhaps ﬂmﬁtmngest, and rarest. form

§1s is m-

foﬂwing example

&1 gut omgt‘ning to tell xon just efnre I 90 .
in't nothing baby. turn . your” lamp -down lw
to _tell you just-before l-




'refraln could vary from a short tag-lme 0 a mu]h-'hned structure in

: thls is tr\e most cnnmon ‘type'of vefrain vamatwn.

1tse'|f but its structure does not have to conform in any way t0 the
textura'l constramts of the b1 ues - coup'let. Mnte the fo}law‘lng examples:
7 You say you dnne quit-me; now what shou'ld I do o

Can’'t'make up my mind-to Tove no one but you
(refrain): )

L aon't Tike that TR I S PP

No' I don’ g o
AL don't 'Iike that, :

Ho- T don* : y b
You know 1t ki1l me de'%d VSR T TERN AT
1 don! t 'IIke that Yo EE N (BARE-5). . -

8 Look fiere voral; making e mad : .
*".Doné ‘bringing me something sumebody done had

(refrain): RN
Carry ‘it Nght back’ hnme, x don t want it o more (BELE-S)

“The structure of both exampies 7 and 8 may he repmsented as. AAr, and

=
Repetitlon of hnes may, however; ‘be cambmed Witha® refrain. as in’

the, fn]lnwmg A7 structur

9 1 went dovm in. the alTay ‘trying -to se'll my. coal tnday,

+'1.went-down in*the:alley ‘trying to sell my coal: today

<~ And a woman run. :out and honered, scared my mule’away.
“(refrain): -

© ::She-hollered boodlie-bum-bum™’ i
v, "Oh boodhe-bum buod'l'le-bum bnnd'lie-bum-bwn (COVB Z) \

. Nute that the -refram m the above exmmﬂe conta(ns nonsense type wnrds

s in’ uther scng tradnlons.,

Thé refr'aln,#ever, nay a'lso take the fonn ‘of a blues cnup1et.! .

She wanted: to b09d1ie~bmn-hum LB b SR L P

sk pie s A0, Soe




. / 45
~ © 10 Early one morning just about half past three -
“ You douesoythmg that's really warrying me
(refrain) ;
. / Come on; take'a Tittle walk with me
‘Back to'the sare.old place where we Tong to be (Lock-2)

11 1 got a gal; she got a Rolls Royce : 5 : 70
She 'didn™t get it all by uSing her voice .
refra’in)»:

I'mwild about-my ‘tuni; only thing:I crave. ¥ Ry

I'm wild about my . tum, only thing I crave 4

Well sweet patuné gomg to carry me to my grave _(BAKH-8)

Just as the refrain may marifest ltse]Lm a nunber'\ of different forms
which bear Tittle'or.no relationship to.the structure of‘ the blues.couplet,

“the cnup'let itself may become a refram, chorus, or b] ues like Jdnterjéction

iyt in a, basicany non-b!ues snng. This textura'l phennmnan most; oftén ugcurs

v ahelef;
; T th Mandy :

“in the sungs of the fema'le vaudevﬂ]e smgers. “The song may’begln mth
a t'ln -pan aHey, wlnte, uopuhr texture, perhavs an: ABAB stanzam form, ‘but

... the singer would suddenly hreak mto a d1fferent rhythm and sing ‘one or

lwo b]ues coup1 ets, befnre guiug back’ m the normal structure of the st:'ngx
In the fa'llomng song, suvl|g ‘by" vaudewl]e smger, Tnx1e Smith, the
first stanza.exhibits a non-blues. ABAB structure, the. se:ond stanza has:. -\

an ABBA structure; and the th"‘d stanza, a1though it exhibits a blues=Tik

Ty structure, has no caesura - 'in its 11nes. The rhird and fuurth stanzSS‘- :

huwever, are d,efinite'ly h]ues coup‘lets, with an AA structure and the nmper

m d-line caesura:

2 Nm: some folks long to have a-| plenty money/ S,
Some will want théir.wine and s
. But all I want- 18 my-sweet 'lovmg honey
I cry about him a1'l night Iang

That s why l'm h'lue tomgﬁt‘




you every day
You reap just what you sow in the sweet bye and bye and .be’

» Please come-back and Toveme Tike you used to do; I think al \:uut
that you went away

orry
Oh baby I'mcrazy; almost dead
1 msh I had you here to hold my aching head (SMIT-14)
In the above song, there is a definite instrunental and vooa]» break as
Smith'shifts into a blues textire. .The last line of the thifd stanza,
“"When I' find him.he will say," also seems to act as an introduction ‘w 4
e blues sb‘anzas which follow. This song. is eypTé‘a‘I'of the semi-bluds

songs-, whlch were recorded in_the hundreds by the female vaudevﬂ'le slngers,

In addltwn to. repetl hon, reframs' and "embeddlng" m non-b]ues

T songs, the sﬂ\ger couTd enbe‘”‘lsh his blues coup1et mth certain, styhst'n:

and vm:a'l devices. Shnutlng, talking, or using a -falsetto vo1ce nere -

sume of. the devmes which singers enployed, e1ther in the “entire

couplet or.in certa{n sections of i . --One dev.vce Which 1s similar. ta'the s

repet\tion vam jons was ‘what might he ;aﬂed staggering." In thw de-

vice, the smger wnu'ld repeat parts of a Tine or- half:line. m an incremental
fashion. = Note the following, examp]e' R
’|3 uhen you hear- me wa'lkmg. turn your 1amp down, turn your: laxp

when you hear me, waiking, turn yuur lanp dwn Tow -

— " ‘When you hear me walking, turn your lamp down low

_And tuen: it so your:man'11 nev er “kniow.. - g (GMH 'l)

Exanwe 13ds an A A h'lues stanza w1th‘stagger1ng ‘In the second half of 25
1ts first hne.

ger may sing an]y a parha’l blues stanza-"

there would be no: rhym g, Hne to cnmplete the stanza. These.

partla] stanzas cauld take any number- of . forms, depenchng upon the Te]

st




"' room fur “creati vity withinthe textnre ‘of the Mues1 the hl ues sfnger pre-.

sidered l;lues stanzas at all, but they generally o;:cur
‘:ontext of a blues song, where dther stanzas conform to the texture of
. the blues. In these contq&/, the “incomplete” nature of these sLanzas’
becomes implicit -in the overall structure of the song.
‘This leads toa ﬁnjr;her obsefvation about blues texture. an: only
¢ may a singer va;r-y‘his stanzaic structure fr?m sbng to song, but also from..
stanza’ to stinza within the sane song. In the folloning Song'by_ Skip-dames,
- the s'tructure of ‘the stanzas. s Az Az‘ A, z. respecnvely. Nnt_e also

.that: staggermg occurs in the last bdo stanzas;.

14 1"d rathier be the Devil, ‘to ba ‘that ioman 's - man
1'd rather be the Devﬂ. to. be. -that won\an s man

Oh nnth(ng but the: Devi] changed nw baby s .mind
H7 Ot nothing ‘but the Tevil changed my baby 's mind

1 Taid duml Tast nights 'laid _down last nigm:. oL la1d down last
night;- tried - to take:my r :

My m"nd got to ranbling, er the wiTd geese from the west fmm
the west »

-.The wouan 1 love, the woman I Iove, the voman I Tove Lord;

stoled her ‘from.my best friend . A

But: he got 1lucky; -stoled. her back again &
But ‘he got. 'Iucky, stoléd her' back again b (JMS 1)

"' The cmrhmations and pemutat!ons possib]e with{n the confines of
li:ﬁe simple hlues cnup'let are—endless. “Add” to tMsthe possible com-"

h'"ﬂﬂtms of stanzaic types vﬂthm the. same song, - and the  vai

s in-

herent 1n the texturrnf—thrb‘lues becaome truly astounding.. The hiu;s !

) _s1nger s, hmever, rather :unservat‘ive. Vm_ly,voss_ible textw;i— strm:‘turgs»

ever appear in. the corpls under ana'lysls. ! This cnnser{mfive tenden:y' is ©
;. espednl 1y :Iear wh n une considers that perhaps e‘lgmy percent of a]l
blues’ snngs fontm fhe. stru:t AZA pattern. A]though there was conslderab'le

g fewed to m:entrite Ms creahve effnrts upan the “inner structure of the




‘blues couplet, as we shall see.

In defining ‘the text of the iﬂues, the first question to be answered

is ‘whether the bl Lies is a ballad or lyric song form. W. Edson Rlchmnd

has defmed the 1yric as a song which lacks “the conservative force of
a specific narrah ve" but Is "expressiye of mood rather than a sgry

The ballad, on the other hand, hs been defmed as "a narratwe fﬂ'lk~

song which, dramati zes a memorable event."3! Of course, the -distinction-be-——

e

tween these two song forms %s not always clear, aid, .as Roger-D. Abrahams -

and George Foss ‘have: pomted out, mst. scngs fall on a cnnn nuum bemeen

Yaction orlented and Femotion oriented‘

Although there are some narrative/bfues texts (to be discussed in

'Chapter XIV), the gyeat majonty of blues.fall' farther tu the "emotion ) e

oriented" side of the cuntlnu\m than perhaps

nt)\er Nnr;h Alur'l can

. songv form. ln almost all cases, the b'lues is éntlre]y non- narrat'lve And

% the lyru:s fn'lTuw no“series of . events nor. any discernible chrﬂna‘lngy.
Indeed, the, hlues tekt s contrary to most of the Marrative (ws es-
tablished by Axel 0lrik.33 The b]ues begins and‘ends abruptly, without- . 3

any nuticeahle. bui]d-up of tensioh or any climax as’the song moves from

% “'Just Sing:It Vourself" The: American Lyric Tradltwn," in Qur’

me Traditions: An Introduction to- American Folk'lure, ed. Tr\stram
P. Cn?’ﬂ New York: Basic EooEs, 968), p. 95. v

3162 MalcoTm ans, dr.; Nat(ve American Bulladrg. A Descrip_tfve St gx
.and a B1bﬁogragh1cal Syllabus, Publications™of the: American Folklore Society
BibTiographi Specia er‘ies, Vol:.71, rev. ed. (Phﬂade1phia Amemcan
Folklere Soclety, 1964) 2

33 "Epic ‘Laws of Fo]k llarranve."~trans Jeanne P. Steager,
rent’

¥ .‘Stu%z of Fu'lklore, ed.” Alan: Dundes (Englenood Cliffs,
; Hall,; s pp. 9-41; : ,
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one ‘stanza to the next, except for the most l:ommn textural stanza furm,
there is no "law of three" or any othér cons\stent _pattern of repeti tlon
in most blues. As tbere is rarely a "scene" as such- described in the '
blues texts, it is dtfﬁcult to apply Olrik's "‘(aw of two to a scene "
thoudlit is true that: the situations “described 1n.the blues usually -
volve o ;;ersnns. Tr{ese o per‘sons,,huwever‘. are usually "lovers" in
the bruadest sense uf the  term, and do not contrast-with eachi other in

the. radical way Olrik descrihes (“young and old, large and smali. man dand

nnnster, good.and evH"' ).135) . Likewise, si

e the two persnns//are

usua]ly Jovers; hey hy no means fulfill. [the 'role of ”tmns" as defmed

by D’( rik.

" The lnose narrahve natire of st blues texts makes : Dlr(k's laws :

_ﬂa'l and f\nal position," “smgle strand," "patteming,“ "ta-

hleau scenes

‘ogic of the Sage," and. "unity of plot™ unworkable. Per-

haps the orﬂy law-which the blues seems to folTow to any, extent is that
of “concentration opa 'leading character, since the blues text is
usua'lly a fwst persan account or. a 'situation 'm which the persuna is
< an active part\cipant‘ ok A by P y L'i
I the h]ues tex?. is not a narrat'lve, how can lt be descrlbed" Y

The.. blues text usua'lly pnrtrays Some. comion ntuahon in which hman

be_ings find ‘themsel ves. R_anﬂy is the text:concerned with heroic acts;
greai: hlsturica"l events, ‘or lar‘ger-‘u)iar;-l’!fe chargcters:’. In. the words of

Paul 011ver. "lt would seem that the b]ues did not. assume to any great de=

gree the 'vole of the baltad in recmng the detaj ‘s of events that had acwg %

quir red heroic, s\gniﬁcant or synbohc lmpnrtance in the lives of Negroes.

S

1




In this sense, the blues is not concerned with a "memrabTe event"

but with an event which is familiar in its substance to the black

audience; an event with which the listener can’ easily identify.

0dum and Johnson recognized this aspect of black.song in general
when they wrote, "Little incidents of everyday life thus constitute an
inexhaustible source of song” in black tradi tion.35  festor R, Ortiz
Oderigo, in speciﬁc reference to the blues, wrote, "Sus' poesfas glos'an e

‘todas las peripemas y las di fu:ultades de 1a VIda co;idwana de los

; negmsan Tas pequeﬂas cumunldades del sur de los Estadds Un\dns, donde

" se fos ¢rea con nBJor aswdu|daa"'ss :The everyday l1fe of 'the urban and

northiern :black, hwever, is.also described in blues tzxts.

The powsr’ of.the'bluss text Ties i 1ts. ability o speak to the
problens ‘of thé comon man, - Bluésmari 3. D. Short makes this point: "Hhat

"I think about that makes the blues really good' is when a fellow writes

a“blués and then writes it with a feelihg, with great harmony, and there's™
S0 many' true words in the blues; of things that have-happened to so,many

. people, and that's why it mkes the fee'l‘]ng;in the blues."37 Sirigg‘rs put

a ‘great enphasis-on "truth" in the lyrics of the blues when they talk
about the nature uf blues texts but they do not necessﬂn 1y describe a-

speclﬁce true - mc’ident when they smg. . The truth in the ‘lyrics is'a un1—

: versal’ truth: Davld Evans wrote, "The rain aestheti: criterinn then for

early fo'lk blues was truth, But it-was a’tr‘uth based n. umversa'l human.

3. The Negm and His songs p. 152A 4

uel B. Charters, Tre_ Poetrz of’ the Blues (Nm York: 0ak
Pub\ications, 1963), 12,
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experience or at least one that was re'levant to singer and audience."38.
“Since the blues is basical ]y concerned with expressluns of uni-
versal truth, the specific situation described in the lyrics need not
be autobiographical, The hl‘ues singer observes his gulture and personal-
izes the ex‘periences of those around him. Szwed has pointed out that "as
the blues are cump'lete'ly personalized (what Abrahams called the 'intruswe
' 1), there is an absence of the 'objectfvity' so widely commented dpon in 2
ballad fcmn.“" But,‘at the same time, this 1§vk of objectivity must not
be confused with autuhmgraphy m the ‘texts of the blues, 'T‘& persona of
the h]ues song must ot be equated with the singer of that song.40 S’inger

Rubin Lacy . clearly makes “this point:i

Some times I'd propose as n happened to. me Jn order’ to_hit some-.. s
body -else, " ‘cause everything that -happened 'to one person has.at = -
._some_time or:other happened.to-another one.” If not, itwill.

You: make the” blues “maybe _hitting.after someone.else, and all the

same time lt s fiitting you too.  Some place it's gonna.hit. you: w1

The noh-autobiographical. nature of the blues 1is even more explicitly

 stated'by Pete Welding in discussing his interview with bjuesman Robert
WiTking: Y o
Wilkins asserted that one néed not personally: undergo the s!xperlence
related in a blues._.song; -the singer aften can take as ‘his sbng material
occurrences that have befallen others, his friends.and riexghbors. L}
Mﬂkms remarked in ﬂlustratwn that, h| recordmg of shville

; 38 M Commercial, and Fn'lk1or;15tlc Aesthehcs in the Blues,) =
Jazzfnrschung 5.(1973), 5.

3 “Afm-Arrencan Musioa'l Aduptatwn, p- ZZZ.
" 40 This distinction-has: been post ‘adediiately made by Rad Gruver, "The.

Blues as' Dramatic Msnologues," . JEMF Quarher'lx. 6. (1970), pp. 28-31 und
*.deff Titon, Early ‘Down Home Blues,™ "~ )

+ .41 David Evans, "Fo]x l:omerma'l, and Fn]klunstxc Aesthehcs
in_the Blues," p. 14.
3
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e

Stonewall Blues" was based in [sic) the experiences of.a man for
whom he had worked in Memphis and who. had been sent to the penitentia

e —————ry for bootlegging. He had told this story to Wilkins, who then
constructed a blues about it.42

ki,

0f course, the blues singer often persona“zes the.situations which
he sings about to such an extent that, when being interviewed about the q ~ :
origins of,a particular song, he may claim that the incidents in the
song are from his own 1ife. The singer, as an entertainer, wishes to i

convey 2 certain image to his audfence--an image closer tu the persona of

h\; blues than to the former: himself. Tmrmy Johnson apparently had

v i narrane explanationZ::r his:| b’lues whwh were ‘highly autoblographna‘(.
but ‘these nar'rar.wes were usually made .up, after the “fact and didn't seem e
to ref]ect real-events; ‘or at least literally ‘true’ statenents about his
Hhett T e : i

- The predominant view is that the blues does not' necéssarily de-

.
o i e R 4 B

v seribe all aspects of everyday 1ife, but only those things in'life-
which are- troublesome, unpleasant, or sad. Alain Locke's view is
typical ‘of most writers on the’subject: s R
i The: dominant blues mood is a lament, beginning in a sentimental
o *. ‘expression’ of grief or hard Tuck, sometimes ending on an in-

PR . tensificatiop.of. the same mood.and sometimes turned into ironical .-
co self-ridicule or fatalistic reslgnatwn.""

. "\ Harold Courlander further states that the tﬂues "is a genre utilized
to. express pe_rspna] d\ssaj:\sfactmn, rermy‘se, or regret; to »tel'l the

o L < &
world about your misfortund and the way you feel about it; to air a

“scandal;’ and perhaps to- point the finger of accusation at someone who =
2 © . has causéd an 1njur_v or misery.!"’S E . & ¢ §

- w2 "Tapescripts Interview w:th Rev: Rabert wﬂkins (T7~155),"
JEMF g\_tarter'l!, 2, Nu-' 3 .(1967), 55. 2 -

; L ¥ bavid Evans, Tnmx Johnsori (London: studlo Vlstﬂ; 1971), pP- a5- 53,
W The MNegro_and His Music, pp. 32-33 a0
‘.. - 45.Negro Folk Music, U:S.A.; p: q28. AL : 7
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i . . These views are correct for the majority of blues songs, but there

are also a good number of songs which are positive, and everi joyous, in
mod. The function of some blues texts “is simply to encourage dancing
P

and general lighheartedness, and their lyrics display none of the

: . somberness descr’(bedv above. The following blues i one example:

15 Now Took here girl; put on your best dress
We going to see who can do the boogie woogie the best

& Now ’Ioak over where them girls got them dresses of green
T swear to God-this bang1e too mean

Get a half pint of mnnshme, two. or three bottles of heer
1 believe.I1"11 pltch the bougle rlght Were i

. Get a1l your vwcnshlne, get.all’ yaur beer
. ¢ Close the door, ain't going to' 'Iet nobody_up here (EZEL-I)

. $ . . Or.her blues songs describe trnublesome situanons ina numrnus way,

“and thus are bittersweet in mood. It isibest to say that blues texts

+ may evoke a number of very different emotions in. the listener through ¥

=

their lyrics, as 'v:‘hey attempt to describe the everyday life'of the blacl
. person i American culture. ' o s \ N
' The view, however, that the blues reflects thé total black cul-
ture is p;'oliabl,v'a bit too strong. It is true that within. the vast’
'car us of -blues lyrics, most aspects of black society a're described. * g o
Paul Olwer has. wn tten two bunks which attempt to describe black society
through the Tyrics of blues, and: his work is ent1re'|y comendable.*$ But
. \ _the ovemhe]wﬂng subJect matter: of blues texts is the different aspects of

Tove and hate’ between man and woman, To define the blues as a "1ove-1yr1c" ,;

- would ngt be an over-smxpliﬁ:ahon. ' : o

s Odun’and Jahnson, in speakmg of male black smgers. wmte that. , )

5 46 Aspects of the B]ues Trad‘itmn‘ and The Meaning of ‘the :Blues
(1960; rpt. New York: Co Her Books, ’




¢ wonen “'hold first place" as thematic material,*? and Courlander has \

stated, "Probably the most commonplace of all.blues themes-is 'the

woman problem' --or, conversely, 'the man problem.' A singer com-

p]a{ns of h\S woman's behaviour, of her dlsmterest, her lack of

fa1thFu1ne§s, or desertion."%8 Again, the prevalent vmw*s that the

" blues concerns itself with the SOrrows, v:ather than the joys, of Tove:

% W “the most brdadly woven stran in the texture of :the blues is the dis-
pair/of loe."s® . o ;

But once mare’ this view- is too .narrow. A’ll aspects ‘of ’Iove are -
the subJect of the b'lues, al though love? sorfows .are the cn(lcern of the
majority of blues lyrics. - If bh,z blues singel" could-articulate the iw
general message of his songsi he.would not speAk in pure]yhegafi‘ve
terms about love, but would point out the pgradoxici? _hit'tersweet naiure'
of love. Singer Henry T‘ownsend said, "You know, that's the major thing v
in 1&(;. Please-believe me. What yuln ‘love the hesf_is what can hurt you

) the fost."s0 . ' v s '
Most-singers, however,; when they speak of Tove as a theme in the
blues, $peak neither positigvely nor: ‘negatjvely.  Robert Pete Williams-
/sa\'d quite‘ﬂmp'ly. "Love-makes the b'lues. J1|at's uhere it comes from. -
There wmﬂdn t be no Tove and there wouldn 't be, no blues if there was Just
men."51 S\nger James “sn” Thoms simﬂar'ly sa\dn."‘lt ain't very.mny blues .

. made that din' t made up about a woman. “It's a few aVn t nadp up about-a*
. “7.The Negrp and_His Songs, p. 160. o o
ug Negm‘Fo]k Music, US-A., p. 19, e
49 Charters, oetg ‘ofthe Blues,; » 8 Vg 5 7 .
S50 Tbid; p. 14 g 7 N

4 81 Cook, Listen tothe Blues, p. 40: el " G
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: , woman, but most of mem is "my baby this' ar 'my baby that'."52
3 Even the Ilnoriw of Mue§ which are not primarily concerne® with 1 1
7 love my still touch’on the subject durmg the course of the text.__ ,’
Note the” last verse of this blues !hl'ch‘is primarily about the persona's

ek

love of drink:

16 I'd rather be sloppy drunk than awlng l know o
And another half a pint mama will see

‘T Tove my moonshine whiskey better than a filly loves her mare -
You- can take your- pretty bucks; gi\:e me my cool kind can

y
[
|

I'd rather be sloppy drunk, s1thn9 ip the can
Than to he out-in the Streets, runnlng from the man’_

. Y I'mmln bring me another two bit. p int
o 1 « Because I got my. habits qn and l m gning hu ‘Wwreck this joint

My gal trying quit me hr snmebady
Now 1'm s1oppy drunk mama;sleeping a’l] by mys€Tf “(CARRL-5)

The text of the blues, then, may.be seen il\, terms of primary. and
secnndary'ﬂmes. Primarily, the blues is a love lyric which describes E

ha the mny facets of the subject: seduction, jealousy, adultery, abandon- )

ment, and hau,' as well as faithfulness, sel f—sacri‘fi:e. tenderness, and
sexué'l satisfaction; sexual ﬁemrimu and impotence, as well as worldli-
ness and po'tem:y; Secondarily, _the bluss tr‘eac ;uch camon and everyday |

- = smjecLs as pnverty. unemluymni:, whiskey, mnu;'&nnci;ig, mﬁ:;-a! dlsasnrs',.

P w re'laﬂonsmns between blacks and whites, imprisonment, sports, gam'llng,
: ' sickness; the b1essings of country life, or, conversely, the benefits of

the city. trivening. faming,. mining,-railroading; and other‘mnumerah'le

vqualit{es of hlack ftfa. s "0 p L Bl WE P L i -
Szwed Has written that the - "b\ues s(nger is by no neans “a shaman, but iy ¥

\' %, 4 > “s2 Bm Ferris, "M1ss|ssnppi Countn B'lmsmn ew Drlscoveries
B . 'Crﬁtwity in the Blues'," lues ml imited, No, 71 (April-1970), .
p- ol e

‘e,

*




'an4 describes them n\ song. Wost. of‘his obse

" fairly objective. He reports the emtiona] 1ife of his comunity rather

“Blues

X | 56
he perfcms m many of the shamanefcapacmes. He presents dif- - . -

ficult exper'lences fnr tﬁe group, and the gffectlveness of his per-

formance depends upon a mutual shanng uf experterice.”S3. ‘This isa

fairly accurate'observation, bup,Midd]etun'; statement “that, the 'Iﬂ ues-

mn can be seen as the mémory and even consciencé of the community,“as

vell as its feelings and consciousness” is tgo strong.S* The blues singer

does not speak for the camumhy, But only ohse:ves )ns surrnundmgs

ong fall on the Tov

5 of! thnse aroun hlm. Sincg tms aspect 0

ife is pmbatﬂy of more -

\Ptqrest, universal 'ly, to hvs aud‘len:e than other aspects.. Thel-e is

no consistent mssage ih'his lymcs about sthe “right" < T “wroug" way to ok

‘Hve, -nor doés he particularly protest the injustices’ uf‘heingr@h]ack in

Nortit America. . ?

It is s’n’m‘what of a paradox, then; that although the singer Yersonal-

izes the experieﬁces of a!:hers‘ i}\ his‘ song, his vi'ewr of’ihé world '1's

than . his own particular emsﬁmia'l state. It is dangerous, therefnre,
to seek tu know the singer through the persona of his song. " There may‘
be no connection between ~the tia. Lo This’ 15 nnt ‘to say- that slnger's never

sing about: themse'l ves, or that thew songs:are never autobiagraphlcal.

After all, John’ Hurt was red?covered thrnuyh the lymcs ‘of his “Avalvn sty

- But in.most cases one, can’never. Know. ho what -extent. the' persuna -

of 5 ‘mwzs truly. ref]ects the hfe and emationa] stnte -of the singer.

Likemse, sthe shger may nnt gwe a trlﬂy accu ’te lcture of Black: .




The Blues’ Singer 1syt

mteresbed in por'tray{ng hucx Tife accurat@ly. The researcher who m he:

There ar‘é sp many B‘l ues that any prﬁcnnceptwn mi.

1 QQE
proved about Negro'. 11fe. as. we]'l'as its npposwe."55 '_ + &

ﬁe shall See. ina 1ater chapter, :hat the structure rather than the 5

etry,”. in Folk Sa £ A Regiofial Miscenan i ®
New Vﬁrk. Johnson Reprint Corp-5-1970),
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1 HISTORICAL AND. G[OGRAPHICAL CONTEXTS OF THE BLUES z ;

P]acing the b]ues in its iustoru:a] v;untext reqmres at 1east two
ty did _the

questwns w be asked from. w)uch older, foms of creatl
b'( ues emerge, and when .did thls emergence}ake p’lace" As Wil be point- ’ -

- ed uut, nelther qneshon can be answered very sansfactnr(ly, since folk

! : foms are a1most never recagnized or documented when tney originate,. but »/ N ]

B on'ly after they have becom weﬂ estahlisned within their cu]ture ) 1
o 5 The controversy over whether the blues, “and indeed n]l black misic’ ‘
LIn the Dmted St’ates,, had 1ts origins 1n Afn;an or Eurup’éan creative

foﬁ has been one of . the- lesser "wars" in folksnng scholarship for many, :
. years. D K.. N!]gus n/as surJeyed the different factmns in this batt]e

n ms bnok “An To-Nnemcan Ilb'lkson Sc o'larshi Stnce 18985 and h,as o,

=

correct]y canc]uded that Afro-Amevican - falksnng 15 a b\end of the. traditians T

., o and. furms of buth continents 12 The batne, hawever, gnes on to this: dny

amng scho'lars 2. s
The question #s to wh!ch specffic fori f: Iﬂack folk'lbre was re- fh
w4

spnns\ble for the emergen:e of the blues |s no ‘Iess a cuntroversy amng 5

y schaIa@ Stanley Edgar Hynan, 11\ accqrdance mth his’. "géneral appmach »

ip Since isgs’(Nen srunswi'ék,

LN
3 2 For tlne most reﬁan t drgt juments far and aga'lnst African mﬂuence gl
. “the blies, see Paul Oliver, Savannah Syncopators: African Retentions in tne oy
Blues (London: Studio ‘Vista; 1970), as.well as the following series Of ar-- * .
- ticles ‘in Living.Blues: Lynn S. Sdmmers, "African Influence and the Blué Lo
-2« An Interview w1§ﬁ Richard A."Waterman,” No. -6 (Autumn 1971), pp. 30-36; F
Paul ‘Oliyer,¢"Somé €omments: African Influence and the Blues;® No. 8 - '
Spring 1972)5 pp 13-17; David Evans, "Africa:and the Blues,": No. 10°
+(Autumn 1972), 27-29 and Paul Ohvéf*, choes of the Jung'le?" No.'13".%
Summer. 1973 pp 29- 5 L 3
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u; folk]ore, surmises that African rituals are the source nf,&ne blues,?
but he ‘ad-lits that he has not investigatéd this possibility. Rod-
'Gl;uver believes that blues e'lzréed from.black folk dance,* especially
the "sukey Jum dances of the Jasf century. i 2 ‘
Most scholars, hwever, believe that the blues energed fnm amfher,
older falklyric form. Bruce l:ook sees nh_wteq_lth wltury hallgfls as, the
‘ major source for b’lues 5 whereas | Ml"les ?isher and A1fons Dauer believe
. that the blues sprang “from spivituals.® Perhaps the prepanderar’cf pmnt
‘that the blues is a dlrect outgmth nf the work: song or fleld .

holler: Dav(d Evuns, LeRM Jones, R\chard mddleton, and. Harry Dster are s

b annng\the wembers of th1s faction in-the controversy. 7"

None of . these theories. hwever, rests on 1ncontmvertible ev(dence, P

i but rather on specu]ut'lva conpar(sons hemeen dtﬁ‘erant black folk foms

"7 “and the hlues paul. ollver"s belde that the bIucd: grew ot of pany dif-

3 ferent - hlack song tradlﬂons is by far the most" acceptable ansuer.' con- '
‘The Ritual: V1ew of the. Hyth abﬂ the Nythic; Jour_-gal of hrwcgn

. Folklore, 68 (1955), 470-71.° >

% "The Origin.of the Blues," Blues World, No. 43 (Summer 1972); pp. .
6-9;. and "Sex, Sound, :Cows -and the Bllles.' JEMF Quarterly, 7 (197]; 37-39.

s Listen to‘the Blues (Nej. York: Scther 5¢.1973), pp. 59-60,
ro_Slave Son: teil States (1953; rpt. New-York: Russell

the

I 1968 E nd Der Jazz: Séine Urspringe und Seine Ent-
ickl g (E{senac and K.lssel Eﬁcﬁ RuEE-Verhg, lgggﬁ. p 70. respective]y.

7 "Africa and’ the Blues," p. 29; Blues People
America’ (New York: William Morrw, 1963) “18; Poj
-of the Re nd i ni flcunce

5. PP . £ TBackgroin e Blues "T‘ ack America ed.
“John F Szwed (Maw Vork Basic Books, 1970). p. 145, respectively..

) Bl
A‘lhertJ Mc(:nr New York and

s to:Drive the Blues Away," in Jazz, e, Nat Hentoff and :
oronto: Iﬂ ehar 1959 7.




sidering the lack of sure evidence in this matter. JKn a later '

i : chapter; we shall see that the blues singer i_s quite eclectic in terms
s - 'pf ‘the.source of his bl ues lyrics; it might be“assumed that thg blues
- “itself v;as equally eclectic in tenn;uf the source of its form.

The questmn of when the blues hecame an 1dentif1ah1e sub~genre of

black falksong is less cnntmversul. but not necessarily more answerable

'A . than, the previous ‘questions. The ewmlagy of - the word @lues" doés not
1 . .
.'supply the answer. Paul Oliver has stated that the word was current dn .

o ' the Enghsh language for at-Teast half a century befor-e 1619, the year &

the first slave came tn Amer1<:a.9 Thé earHest reference to the word .

fear, d\scomfort, anx1ety, etc., dismayed, perburbed, discumfited, de-.
& ik ' pressed. miserah'ley Iow-smnted, esp. in_phi. To look blue Blue funk

(s'lang) ex rere nervousness tremulous dread," I‘s 1550 10

ssla "melody of a mumﬂn and haunting character," as a fa(rly mdern

'lyrics is mich o]der than these references. Perhaps the earHest use of

i As quute n Jnhn .. Cowley,
Un d, No. 100 (Aprll 1913) p. 45. e




the wdrd "b]ues" in a song, with substannany the same n\eanmg as in

-~ the blues;-is the song "I Have Got the Blues To Day"' written by Sarah

M. Graham, with music 'cnmposed by Gustave ﬂlessner, which was ):ub'lished‘
N&sm ' &
This wurld appear'd last night to me, &
s . - A very pleasant*world to bé, 5
-~ ', Life was a.rosy dream I vuw,
= It seems a horrid night mare “now! » s

Theri I was gayest of the gay, *
# . But I have got the blues ta dny,

B Then I.was gayest of the

. But I have.got- the blues tn day.

Last hight to Fanme, ’lave'l_y maid! - . . N N
% g 1 gave a charming serenade; - A <

L . "’And ev'ry minute wishiéd ‘an hour,” e

- That I might Tinger.near.her bowr: "< {

But Little Fanme has gone; away,'

And T haye ‘gt the blues to day;

Lttt e ;- But‘Little Fannie has. goné’away -
i : .70 'And. T have got the blies to’ diy.

‘lastiev! ning Seent'd- a‘Joyuus times
~With Fannie, music friends and wine
c ‘1 -and my gay companions laugh'd,

& Ji.ne. . Andosung, and fluwing bow'ls we quaf

5 1 shou'ld not wonder much lf the\y, ; fkd g
N Had got, Tike me the'b . ¥

lay;
R 1 should not:wonder, much \f they, = o .
i 9. 7 Had got, Tike me, the blies to day

1 wish that. I-tiad.never. been; < - e
+0r what 'is past, a-fancy scene; . L aE e
7 But ‘more, oh! more than all.I sigh~ = i i S
p -.... That Fannie ever. pleased mine eye i X

L Qr that ‘the chariner went away.;

- To leave me in’ the blues to.day;
- Or that the charmer:went away,, .. 7 ;. .. LN e
To '(‘eave me -in -the'bl dayl“ o T

i (lee York: Finth Pord, ‘and Troy;
m.the: Starr Collection of: _Sheet Musi

: u.,_‘ &



5 There is, however, liftle in this song. to suggest that it is a
direct antecedent of the blues. The texture of the lyrics is certainly
very differént from that of the b'lues and the text has pretensions to

elegance wlnch would not be found ln the blues. But the song gives

-2
: c\ear evidence that the word "blues" was used in popular song traditiod

'Inng before either W.'c. Handy's Memphis Blues" or Rainey's rathér
spef‘ous c'Ia1m. -

" If thewords “blue” and "blues’ are of no he'lp in determining the

orlgm of l:he blues song, is there any | historical eVidence whu:h might

answer the questwn W. t. Handy s cn‘lled -the Father of the B]ues and

indeed; he may hava been-the ﬁrst to print. and pub‘hsh a h'lues song.

but he admits: to hearlng a streetsung blues whlch lnsp'u"ed his own’ career,

at-Teast as ear]y as 'I

The’ rigin of the’ blu

as‘a cnnpose

song. then, probab]y S somewhere +in the

nmet:eenth century.. Most schlﬂars wauld agree mth this stahement but

not alT would agree as to which part ofvl:hat century saw’ the emergence

of this fa‘(ksong f/rm Harry Oster be'lieves‘ that the blues orvginatgd
duﬂng the “time- ots]avery, but that ev1dence is 'lack!ng ‘because of the

puor preservatmn of secular: s'lave songs.“ A'Ifnns Dauer also’ dates

the emergence of the blues to: the pre—Cwi'I Har period, Since: Hs Mstorica'l 4 y

:_An -Autobiograj ed.” Ama Bﬂnte
Sig and. Jackson, 1957, p..142.- ‘Handy pub- ;
.Me h1s B1ues“ 1n Septenber of 1912. ln the same year, however,:
-Hart A. Wand published"Dallas .BTues"..(Oklahoma City: Wand Publishing

1y Co.. 1912), :so that it is'not clear as’ to who was''the first’ to print”

the blues. . Wand's:"Dallas Blues".can.be: found in ‘the Starr Col Iection x
of Sheet Music, Lily Library;. lndlana Llniversny

. 15 "Baekground of the B'Iues‘," p 144‘ |
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classification of the blues places "der‘archatsche Blues™ between the
years 1850 and 189016 :
Ridi Blesh believes that the bluss originated arbund the tine of
the: Civil War,17 whereas William Ferris states that the Hues conra

not have originated until after the Civil Har, since. {ts develgpment de-

pénded to a great extent on a mobile, rathier than sedentary, black '
population in the United States.}® Alain Locke places the blues in K o
the "Second Age of Minstrelsy" in the years 1875-1895,1% and David A

Evans slmﬂar'ly states that 'the h'l ues as.a genre of.music 'did.not anse ; &

“uiti1 “around 15&0. 20 Samm-ﬂ Charters. is.alone in his viewsthat the
+ "Formal pattem of the Blues d’ld ‘ot emerge untn the years' Jus: bgfnre
= World War'- L, 21

38

Hhat a‘” these scholars wou]d gree upon is that there ‘Is no, ﬂm

evldence to: hack up’ their theories. But if the exact arimn of the blies

\is impossible t6 detshming,. the period in Which the Blues as a genre be-

came a recogmzed part of the, b’lack perfonner s repertulre can, m some,
extent,"be ascertamed. Accounts given by the' older blues sin%rs con- e

cermng the repertotres of ‘the next older generatlon to “theirs indicate

16 Der Jau. P 79%

‘a8 B'lnes from the_ Detta (Lnndﬂn Studlu vista, 1970), P za.

e Nears and His Music:' Bronze ‘Booklét, No. 2 (IBSS, ot
New ‘{nrk. rnn ress and_the New. York. nmes..wss) Pl

25 "Afrlca and the BTues. p. 29. Pa

» —n 21 The Poetrz of .the ‘Blues (New York ' oak Pubn’cmens. 195:1) ;
e ;
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.+ that the blues f';:ame of age" in the last two decades of the nineteenth .
century. ) . -
i The majority of the blues singers who were' recorded by race record
companies were borri between the years of 1890 and 1910, when.the bluds -
was probably a very new form of song. Those few Bluesnen who were born
before that period show a marked préference for-non-blues items in their

repertoires. - Frank Stokes, who was born around 1865,22 may have been the

U . oldest blues singer fo record, and his repertoire is peppered with min-

strel"show pieces' such as "Your Shall" ‘and :"Chicken You Can Roost. Behind

the Moo
= 18680°s, ‘played €
DL that time;23and even' fh the 1920's and 1930's, when he made’his First

Gus Cunnorl. whnse performlng carear began in the middle

on” songs;ballads, and minstrel. pieces exclisively at

roood recordmgs, ms repertu]re was, hrgely cumpnsed of sangs from; the pre-

blues-era.

Much. the' same ‘can be ‘said of tne'ocher recording artis'ts who were -

'(born hefm‘e 1890‘ artists ‘such as ‘Papa_Charlie Jacksan, Nudd\e Ledbetter‘,
Jlm Jacksnn, and Henry Thomas ,a11" in¢1tded pre b'lwes songs In large ]

proportlons in_their iepertoires Klp Lornell- ‘summari zes . some of the

“types ‘of songs that the black perfarmers-woild bé singing in the last

twn\decades of ‘the mneteenth centiry: 2 H A

i \Hhat type of music.was predominant !f ‘the .blues.was ‘only..i &
a'neophyte. stage of popularity? ‘There seem-to have been three busic
types of music around.\ First, there weré common.stock songs between
“- blacks and whites dlike’ that had pv‘ebab'ly bee!l around for a_good
- number: of years.. They are simi to ‘the blues_and-are still in. -
% . g W ‘the repertoire of many u'lder mus‘lchns tndayA These-would in= s
i W clude SDngs Tike: "Sa'lty Dﬂg. Jack o' Dimmnds" and Les'lle s, 5.4

Gl enigt O] sson; “Frank $tokes The Beale Street She1k," Blues.
) Un'l{m‘wed No. -100 (A 111972 )y Py

Biography. -recard nnte; gn Hehnn an. "

i Thheis Bgngt“olssnn‘.
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- A . CRiddle3 own "K.C." Leslie stated that h\s uncle had been
5 playing songs like that for a long time and that his uncle had
been "playing guitar off and on all his life." Another song in
Ed Martin's repertoire, “Candy Man," would also fitin thi
categary. Second, there was ragtime matertdl. ~The Jate Reverend
Gary Davis was part of a small string band around Greenville,
5 South Carolina, with E'Iiﬂd Willie Walker around 1913 and nuch of °
2 tHeir material was ragtime. Leslie says that “ragtime was mostly
« what was around them", Fina]\y, thererwas blues. It was probably
a.fairly new. type of-music at the time,” though.2%

%9 .
The songs of .the older performers were different, but so was the

instrumentdtion. The’ guitar and piano were played in the nineteenth

4 :.century, but it seems that among the b]ack performers of that tllllE, the
’ . ' ﬁddle and banjn were the predum\nant lnstrun\ents.' In th|s respect.
hanjmsts G\ls Cannon and Char“ley Jackson are. representthe of ‘pre-blues

uerfnrners. Ninety _year—n'ld wmte m sician. Rlchard Burnett,” rementers

 black fiddlers and their repertmres From. the ’hst centurys Lo sl i

Oh - yeah: Yeah. E‘led ‘Coffee here in twn, hegwas a fiddler during

the Civil War; and’the Begram boys here,. Cooge Bertram was a* . 4

good fiddler: . He was raised-in.Corbin tKentuckyl. Yes sir, . [
“-there was a lot.of-black men playin' old time music.: Bleg >

Coffey £sica was the best fiddler in ‘the county. - Been"dead for 3

years. ' I played many a tune with him--used to play with me. nh,

60 year 3go. , He!d play any o' the’old songs ‘that 1 didi

old~ fashmned tune 1ike "Cripple ‘Creek," “Sourwood l'nuntam./

“"Soldier's Joy," "Fire on'the Hount: ian“--them old- f'ash'mned

tunes is. ahout what he played.25:" %

m Chatnnn, of ﬂ\e famous b'lues-sing'lng Chatmon Brothers, s1mﬂarl,y re— B}

3 .

here was an older style around than what me and Lonn|e and Bo
ayeds © Now my father:he played ‘the f‘lddlennld songs,
‘Tllrkey in the Strau" and sucl h 26

7

s W “Brownie’s Buddy Lesl(e Riddle," Lnnng Blues. No:. 12 (Spring st
* 1973) PP 20-21. e

25 Charles K. Hn'lfe. “Man. of ‘Constant,_Sorrow; R1chard Bumett‘ § s K
Story 2,"01d Time Music,.No. 10 (Autumn ]973) pe 7ol k. &

,Oh" Fnhe,y, harlg Pattnn (andnn Studio; V1Stﬂ, 1970) p. 'l: g g t
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were fiddle numbers his grazfather played like 'Turkey in the Straw'
and '01d Man John Who Shot the Rabbit'."27 N

The blues in the repertoires of thase older musicians seemed to

have been relegated to'a tew position in the hierarchy of songs which

they performed. Being a new and unfamiliar form %o these older musicians,
they did not feel as comfortable with the blues as they did with the
older minstrel songs, coon songs, and white pleces. The unsophisticated
/ style in which-they played the blies showed their unfamiliarity with .
the genre, as Tomy Johnison's brotheR, Mager, points out:
You'take youngsters: from my age. on back. Of the youngsters, .. , '

~“they knowed rore than: them older ones of this. here playing music e
and singing and different-songs and: things. " See, théy had these - _
ump snngs

Tittle o T_don't reckon they was even worth getting
- a record on if they'd had ‘that-.up-then/: But in ‘them times we
.. ain't heard nothing about no records and. nothmg like-that. 'S6
all this stuffwas going on:before this generatwn come. here.
b,/ The little old blues they had to my-fdea wasn't worth, Fifteen cents. 28

Jeff Tvtm\ writes that “Son- House' recalled is father and uncle . :
“'tried' to p'lay Iﬂues but that these songs were not 1iké the songs House

Yearned to call blues at a Jater date."2? %l
From the ev!dence which h'luesn\en themselves. provide, it seens that
the blues was a type of song whichi very much'marked OFf. one. generation from

the riext.” Tn the last decade of the nineteenth century, the blues re-

‘presented the mus\*c of ‘the black _Qm.th, :ju‘st‘as réck and roll music sep- .

27 Chiris Stmchwitz. record notes to Arhou“e F-’IO'IQ.

28 David Evans, Tollgx Johnson (Londons.Studio vista, 1971, -
18-19. .




. arated the youth of the 1950's from their parents' generation. &
. Whether, in the same way, it was a form of rebellion to play or listen
. to the blues is difficult to determine, but those performers’ who were
* born in the late 1880's or early 1890's made the blues one of the
predomipant types of soiig in their repiertoires.
By the first two decades of the tne'ntieth century, the blues had be-
. . come well enirem:hed as a major type of song in perfn‘nnam:e situations.

Tomy Johnson, who was born in the 1890%s, was an accomplished blues sing-

er by 1914,3% and he was, no dﬂubt, typical nf his performer generahon

& . - in this respect., !n lonkin?»e/h stury of the blues Tony Russen
il f"g Sums up, ¢ qulte we‘l'l, the potfit bé ‘made here: "But it is qu'lté clear -

§ _ ' that the b'l a3 are a mentiech cerktury music, even: though their mots

“may’ be found in the ‘1880 and 1890s,"31 | S s o il

! ’ The geugmphical context of the blues is somewhat more easily de—

fined. than 1ts hlstoncal context. Speaking in the broadest possible

I terms, the h'lues is, a form of song pecullar to the blacks of the con-
= tinental United States of Anerica.’ ‘There is no evidence of a blues
tradition among the blacks. of South America, Cent\—al Ameru:a, the West -
indies, Canada, or. the cgntinent of Afnca. - ! ;
! i ) The ' more difficult question is where to piace ﬂie geogrnphica!
boundaries of the biues within the Unﬂ:ed States. - ‘The’ general; be— 3 2 T
"iief is that the home" of the biue is the rurai South; but this an-

ler is a: bit tau simplistic. " Muriel Longlni wnu]d place the geographical o=

1 context of’ the’ songs she coiiected in chicago, nhnois, "below the Ohi6”

S gy Ev’ans,»mmx Johnison, p. 2.
N "]31. Blacks Wnités and Blues (New-York: St

Day; 1970), pp.
L




ot b, . 152-(1939),

River"32 because of the southern sorigin of her informants. The fact

that she was collecting these scmgs'in a northern city led her to as- " %
sume that the enclave u‘f blacks in Chicago were completely cut off fﬁm
the culture of that city and were, in fact, a bit of the South trans- .

purted to the hostile environment of the urban Horth: *

Because they have almust no contact with their white ne1ghbors, ¥ ¥
& who practice a strict isolationist policy, a number of ‘their
: cultural phenomena, barred from the normal process of assimilation
with previously established culture traits, remain wholmy: foreign
. to the whites. For this reason there are songs which are not
heard outside the bounds of. the\' very much: down-at-the-heel
negm comun(ty

<Tn15 view, tf\ough contaming a hrnel of truth, 15 an exaggeratwn.

As wﬂ'l be pomted out m ‘a future chapter, there was a; untinual in- )

L
- terchange hetween the music«ﬂ cul tures of the blacks and: the" whltes both

in the North:and in-the South; in rural‘ areas and in urban 10ca‘|1t1es. 4

Besmes this' fact, miny blacks were well acquambed wi

ur‘ban Iife ands.
certain’ly by the f1"st two den;ades of ‘the Menneth century,-a large part

of the black pupula‘don were na strangers to the urban centres-in bm‘.h

. the North.and the South.

In respect to-the bl ues of the race record era, it 1s by no ‘means c’l

that they could be Talled rural: * e e

The blueé that Big B

o Braonzy sings and talks -about had an in;
: disputably ‘rural ori

mongst ‘the Negroes of .the ‘southern United
0

i +. . ' States; but were" adnpted by ‘the: co communities. of - the big
.. 7 ..\ . towns so Tong ggo that authenticity is nut a'lways prec‘lsely to
he cdetermined. s 5

% :‘Jeff 1?1:0:\. in referr'lng to the cokmon term “:ountry b’lues, wrltes thaf.
31.'!Fo'ik Sungs of. C’ncago Negnes,“ Juurnal of Amemcan Fo’(klore~
3 hnd.{ [ A : SR

: 5 Stanley Dance "Foreword," in Big Bi'll B‘Iues N\l'llam Broohzy's -+
Story; by William’ Broonzy, ed Vannlck Bruynoghe (1955; rpt. New, York: .,
6aK¥ 2%y K

h'licatians 1954), p. 7 7.




I A T _ 5
the “term “'country' is troublesome because down Imme songs were pevjA
formed regilarly in“towns and cities av;d by people who grew up in .

Kthm)"s John Szwed goes further in sq}ing that "the fomal- and stylistic

. ) elements of the blues seem to symbolize newly uerg'i/\go social pattems

. during the crisis of urbanization. "3 *
Ferris' view that the blpes arose ovﬂy after the black populatian
bacame m\gntory has alréady been dlscuﬁsed {p- 83), hut an expansian

upon this pomt hy Ross Russe'n shws that the lﬂues is an urha» as

well as rural- tradition: o ." g o \
v 2 “ After Hnrld War I the: hreakdmm of the shanr.vvpplng syste'u /50
\ ¥ ey i o' “and impovrishment of the-.small :independent farmer contributed .
- " . .to the mfgration of ‘the black people. to urban areas: -San Ant\mia. .

usr.un. Ga‘lveston. Fort Worth, Dallas, E1 Paso, Denver, Tulsa,

0k Omiaba, - Kansas City, ‘and many. smal’er places'soon ... ..
-had thelr rl;ing population of Afro-Amaricans, their gl ettos.

thelr ren(onal blues men, and the‘lr embryo’ jazz bands.3 .

For: the rurul singer, the urban centre was often\mre entic’lug

h = tfhan h)s country surmu»dings as,lhwd Evyans points ogt

In t.he 19205 Tomy Johnson began “to spend more and more time -
. ifi Jacl Mssxssippn. {ace of 1ife was faster there,
3 i y for pirtias and dances., With
» a‘large per nt. qupulatmn in" the-city it was possible. fu! PV
-a.blues singer’to makea vag almst enl!re'ly ‘through music.3® -~ . €

g h ol lhny smgers who are tssocwatad mth a rural envirmlult, hke Talw £

Johnsnn. uere :ccuﬂly quite at huu in an urﬁan cont.ext. Eon.examﬂe.,. i

Hg of "-. 'Afro-AmeMcan Musical Adaptat{on." In Afrn-ggrican Anthn%'loy
e _ spectives, ‘ed. Horman"E. tten, r an
% : Free | ! : c ]1 970



although Son House was born in rural Miss!ssxppx. he spent must -of. rns =} ¢
E y hrst ugenty years in New Orleans.3? Indeed not a1l Blues singers werg % .
vbarn and na\sed in the cnuntry. Lerny Earr was born and raised in* S,

¥ Nashvl’lle Tennessee, Milton Roby. oﬁ the Memphis Jug Band, was, horn

Y4 ! in East Memph!S, Romaq Ne1son although born “in the rura1 Soum, mnvgd & e
to’ Chicago at the age of 51x "0 N 2 B N
If thls pomt seems: to | be over-: strused here, |t ‘15 only. because,

in the past, ‘r,he urban nature of the: Mues has beep/‘gnured or dcwnplay-

ed hy schn’[ars, The tewn "country b}ues,“ mth all. ns

“.of rura’l saumem er, has bEen u mrthe titles of bnuks an\d record

alhums, and in scho'laﬂy writlngs general, to describe a:song phenomennn

- ¥ 1 wi\iéh is not excl'usjvetv rur‘sal in‘ néture B

e DRI oL Df cnurse,_ﬁmch uf ‘the blues does. have a vuwly' tural origin. Many:

of "the Mues singers spent‘ thew tme'un the farms ‘and i the sma'l1

: vl’llages of the South Sone even shunned the hig, city: 1ife(or the lure il
: I i 4T

5 5 -

g A Sonn I:Hemvyl Stuckey was advusmg James to go. up® North where 4
“ ‘musical uppnrtunltles seemed greater. .To.James this meant 0
¥iving in a repmkmted" mty Wke chicagn hich 'he ‘Felt shou‘lﬂ

" be. "n)ped off the map. ', :

&
Hﬂsan, "Son House,
Ro. . 'M (1555) b2 ey

e o Samuel B Chhrt!"s-
1959), p. 142; Bengt 0
g'tudw Vista, 1970)
az: Library DJL-IS

: Jacques Roche e,
(1968),.£151. ..

Country. Blties (New York: Rinehnrt
s _BIues and Juf Bands',(Lnndo




“more “mportance than their dis: \;nﬂarit‘

has been dune, i blues from ald. geograph(éal greas. that: the ~ 0

subﬂe di{‘ferenc




R BTy et

Laalol™ T what 15 being stressed here are -‘the s‘lmﬂaru‘.ies h@tween rurai and

Yirban song tradi tions, rather than their dlfferences. In most blues

scholarship of the. pas;, the differences have been felt to be much: more’

| e 7L lmportant’ Harry Oster has set down strict categories for "country" as .
o g .‘oppnsed to "clty" blues,“’- and, sm\lar'ly, Charles Kelf has made strong
Lt R distinctions between country," "city," and "urban’ blués.¥3 "
,/" - : ’_' . Likewise, " scholars have made strong d1st1nchons ‘betwéen b'lues :
R . "from f:hfferent geugraphlcﬂ areas of the South. Perhaps Mm‘n Lacke e

was “the first to classify b’(ack music 1nto regmna‘l'styles, using the

' categories’: "Virgfnia and the Upper South," "The Creole South," "Tha

The s wa ;5 Sealb6§rq' I:uwer So‘uth ' "The M(ssissmp‘l Stram." "‘Ihe Soutﬁwest,' and i

G AThe Mountain Muérc Uk ln more recent years; hns ;uch as, "Ml.ssissvppl 3
\bﬁues,“ “Texas lﬂues,“ and *Piedmont hlues"—ha/

become acceptahle dgs—

1gnat1on5 in b'lues schularsmp - 5

5 H Al'l thesg regmnal distinctions.-aré qlm: usefu'l if one is studymg

the d1fferences in, style especially of the mu§1c, in d1fferant ]pcahhes.

Dave Hatcﬁ and John bmhams, for example, have used geugraprnc deslgnatmns
in order to 1den}1fy specific’ chord .progreéssions in the b'lues with dif-. '«

Gl T ferenc avreas«)f the co\mtry,“s For a structural ana'(yhs, such as this”
-

2 Living Countrx B]ues (Detrmt' Fu]klore Associates,: 1969),. pp. 23-25. &

.»\\‘ R s ‘,"‘3 Urban Blues (Chicago: Univ. of Chzcago Press, 1966), PP 211—19.
Sy e N — e
b _‘m The Hegro and His Music, Pp- 30-31“ o5 gt W

45 “The Country Blues--A_ Musxca] Analys1s;" Blues Unhmned, rw
Zl (Aprﬂ 1965), p. 8. .



*must aIso be dettngd, o v B @ e

; vzry~ hear\‘. of the deﬁmMon of the blues: W. C. Hamiy has said.‘ "1 have .
; V'the feehng thac the real. h] ues- can ‘be written oniy by a: Negfo, whu keeps

5 his roots m the hfe of his race."z In this one sentem:a, Handy has 7

73

LIV mE (CULTURKL CONTEXT.OF THE BLUES g t g
un:mn the Mstorlcal and geagraphica'l boundanes described in *

the last chapter, there are a mu‘l t‘itude of different cu'(tures\and 5

ub-cultures. Clearly, not: a'ﬂ of/ these ‘cultures include the blues™: - .-
Jés one of the song funns recognlzed or acceptent»as mherent to the ~F

overa'H song r-eﬁertolr-e of their peup1e. Alan Merriam. has shuwn how, 5 R

lt 1‘ surprising "how few of the b]ues scholars actuh'l Ty define R

the culture mth wh'u:h they are deaHng. Fur the mnst part they assume

*‘that - the reader, erhaps by ms 'ntt, automanca] 1y places- the h]ues

..witk(n lts proper- cu]tura'l mﬂleu. Ta says ;unp).h that ' the blies is

|

one of the types of song inherent to' thé VAfm—Nnervica,n culture in the - | }

United-States ‘is to state the;obvinus- but an-obvious fact s not : |
i

an ummportant fact, Indeed, th\s snnple statement is at the

expressed the essence of the cu]tura'l context Gf the blues.. It is a

song Hstened to or performed by blacks

nd by biacks ‘Ilvmg witHin

'the "black culture,"" however that may ‘be defined, as op nsed ‘to those '

blacks who

h/ E}h conp]ete1y acnulturatgd into the greate‘F mmstrean
Umted Stutes. 5 g D 5

-cuﬁure ,of

- , - hThe Anthrogg\ogx of Mus1c/(Evanston' Northwestern Univ. Press 1964)
;58 (Marl:h 1%40)) p.193.

2 "The Heart of the’ Blues," Etu
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AR 3 Pail 01i§/er, one,of - the few nodern blues schn'lars-ilho has bothered

to state the obyious when he said that the b'l ues is Y he pro uct of -

¢ e : a'racid] groups the Negm in America,"? has expuded Handy's simple i . P
» 3 o E 5 “
o " ‘I there’is -a conclusion to be drawn from this 1t is that the

" blues has grown with the development of Negro society in fmerican = . 4
£ . a3 soﬂ, that it has evolyed from the peculjar. dilemma in which a
% N ticular grwg isolated by its: skin pigmentation or. that of
\Lc ancestors; finds itself when required. to cpnform to;a sonety
5 whmh yet refuses it full mtegratmn wi thm

s B . As pointed out m the. last r.hnpt:er, the-| h‘(ack s 1§a]atwn From wIn te

3 ’ o R The t:u'ltural context of the blues” can be narrowed fur‘ther in’ that it

is very much the muslc cf the workmg c'lass, or: 1wer c'Iass, black. 3

o and ebomom

status mthin the greater society. stt bewme mre ;ccu]turat- ; 1=

7 -, ed )nta that greater socwty and thereby abandon his speciﬁc cul tural

Ment(ty As Oliver put ity e A 1

“Bs for the prafes\pnal Negro'men and the economically successfu], -
th;,y neither wish norneed to'sing the:blues . are ¥
no, blues by - Negro teachers and pm,fessurs no-blues thar speak e e v
for the Negro lawyer, the Negm-atturney, he coloured dcctor,

g dentlst, news edﬂ:or e s "

&
3 The Meamng of the. B]ues (New . York:
.“ lb1d., p.. 25‘

‘CoTlier




8 socnﬂly is not 11m|ted to the blacks. This same process has been

" were st helpfut in describing ‘early twentieth century black workmg

rather than pages.7 Certa\n generahzat]ons abuut ‘this culture can he

y C'Iaytun Black Metro ohs A Study of Ne po Life in a Nurthern City, rev. ed.,

| Chicago Press; T§§6 Zord Neale Hurston, Mules and Men (1935; rpt. New. =

York: Harper k Row, 1970) Charles S. Johnson, Growing Up in the Black Belt:
. - 'Negro Youth e Rural South (1941; rpt. New York: Schocken Books, 1967) 3
uise Kenne > <Ipe_Ne
i p

r Ccurmes, Stu

¥,

'uf "Builda e : The Personality Development

The phenomenon of rejecting the traditional forms of song M\thin a

culture by thuse who wish tu "better" thenselves econonically and

part'l_v responsw'le for the reJectwn of traditional song forms by _'

upwardly mob\le Newfoundlanders 6

“No attempt can he made here to give a detaﬂed descnpt‘mn of

b'lack work1 ng class cu'lture. This'isa study whlch requ\res vn]umes 0

6 SEE, Michael Taft, "'That's Two More Dol]ars 2. Jimmy - Linegar's.
]Ssgce? with tountry Musxc in Newfound'lanﬂ." Fo1k1ore Fnrum, 7 (1974),
0. %

7 Besides the botks cited elsewhere in this chapter, the following:

class culture: Chicago' Commission .on“Race Relations, The Negro in Chicago:

A Study of Race Relations and ‘a Race Riot (1922; rpt. New York: Arng Press
the New York Times, 1968]; -Allison Davis,and.John_Dollawd, Children

of Negro Youth in the Urban North*

gton, erican Council on Education, 1940); ison Davis, _

Bur]{egh B. Gardner, and Mary R, Gardner,.Degj South:- A Social Anchr‘o o-

logical Study of Caste and Class, dir. 4. Cloyd Warner (Chicago: Uni

Chicage; Press, 1941); John Dol ard, Caste and- Class in a Southern - Town (}937,

rpt. Gar'den City, NV Doubleday, 1857); St. Clair Drake and Horace R.

"2 vols. (New York: Harper & Row, 1962); E..Franklin Frazier, The Negro Family
in_the United States, rev. and abrxdged ed. (1948; rpt. Chlcago Univ, of

ro Peasant Turns Cityward: Effects of Recent ik
ations to Rovthern Cities, Studies.in History, Economics, and PubTic Law,

No. 329 (New Ygrk: Co umb a Univ. Press,-1930) ; Benjamin E: _Mays and Joseph |

W.- NichoTson, The Negro's Church (liew York: Russell & Russe11, 1933); Hor-

tense Puwdemaﬁer‘, Rfter Freedom: A Cultural Study in the Deep Southy. i

Studies in American Negro Life (1939; rpt. New York: Russell & Russell,

1968); Arthur, F. Raper, Preface to Peasantry: A Tale, of Two Black Belt ' .-

s _in Negro American Life {19363 rpt. New York: Atheneum, -

968); Emmett!J. Scott, Negro Migration During the War,.PFeliminary . - 4

Economvc Studies of the War, No. 16 (1920; rpt. Rew York: Arno:Press and

The New York Times, 1969);:Carter G. Woodson, .The Rural Negro.(1930; rpt. -

New York: Russell& Russell, 1969); and T.J. Woofter, Jr., ed. Negro ki
Problems in the Cities (1928, rpt.dew Yo k: ‘Negro. Universities Press, -~ -
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made, hawever, whu:h will smt the purpcses of tms operatwna] dei- ' Vo !

1n1tinn. An understandmg of the black famﬂy llfe. educatmn.,em—- : ’
'j } p'loxyxent, re'Hgion sand re'latians with the domi nant wmte cul ture will gwe
v P :
a c'learer p‘lcture of the - world of the b1 uesr'mger and hstener.

R A In the first. four' deca@es of .this centlry; black ‘fanilies, whether

ru.ra'l or .urban, éended .tg be lavrvge‘_a'nd mtr\fpg:a]. ‘The greater‘ numhe_r .

ot all 'necesga#ilj .sh'_arer :

cgitiate child" was®' '

tu 11'Ieg|tmlacy, all ch'l'ldren ina famﬂ_y were equa'l'ly ccepted andi:

T farrn'Hes weré matr'lfm:a] in_ the sense that the ﬁcther was the 2t

"st permanent and stable memher of the famﬂy uni(:. . BJcause of buth

were’ short andin= -

ommon- -1aw 5 divarces

|




7 ;
natn fncal nature of me b'(ack famﬂy lS aIso seen, in. thdt the chﬂdren %

e T generaﬂy travelled with the(r mother, rather than with their- father, A

®
’sho that a Woman m| ght % through a successﬂm of hushands, have children

by severﬂ of them, and thereby have a 'large famﬂy nf ch\]dren who

have | sevaral different father‘s. TS0 o B Py

In addltmn to the large number of r:rn]dren ina’ famﬂy, other re- B

- Py lations mlght also Tive under the same roof Gr-an%ﬁ;arents,-unclesﬁ, R

cousms, and ln laws might shnre the acc

ons. nf the nuc'lear fami‘ly, -

R .7 -either ona pemanent or. temporary basis { “In the urban enVImnment, G A, G

o 2 especn]ly, a family might dicTude & numher of !odgers" who' he]ped to

w the rent of the" house.' Thgse "lodgers" were often re]ated to' the famﬂy
in some: way,ﬁ:ut m{ght a'lsu be-unrelated per‘sons vmnse only ties with the SEa

family were econnmc. 3

L One of the: prob'lems of such large and: gxtended famﬂies was the ™ J

overcrnwded conditions: 'In‘ whlch the/b]acks were fo ed to hve " ln rural

‘ a few rnnms. This descrlpthn of a bouse bz'lung]ng £o an eleven melnber o

famﬂy 01908 is typ1ca1 of the rural hvmg ccndﬂ:ions of

b]ack famlhes‘;

& . PP " This country house, s, wqﬂden structure U?‘lth boards r‘nning up

g - .and down., The . pobf is: shindled wi th Targe™home-made shingles.. " None

e “of the walls -are-plastered, a1l of- the floors are bare, and the.win:
e ... dows-are without glass panes curtains or’ shades.  They have waoden

i ; N “shutters. z

SRy There are tio- Ded‘rﬂoms and a k:tchen. In the‘large bedroom are

4 o beds, a dresser,. a.séwing machine, a.cupboard piled: with quﬂts,

” a‘table /mth a bowl and pitcher upon it, a towel-rack.and a few . E §

By S - ;. chairs.” They have ?papers pasted upon the walls and.several: 7ds Ty

Ve ’ i vertisement pictures,~"Fairy. Soap," ."Baking - Powder," "Ropt Beer!
¥ - 21 tacked on. There'

. L no'books except the. Bibles of the dif-"-
Byl e ferent member's of the faiii arﬂva few 01d-school -books.  They:
3 “take "McCaulays Magazine," 11ow Jacket;” the “Savannaﬁ Tr|- o
L' - bune," and the lorth Georgian."' There'is a large fireplace. ¥ ~.
N © The second bedroom has no.wi do;;s and - m\ﬁrep'lace. «1t-€on- i




dng axd was-g b'lackbnard. -The teachers were often poor'ly trained and not

: ,tances to the schau]house.k b — 2t o °F

‘.'were eqna]'ly crowded and puoﬂy construcud.— In fact the sense of ovel

: crowdmg‘vmrst have been greater hecausk nf the lack of yards or open space ™
N

. batween dwe'lhngs

'wel'l not'lvated " Teaching certmcates were someﬁ

'78\

tains three beds- and nuthmg more. 'The Kitchen has two winduws.
It-contains astove, twn sma'l'l tables, a _cupboard and a few
chairs.
] Thé' front parch 1s a mere p’latfurm, with no wp oyer ﬁ;. The =
house {s kept moderately ‘Clean.. There'is a large front yard; bare,
clean swept, which merges into woods on one side and intoa large
kitchen gardenon the other; from the front yard runs- & path-'Tead-
.~ -ing to another houseys The back yard is also large, bare, and' .
, -clean swept. It leads into the woods and cotton fields. There. -
is ‘no. other: house in S\ght uf this one. They get their water from:
a spring near b; #

Urban dwelhngs mi ght hnve heen made of bnck or stone, but’ they

’ E et e R "
Educatmn was min'lmal and: pbor. In |ira1 area’s ; schools were-of- - """

tén ‘one=room shacks with 4 deplorable 1ack of faciht{es. i

comon for severaLcthren*to share a bench and desk buﬂt for.one

ch\ld. Maps charts, and Lextbouks were rare, and usuany the ~only teach-

S, so]d t.o apphcnnts

regard!ess of: the\r quaHf'lCatmns.. Transpnrfat-mn to schools ln tﬁ

ural. areas Was not very gond, and chﬂdren cften had to wa'lk great dis-

: rural labour, the 'hdren s schoo]{ng was continua'l'ly \nterrupted so

5 'rghardt Du'Bots, 6d, The figrs Meiic
legro, Unfvers 'r*t1 3 Press. 969




ETRE S

o s s
f’ Despite the diff;:ul ties'and dis;dvangages of l;lack schaéling. %
education was. held in high regard by .b'l.ai:ks‘. Most parents wanted their
o vchilﬁen:'gq,get as ‘much ‘education as possible, and thﬁsz who had achle‘\!- i
i v ed: some degree of schooling vere mnsiderab’ly raised in status in the )

thks/mt that an education would enable then” to acheive

Urhm' duw’ls wer! usual'ly ’Iarger-;nd better equipped, and mght even
3 be rac(a y .Ixed 1n areas Mhere black migrwion was- still- 1r’ah—ly recent. :

s B . % But. esyecial]y in cmr’lsm uith vmte urban schoo'ls, black sr:noo]s had .

L2 _péor -fmlit's and: the tear@rs wem often poov"ly qua“ﬂed. Londitions 7 .,

in the urban classmom vere, if anyth g, ‘mre overcrowded than uneir.
nnra'l cwnterparts. since the city school boards tﬁmmca“y under‘-

Ml e sdmah!d the nunber “of pup"s.whn unu'lq be entering ‘the educatwnal system “

fmm the migmﬁons ol’ blacks lo the.cities The amsphere for learn- =




S even more dependent upon the agr\cu'(tural s_vst

ke . = use, 80
hmted to manual labour. For the rura] h]acks 'this form of Tabour
-Was: fourrd 1n the ﬁe'lds and on the p1antations Although some blacks owned
their own farms, most worked as tenant farmers on the land of the whites.
Those Tower ‘down on-the economic scale than the tenant fanneré included
thé share~crnppers whu were not only supphed mth land by then' white
owners, but also with. tha‘ touls needed for, their work, and the casual |

and mgrant farm labuurers who worked the wh1te ownar s land directly.

' Mhether tenant share-cmpper. or: migrant, ume wages ‘were very Tow

i nd there was no secur1ty uf emp'layment.‘_ The migrants nnght not be pa1d
ead,”so that tygy were |

’1n cash at.all; but were often given pmduce i

’, The yearly im:oms for: farm Norkers whether they were tenants. _share-

sand

L2 cmpp\ers, or whatever, wuu]d rarely he over ‘seven hun ed dollars

cou]d be -as lw s three hundred dollars: . - g tune oy Y

. UrBan hlacks were general]y np'loyed at the lmaest-paymg and Ieast

des1reab‘le johs in the city. The earned tmn

Ilvings 'In factor'!es,

%tackyard nd samtatlun depamnents. or ‘Were. emp’loyed m 1ow Statuse” -

servxce ndustnes »such as; tab'le wait!ng, shoe-shinlng, ‘or- washrou

" attend1ng. “ Theiw: wages mght have heen 2 b1t mgher than their rura

cuunterpart.s but their & penses vere als

“corr ingly. I|1gher in the

city. Hhereas the rural mack cnu]d gmw Ms rmn fond and make his‘

il )an‘ the ‘wage-earners...

5
i

T




the family income, and fron an early age would help 1n the fields or find
some sinrp]e form of employment in- the. cities.
% / ' Religion played an important part inblack culture, In rur.é'l areas,
¢ black‘s had their own| churéhes and_their own hierarchy of religious of-

. ficials, a1'| qulte ndependent of nhite religious 1nst|tut1ons. In fact,
the religinus life .of - the.black was probab]y ‘the part nf his culture wmchv
% e ups 1east affected hy wh1te suc1ety Fur this reason, the’ churkh- functfuned
to cemenf

gr up so'l1darity an\nng the b'lacks 1n a way that' their ernp]u_yment
£ e or schnuls“ could not do.

2 s Ih actw(ﬁes of the church extended beyond the religious servnes T

to church spnnsored picmcs rafﬂe and other festivals. . The qhurch ser-

@ vice itsalf ‘was. a tinna whenthe Manks cou1d safely vent their. anxieties and

d “tmuhles over \‘.hen.‘ place |n somew Tlns they d1d thrnugh singing |~

sp1r1tua1s, spontaneous nrea h1ng, and genera'l emtivb béhavhur during oo -

church serv(ces. Speakmg in; tongues, thé ]ay1ng on of° hands and faith»

g e 1 heahng were nften \n;luded in the rehginus ‘pituals of. the hhcks. Th1s

highly emotiana'l approar:h to reHgmn was of cour.se -quite caﬂ\artic. ey

St o ' Urban “blacks. treated theu- reHgiun i much the same manner, al:-

s thuugn thereliias. a greater chance‘that thnr church might be 1ntegrate ;

X In addﬂ;‘inn to:the. trad\twna'l nl—lgious sects of “the rural areas , sucn

as Qhe Baptist or Mathod(st sects, urban Macks estatﬂ{shed a numher o

modern: rehgmns Church of God the Moorish Sc'lence Temple :

such as’

cof J\memca or the Fnther Dlv1 e Pedce Mlss‘inn Movemént. These sects often’
mixed reHgion and. b]ack nationalism, and, functioned to bett,er the Tot -

100 Fop a gaod survey cf these’ mndern, urbi
Fauset, Black.God: e He
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Black culture has probably heen more af‘fected by (ts relanonsmp
to white culture than by any other factor. -Whether urban or rural, the
black.was cbntinually placed in a subservient role by white socie'ty, but “ i e
‘how. th‘s m1e was enforced nas quite different hetween the Snuth and the. .

North. In the South, the hlack was very conscmus y seen as hemg of a
[

lower caste 1 han that of the whi'.e, and fur that re: on\a’lcne. blacks were :

wh'ites‘ There were Srtrict proxemic and “ ’u‘l ar wh'lch lhe : %

black person must not overstep, f he v(as to llve a secure 'er. For ex-

% i anple. blacks always had to e%ter a white hume by the back daur, no matter

what thelr snc1a'l o econumic status was VIS a \ns the wh1te hnme uwner, S

"or snme other tem “of respect when .-

b]acks a'lways had to use "Mr ‘> MrSA .
referﬂng to whne persan, whereas whites would never use, such tems £ C {
uf address for a h1ack person . ln genera’l. b]acks had'to occupy d1f- j
ferent. se::tions o( theatres, passenger trams, or. nther puh'lic p'laces m R g
‘the'Suth. - ‘ : :

n the Horth the hehaviour of the whites towards ‘the b]acks was nnt

near'(y S0 rituahzed, since there was No ccnsduus caste system as suchs e g

B1 acl(s were d|scriminated aga1 nst, hcwlever, “ino much the same way. ; They s

rWere the 'Iast h'l red- and the fi rst Fired in employment, thgy received poor

servme, or no service at a]l > in puh] ic places~ they had less access to




P

- blaék comminities Had gnnd schoo'l ssystems and well— quaﬁﬂed teachers E

There were many ‘examples -of kindness and understanding b!tween the races. \
bo«th in the Nnrt.h and in. the South. -The view of black culture g(ven ahnve'

"is in nany ways a geueral Innression derived fmm the many s:mhes whu:h

T decades of tms entury. )

,‘rhis 11g)\,t that

[ examiyed il

© the Umted States, e must detemnne what were thz uses and functians

o ~d : blues withm that culture In this regard, I‘Errlam dIstmguxshes bemeen 4

3 ) the OVE"b or recogmzed role of mus clin samety and - its covert, often
; unaY'ch’(ated roTes

300 , Liyge " t'hen, refers to the snuatwn m which musw: is employed Tl %
F $.0 % 777 in.human action; i function® _cancerns-the reasons - fof its mployment
Ca D and parﬂcu’l arly the ‘broader purpose which it serves.‘}

e use of the blues mthin 1ts c'ulture is asa song of em‘.ertam-

ment antd 'leis

Paul Ohvgr has pointed/uut‘ "The h'lues was generaﬂy




"

tprisoners be’t:ause they uere usual I y segregated from the

Vblues. mac
d 'whlte,prisnners i suuthem 3«\13; were' c'lear'ly a%ub cu'ltnre uithm

7 3 black society. This smz Cul tuvemas receweﬂ much

no doupt .| hecause the smge

e part
easﬂy studied aq{n\ampulateda
“Lawrence'| Be’llert hava made valunlﬂe collectirms uf blacl

prtson repertmre and w be entlre]y i actwe vrltm *the nhﬁﬂe of jthe"
Gwen the lack of mfumatmn on. h]ack\ ph soner's a,r,

25 prlson sub-culture A

) §ée,, fnr‘examn]e “John, l_\' Loimax and Man Lu
A-Second-Valune of Anerica d




taln the b]ack conmum identi .' , group. “Merriam has 'Iabened\
Ehestﬂmctfuﬂsﬂthﬁ"‘* al) “datmn nFso al 1nst|tut1ons and e 1gwus :

however. and. not $pec1

ca'ﬂy tha(l, of the h'lues One functgun wh\ch the

<. Blues song ;tself\? to havein b]ack culture is what_ Merr1am (vnu'ld

the "fum:tmn af emoh expi ss‘lau" (‘pp 219- 23). or catharsvs. 3 T

Nh\cney Balhett and Harry Oster have both recugnized th\s fum:tion of the, 1

/ 2
Mues 15 and certain'ly the 'universal truths,espnﬁed in the ]yr!cs “of the

b\ues are cathartic/ By \denhfy\ng' s own problems vnth the truuhles < i

: “-and J*o,vs nf‘the blnes per;pn/‘ the smger and his-audience can get some el

: 3o actiwty}hsf his. song fovm a catharhc fum:tmn. slhce the singer and

; = audience’can unbnrden themse'l ves of the. physlca] and emotional drain of t)le b

W i work-day of course, othér forms of song also have a cathartic function,

B 8 .such.as the splr(tua’l and the protest" prlson-song, hut the ‘blues is R 9
B particzﬁaﬂy “escapist",in'that the singer of listener can painlessly ex-

" press’

is annetles “through the blues persona and en:)uy doing ‘it. -There is - 3

'_\t*ﬁhe sense of purgation as with the spirttual, rior the ‘bitterness of the. .

ﬂrotest song. The dancmg that often accompames the b'lues Ts* in itself, .~ .
— ;

... 1 hathropoloay of Musw,“ paed2r. 3 ; il
5 |18 "J 7 -Racords : The Best. Ned\c'lne A New Yorker, 25 Octo.bér 19585, . N
- 1153 -ai Backgro und of the Blues," in’ a, ed. John F. L +

Szwed (New Fork: Basic Books; 1970) [ 155, respec _ve!y




... ‘a form of catharsis’, and may actuany Ve more emtwnal re1ease to, \'.he .

parnmpants ‘than the accompanymg hluesa 3 _I e v

as a separate

Perhaps the one functwn wtnch ’the blues has exc‘l us]ve'ly,

hetn: en.}ayment"’ (p 223) . The snbaect of tire aesthetics — B

1ndeed a comp'lex one,, and beyond ‘the scope of this study; O -

5 :
1yr1cs as u|11 be seen, if. there were mt a stnmg aesthet\c iﬂmction

uf the h'lues, -\’he blues is ¥ nd A'_ as.a'creative which takes
s b .

above— verage-.ta'lent tu perform. Ar\yb'rie eun.dancé, or iuin “in ‘the singing

N of.a spiritua], but: thﬁ b’lues is the pmperty Df the art!st' of 'the verba]

than u g\ven here, for examule,athe novels of writers such as Odum or -/

Peterkm are storehouses of cul tum information.16. Works on modern black

0 lety nﬁght be pro.]ecteﬂ hackwards to apply to earlier h'lack cu'lture,

Abrahams vork on’ urhan black society. and Jacksmr‘ S studies of mudem

prISon life' wou'ld no doubt be he'lpfu] in this respect.? But thé precedmg
i

descnption of the cu'ltura'l context. of the blues, brief as it is, shauld

sufﬂce for the purposes of: this ana1y51s

Bkt “ Howard . Odum, Co'ld Blue Hoon: B1ack U] sses Afar OFf (Imﬂan-
o N apnhs Bobbs- Merrﬂ], C19313), and Rainbow_Round My ShouTder: Thé Blue :
© i Trail of Black Ulysses (no pl.: GrosSet & Dunlap by arrangement with Bobbs- p
. s Merrill, 1928); and Julia Peterkin, Roll Jordan, on (Indianapolis: Bubbs-
. 4. .7 Merrill, £19331), are some .examples. T :

- o . -17 Roger D. Abrahars, Deep Dovin in the Jung‘le . . <t Negro Narrative:

- . from the Streets of Phﬂadel hia (Hatboro, Pa.: Folklore Associates, 1964).
N . .. - and Brce Jackson, In the.Life: Versmns af the Criminal Experience (New 2
.+ ™ York::Holt, Rinehart and Winston,. 1972 Wake Up Dead Man: Afro-/ Ameru:an R
g Norksangs from Texas Prlsons (Cambridge. Marvard Unw, Fress, 972). bk




2 C L PERFORRANCE CONTEXTSOF THE BLUES

Cdn recent years, folklorists have been hrged to study fn]klore f}am the
\ e pomt of ‘view nf perfonnance, rather: thin'as an ‘lsa]ated d1sembod1ed text.! |

'.Few scholars hwever, have actua]ly dane detaﬂed’analyses of the géneéral

A kxﬁdsmf contexts in which’ fnl klore events are performed and fewer still

} have worked on the different, perfnrmance contexts oF .song tradxtmns.

Unfor-tunateTy, m the hlstonca] period with which this study'is con-
n cerned, 1920-1942, scholars tended to, v1ew the blnes as fo'l Bong texts in
F"' ‘\501atiuu, rather than as performances mthin -a clﬂtural milieu (wheﬂ
‘they. viewed the b'lues at, a'H), and there was no sc1ent1f1c invésti gation
of the. cnntexts surroundmg perfomances. Exar.tly ﬁw the’ blues was per- d

formed in yarious contexts 18, now;- at tM& late date, difficult to de-

. termlne. Me must rely on the few contempnrary accounts which Ex':st.mften -

o N s
,/'distorttd by a vomantic vision of thp blues; on the reminiscences

5 a%

-1 See especia]ly, Dell Hymes, "Breaktnmugh lnto\Performance," in
‘ Folklore: Performance and Communication, ed. Dan Ben-Amosiqnd KennethS. . -
Goldstein (The Hague aid Paris: Fouton, 1 75) s pp< 'll 74; -anid Willian
Hugh Jansen, “Classifying Performance in.the Study of Verbal Félklore," in-
-~ Studies in Folklore: In Honor of Distinguished Service Professor Stith
Thompson, Indiana University Publications Folklore Serjes, No. 9, ed. >

. Edson Richmond (Blonmmgmm lnd\ana Univ.. Press, 1957), pp. 110-18. TS

2 Roger Abrahams_has-touched on this aspect of song schularsmp in

S * - “Creativity, Individiality, and ‘the Traditional:Singer," Studies in L\terar
R g n Imagination. 3 (1970), 5-36, and A Singer and Her Songs: Almeda Riddlers

Tl Book of Ballads (Baton Rouge:: Louisiana State Univ. Press, 970 > both of

al : "which deal with the efféct of performance contexts on a singer's re-
. . -pertoire. . See also, Henry Glassie; "' Take. That Night Train. to Selma': An

g Excursion to the Outskirts of Scholarship," :in Folksorigs and Their Makers, 4

ed. Henry Glassie,;Edward D. Ives and John F. Szwed (Bowling Green': Bowl— .
“ing-Green Univ. Popular Press, l:'|9703) pp 'l-GH fur a study of one song
in different performance contexts.




T L toils

. the, h1stnr1cal recunstructiuns,

7 ; with bucgie-woagie p|anists, vocahsts with wasﬁbuard, JI(E and Jazz band

§ 1970) P8

of ‘the. few agmg pems

bath schn]aﬂy and not—se scho]ar]y, which' ..

have heen attempted by present-day scholars.

Our pnture of hlnes perfurmance contexts \s by nq u‘ean c&unletgly

abscured, and we can get sonmg 1dea nf the dvversm' of -contexts/in “which

¢ 'the blies was performed. Ih1s is.a Yery important pnmt which is often

nvar'luoked by blues— researchers : the perfumance of the hl}\ms not t\ed
to V.!‘e set of cnntextua’l ci rcumstances, hut rather it was @ formance
which was faund in an extremely var(ed number of s{tuatiuns._ De‘nck 5

‘S\‘.‘ewart Baxter makes this ‘point in ‘the- following vay: S5, g
ey 8

Blues are aH things to alli “men ofthe:race; .they are, the: songs of the

% primitive guitarist sitting beside the raﬂrnag trdck; - they are,. too,

. the sound of some barrel-house p1an|st poundiny away far into the

Mississippi-night; ‘they are the. commercidl Rock of the blues bands;. ,

they are the earthy ribald “dozens ' ‘of the medicire show, or the
_cabaret blues of the edge-of-town club; ‘they are certainly contained

in the ‘show-biz routines of the travenmg ‘troupes,, and “in the latest’

hit of. the recording - star, oran unknown Tield worker singing as he

. Padl mﬂver-\ sm\lar'ly states that ‘the.blues was being performed by "Vaude~
ville and tent-shuw smgers ch-cus artists.and hamstumers, medici ne-show
entertamers and wanderlng troubadurs, street heggars~=d’nd ﬁe'ldhands folk

mnstre\s w1th guitars and gin-1 mﬂ1 mus-mans at battered p1anos, s'lngers )

lt |s also |mpor£ant tu reahze that the indiwdual performer was not”
neaessan]y tied to- a spemﬂc context in his or her smgmg of the "blues. *

5
Mmst blues: singers in’ fact, were at' home m a nunber af d:fferent perfom-v

I Ramez and the c'lassu: B]ues :Singers . (Londc

i The Meaning of the B]ues (New York ColTier Books, 1953), ¢
pp. 22-23




N

hausepart\es, and the ’H&(e."‘ and. accordmg tu Thomas Dnrsey, the urbaT\

Rafney: o

“but.in "contexts which were’-completely antithetical ‘to each other:

3 m{ We
(T7 ]55)," QEMF Newsletter, 2, ND. 3( 967),
7" Jim-01Ne Imd..Aa\y
"Dorsey, |v1ng Blues; No. :20 (Mar =April 1!75), pe 26

i 8 Karl G.. zir Heidé, Deep South Piano: The Stor of Litﬂe Bmther Y
'mntggmerz (London: Studio Vista, .1970), -pp. 13-14. - : b

lng s1 tudtions’: s

corners, . jn eating places, in honky-tohk night spots, and-even-on
- trains. hey al so sang for. community social affa1rs dances, and

meyisang ‘their songs in the raﬂroad statmns. on the street
pi c'nh:s.?/

Robert Nﬂkms \:ould~be found at "'pig stands,‘ sporting hnuses hote]s,

singer, Tampa Red, cuu'ld turnlup "Just an; "Fi!re--;iarﬁy, theater, dance b _\'

Hall,. juke Joint. He was playin on the streets Qa “Nor were the .

._b'lues p1anists part'lcuhr'ly tied to-one context, despi te: ‘the - 1n|mvab1liw

of the1r 1nstrumnt. hs zur Heigp stntes, 'Thruugh the1r versahl\t,y, "

’ some of these pwms&s resist-any categnmzatwn--they were at home ini
‘jau bands, ' honky-tonks, and’ cocktaﬂ 1nunges-"5 Vaudevﬂle singers “also-

,had thew varied. cantexts, as Lawrence Cohn pmnts out in reference to, Ma

UShe was. a performer, a.dancer, singei of ‘vaudeville songs, and of
bawdy, double-entendre ‘offerings. She was a‘tent-show performér, a.
carnival and circus artist-and also- sung ballads- in addition to a’l!
the. aforementionet. - Thus, in 'sun total, shie was a_consumate smger-
artist whose' skills and talents vere considerable. 2 2

Mi'any blues singers could perform, not only in-different Edntexés,
v : N
o

% IE _was nof gnconnrén for a blues musicia.n to foﬂbw A’ Saturday
Vi £ v

E1leen§uuthern The Music uf Black Amerlcan

York: Nortun 1971) > P 336

elding, "Tapescripts' Interviéw with Rev. Rohert Wilkins "
58. 2

o' Neal, "Livmg Blues Internew Georgia Tom -

s “Recard notes  to Blograph BLP:12001:. © "




1. < »‘ . ‘. [ % 0 N »
night s p]aying Tor dances ‘ganb'lérs and dv’mkers at a harrelhouse, 4
juke:jéint or Country ‘party with a Sund?y morning"s church service in’.
h{ch his guitar fnmished the musica] mpetus for. son r‘ hil "

> This A
art(st cnu'ld perfonn quite uatnraﬂ_y in such d(fferent situatmn_ Blues"

mghc be nlayed~at a cnninuni |:y p(cmc or‘a bawdy houie and ganﬂﬂer S den

-. by the same perfurmer, a'Ithough, as wm be' pointed ot Tater, the pe

formance nf the blues may. uary considerab’ly m*those d!fferevlb cuntexts ‘_

o What" v
and fiow- can: ti Y be :’Iass1ﬁed accurd g “to. the type of.. b]ues perfnnnance found:

 some ofﬂlese cantexts in Mhich the blies

<in them? Jansen speaks nf hi gh and 1cm degrees of performance. dEpemhng upon

the fuhction of the foll k]nre event ina part\cu’lar cnntext, and further

states thit Where the: function nf an- tem of folk]ure is purely enter-~.

tainment, the degree nf perfumance X Smr.e the, blues has already +

been deﬂned)as a song nf Teisure, functloning pmmarﬂy as entertamment.

- ns degree of perfnrmance would be “di emed high accordmg to Jansen., We

must therefore Took at shades of "htighness"’ m degree nf perfnnnance in

the bl ues ln order. to classxfy ‘the ~vanous performarice context§ a\:cnrd- '

ing to some. 1ogical systes
Perhaps the best way ‘of arnving at such a c‘lasslﬁcatory system 1s

: to Took at the relahonshw of aud1ence to- perfonner in the dlfferent

1 "clasﬂmng Performance," p. 116.

‘71z Two previous, studies at Memorial™ Univerﬂty have classified per-

3 fumance according to- audience-perforner: interactions: Wilfred W. Wareham
Has'classified the performances of a Newfouddland tradltional singer ac-
cording to "formal” and "informal" performance contexts in "Social Change
and Mus]cal Tradition: The Role of S1ngmg in thé Life of.\a Newfuundland




An hearmg range, or J:hat he hes on a contmuum hetween\these mo extrémas.
L1kevnse, the audiem#e may. be entireiy mc1denta1 to the reasons for ‘the
blues smger s performance ur may be the very\raxson d‘etre of his h'lues
s n s1nging, o(, again, may be on.a continuun between these two- ‘points.13

These, tvo cnqt!n@ might be rzmed'degrges of conscious 1ntgr:ict10n"

5 . between performer and audience; "conscigus.“vbecausé it must be’ assured

. that wher:éver an artist's ilerfnrmance is audible, or visiBle, there"s

4 N " - ity = B
be some unconscious-interaction, whether willing or otherwise, on the 5 ®
. ! rpart of both perforner -and audien:é. But.when the artist ]:erce'i ves that E

« he is bei, ng listened to or watched and vhen. the audience- perceives that

ARG TS

. the perfnmier is.directing ms attennuns tawards them, th\s Vnteractiun '

 becones conscious. . = 2 ']

SRR

" The inportance of _this way' of distinguishing different perfonrian"cel
cbntexts is that the Tevel of conscious interaction wili\detemine, toa

very great extent the shape ‘that ‘the performance will bake. The more

e @

consmuus the art1st 15‘ of being a performer, the more he wﬂl shape or

- . alter his- perfumance accurdmg to what he perceives o be the audience’s

expectatwns “and accurdmg to the actual feedback he conicmuﬂy receives

i : .Traditional singer," M.A. Thes)s Mzmoria Univ ity of Newfoundiand 1972

*. .pp. 148-88; and I. Sheldon Posen has stidied "liturgical” and "lay" pe
rmance contexts in camp singing situations in “Song and Singing Trad1hons
Children's Summer Camps,” M. A._Ihesis Hemorial Univ. 1974, pp. 30-36.°

- 13 Barbara Klrshenblatt—mmh]ett discusses this aspect of | performance

to some degree’ in "The Concept and Varieties of Narrative Performance in"

East European Jewish Culture," in Explorations in the Ethnography of
" Speaking, ed.Richard Bauman and Jneg Sherzer. {London: Cambridge Univ. .

Press, 1974), 283-308, in that she ‘speaks of narratives duminatmg con-. -
versatio N’Xm‘tem tinder a variety. of condxnans (see her; table on-p. _

307), but\she views this dominance as\(pl us or minus factor in the con-

© . text, rather)than as a continuum.-
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.

during Msmerfnrinance L\kéwise wheh the audieﬁce’ﬁercei\‘(es that it is

the centre of a;tentien of the perfamer, it wm more wﬂhng]y accept .
the ro\e of audxence, gwln‘ the artist- the proper feedhack expe’cted uf

n aud!ence in that specinc eul tural context 1

o\:i practice; or,, mre er'ly, for both of. these reasons, but, for '-

whataver reason he ‘sings .to h mself, he probab'ly does nnt percewe any

aud\ence other than h!mse]f lf anyune ‘happens to ‘be in the /same room, or .

happens to uverhear the: singer ‘as he! pract!ces that person wuuld prubab'ly <

not respnnd ‘in the mle of aud'nence in- most cases Ne can, of course,

anly hyputh'nsize on-this point, as there has been no sment‘ific ohsar—
vation of a_bles* smgen m this context., Ay Sl g : ?

5 Tunn\y Jahnson s hruther. Mager, recalls- such a perfarmancm but nn'ly

relates to Jchnson s deathA g " 0, K
~"+:He was slthng on-a couch at fiy ne1ce H ho Sol’nevnf them sa‘i’d he.
‘had"his gquitar sitting there.on thé couch; Tyou know, - just him and.her -
! there,and-he:was sitting up there glaymg, ﬁ:o]lng around wlth it
* And all:at once he just fell-over.t :

know any more about how Jchnson was "fua'lmg araund" with h!s ,

We don‘

gl]itai‘ that day,but |t is’ interestmg to conjecture as to’ how. he per-

:ewed such a solo perfurmanc . In this cnntext the slnger 15 cun—

scwus]y ‘hi’s oun audience. He s gwmg hmse‘lf cnnstant feedback as tu hw

i ’mis point s discussed in reference “to Newfoundland trndltmnh

performers in George J. Casey, Neil V. Rosenberg, and Wilfred W. Narehanv,
. "Repertoire -Categorization and Performer Audience Relationships: Some. -
 Newfoundland Folksong Examples, Ethnomus icology, 16 (1972), 397, .

g 15 Dnvld Evans, m,[ -)nhnson (Londun. Studio Vista, 1971); pp-.
86-87.. > T 7 o e b




} : 4 was ‘rea'('ly Tike. Inm Ch;cago, b]ues s1ngevswo\ﬂd congregate at Bhnd

»ﬁis perjnnna'nce compares wifh how hé ‘wishds to’ perform.

‘lt'is m,\'(y,in
this col

text that his performance is totally unimpeded by 1n\teractwn 2
: \ with other. audltors, yet; ‘at the same tine, he must be aware bf how. hvs

‘Qﬂng wou'ld or should sound in fmnt of an aud'lem:e.

U He s fre\? o ex-

penment vnth his ﬁlaqu and singing, hut his® refer;ence point'is} of

3 N necess\\ty, ‘the nnmﬁ perfomance expected of a b'lues smger in h‘15 cul= :
i ture. jCertaln]y h s\t- oughts m such

-would be “how acceptabl

would th1s song be f.’ﬁ) and to nthers if. T were perfomlng in fmnt of
|

,‘l. an aud|ence7" \ o

When two.or more h] ues singers gather tugether to rehearse m th each
other [or Just to jam, ther s obviously. more ccmscwus mteractlon
A\

than when the performer is 'lane But’_ unless there is a nnn-perfunner'

hstemng ito ﬂhem, tr}ere is still no c’lear—cut audnence as' opposed  to per—‘ :

- B]ake‘s apartmem: to rehe?rse for house parties or other Lengageinenl:s.‘6

" tbut we dont know what wen: on at these sessions. Jue Wiltiams' recalls tha(:

‘he and Charhe .Jnrdan actuuT'Iy rented a rehearsal hall.in St. L“nu1s and
|

e charged a thirty-five cenc ahmissinn “to musicians who wanted to make use

of it[17  Blues pianisr., Crlpp‘le Claren:e Lofton ran a snrt of school nf
o 5
instructinn wnere performers cmﬂd gather. $ .

Down ‘on State Street, a 'httle above 47th is a saloon; Jately, knaun
. ds the Big App'le, wh'lch ‘might well be ‘called "Cripple Clarénce's
o Boogie Schoo many yo ng aspxnng blues players.meet . to

J o

: "6 stephen cart, record notes tn Biograph BLP- 12031. R CAEN

s '17 Paul ‘Garon, The -Devil's Son—\ln Law: The Story of Peetle Hheatstraw
and Hhs Snng (Londun Studio Vista, 1971),; p. 25.

- ‘Againls we have Tittle information on what'a reearsal or. jan session; |




ez,

'perfarmer sees his ro]evus stﬁde»t he m‘n he especmﬂy con!

‘fmnted with, mus1c|ans whose abxlitles vere more or- less equal to the'lr

“W. Work. describes. one AT such competition: gl * g1

" hear and Tearn from Lofton ‘and one another. nmetwes a fe'llow who
is only a.beginner comes inand| Luft9ﬂ Shows. him a few things, and . ..
befdre Torig he can play d piece‘or two. .As Cripple’ C‘larence says» L
R gntta help these bojs a]ong, sn when us'old fellows are gone N
there 11 be some ‘move’ coyn . "

]n such situatmns;wh re perforn\ers of various degrees of pro=.
ficiency are togsther perfjnner—audnnce 'mteract\on hecomes synox\ymuus

With téacher-student: relatuinshws. The: performer: may percejve his role

blues. “Depending on w)lether he accspts th1s role,. the perfumer may

eithar show h1s mastery in such

X Way - ‘that the student can: leam ‘or may’. . -

slmp1y try to dazz]e orzconfuse the beginner. If, on the other hand, the

vo»s of " the
reactions of his teacher-aud'mflce tu his p'laymg and singm > and try to

a’lter‘ his: performnce, quite h‘ouscfously, to confohn to my audience's’

expectatmns §h T \‘ ; ] 3 e

In this type of context. h\mever, perfurmers were mos\‘. often con-

Lo |
own,  In such a s\:uatwn, cumpeh (we Jamming mi ght ensue, where earh

pérforner tries, to better:the other. in ‘a'sort of “informal- contest: John'™ -

After they had played three or four stanzas of a gwen song, one. of
them would start singing. “When he was .near the end of his immediate .
supply, of verses he would sing directly to the other one, who would 4
then take the‘song up and sing it until-all of his.verses were at an
end. ‘At -this point he 'would in the-same manner signal the first . -
singer who was now ready with a new supply of verses recalled and
some probably composed. . This would continue indefinitely. until one.
of them wouldssing this versé which closed most of thelr snngs
f. anybody “ask you who composed “this song;
If anybody ask you who cunposed this snng,

18 Frederh: Ramsey, Jr. and Charles Edward” Snnth eds., Jazlmen
(New York, Harcnurt, Brace, 1939), p 196.

ias B teach%r, and therefore’ make a specla'l effort to d1sp1ay his master'y of ;hre _




: themseTves. During t:he compennve p]ay\ng, each performer alternatwely

-

in determining one's -own perfuman'ce, since"tne artist is being measured '

PRI

Teti ‘em sieet

gapa Gibson (¢
Jes gone-'long;13

l'shmn Brace_v recal'ls th|s ty;:e of campeh l:we Jam sesswn in one, af ‘the

rehearsa'l hal]s m Chvcago.; He refers to tms compentwn as \“buggmg

musict: | Ve s

* We stopped.in Chicago about.a dayr.and met al1 thé musiciansethere.”
* At night we was _going through there:’. They was- going.to record dif- ‘s
ferent-places, Tampa~and Blind Lenon- Jefferson, Scrappy Black, Lon~

nie Johnson, alT of -them, Lou: Aristrong. - Down in'the’ Loop the

had-a musicians' "hangout. They had a musicians' union dovm'there. " They

take out so much a month, -a-week, or. when the payments be. t . T
we:wasn't belonging to it, apd they just let “us by, me and Tommy

and Kid Evrnest and-forty-Five Charley. : They got a1l kinds of in=. .
strupents or parts you want down there -from. strings to reeds. . Blind
‘Blake, Scrappy-Black, Blind Lemon, and- Lonnie Johnson; and. a whole - -
1ot of them, Lou Amstrong and his band was there.. They -bugged music.
They'd make you play.” And they'd bug music- and. see.who could.beat

one another. That's why you.get good 3. xuu knay. They!'d go-down. there,
‘ and they, wauld Took fnr the bug music. 20" 3 ®

0hvmu51y, th,ere 1s great deal nf interdction amung the perfonners

1n such a sltuatmn, but, un'less there are. non-performing i on'lookers at

the jam sessmn, there is stﬂ] ro audience, separate “from the perfamers

becomes audience and then performer and then audience once again. In .. S

this ‘context,_ the feadback fl/um one's conpetitor is of the utmost importance -

d'lrecﬂy against the talents of somenne else.

- The competltwe jam sess(nns could hecun\e more fnrmahzed 1nto actual s

lﬂwes “contests, comp’le\'.a mth judges and pruzs. As early.as 1922 such Ik NN

‘a contest as he]d in New Yurk Clty with’ Trixie SmiLhL Daisy Mart‘m, %

. 13 Juhn W Work , Amencan Negro Songs and SE1r1tua'ls (New. Vork:
Bonanza. Books 5 1940), p. 36. WiTliamR. Ferris, Jr. reports-a’

similar competition in Blues from the' Delta (Lnndon. Studio Vlsta, o
1970) bp.53-54. . T R

20 Evan_\s. ommy _Johnson,, p. 67-.;
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9/}/\1:& Carter, and Lucﬂ‘le Hegamm as: the tontestants “ “In 1923, Perry

: Bradfurd and ﬂarence Williams sef up a- B]ues quht in New’ York in which:

the ccntestants were Naimie: Smith, /Sara I'artin Edna H1cks, Eva Tay]or,
and Clara Smith

2. Sucl\acnntests were held, nnt on'ly among the fema]e

vaudevi’l'le Singers, ‘but anong hlues singers in genera]

and vomen. ‘In 1928, a coitest was he’ld in Da]las w1tt| Lonnie 'Johnson, o

Maggie Jones, Texas Mexander, and (i

an Glinh as’ thg contestants.23. -
(Huw any- Judge\ccu‘ld decide. who s the best “From among such diverse ‘ .

- styles of perfermance 15 tru‘ly amanng )

2 Probably the best descr1ptinn of' this particular perfomance cnnte?t

s found in Big_ Bﬂl Broanzy s autcbwgranhy, ytheref he describes -such

a cuntest between himself and Memphis Minme. 1 i, -
“The_hall'was crowded, éverything was free and all-the musicians that
could get’ in the place was there and every musiciin’had breught a -
bottle.” The prize for me -and Minnie was a bottIe of whiskey and a
bottle of gin and we had three Judges.

S g I had to play first.. Itwas on the First floor and: they.was Iook—.~

dng in the windows , both black and uhite penrﬂe. Ve had two songs

3 to play each.2

As Brnnnzy te]'ls lt, Memphimenie won_the cnntest but he grabbed the

whiskey ' befnre she could claim her prize. i i

The .prize was not always. 50~ frwo'mus. J. T. “Funny Papa" Smnh once,

’Iust $150 tn a Blind Lemon Jefferson imimtor i a contest. 2%’ lHe cah on]

21 Stmrt Baxter, mez, PP 21-23. : - 2

22y Chns ‘Albertson, Bessie (New York: Stem and: by, 1972), p: 57,

23 Sampl B.-Charters; The Country Blues (New York: Rinchart. mss", :
pp: 77-78.

24 Willjam Broonzy, Big BillBlues: ul‘niam Bmunzy s Smr . ed)
Vannlck Bruynoghe (19553 rpt. New York: Oak Publicatmns. 19 Pp. 138~ 39.

S :Stephen Calt, Noody Mann, Nu:k I’erls. and Mlchae'l S(euart, record
notes to Yawu L-1031.

-even between men -

S

g S LA A




A prlzes he mght receive to include

\nique conte)d--the folk festiva‘l ms. Fart va Tley State Cu'llege in 5

a blues contest The, ;untestanss uere Incil perhmers,;hut on ai

! naq.dy Was fmported to, judge the cnntest. Monetary

‘prizes uere awnrded a7

two. oov:g mns_uv

His mni for

'of heing impanhl o

informal _‘ihtséssiqn. His.

rix:ﬁn? aucﬂance. now

beconns secu}\dlry tn the :)udges. ik

2 Lnu Curtiss, "Tom Sbaw T lks."
1972)

an usseﬂ record notes. to- Flyright-muhbox SI.‘M—25
album fgatures L!brar,v of cangreSS recnrdlngs of Lhe foIk fest{va




v
sy Z,’ Frederic J:" Ramst \

or at 1easr, cngnusenti af~th= b'l ues

But in the fo]'lowlng ontexts, B

the perfnmer is very:.much set apart fmm.lns aud\tors in-a more r.lassu:

performer—a ud{ence?—ela‘tinnsm

Consci ous:

vconsmemb]y in these .verformance contexts. ! ¥ ,' ¢ -:

Ln ;ertam contexts; the blues 5

Although wrmng of. the mid- 1§'so sy Fredervc amsey's gf’scrlptlun %f'd

ﬂaur or a strip of fathack

mSEy:s-Ir <
: Rutger§ Univ. Press, 1960). P

try musicians,’ the Lanevﬂle-dohnson rewever\played
to’ 'Iarge or sophisticated audiences.’ ' Each- sutmer, calls forth only %.
Small number of engagements. Ozcasiungaly, someone throws ‘a_party.to -
raise money. A pair of shoats is killed and roasted over dn outdoor
pit, and sandwiches made with the tender slicesiarelsold. . Some .. - -
“amateur baseball.games provide:an excuse for & brief open-aw con-
cert. One enterprising grocer of: the region throws of
.'of his large general ‘stere for. Saturday nignt shindig
few events, the men.are never paid -in.money, but in kind. : At .
picnies -they receive more than their share, of"beer, barbeque or corn
cwhiskey. At the cash store, the’ pmvﬂetor pays.with a sack of .

mger is rmuch nur: aware of h1s ru'(e i

# smgmg at a. pxcmc far. the Genera] Assocvatmn of thc Bapust Church “

o} 5 <

the- doors:




;- roasting pit, or any number of ‘otfier 'di\)érsl‘ohs"b

of His audience: He must; to some extent see h1s role as“b

‘i’ auditors.

f 15 still verx “much a ynrt of thg backgruund -as’ far as‘the aud'ience 15

*Durham: : ' . B £ o

.rwe nttﬁntwns i

ckgrol.mrt ‘v i

music. to, the géneral festive a 'sphere. Mthough the per‘fnmer genuinely, ®

5 perceives and relates “to'his aud1en:e, he is very.,much aware tharphw

i pérforman:e, m tnrn, may be percewed on]y secondarlly, if at an ,by

. In tne contexts of the' juke jm‘né and th‘e hous- party, the ve'rformer ®

,i.concerned,

m.'ake-

onweekends N e v L e ! K e

s

= S0 the Negro in search of anusement gaes fo the : uke"'where he can

carouse, dance, and Join.in the.rough entertainment that. the estab~ .

Tishment-affords.. A timber-framed shack, with a.low veranda and .

gaudy advertisepents. decorating the exterior, the ‘juke- is often c'losed !
F:‘ng the week and . Wes into rough noisy accrvity on‘a Saturday

ight s

These make-sh\ft ;tam:e haﬂs were a'lsu referred to gs "ha‘l]s,

% "harre]-

,houses.“ ur even “frolics! as.in tms'rec'ﬂ'ﬂect{on by b'lwesvg{nger Buddy

I p’la.yed em Cblues most'ly for- frolics; I never d\d make fo records.
Dowin' South, “the -folks-barbeque hogss.a- billy goat and-sell.it. . Som
of us played guitars, pianos, peoplé danced. - Thats Csicl What we cal:
a night frolic. “This was mostly ‘on Saturday night, we didn't have
‘em during the week, ‘oause} vie were:working. *Sometimes 1'd:play
when I'm around the house, ,bm: -mostly it was for % y

;‘30 ther, Heanigg of the Blues Pp- 185-85.




co, 08, S g ; 100

frolics.3!

..The atnnﬁphey:ev in"these_'jukev‘joinvts is most often described as overicrowd- J

ed'and dangerous. ‘Eyewitness, Alan“Lomax, describes. the scene inside a
dance han: '

The Tone gultar player was the entire nrchestn at most-of the dances’
' % ‘. l.attended in the Deep South during the 'thirties and: ‘forties.
- Some wretched wooden shack far out_ in the country was the dancing.house.’
y 10’ p.m. it was packed with couples, dancing belly to belly, their .
,feet barely moving in‘a slow-drag step that made the whole house—.
.. reverberate 1ike a great drum. “In the corner of. the:room sat.the
gu layer; both feet whamming out “the rhythm, ‘the laft hand
ing _the strings of his battered guital he right whining out"
3 the h]ues notes between chords. Meanwhile, poverful sobbing |
voice cut through the noise and carried.the bitter ironic verses
" of the h'iues to " the ears ‘of every dancer.” .

'S1m1'|ar to_ the country juke joint was the urban dance hall, ’ngis L
conteupnrary account stresses the seamy- s1de of these naHs- ’

‘Several halls in Memphls were of a very Tow type. The regular.
public_dances at two o m are operated by a Negro politician. A
¢ .. crowd in one nunbered 600, and ‘was a mixture of.boys and girls. of
1 Y - the teen ages with women who appeared hard and rough. ~When the
& Tights were a1l extinguished except a spotlight, and.the crowd danced
- .the "mess.around” to the tune of "Shake That Thing,” the dancing was
extremely sensual. . To add to the .low atmosphere, a singer would oc-
casionally intone a verse reeking with suggestion.. Some of the most
extreme couples pivoted on one spot and gyrated-their closely. pressed
. bodiles from their knees up: A-poldceman_who o{dev‘ed the lights
A tirned.on was told by the pohticuan to "let the people alone and
— let ‘them have a good time." ' The ‘officer replied, "They are your
s 4 - own race, and. if that 1s the, way You feel about it go ahead; but
s . itvis a d-:n sha
. Ottside ‘the hall men and women drank: from the'saie bott\e, and’
. “staged petting parties in their automobiles.. Three girls were engagedv-
“ . “in a, heated argument over a stolen watch and indulged in mich- pro- .
fanity. In front of the hall a girl lifted both feet from the ground
as she hugged her friend .and announced her intentions is such Tous
1anguage that even :the boy- pratestedka‘garag& owner in the rear of th1s

e Christapher Larne'n, "The 'Effects of Social ahd Econumic Ch}nge
on.the Uses of the Blues," JEMF. Quarterly, 11 (1975),

g 32 Folk Songs of North'America.in the Engl nguage (Garden Tity,
Doubleday, -1960), p::57;
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5 ‘“iydtence d1d not need or. necessarﬂm expect a !ngh—quanty perfunnance.

N Lo,
hall cmnplams ‘that.“the gvaups often crash the duar and use|his
garage as an asslgﬂatlon house. *

. Son- House stresses the.rough’and, dangernus nature of ‘the anke Joi f.s.'

1 decided ‘that if 1 could ma}e records and play at some de\c t pames, 5

‘I:would Teave the country balls.alone. Them country bal]s were
< rough!,  They verecritical, man'a"

Irlhetner all juke Joints were, by nature, dangernus or violent }ﬂaces
is a matter of conJecture. Cerr.uirﬂy, in fhe rura'l and small-tdwn areas..

- o the Sonth where. most of the dance’ falls were Tocated, ‘there were’ few-

o,ther attlets for ‘the pent-up €notions and energ1es of the peuple.

1»(Ihesa Saturday-nighv. affairs must have functmned s a release “from the

hdrd weekday 1ife of .the 'labour'mg man or woman, but, by far, the ‘great-

‘st form which "that releass took was -in dancing'and not “in fighting.

“Tne' blues 'siuger, in_this €ontext, functioned mainTy-to=supply=thie

proper rhythm for” danc‘mg, -and; as in the context of the picnic, h1s

’Edmn Busber Pvckens, m'hls descrlptmn of p]aymg in a Juke Jnmt, points

nut this aspect of dudience expectations:. 0
Up’ and it e SR E Aracks in tiow days was Khown as” ¢ Barrel
house Joints.. These places was-located in -the area where' the mill

+was in; and you played all night.long inthose days. ~They dshced-all
night-Tong, " And the blues was all. they wanted; they didn't want’any-
_'thingelse. . They vanted them Taw-—You didn’t have to be fancy.at a'|1-—
ou’just:bear down! OF course they had food in. those -places, drinks

and coffee and so forth, and these. men-people that: attende d”them

-, Wwerd Working at the mill.:’ They worked in shifts: this man's crew is:off -
an'"this man's-is.on; one shift goin'-and orie barrelhouse.. That's
. what kept. it goin'. - It wou'ld take a couple of rooms, n\ayhe a stare.

A8 T BAL Nuofte‘r, e, jegro-Problems in ‘the Clﬂes (1925, n)t.
New Vork Negro' Un\versatves Press, 969), p.

(] ) Son Huuse, T, Can Make My D;m :Songs'!," mg out! 15 Nu a:
965, . 2
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i occaswn, as ther points ‘dut:

i 3 For a’ discussion of “the house party in Newfoundland, commo
called a "time

. Seculat :Folk-] Mus1c, Southwest Re

. Course' they packed 'em in 1ike< sardines. Peop'le came ‘in and out:
* < at-all” times and of-course the piano mani why e My a wh{'le and
‘rest'a whﬂe and go back and:play agam.

S\mlar to the Juke Jo'lnts but of- a-more dumeshc nature viere the
: house partles.

As implied in the name, these were get-— tugethers at sumeone s,
house for: the purpnse of mutual entertaimment. Such parties of r.ourse,
are common-in many differént cu'ltures. 36. Amung the blacks n: is both a

rural and- urban custum. < s /

.

In the mm South such'a party may be held tu mark some spec'ia'l

the conclusion of curn-huskmg, the raising of a house, a .
wedmn{g\ r_indeed any-social ‘event that merited some form of cele-
bration,’ p]a\y parties” were held which lasted until- the dancer and
celebrants dropped - from exhaustion and ‘liquor.. Bango, fiddle, ‘guitar:
“and piano rags provided the music, but when the ‘early morning Vight
was-breaking over the hills and the energ1es of - the dancers were Soae
+ " ‘beginning-to flag, the musicians drapped into the blues; sTow; g
= interminable blues, and the cuup]es "slow-dragged” across the ﬂoor."

- Rlan Lomax probably gwes ;F\e mosc extenswg eye-witness account of sucn
@ part,y.38 His descnptwn of the, p\i\rty in full-swing.'is quite s'um'lar

to tnat of juke joint dances but his accaunt pf the start of the,par:y

house party than in-the. rougher Juke Joints-

Presently the guests began to armve «‘some orr norseback. soine’ appear—

35 Paul Oliver. Conversahon with' the Blues (New Vor
‘Press, 1965), p:

iy :
" ‘there, -see Casey, Rosenberg, and Mareham, "Reperm'lre o
p. 398, ¥

37 O'Iiver, Mean1ng of the Blues, P “1g6. ther s use of the term .
“play-party".should not'be confused with the more. formal gatherings “in 0
which' song-and-dance game$ were performed, as_described: in B. ‘A, Botkin

The -American P'Ia!—Pﬂrt! Song:(1937; rpt. New Vork Freder\ck Ungar, 1953)

38 "S-mfu'l Sangs af the Southe

Negra'/’ Expenences Co]lectmq
9 (1934), 109-11.




mg sudden’ly an faoc out of the ta‘ll weeds ; rattHng up in’. fhvvers, o
: L or driving their squeaking wagons. The babies .were put at once to P
g bed in a darkened room. - The: unmarried-womens-having dusted. their

bl 0.+ .7 shoes_and plastered.their faces .again with paint, went on into the e
room where the dance was to-be held, and:walked-about:, giggling and

. ' chattering, while the young bucks outside spokedand. spat, trying . Lo oS

. ;, toseem unconterned as to'whether: there was to be.a dance or not. i
-#.  At'Jast the hostess prevailed on Tom Moore, who had been mvlted to . ;
" spell Burn-] Down, to core in and. hegin the dance. (p- 110) ¥ S

In the,urban b]ack culture, house par‘ties ‘were also cgnmn and cer-. :

ta'mly must have been_held to mark spemal occasions; but an.added feature X ‘

-to the urban contexc of _the house parf.y was its functiun of ra1smg ren:

to pay for the house ‘or apartment of the host.. These hffat;s were smre-

: t\mes eughemlshcal]y called “'social. wh\st parmes““ “buty in:) reahty.

they were “less’ refined than tHe-hame suggest

T . wds, transplanted with equal effectiveness: to Harlem, was a means of:
ol Py o meetlng ‘the rent when money was low. --Spending the 1ast. few dollars
L E on jars of "foonshine" and "home brew", the host would engage'a piano
player»—'nf he wasn't one himself--and, throw a party- for whlch .
admssion was a quarter._“"

: 7, |

7 ; The "yar]ur social" ur “house-rent party", a Southern-custom which ... = 3
%

g

cels ekpectations‘ of the per:

fanmr ata house party were genera1 ly not very high, ‘as 'lnng as he supphed

: As with the uke Jomt dances,, ‘the"audi

musm good enough to dance to, he was su‘ltahle in such a context. Com- .
pare what Buster Pickens sald (footnote 35)‘about not havlng to, be : R
e R "fancy atall¥—ina Juke Jomt with what piamst “Romeo” Nelsun says -in
5 the fo]lomng descrlpt‘lqn ofl- an urhan house-rent party.
g l:loni would. go:around abput the various™ parhes to be hﬁ'ld dur'mg

the evening, and people would go to-the houses’where
favorlte pianists wou]d be-pl

g. No admisswn was charged but "

aut Oliyver;:
J.

e E!'Iues o Drive. the Blues fiuay. . in dasz., ed, Nt
_Hentoff and Alber McCarthy

(New York: Rmehart, 1959)




_- .. people paid for the food and spirits they consumed. The pranuTghy-

2 ﬂle -previous actaunt of a house party. ) % -
-
fee ta phy. he was stnl not the :entre of attention, but unly a suu{ce

- wherA peop]e gathered to hear a perfcnner

3 uut. we knw nothmg of the' perfomer~audience interacthm 1nvolv=d in tMs

“ Vista, 1970),.p. . 62. ; T s

er was hired for a set fee by the person’ throwing the party.. 2

celebrations wodld go on well into-the small hours by which time . ¥

the ‘guests were,all pretty drunk. -Romeo recalled, "You could get i
, away with mythlng— -just hit the keyboard with your.elbows and fists~ o
1 11: dnil't Inke no difference- mum they were so drunk by -then.™

Notlce in_ thls description the a]t.ernahve way of co’llecting mney from ;

- Even mwgn the parfamr mght be, especially - invlted and _paid‘a

“of hhkgmund or dance musw. Of course, there may ‘have been smfs parties’

e

ut: there is 'Iltﬂe evldam:e of
this in the |ncqnp1ete rer.nrd ‘of hlues cuntexts e possess. ‘l’unmy Jahnson 'y

hmth‘er. Lelleﬂ. remembers Johnsun plny‘lng fnr a chﬂdreﬂ s bivthda,y party,”

cnntax\‘;. L 213 g - 2

The m]e nf a b]us s1nger at a. ginb"ng den 7s hard to assess be«

tause of the hck of infumtmn, hut it must have | been secondary to the

‘role uf’the gane in. that context Hlllie Bonm reca'l‘ls ;Iaymg ina
gnh’hng den but tells us-1ittle about hB actual rvle there. 2

Once we CBorum and Noah Letus) played at a :ras game at 2nd and
- Marvel.,- The po'(ice arrestad us all, b Noah and me free
- ‘because we d\dn t take part in te gal! |Be1f.~ But we. got Tots -

of tip; mam. oy )

Nhat we ieam from this remﬁns:ence s, that’Borum and Lans were full tlm
perfnnnevs at the game and not partic(pants in the ganlﬂing. Ihen‘ rule oot X
.as perfonner% seg them apart frum thelr aud'em:e. the ganb’ters, in the iR

& Wl )
ks TraCy,;NaJson, recnrd n

4 A2 Evuns m Johnsdn. pp:- 85- 86.. o 2 ;
43" Ben Dlsson, E_mghis Blues and Jug Bands (Lnndon' Studw $




same way that a blues smger is set apart from the audtence at a party %

or Juke Jumt. oy PN k i

N v . A
.\‘ o In the bardello, the blues. singer was ‘obviously of:secondary ‘fntev‘est
to his aud!ence, wﬁ) were there primrily to be entertamed by anuther

‘gmup of’ perfnnmrs. the pmstitutes. But, hke the prostltute, the blues 5

5 o “s1nge Vas. a, cormodity to be fifred for entertairinent. Pops Fuster recails

the 1ine-up. of plano players ata hmthe]' "They al'l sat ‘on a bench out there

:and; when thrm s a_little party in one of the rooms a plano player s picked
w5 v " out who goes in ‘and. p1ays all mght """ ln this context, the ro'le nf the

-~ performer’ seems s\mnar to that ‘at.a house party, but. the foﬂow\ng account’

“by Joe Williams 1nd1cates that the b'luesma}y played a mnre active role in il

s . the brathel s system of ‘procurement 3 o g

) He Cthe brothel onner:l\would go ta Birmingham or Texas to. get bath
S A /girls, and musicians;: to work. They featured entertainment in the
G houses--for different people coming to see the girls. whﬂe— they
were making their choicé, théy'd give. them a good shw.
didn't have no.stage or anythmg You'd be playing in‘a: han or 7%
[ . Just:in.a"room there.” The landlady'd'bring: the g1rls out . in the.
e B hall; the guys would-be standmg around;: and you's play. the music,

4 b “and they d"do- their acts.: They s dance-and twist aroiind; to"show off . ™\
P s _to the: guys what they had.

% ‘Perhaps s\lmlar m function ‘to' the s1cuat1on whmh Pops Fos\‘,er de- -

b scribed is “the nﬂe of a l\lues singer, or mnre 'erly a b'lues band, as,,the

5, Dewey Corley, who wnrked mth both  the Memphis Jug Band and the Beals
by Street dug Band; recalls with' amusement.the “stag" parties at:the

: Peabody: CHote13. They were -patronized chiefly by businessmen; who

: S .. left their wives 'at home.  Everybody became very drur% and very

- . . generuqs the. tlps aver-ran ‘the muSlctans wa\gesA"s

F

: wn Zur- HE]dE,\DEEE §outh Plano, p. 24"
; ",pp.sozn ik e N

sson,

Memphits BTues, p. 237




"But:pri vate nnnstréls of aﬁother type were also possible. “In, the Tate
" 1920's, -Bo Carter actéd a

{
5

a prwate-,mmstre] to the wealthy gwner of a__
.~ plantation, who, according to Carter's brother, Sam Chatmdn; "used to

iake Bo out to his girl-friend's house,, 16t hin pick:the guitar whilst .

& %
he courted, and eyery:time Bo would go. by his house, he!d more or ’Iess E *
_give him 10 or 20 du‘llars I87

These Tast two examples brmg up the @that b'lues smger‘s played

. in-the context ‘of white audiences as well as'black audienceés. The b]ack

perfurmer was sumewhat exceptional, when compared to other perfnmers, in’

_the: ease with which he switched from perftmmng for h1s own cul ture to

playing for the larger wh|t= cu‘lture around Mm."‘

ln the contexts discussed over the 1ast few pages the b]uesman 3

role has been secondary to that of other perfonners or d1versions, but

? Cine th fnﬂowing' contexfs the- b'lues s1nge will be seen to be 'mz:reasmg-
F ke,

Ay v:'(nser to the centre nf attention uf h1s aud1ence. :

e In streetsingmg‘vm" 'serenading the primary. Pgrformance is-that:of
r.he-h‘ues singer. At‘the same time, however; -the perfpmler_'rema‘lné sorme-

what peripheral to the attentwns of Ms aumence.

Even today, street:

smgers may be seen ‘in lmS maJar North Amerlcan 1t\es. They may pace !

cuntainer attached to thelr parson for donat ‘ns' or they nay

be seen s1tt1ng in some str‘ateglc lncatlon ata huﬂdmg entrance or m

a park They may be blind, deformed,: or 1n aaparem: good physu:al <on-

i ¥

(7 Stephen ('\a1t record ‘notes”to Yazoo. L1034 . -

- "5 For a d\scusswn of. th(s aspect of. blues. performance see, %
5 WiNdam R. Ferris,. dr. Racia'l Repertnlre Among Blues Perfarmers,
Ethnomus'l:u'logx , 14 0); &
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n3| they my be in gmups or solitary. 'Although fuch has betn said

about the Bluésman's streetsinging, -surprisingly 1itele descrlptlon of

\
how it vias done ‘has been written: Perhaps:such an urban scene' was felt
! too cnm\‘onp1ase by heldvmrkers who -were more lntent on descrlhlng the
wild parnes and dances prekus‘ly d scussed. Fu‘lk'lor'lsts, in gener.ﬂ are s'low

gf' 7 to reahze the impnrtance of the’ ardmary, in cnmparlson with the. extra—

nrdlnar‘y,\ in society: L 2 g s "

e c'hfford E1bﬂenhvened his street perfnrmance with his tram—
ed:dog, “rfhich performed mcks atop a painted box to his phy1 ng‘."so

J mal Hﬂme McTell preferred to seek his: audience, rather: than use the

sedentary Eppmach at least. in this recurded mstance. St

Couples were parked in shadows drinking, beer and takmg advantage i

of the darkness -and senﬂ~pr(vacy. Walking from ‘one.¢ar:to another x

J “+.'was ajshort, -stocky Figure with a twelve-string: guitar, singing , '\ - *-
* - whatever-people asked him to sing. .1t was MeTell, using a cane’fo
B help him get From one car to al nother, picking up:a quarter her
a, d]me there from'a giggling canp'le‘Sl

L1ghtn1n }}Dpklns usedthe: cap\‘.we audience appmac

Uthervnse I used' to, ride buses--yeah, free. They'd see me gom
- down.the street with rrr/ git-tar. ' They'd say “Hurry ‘on boy! Jump
. on_there!-let’s go!". T'd jump up.there ring.down onthat.ole ~
git-tar ‘there, make me a little glece of change between Dowhng
. nd. Hest Dallas and hack

T oug, nn'ly recenﬂy has; this context amused the interest I‘R’ folkloris
# For an. historical account of an early nineteenth _century streetsinger,
Heriry A."Kmen, "01d Corn Meal: A Forgotten Urban Negro-Folksinger,"
Journal_of American Folklore, 75.(1962), 29-34; and for a deschption
a modern streetsinger, see Patnck B..Mullen, "A Negro Street Per- ;
 former: Tradition and Innovation,”.Western:Folkiore, 29 (1970), 91-103. "l

50" Stephen calt, “Nick Per'ls and Mike Stewart, record notes ta
Yazoo L 1027.

Vst Samuel'B Charters, ‘vecord: notes co Preshge/lﬂuzesvﬂ]e 1040.

52.0iver, Conversatiofi with ‘the e Blues, P75,
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X‘mre formal type of streetsinging was serenadmg. in wﬁ|ch the

singer. vmu|d walk from'one bar, theatre, or other éntertainment spot to \

_ another-and givg 2 spontaneous concert. Jaybird.Coleman’ n‘sed _this tech-

mque~ woid Ny 5
That m: he'd 9o intn a bar or a theatre and star-t smgmg. He
would take his big derby hat off his head and.put it on the bar.or

table. Aftér entertaining for an hour, he'd come out mth that hat

- full of tips.53

4 ki
P % i
3 thln Laqy gives a more detaﬂed account of this typ! of serenading: % 3

We would sérenade su mr\}' night a‘week um:ss we 'had a dance to play
Nothing else to do. “If we didn't have no'danceto play for, we'd all. . ;
go out and serenade. We ‘gonna have a big time that night. He'd Just
‘walk. the streets and ga playing. "We'd all be-together. ~And. we
“start. the music.—And-then folks would start to-calling and ho'ner- .

. 7ing, white and colored;’ rn:h ;and- poor. Well, we'd 9o to prop-our footg"

) on the.steps, play 'em a few pieces. They jive us:big tips:
We'd go on-to the next one. ' 'Fore.we'd leave there, somebody else
4 was: ho'l}ﬁﬁng. And that nfuit‘se]f would get.us a whole lot of.
P * dances.

T type of sbreetsinging nnuld be cnein Which tha perfaming was/-
- . actually secondary to the main task of.the bluesman. ’Q\e Hicks bro

.. Barbecue Bob, and Charlie Lincoln,. would sing as they cleaneq.cé;' wit

&7 . .shields and served barbecued sparér’i}s at a drive-in stand.55 "
¢ “as I order to attract the passers-| ~by and casual 'Hstenevs, the inger\ = &
o 50t -+" had to uake Mu\self the centre éf attem.lnn. The: sfnger had to-display .

Ms ul:nts by. shw-bnit(ng. c]m ng,_or. e)(cept(nnal p\qymg -m an

. aud1em:e wmch uasAonly part‘laﬂy wﬂ"ng. if will g at an to take or\ ;i

the rn'le of -auditor. The aud1ence, on the other once actracted to : 5

e B 53 pat. Cuther, "Birmingham B'Iues' The s':or,y of, Jaybmi CaIeman.‘ in )
M e g Back “Woods Blues, ed. Simon Napler (Bexhil'l-on Sea?, [T B ue
nTimited,

,p.ﬁz

Sh Evans. ‘ommy - Johnson, p.. 33. N 3
5,01|ver. “Black and Biue, p.12 Pgtiee Ll
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the sirGef, became more attentive tohis performance than would the audience
at a picnic, juke ja‘int, or bgamh'ng den, since tﬁe singer was the sole‘
form of entertainment’ avaﬂab]e m a streetsinging cnnt.ext. But the\r
attention was, ‘in general, fleetmg, slnce they usially heard the streetsmger '
while in tr§nsv_.t. Their role as | audmm:e Y’ Tast no, longer than a few e
% secunds——ﬁerhaps Just long: emugh to slip a cmn in the cup--before

they are-again out af earshot of. the slnger H sung.

‘From sveetsmgmg ‘We .move . to more farma'l "staged' caritexts\ in, vg_!!ieh
“"the blues: was- performed. The tircus was, in snme ways, sir_ni'la;-’ to tfreetf
s singmg, though infermation here is’ extreme‘ly 'Hmlted. It'is‘ knowrl that - .

R\nghng Brothers eng d' ues smgers ki then— tnurs of ‘the sbutherm

- the R1ng11ng Brothers c‘lr‘cus when it passed thmugh C’Iarksda]e, Miss(ssippl R

’m 1916 and apparently Iearned muchr absut ntertamment from ehe expen-'

engt 0‘lssonN "Fr.mk Stokes the enie Street She
3 No. ]00 (April ]973) 3

57 Mike Ledhnter.
1970) v 8

s Rainez.




attentlon s ~continually beingdi ve'r'ted from one: attr&ction to another,

If the h'lues singer was not the main attracnon in tl\e circus contexl:,

P : he or she was certainly the: centre of attention in the com‘.ext of.a mght

% P clubor cabayﬁ) the urhan based arﬂst, the; small cabaret was one

of the most iable means of. gmp]nynent, smce, unlike the house party

iy “or juke joint, the cabaret need:d night1y entertninment The Ch ’lcagg

Défender regu]ar]y ran advertiselrents annnum:mg the appeurance of Mues D y

': singers at the small &1abs ‘fn tavm.59

R early. account of the Pekin Club An Clncago gives a journa'ﬂstic

B impressinn of the chenteh and the acmusphere of ﬂ!e cabare

$ ‘The crowd' began to arr‘we In came a mighty b‘lack man_ tl
i white girls.” ‘A scarred white man-ertered with tju'ee gir1s,
[ and. pamted, the other .merely painted.
Two well «dressed youths hopped- up. the stairs with' twu timi b
s Severh young mer--they :1aoked 1ike.back o' the Yards~-came' -
. e ‘with.two Women, one heavy, footed, the other Jaughing hysterically.
- * R o - Two fur-coated "h1gh yaller" girls: romped up with a slender
: white'man. *An attorney gazed happily on.the party through horn i
rimmed .g‘lasses‘, The waiters called, shouted, whistled when each- party
" & arrived--a fu]] table meant big.tips. . o
S LT At one 0'clock the place was-crowded. Meanwhﬂe a syncopaHng )
colored mah had been -vamping cotton field -blues on the piano. A % B x
brown girl sang. . Al the tables were filled at two o'clock, P B
black men with white’ girls, white men with yellow girls, old, young, e
all.filled with the abandon brought. about by i1licit whxusTand liquor ",
.. ¢ The Pekin is again the Pekin of years.. agu._hy more- 50.60,

E.vemtness MiTton "Mezz - ‘Mezzrw descr\bes a night club perfonnance
59 See, Ha'lter i e, 'Defender," Blues Un'hmted, N6, 69
(JanA 1970),p. 22, for cabaret advertisements for okomo Arnn]d and - *
Memphis, M\nme taken fmm the hicago Defender. ’

) ¥ s B0 Ch cago Connnssmn‘nf Race Relations,’ The: Negro in Ch\cagu A Study

% " . of Race Relations.and. a Race Riot (1922; rpt.*New York: Arno Press and . .
‘. .. The New-York Times, 1968); -pp. 3 24, Elhpses are ic. Source of the' =

newspaper artu:'le is not given. .o 5




5 . ,’ a-e < but when Mbertd Hunter hw,the ﬂocr s;nging -may be your
. ki ‘man’ but he comes to see me sometime," the-house came down,:- Alberta
 FE ¥ « - . kept working her way:around the ﬂoor, stopping to-sing a chorus’at:
Lach:table,: so thatiby -the time she was through she's gone nver the - "
v . “‘ohe_song: ten or fifteen times, giving it a.mew twist eve £
"Sing-it, you sweet cow!" some fellow shouted from the tab'le next to
ours. ‘The chick that was with him capped this With: “Yeah baby, he,’ ]
“can't help it, "it's the way you da. it.” Across the f‘loar a'stout o
~ brown-skinned woman yelled, "Aaawww, $ing it, baby," throwing her . : ‘. ° 4
“,’,. hands over her hedd and snapping her- fingej on the offbeat. Al- - ¥
v berta really sent the audience singing "Sofe- Sweet Day.. » Fma'l'ly,,'
i - for the last chorus,vshe: got-iup on a-small platform.in: front-of. the:
-""bandstand and did “her number." " Every ‘entertainer would wird up tnat
way, dolng a becoming Tittle step and break all her own 61

It is uhvmus fmm thls iccpunc that there 4

audlencerperfonner mteracan in' th1s sn:uatlon, hut does the perfarmer ?

have the nndlvuded attentwn of her audlence? Peup]e gc to~a':aharet to

~ Peoplematcmng 1s as much a part of the’ mpht c1ub context'as 1s per—

,fomermatchmg.‘ Th’é b'lues singer must, therefore wark hard ta tra1n- “

; ‘and mus't 2

5 i tain‘the. audience sa

of, the ‘cabaret audience to be’ truly successfu'l; The bad cumed

strugg1g§, unsuccessfuny, to ho'ld ms night-elub aumence 1s, in 1tse1f, 3
5 &

the source of many. cunnc routines. , -Yhe-audience, -on the other. band, does 4

s not see!

L3 audience

L Mi 1tnn "Mezz“ Mezlraw ahd Bernard wﬂfe, Rea'l'lz the ‘Bl ue: (Ne'w g
& Yorke De“, ‘945) :




L. S “nz.

fema'le vaudevﬂ'le smgers, Such-as Ma Ralney, Bessm Snnth. Clara. §m11:h,

and Ida Cox- trave'Hed with min: 1 snm.:s,62 but the rural male. singers

. were also familiar figures on t e m1nstrel or n\edlcme show stage.” lshmon

<. 0 Bracy a(nd Tdnn\y Johnson: .G’Barbe:ue Bob' chks, & and Erank Stokes and
2 & Garfield ﬁkersss were amnng the many blues smgers who found emp]nyment
with the shmls. i

These shuws were & big attractwwm the sma‘n towns of the South

* and the'lr entrance was usually accnmpamed by much fanfare and-exci témen

For this,is the permd when _the t;ave'lhng entErtamnEnts appear:
. the cirtuses and tent-shows--Siias Green's from New. Orleans, -the *
> .. Georgia.Smart Set, the Rabbit Foot Minstrelsor Irvine Mﬂler %, -
he: Brownskin Models. Gaily decorated trucks drive slowly through town-
5 *"ships and Taughing, dancing jugglers high-step on their "Tom Walk-
t 3 i cers" or'stilts, drawing the children and their parents from the.
B g doontays, to.follow the cheering'procession ‘ta the shuw—grounds 65

e S 2t s Although these ware»a'l'l b\ack shows ;. the perfonners stﬂT quH:e aftenahad :

"Had a1l that cork in

to wear black *face, as Gus Cafinon- reca'l]s.‘ - our face

. .pain;éd our muuths‘ white”

62 Legoi - Jones, Blues. Peopl
umnm Morrow, 1963),

Evans Tommy Johnson .< P. 70.

w80, S Pete ‘Lowry, "Some cold Rainy Day.
(Aug.-Sept. 1973), p. 15.

165 01ssnn, "Frank Stakes, P. 25,

72068, -0Viver,” Medning - of- the B]ues, _'

. Bengt: Olsson, “Bmgraphy.' record notes td. Hennn 2
are s1c, See-also, D’Isson, "Frank Stake !

e S RN
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."69 The_ hiues singer's role in .’

Speckléd Red,"'unsn‘t good for nothin'.

the .show 1nc‘luded helping to seﬂ this lredicine, as Gus Cannonrelates

Y'know. the docmr would advertise his Stuff &: d run out’ there “in the
audiencé with soap, tonics . . . oh; all kinds . . . say, "Hold your *
hand up“if you want it!" . . . after a while: *Sold out doc!”-& he'd
~-give me some mre medicine one bottle for a quarter; three for’
a dollar! & ... t wis a fast talkmg devﬂ 1'd sell
that &ﬂlen ue'dgoon vnth the show. < -

. In this pwtext the audience was mch more intent on the achon on stgge
ey had-paid admﬁﬁ:n—_ or’ smp!y

"than m:uld ‘be the case in a- cabaret i

gathered expressedly to be enterbamed ‘by the perfunne Drmldng, con-

versmg. or courting, took second place tu the shuw be(ng pmsenmd 7‘

e AR :ontext which 1n Some ways cmrvbmes the features uf the tent-show -
' “and ‘the juke Jo1nt was_ the b'I uesm-ln s tnur of varicus work: camps. - He

ushany pérfomed for a dance,. and yét his audience's anticlpatmn of his"

arrival and their reht!vlte caphvity resenb\ed that, of the ,‘ it-show

aud(ence- Joe, Williams trave\led this c{rcmt. b2

Tl hit all them turpentme camps down there.  ‘They'd have ‘oxen
pulling them two-wheeléd carts dipping that turpentine. Boy, they'd
have a wonderful time on Saturdays on those camps. ~When'somebody
like'me went through there it was like the President coming there.
-They'd come from all over--they hear.talk.of a man coming there uﬂ_h

‘a guitar. They'd get real muy- on-Saturday night.72 -,

There is even some evidence that blues smgels were Smught into factuﬂes

‘to enter:tain wWorkers,73 but this was’ pmbalﬂy a ratber rare event.

Prvbahly the: context in- which there was ﬂ'e highest conscious inter-

i action bebaeen perfomer and | the auqience.yia_s_ thg stage show.- Tni; was

ha bread—and-butter of nn t‘of the .female yausz{IIe blues singgrs. But,

59 oﬁver. Conversa with ‘the Blues, p. 83; . Antw 7

B‘log.raprw "Ellipses are sic.

_ 71 For more. description -of ‘this cuntex!, see Charters chapter =n-'
; titled "Dr. Stokey, Dr..Benson} Dr E. Hange Win

B!nes. pp. mu»os, as uen as Olwe A Cunversatiog uith the Blnes. PP 84-85,

bt ?2 zllr lleidc, Deeg South Planu. pp- IZ—I;. : 5
.73 mssnn, MMS xmesg I Tt T3
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"% "as with other contexts, it was. open to the male performer as welli

. Georgia Tom‘Dorse;;,””WaIter Davis.and Henry ’Tﬁwnsend“ ue‘r‘e‘on'ij/ ‘three
of the ‘many bluesmen who' appeared in stage shows.
L LT I ThE stage show could have'a coher-ent plot as a vehiﬂefor its songs,

such as Jnrm T. Gibson's "Tunes and: Tnp\cs“ of 1923 which featured . 5

Bessle Snnth 76 un, perhaps more often, it was slmply a rev\aw in‘the . -

vaudevﬂ]e fasmon vnth one act fa'llovnng another., The Ch\cago De—

fender gave the’ follawmg descr\ptwn of’ a typlca'l stage show, whwh starred

L aess(e Smﬂ:h. 3 mite g *

.
. ’ ,' The curtain raiser {5 'the- ‘act of Rastus and Jones, a mixed team work-
. ./ ing under cork, who have -a more than ordinary offering." They a e
L e < followed. by Margaret Scott, a prlma donna, who has béen with us fcr
E . some time but who never fails to "get hers” along a vocal Tine. Then
B PR R comes”the rightly named "Three Baby.-Vamps," whose dancing abitities
+: . have. been. developed by -Hazel Thompson - Davis‘to such an.extent that
the youngsters actually stupped the show. -Robinson-and Mack were fourth
and on’ their "The Bootlegger" offering -coupled with: several nifty :
% M songs ‘and"a bit of dancing, went over in great shape They preceded -~ "%
1 g 5w JolTy Saunders; one of ‘the greatest of all:comedyjugglers, and
4 B - Baby Ali Co., a singing and dancing trio nf f1ne caliber. | Tim:-and
. - Gerty Moore, in New ‘Songs and dialogue’, led up to ‘the big noise CBés:
| Smithi, and- proved by their | popularity that they ~have nat .grown too -
y S old for mgh»speed compem twn. lL is some bﬂl.

These stage shows. Tike the minstre] “shows , uften toured the colmtry

' Vand were- usua]'ly booked: into theatrés by the famous, or mfamus T.0.B.A.

s . .7!’ Arna ‘Bontef "Rock,. Church; Rock
A i crpt. in-Anthology. of rican Negro Literatu
{New York: Modern_Libral y. 9447, "p.

Common. Ground, 8 (1942). %
ed Sy vestre Matkms

76 A!hertson, BESS!E, Pos 62.
SR T il i
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. the cuuntry

e ‘haen sung, but mfav-mation is sganty We know that on occaswn b]ues 5

"Asses. 78 Th;c circuit was made yp of black vaudeville theatres around

ome in Tairly respectable condition, but many - in 3 de- 5

p'Iurab'le state where the perfumers did nut even have dres!ing rooms .
he hghtmg

“The audience at a scage show- was extreme'ly attenh ve.

at.a shnw. spotlighting the stage and b]acking out” the rest of. the sur-

fraundmgs uutamatwa] 1y draws the auditor' s attenﬁon to the perfumance.

In this context, vmre than any other, the perfurmer is at the centre of

the aud1ence s attention.

Them are of course, other contexts in whlch the blues may hava

singers such as stsm Smith. . lonnie Jahnsun Black Ace’, “and Robert Wil 3

- kins appeared on 'rad10.75 There was even a case reported of a b'lues

p1amst accompany\ng s!'lent films. a0 But Une pmnt tol be made in t!ns
chapter is that the blues cou'ld be perfurmed in“many contexts, and, 3
though no one biues singer partic'lpated 1n al'l the contexts di scussed Here, ..

~few of them restrict d themselves “to on1y one cantext g g gl

these cuntexts do not represent

“tween perfomer and_gud\ence ﬂiscussed i

rigid rules of hehavmur Spec\a'l cwcumstances in any “of these con--.-

-texts-could radical ly change thz way the pErfnrmer or. audxwr seés ms r(ﬂe.v

The uhtary strummer may, secmﬂy, be trymg to 1mpv!ss ‘someone in the.

next rooin, or the persnn in"“the next room may 7 \ntem‘.fana)'ly eavesdroppmg,

78 Jor\es B]ues Peag]e, P. 139. - Sl eg Yr il

" 78 plbértson, Bessie, p. 4 2
p. 1413 Paul Oliver, -record gotEs o Arhou e 5. an:
0od "Rev. ‘Robert m'lkins,‘f B]ues Unhnnced, No 13 (1964),

pottswoods
p..5,, respechve]y.
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~.and thes

a group. of people my spend their entire t
anund a perfdmr just to hear Ms mues,
reahty, be perforning to one m:lber of the udience \mo he or she Is"
twing tv woo-1In any nf these si tmtinns the perfamr s qunhty af

perfonlring nﬂ’l pmbah‘ly :hnnga, the feedbnck beuveeﬂ him and the 2

auditors will' be.different, and Ms r.ype of perfomnce and reperhﬂ A £
will be affected. . f . : S e 5 e /

. Thg vhffere\ce 1n aud\em:e-perfvmr 1nmact'|on. ra'le expecntion\,

ry envimnment uf the perfoming- conbexts heavu ly 1nﬂ nence;

hm tﬁe‘hlues isi perfm-d In slbsewmt clavt:rs, me effects of. thau
contexfs on bndl perfumnce af the b'lues and-on tha perfomer's genera'l




W reuards, under a: variet,y of ‘cihditions. -

. 1nfonran n 15 caﬂed for. Tne b]ues L was neither the ﬂrsr. type of snng re

/lndisensﬁ’/ e reconﬂng context, John Farey nnoes, It s trie

jadies —_—
~ that the fo]k-:rﬂsc in a recnrdug st d(n. isohted from the audiem;e PREE

to_which he

J
réasons e givzs fvr ﬂns statement are _the

Tﬂqu cond\tions mder mlch
e

the singer st perfonn. Yet, we have jnst en that there are any con~.

texts of bTues performance, and that each is;a unique sxtuatwn in one o

way or another for the perfonrer. 5

s ar\y cnn ext tru'ly artlf‘ichl? n a recording S siun 'y real per— r

fcrmer is really. singuz a Perhaps it i bettér to say thatj

the recording context |s Just avother c}muext |nsuad of saymg that AL 7

is an zrtrﬂciul one:: D1d the bluss singer see Ih as ar‘tiﬁc:al? lf he
w:s a pmfassiona'l artist;” he was useq, to perfoMng for money, o nﬁuer :

s uind. perhaps this cmtext 4

was, t another wa,v of naking a. hﬁng. ﬂheit a sligmy novel, ©one whﬁch

mak ‘a certain amount 6f gettlng used to. .To call‘the recording cﬁnt[lt

* art{ﬁc{a] is to miss an i a aspect of twent: . century o
of falklore tmnswissian. un artist uses the md'u at hand, as long as
1t serves his. purpose.. The n'lnetnntll century slnger made use nf the
vm/s-prmted hmdside. the twentieth antury‘smpr'nkgs use of the

* mss—vroduced recurd R p xR j

; corﬂad by Iﬂnpks 1n the Unﬂ:ed Stite

T Cha rlgz “Patto (Londnn studlq \(ista.




Z % <. ~the l‘ﬂ ves. Tn 1895, a black singer. n_anndv George W: (Joj\ﬁson recg‘zrde,i a

o 0 "Laughing Séng" ‘on Edison phono-cylinder 4004,2 mirking the First tine; '

a3 far a5 is kiown, that.a black performer nade a recording. In'the years®

3 2 % that fu!‘luued, several black vaudevi]le— smgers and. comedians made recnrds.

" + crneﬂy ‘for wmte amhences. Among the most prolific:of these early - ; R

° “black record'ng artists was Bert Mllhaws, whu first recorded in 1901 and

- continued. to ‘dos0 untﬂ his untunely dedth in 1922 B A0S e

- The: f1rs\‘. blues wass :in fact, nat: recorded in 1920, as_ s, often R e

. . L c1a1med Long be\fore that year,.instrumental blues wev'e pmduced on p1ano

rons by such canpames as QIG Ounnorued Stand’ d Muslc. Unlversa'l

o ‘Mu{sjc, and hna}sty]e." 1915, the white Jazz sfnger Morton Narvey W
'Handi"s
0. who was .the ﬁrst'

‘san’g’ W K

ph1s'81ue ‘o Victor:17657.5 " It. is “niot c!_ear as. -

‘ack to siﬁg a Eiueé, bui in'iélQ Bert Hill?ams

2 Roriald C. Foreman. "azz aid Rac Reco) 1920-32% Their Origips 0 ok
and. Their. Significance for.the Record !ndustry and Soc\ety." ms n(v. b be
of I1lingis 1968, p. 15. 5

T For Witliams' d\scngraph,v, see Bnan Rust; The Con 'lete Entertam— 4
e ment Discogra h ‘From'the Mid—]SBDs to 1942 (Ne« Rm:ﬁe e, - N.Y.: Fr— e
; * Foreman, p 25. : - $ A

Ay hmd:.p 2 1




=
: . o ) Rt
: s ) ! 'onv Okeh: '4113 ‘on 14 February 1920‘7 “Unti1” that recording, any blues.on

;"\ ) ‘ .‘ disc or puno m]l, and \ndeed any black artist on record, was pv‘oduced 3

with the whﬂ:e hstemng public: in lmnd. s ey - o .L.

% -The recordmg hy Mamia Smith marked the begmnmg oF race records- 5 _'

5 ‘. .ghat is, records produced for the black race," a'l_though the term "race ;

. ‘.’recurd" was. not coined until. March of 1922.8 John Fahey has c'leariy out-

‘hyned the,\icope and Timit of race records:

The: term “race record” was used by ‘most of - the major record cunvpanies &
. to derote those ‘records by black artists,designed primarily for. black
S 'consumption. - It:was not used for rg:\_anitngs of black artists such

as -the Fisk University JubiTee. Singers, designed for: the white market,
4 I+ " because. .this. group performed “in:European musical style almost totally’
- " devoid of indigénogs . black stylist'ic characteristics.” Race records
. Dot were genera!'ly sold on‘ly in stores in segregated ‘black areas. 9=

e

“1t s npt the lntent of this ﬁudy to give a hiscury of ‘the race ree=
St \" ord industry (this, has a'lreadyheen dzle quite adequate'ly by othersi0),
but suffice 1t to say that ‘most nf the maJor record. compames in the Umted

" States, and many mmor ones., 1nst1 tuted race record series in t)\e years

between ISZO and 1942 and that, in zhese senes hundreds uf black {mg-

e\rs recorded thands of b1 ues. 2o
Nhat were the conditwns under chh the /blnes v(ere put onto record‘l v 55

Hm were artlsts 'Iucated hy the cumpames" How d1d a. recordmg session,

- dohn rmdrich and RohertM W. D1xun Blues E Gosge'l Records 1902+
rev. ed. (Londop:: Storyville. 1969) 5 p. 64

Robert M. . IZHxnn and John Gndrlch Rewrding the Blues (new
ﬂ‘lork' Stein and.Day; 1970), p. 17

¢ Char‘l Pattony p. 9. :Fol an extended discussion uf the use-. and ' )
_ history of tEe term race ‘record, ", see Foreman, _pp. 10 7 o
- 10 See especia'l'ly Dixon and’ Godrich,, ‘Recordin: the B1ues, Foreman; ¥ .

" Godrich and Dixon, Blues & Gospel Records;. pp. 10-29; and Jeff Titon, Early .- 3
isica an uTtural Analysis ' (Urbana: Univ, of 1T17nois
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o8 (1972) 118.

. L zo
" performance differ “fron performances ii-other contexts? These are ‘the

questions v)hicﬁ migt be .:nswered béfore the blues ‘in a. recording Eangexl:

can be. clearly understood. R

The first task of th recnrd company was tg fmd talent to record,

and there were “various: ways “in which this was done. " One. of the mnst prof-

“itable - viays. was tu hire full- time or part-time talent scouts to-search

5 for perfonvers“ Many of these scouts were, in- fact, A& Rmen (Artist

and Re{ertm re’ men).,* who' not only searched_for ta]ent but superwsed« the %

recordmg ou; rrgers once thgy “were found. Such'a man was H.:C. Speir.

He vas always a free. lance operamr.\ as his main busmess was his
store-which stocked all the'major trecordl. Tabels. His connection
. withimost of his artists was as a talent scout and ‘agent.- -He scout-:
.. ed all over Mlssxsslppi and, New-Orleans, though most-of the msic::
s1in that ciq was jazz, .and he was:more. intereseed—m—b}
Spirityalis. 1!

“Like Snu, many. of thzse R & R men were f'rem the South and had a deep
apprematmn fnr black musi: and guod flrsfhand knuwledge of the b'lack‘
cu1ture they wem deah

w1ﬂ| But, at. thz same time, nlany he!d the *

typi{a'l prejudices of whltes twards blacks 1n the United States:

It is perhays 1ron|c that a-man Tike Spmr ‘could hold stereotyped
views about Negroes yet also: have a. deep appreciation for and a
..eonsiderable understanding of black music. . Yét such was the case. -

Hi's personal ‘and business.relationships with black- misicians were . -
apparently very honest and open, and-I have .never heard a -bluesman
\who had deahngs with ‘him say anytmng but. qood about Henry C. Speir,12 ©

These A &\ mn, as we'll as the record campames bhemse’lves uften

lnred 1oca1 performers as subsldlary talent ‘scouts in nrder to funher

expand the dragnet of the ta'lent seamh. P\amst Mosevelt Sykes was; at”

David Evans, “An Internew with H. €, Speir," JEMF guarter‘lz

12, lbld‘,(p. 118. s




* one time, such a scout:

Thcse fellers EA & R men) figgered I knuwed pretty well about blues
singers.and that I knowed pretty good paterials when I heard it, so
Y * ﬂ\ey asked me would I .go out and find/séme. new artists for them,13

Bluesmen ‘sich.'as Chavley Jordan, Will shade, Big BiTl: Bmunzy, Lonnie °
McIntorsh,"” and Charley Patton!S all.acted the role of ta'lent scout for

& ' o _ the recnrd companles. Another perfomer-scnut Thomas Dorsey, recalls,

g0 doy down in- Mississip down in thuse cotlunfields,
we 'Iookin/fﬁ(wd s :

it talent. . Some of the fellows we.could-hoot down there
. -m tiyﬁeld ‘T think they brought -them up there\ﬁl‘lemphisl and ‘re-
B iéd tem, : The Peabody Hote'l that!s wherg we recorﬁed~

Of " 5 rse, it was noc,_wst a matter of going out in.a-co tonfield 5
and p1 cklng up the ta]ent. As wﬂl shcr‘t'ly he pointed out, many uf
; m b1 ues smgars spent much of thejr; time avoid\ng the cnttonﬂe'lds.

i T “Even; when a prvspectwe talem. was 1ocat=d in a f\e]d or factory, there

. were proh'lems. g e i el
¥k, " & I had tu have the letter rof mtroductwnl hecaﬂse certaln places we'd
o - 'go fellers be workin®~=you go'in and ask them for on an

2 v * . bos$:would-think you come_to steal the guy And you had to shaw
% . ‘them what jou.was up to}-that you di ome. to steal the guy. away
and to show them what you Was "up-to™ in that: you were ‘there. forkmakin

2 ... .records’; and you didn't come -to-take nobody off.their.job and. they‘d
! L return r1ght back and_carry ‘on whatever they vere doi n'.17

e s
/ﬁﬁ occasion, ‘a performer wou'ld vnlunteer ‘infonnaﬂon about: some

mrecorde\i smger and- thus hecome, in effect, an! unso'Hcited talént: scout.

e 1L For exanple, there is same vidence tha;', Famount Records

3 pau \Olivev‘ Dunversatiun _with_the Blues “(Neiw_York: Hnru,un.
Press, ]965); ;

o s Evans, "Interv!ew mth He .C. Speir,“ i: 121. S, ,‘ W
. 15 Fahey, p. .25. i

16 gim 0" Nedl and Amy 0'Neals "'Living Blues: Intervmw. Georgia Tnm .
:Dorsey,* Living Blues, No. 20’ (Mar .-Apri1 1975) s p."2

~ 17 Qliver; cunvgrsatinn with the Bl ues, p. Hﬁ. 7, St P ““




cabarec.zz .

*'the scout usual’l.y ad. 214

N . g
Ra‘nblin" Thomas on the recommendation of BI;‘;n‘d Lemon Jefferson. 18 AE&R
man, VFrank Nalker. credits several of his finds to thu method 1 Dixon
and Godm ch even suggest that.rural customers wmﬂd vmm reconmendatmns
on’ the back of maﬂ-order shps when buymg records from: the cuwan%es 20

The scnuts wou]d seek talent in many of the. performance cuntexts dis- -

cussed in the last chapter, bul: |nfnrmat1nn on \‘,hew techmques in ‘spe-
cific situations is lacking. Some art'lsts. such as . Big Boy Crudup and*
Floyd Cmmcﬂ, were found p'(aymg on’ the street,“ whilé Mary Jnnnson

remembers being fnurld by. Mayq Wl]hﬂms whﬂe she was perfnm‘lng ina

rfbrmer was fouhd the talant scout. had to pursuade him e

Once “the.

“to. record ‘mls may. nnt ave been a: d1fﬁ:y'lt task in most 1n‘stances. ‘but-

e" he cou1d use to enhce the re]uctant per—

fén;e 3

bl1th blues Singers, he I:H “C. Speird usua'l y used an, apymach smﬂar,
to ‘the: following: "1 heat you're a-'good smger, how about smgmg

sorle of your songs for me?"" After the singer finished, he would "

. tell: him,""You sound pre¥ty: good. ~You know, I ‘make records, if you '
" will keep:practicing and get your' songs together real\ good -and _come <~
“'to Jackson: CMississippia in a couple of days,.I see. that you 'get on:
records.". If: the’singer balked at Speir's legality. as a record.:
scout, he ‘woud-then tell.the singer a long -Tine.of mugicians

S he was, l‘ESPOHslble for reccrdmg, such as Char ey Patton, Tommy.

('I ) Gayle D wardhm, "King Solomon Ihll,“ E guarter]z, { No. ]
967 . 7. 3

19 Foreman, . ]61. .

1° Recording "he Blues, p. 26

2‘ ke Leadbitter, "Big Boy:Crudup;". BTues “Un1 imxted No. 75 (Sept
1970), . 165 and -Bruce Bastin and:Péte Lowry; "'Tricks Ain't Horkin' No
“More'; Blues from the South-East Part 4,“ Blues Unl 1mited, Nn 70 ’(Feb
Pnr 1970) P, respectwely. : BT :

‘22 Oldver Conversatinn with the B'Iues. p: 98’




; . 123 %
Johnson, Sam COHins,/tﬂli‘al!l Harris, etc.23 '

. % "
If the scout were working/in a major city, such as Chicago, he might.en-

list fhe help of a]ready established artists to pursuade the singers ,’ as
. happened in the case af Big Boy Crudup:

So [ went, and he CLester Melrosed carrled me to Tampa Red's -house -
and,we got over/there and they had somethin' to drink, somethin® .to :
eat,;.and we'" "had a.nice, time sittin® round talkin' and he wouldn't
# introduce me fo nobody--then he wanted to know, "Well, you ready .
to play -us a/Tittle music?". I said."Yeah", so I was: playin' some
of Big BillYs pieces and some of .Tampa‘s, and then I played "I got
2 coal -bla maye, how that horse can run." And so.then, when-they
- - stopped i aym » he says tojme, he says, "How muld you
. Tike to-hear your voice?" : . | Then he cdme just.to introduce me. '
S ~ 'toTampa/and B\g Bl’II and: a1l ‘of “them you know. . - Then 1 got nervous,,
.. Lo s thenh‘rampa said, "Well, ther J no need 1n ~your' gettin' nervnus, Just
v i goal

Snmehmes it was not necessary for."a  company. to lank far ment,

sometimes “the ta'lent found them. It Nes not unusuaI fur perfurmers to,,

s % seek nut the record’ campames far an, auditwn.~ Some!imes a singer whn :
Spec had already auditi

ed or. nade record1 ngs wuuld suggest to ei\other b] ues-

mn that he a)sn “try his 1uck~ "after he began -auditioning and recurdmg

smgers, the‘y would tell others to ! gu see Mr. Speir' 25
. askedtayo

Romeo Ne’l son
‘1111ams for an amhtum at the urg-mg of Tampa Rediz6: *. 2 ‘-

7 ERR (| c1ties where record compames had facﬂ:tles, hapefln perfonners

; 2 . * uuuld stetlmES simply: drnp mto the studms, as Muriel” Longim observed 27:

- Th|s is the wqy Henry Townsend started h1s recordmg career‘

) g Lo Ga&ie D. Nardlow, "Legends nf the Lost (The Story of Henry Speir) 3
5 in' Back Woods Blues, S mon: A. Napler (Bexhﬂl On-Sea?, U.K.: Blue R
+ Unlinited i

k3 Leadbitter,

pp.16-17: ST
Interyiew with . . Speiy® po 110,00

23 E ans:

128 Tracy Ne1son, reoord notes to, Origma!azz lerary DJL 15. e 20

- 2 ; - < a ‘Fo]k Songs nf the Ch\cago Negroes .
- 52 (1939) 97n.




. recording studio as an ,un]ooker was "discovered” hy the ‘re:ord company .

.'gumery. o ERA

the name of Sam Woolf in 15th and Biddle vas handhn' it S0 Iwent
down and "had a ‘test with him and be selected I and Sylvester’
Palmer.28

But if the performer were far-from the re:ording stndws. ‘he could write

4 letter of apphcah on; as one would for other kinds of empoyment, in.-the

hofe that an audition could be arranged: Gussie Neshitt wrote' ta;

Columbia Record Company and. they | referred him m a 1ucal talent scout.29

‘.0n atleast one occasion, a perfarmer who: Just happened-to be-in a '

Curly Guesnon* was watching @ recording séssion with Little Brother Mont-.
He EMnntggmery:l had a recordmg session at the'St. Char1es fotel y
and asked. 'me to come along. - SO when.we got -there, he starts ‘mking. ;
a: few numbers and-during the break I say, "Brothers- I got'a’ little
number- I ‘wrote, ~'Goodbye; Bood Luck-to- You." . You want'to play it
with me?" -~ He agrees and sits down. to-play'while 1 sing. Somebody £
in;the studw hears it ard offérs'me ten dollars if I.want to record

. ‘the‘number. 1 didn't know about recording'and 1 was, broke, 'so 1",
sang the” number and this was the first tine. I made ar record. 30,

One nf the more fascinat1ng ways in wh-lr.h companies fa\md talent

was thmugh field tnps A recurd cowany “would send an AKR ;man and a

team of tec)micians ona tour uf Suuthem cities to vecord, ulent. They

set up* the1r purtab'le equ‘pment m a hotzl, ba'nroom. or uther

P

29 Brice Bas’cm, Crzmg for. the ‘Garel ines’ (Londun Studio Vista, |~
52p. 88. This form.of: application was also_used by .white hi'mnny
TS, For an’ account ‘of Doc Roberts' application-to Genriet Records,

'1971 );

-~ see Lisa Feldman,. transcriber, "Ta escript. A Intervlew w1f)| Dog Reberts ' -,
i (T7 -279)5" EMF guarterlz, 7(1971) 5 9. ? s

1

1°G. aur Heite, Deep South Piano: The Story of Little Brother ...

0 Kar
Montgo mery- (London:. Studio Vista, 1970 S T T S

31 pixon and Godruzh Recording the B1ues, po 21

G




glhthen sape : - L
T The v Co.: i1l hive ‘a recnrdiny mackine in Bristc] for 107 i
e days begm Monday' to' recor!brecords-—lnquire at. ourstore 35 "

*under study.‘z % 5 r -_ = T b T e
While on the” tmps, the companles wouldrecord arhsts whnm the,y had E

recorded, or at least cunﬁcmd, previous’ly, they wnuld record some uF

the ta!enf their scouts’ had found ‘for, then; and thay would hoTd thedr

.own auditichs to’ chscover new talent. Carl Martm was contacted before -

v the recnrdmg umt came to tnwn NN Y = it

Brunsmck had thelr outi ft there, they’ had: come through there‘ They
“wrote .us letters; if we had any talent, music'1ike that, they were,
ging to-put up the sturho up-in thehotel and” for.us to come. up
.. therey. . We'went up: there and ve’ made the'- pieces. They know when ' ~
the recnrd's nght. They had wax, they made.it. on wax.32 e

But “those who vere _not ontacted direct'ly wuuld snon hear that re-

'cording unit yas in. tovm Ward-nf ,h was the easust‘ means of trans-4,

mttmg the news. Hhen A A R ari. Pa]k Brockman came: 1nto tawm he fnuﬂd

. two hundred hppefu] re"cordmg stars awan:ing h1m, none. of whom had hden

But whether sohcn‘.ed urlnot, enaugh talent usua'lly appeared at the! recarding L

: sessmns to make the f1e‘|’d’tnp wurthwh [ Perfnrmers came, nof: on]y

i % Pate He]ding, “An Ihtervml withCarl Martini"; 78 Quarcer‘-iz’. !
Nos- 2, (]963), c311. 5 2

% "RaTph Peer at Irlork The
5 (Sumer 1972) p. 10

Charles K. HolFe.
) Sess(ons S0 T sﬁc. N




Rl .

i i _' 1ng area, but from cofisiderable distances to-mdke rec- o4
oe 5 ords bﬂth these‘fle'ld units. - Ollg field unit in recorded ﬁ’mmn % ‘§‘

e = from. as “far away as Dallas, the Mississippi Delta, and even Chicago. 36

S The auditions he]d for t.hese prnspective blues singers were more for- . 3.3

ey IB'I affalrs than was -the ong held fur Crudup. On"at Teast one -occasion, . .
H. €y Sﬂe\r trled out fifty singars in one dqy A’Il the perfomers nalt-
ediin a hqjlway and were ushered into a room one at a ti‘m. where thgy

; — : wou'ld sing their best song. before a panel.. This panel uas composed of

i twenty persnns nost of whom were white, but which also included a few

; Iﬂac:ks.37 XL was at Just such a.mass auditioning that Sklp James was - d Y

chasen tn recor

--apparently the only oie se’lected out of a room fu'l’l

'f_fét!ﬂce_s: - H 2 : .o 0

5 . .-One gﬁf'h:nm: &lfferenoe‘heueen commercial expe itions and folklor-
~é = * ic field tr'lps was that the former were much better equipped mechani-
. scally. It taok academic collectors decades to catch up to the. " #
» ;% = 7 technical rstandards. of-Okeh, Columbia, Victor, Edison, and other

‘® * companies. in the*1920's. These- ﬁr-s.had the option of settin

portable studios . inhotels, “JoTts, warehouses, and like spots ?frm o

Charlotte to'Dallas); or of bﬂnging artists to permanent studios.

In both settings excellent equipment was used and the industry de-

N ‘veloped crews with cons qerahle lmderstamﬂng of the halnts and styles
.of fd’lk performers), 3

3 arl 5. fur Heide, "nsmms Piano.‘
wun. 1970), P v

37 g, N'rchohs Per
B'Iues nUnHmteE, No. .18/

‘38 Peter Gura'(nic
1971). Pl

] Archle i 3
Music in American Life | 3
of course. 3 %

%




former. A song w}ﬂch would be acceptah]e to the folkiorist mght not be =

K acceptabe to,xhe A & Rnan: TThe 1np'l1cat|uns of this “Will be discussed

% N 4 pe1r] often nade. test- -recordings of singers in Jacks oF
o elsewhere and sent. them to the. companies. for approval.: If th
iy © .. sponse was favorable; normal’ procedure was\'to, send the artists .
§ - north for recormng ina studw."? 2

R, e

s ; types- of performmg cuntexts d\scussed An the \ast chapter— the h1 ues

4 cqbtest Severa'l record cnmpanies spuvrsored

« ntests

n, wh'ich the main
prue wa$ not money or. quuor but the proms of a. recnrding nuntract

xperiences witl ine: 1
g of. the. Popular L\terature Sect'lnn of: the:
ore

SRBGEE



s Tate as 1937, sucl\ centests were bexng held, as I(ﬂhe Monre attests.

wrs I wan the contest, a 19ttTe go]d guitar and $50 which was .the first
: z prize.” Second prizé was $25 and third was $10." So I'won the first
- prize and right there I had-an audition to-go to New-York cny. J.
% . k: B. Long sponsored all the business there. . for - the ‘Blue B .
. +"+ . Record Company. °I winned that contest with Biind .Boy. Fuller' .
v ‘guitar . . ’,.second place went to the Mensmn (’-‘) Chrlshan

S1ngers b that was- 1937. “" ¢

. Desp{be the variaus methods af ﬁmﬁng ta'lent open ‘to " the record
=i campames, it was still very. much a'hit—or—mss operatmn. It is im-
* poss\b]e to te]] how many good smgers were averTnoked, simply because

e other hand,

- theywcerg th the wrong p!ace at th wrong tine. ‘on
a professional blues s1nger truly mshed to recard, 1: seems_hard to

cbelieve, frum ‘the_evidence, that he wuu]d have had.a di ff\cu'lt time: con—

tacting a' record-company.. Samue\ Charters’ statement that campames would

G test anyboqy who wandered into thelr studws, no\matter how ‘talented they

.. vere‘and regardless égtheir state of snhriety, may be an - exaggeration, s
hut the  record compaies did seem’quite access1b1e. . "- 3
-0f. caurse, some: performers may have auditioned and fur one reason- -

“or anather. have.. falled, even though in another perfnrmmg cnntext they

Y % Speir states that it was 1mossxb'le 0 predict who would be a "goud"

“blues singer, i.e., a commerciallyjsuccessfu] one on’record. - Some’ would
really tear it. up" in.person but sound ternh'le on wax. and u hers
vice versa. 48 G w 5

43 Bastm, Crifing for the Carnlines, o i2-13 o

% Kip Lnrneﬂ,‘ “Willie Moore," Living Blues, ND, 5 (Summer 197'()
pi.15. - Ellipses are sic. ‘For: further discussion of talent.scout contests,
-see Paul:Oliver, "Special Agents: An_Introduction-to  the:Recording of Folk
P B'Ines in. the Twenties," The Jazz Rev\ew, 2, Nu. 2:(1959), 21-22. &

B B B

. a;s Samue'l B. Charters “The Cnuntrz Blues (New York: Rinehart, 1959),
Slp. 88, % .
e 86 Evans. ,mtemew w1th H. €L Spevr‘," p- 119. ol




1970),- 2

Undoubtedly, some good perfor7rs did not wish to recerd.’: The‘ll' reasons
\

were-many.’ ' Some were suspicfous and felt commercially threateed,. as did

Alan Lomax's informant, Burn-) 3

I knows what you wants. {You wants to make records of my singin"
an' play ‘em over de radio en: so-nobody will ever wanter hear | me
“play again 'cause den ey'body'11 know de songs dat. I knows an*

- den where am I at? Des' like yuu says, dey ain! many of us folks

: . what-knows de ole songs lef', an' dat's what makes me my ‘Tivin'..

. Dat's de way-I 'sees it=-a cole cash proposition, -dat loses me money 13
ef I makes any records fuy yuh. ‘Every minute I picks ‘de geemr, every note t3
1 sings, is wuth money to- me. - How much do I gi A

Some were too. frightened to/ifecurd Tike Eddie Green: . i * ,
. The owner Cof the medicineshowa wanted him tNoah LewisJ w gu to
* “Memphis to.cut a recopd. - I'was at the record session, but I w:
scamd of the recnrdl* vice, so 1 wnu’ld have nothing to dn wnm
: the recording.* \f & =

Soime. swp'l_v did not: 'like td trayz'l, such as King Snlomn HiTL, who on]y i

reluctanﬂy‘ tonk the tr(p ‘to Hlscnnsin to. record. %9 . s % i, Z
11n performers whb had fu11~tine em\oymt ﬂy‘ﬁvrml uctant & ;

‘to 'Ieave _their. ans, such ns Bubba Brown \ﬂm "was appmached several _.‘
tlms Ve ahout making cmrcxal phomgraph records but he- consistently.
refused because he would have tn miss workin order to éravel to the

stumu inthe North."59 - Some arnsts who did record did so on]y re-

3 P W
u7 Lonx, -"S|nful' Sohgs of the Southen Experiences

Couechng Secular Folk-Music," Southwest Review| 19 (1934), 108-09 - o,

 Similar sentiments were expressed by the early vaudeville performe > =

see Ann_Charters,. Nol m tory of Benlﬁllinms (London: Pacmillan, 02
1970)., . 6% " i

1ng 501nmn Ki11," p 8. Theré'has heen sore. quesﬁon
ow's ‘sources ‘of - (nfonnat!om for this art1cle are.




Tuctantly, such as-Kokomo Arnold:

M0 I-never wanted to make récords. ‘The first time'l was dragged by
. © ‘force jnto the studio.’ No, I've always preferred a quiet, s\mgle P
‘ Tife,far removed from the vamtles and tumult of -this world

- and some whn w\lhng'ly recorded the ﬂrst time, may have become dlscuuraged

or d‘tsenchanted with re::ordmg, such as Skip ﬂames.

R <7 Why'd I quit? ' I was.so disappmnted. Wouldn't you be dlsnppomted, A f
w . man? . I cut twenty-six sidesfor Paramount’ in Grafton, Wisconsin. I = -,
: : i didn't get paid but forty dollars. " That's .mot dumg very ‘gaod: |
YR oL L Wouldn't yl& be disappo nted?52 J e

|
/ o But for every singer who wa reluctant to record, thsre were pruhab'ly many 3

i
\f er Brownie Mcﬁhee who was’ so . happy and excned about the prospect of

\makmg a record that e ; .

-For, ‘thnse who'. 11ved far from the recording studws the tnp to the \L i

s blg cmuld ‘lndeed be a Soirce of excitement; or; converse'ly, sesie / N 2/

|Tld have gone for the .trip! a'lone 53

.7 traumatic-experience. . Quite often:a aroip of performers wulﬂd drive. tzs the

el ‘v studio tbéefher, which u'Id not nnly save- gaso'llne, but make the ex=

—’cur’swn more en_wyame‘ Mississippi P‘.atﬂda rememhers trave]’lmg toa . o s
probe
foi -

New (lr'leans Session. with Sam and Bo Chatmon Ha]te‘r vwson, Hﬂhe I

Harns, Robert HilT, and her performer Imsband. Eugen

Sy Nelsmr" Pwe'l'l, among others.5" Some\:mes the Tocal talent scuurwou]d drlve d

a: gruup to; the 5essinns himself, as my have been the case with ng

Sa1omon Hﬂl,-‘“ or simply supply trave'l:mney to the perfurmers as Son‘

E Bl

iy 53 Leon Ter:aman, "Knkomo Arnum," Blugs- Link. No. 2 (Oct ~Nov. |

; S0 0 +01973),'p.28. Inthe Tight of.this stats ment, “how _r, one \-mnders e
Y "0 v vihy Arnold made over fm-ty records.

52 peter Guralnick, Feel Like Going Hore:” Portra)ts in B1ues &
by D

4 Bob’ Eagle and Steve ‘LaVere, “Hard uorkmq Woman Hlss1sswp'1
: ‘Matﬂda," ues, No. 8 (Spring 1972), p. 7. *




House reca'('ls 23}

So ‘he tArt La\‘b'ly:l m'ld Char]ey cPattoni then, he wanted me - to’ come:

with him 7 the next recordings. And so, he left $100. That was .

fnr cigarettes and food, and pay Wheeler Ford.a.little something,

‘cause fie had the, car.. And he CLaiblylwent on Cto Texasl. S0,

it was about’ﬂwee days after thep 'fore we 1it out on our way to
= Er‘aftyn.“ 5

"For the performer who was not used to travelling; or. who d1shked big . -

‘citles. the trip cauld be an unpleasant expenence. Hemeslckness, fear

of failure in the’ stndm, or the hard vork required to p'lease the reqord

cnmpany ‘officials could all prove s'hght’ly traumatu: to the rural arcvst'

especiul]y Jf it was the first_[’gcordﬁng session ir hm. The ﬁﬂ]umng P

Tetter from Big Maceo toihis wife indicates some o

perfunner away from home:

the hardships of the

My dair Toving wife, 4 ey
I'arrive in chicago at 3pm and arrive safely. . .Baby we m'l]

record tuesday Melrose said and dont you worry Just-be a“good girl
because I-am a good boy Tisten baby I real] have mis you it look '
1ike I‘have bin here 2 weeks-allready listen dar‘l'mg Mis Tampa Y
and all said just take it easy everything is going'to be allright g
and tampa said it wont-be long. row So baby Dont think hard of me "
for not writing more but we are so.busy I and Tampa untill .I am worn
out™  So you just be sweet until-your husburn come home'it.‘is from

the one wholove you your husburn. M. Merriweather

P.S. Wnte soon and. Tet'me'no just how you are getting along,

your:baby-M. .57

But for the seasuned blues: recnrdlng stary the tr'ip was not only pleasant,

b o e A

v Mar. 1974) p i 5 i By

but posslb]y Tucrative. For éxample; B‘hnd Boy- FullEr took full ad-

vancage of his, trip to:New Yurk to record. 3

He;would never play on stage, but was quite happy to.play nherever
hestopped on his way north.to record. One following“thei
.arrival, in New York to-record for Deccd, Wi idly

= -remembers - being woken about 11 a.m.:by-Fuller 11
patient to get out on tﬁn New Vor streets- shy no: means’ unfami Tiar

"8 guarter'lz, 1

< 86 jick perls, "soA House Interview--Part.One
No. 1 (1967) P 5

Mike Ruwe, "Tuff ank Blues," Blues Un]imited, No: 106 (Feb.-




132

to-him by th\s time--and he dragged Wlll\e out of. bed (:o take.him
= , down, where he p1ayed for about an hour before cum\ng back to the
§ £ ? | hotel.58
When the. perfamer ar) 'ved Xn the city ta recnrd. he did not, for
the most part, simply walk into the studio dnd start singing. -It-is-a
widely held, m1scnnceptlun that the recorded yerformance was spuntaneous,
but although there were undoubted'ly instances in which _the perfanner re- -

camed a song vnthuut prior preparatian.. most smgers needed t1me to.

rehearse \then- songs«+ l:ertam'ly, the vaudeville singers, wh\n were used«

e —tu highlystructured afid formal performances would not 9 into-a studw

unprepared. ln reference "to-. Bess1e Smith, Pau1 01 ver- w_rij;es- "the
- thoroughness w1th which. she prepared her recordmgs and. the ‘apparent

spontane\ty of. her recm"ded work is, a'l’l the more ﬁmrkab1e when it

to good use’ by rehearsmg thelr matena

'on. 2 February-'1928, “a; Greyhound hus puﬂed 1nm Memphis concaining e
_Tommy -Johnson;, !shmn Bracey, Charlie McCoy: and Rosie’Mae ‘Moore
Since’ some of the uther muslcnns were ahead .of them, they spent the day

practicing.8? i e :
A
Hﬂ'ly Trice reca'l'ls that the A & R man made h1m rehearse his material 23

mtﬁ he “"had it word- perfet:t.".61 “Big Bi'l] Bmonz,y, rehearséd for two .-
s8 Basnn, rzmg for the carohnes. PP‘ 13-14. e 2k

[ Bessie Slmth (1959, rpt. _ew York: A. S Bames, 195]), p. 47. R
60 Tomy Johson -(London: Stud{o Vista, 1971),_1: 47. ; 5

i 81 Bpice’ Bastin'and Pete Lowry, " ricks AR £ NG No Morets -+
No. 72 (May 1970

4 SRR
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\ weeks before ms first mcording session;,62 and Tampa Red and' Tom

3 Dorsey. wou'ld systemanca]'ly practice every day for a week before recordmg
L3 | a new song.‘Ea Likewise, winl Shade, 'Ieader of . the Memphis JugBand,
" as a perfectwn\st and demanded that a’ﬂ performances by-his grﬂup be

} N
: we'l’l rehiearsed. 54 #

" / As pmfessiana]s these singer! had certam standards which they set
e ” / for themselves and these standards could not ,he adequately met wi thout

N © some form of preparatinn, espect a'lly when they were umfmnted thh the

- J penuanence of thelr performance on wax. This general lack of spontaneny

‘ sheds son'e hght on the methnd hy which singers cnmposed their songs but

i " o this wﬂl be deﬂt mth 1n Chapter X. g ¥

e 7 Hhen “the perfomer Was rea:iy tn\recurd, he ‘was ?aced wth a type-of .

context which nave seémed very strange to him. Especla’l'ly 1f the .

smger was recording for ‘the ﬁrst time, he mwght have felt nervous or

uneasy. and tMthas nften compounded by the discomfort dnherent m the FoS)

recording’ process.' Even wavtmg to record C“Id be yneomfortable/and

t1 resome.’ wmte hﬂlbiﬂy singer, Jack Jackson, rer.nunts +|1s exper‘1ence,

which Was. no. douht simﬂar to that of nany black. perfomers~ i beg

” That was the most ‘miserable d:;y 1 was, supposed to ‘be the First .
" one on the Ilst,hgt 8:00 Monday. mrning. But for:some reason ‘they -
.3 oo 5P didn't get their équipment -in.-- It was just a’vacated- store building,
T Selos il Lthink it had probably bgen used for a cream-station: a little-old
: brick building. - It had a section about 10 py 12 in frént, then a wall,
A 9 ‘and a 1ittle window there kind of like a bank teller mndaw and a- door
B ' <~ xyou could go through.—It-rained all day and the whole' front was._jam-
! <F ned with, people. I'nre of them were curious ‘than wantéd to make re- .

5 b % g5 1%
LLe2 lham Brounzy, B\ Bi'll Blues wﬂham Eroon 's Story, ed.

Yanmck Brl(ynaghe (1955; rpt. New York: Oak Pub ications, iSGI) p.46.
; 5! Stephen Calt, record notes 9 S

sie I8 Olsson, Meiphis BTdes, .27

i




cords, 1 chdn t recogmze many groups; in: fact some of them left
. ... and ish I had, and had come back rested.” I stood there
N, without as much as, a:cup of coffee fiom 8:00 -in the morning until
. 4:00 1in the evening. And every few minutes.a man would. runand
B & stick h\éshead out and say, "Don't you 1eave' we'll be ready in a
minute," .

3 John . Hurt also remembered the lohg wait: "Every ‘once in a while, -one
of us would get up-and try to look into where the recording was going ’
on, but we were shooed back away from. the p'lace'.“sg ) ,/

Once, inside the recordmg v‘oum, the discomfort, if anythmg. gut

worse. Willie Trice recalls _that the room was st1ﬂ1ngly hot becauss all
the windows had to be kept-shut to Keepout extrarieous noise.57 In ‘, .

- s 28 the first five years af race recardmg a hom -was used rather than a '

mcmphnne, to’ capture the sound of the sirger,.which | meant that the per-\ 1

. former had to- maintam a r‘lgid. uncumfurtable pusnicn when singing. 4

Broonzy recalls, ]

.'They had ‘y hend 1n a hcrn of some klnd and 1 had ‘to-pull-my hea
out-of the"horn.to read the words and back in-it tn/s"lngA “And they
- Rt had Thomas Chis accompanisti”put:on-a pﬂ]ap about two. feet high '
a and ‘they kept'on telling us: to play Tike“we would. if we was at Iwme
or at a party, and they- kept on te'lling us to re'lax o' 98

&mce banjhist, Raymnd/u/l-lundley, similarly
b .

ca'l]s the annnyan:e xk huv1ng

! el to ma‘lntain a set positimv 2 e Rt
0% Hhenever he CRa'l Eh Peer:l get U where he: wants’ you, he put'a cha'lk
. -mark,.crayon’ mar| r. He]l, ynu sta,y mthm-that mark.

“you- dan t gst aut of mat, 9

661 awrence Cq n,y iss1ss1pp1 John Hurt. ing Out (Nov. IQGI), ‘rpt.
. as, reco\-d ‘notes’ to P1 edmont PLP-13157

57 Bryce: Basﬁ and Pete Lowry. Tricks Mn't Hnrkin Nn Moré" ﬁ'luis ’ .
From the' Sunth-Eas;}art 3," B'Iues Un’ mited No. .69 (Jan.::1970), p 8. T
‘ ig BT Bluss, p: 47, ¢ :

g 5 Tony Russell. and Janet Kerr, "Kelly Harrellih tlAirginTu ]
Pt Ranblers," Old Time Music No. 2° (Autwm 1971). P19

3




C g BRE]
In 1925, Bell Laboratories invented electric recording,?! which
meant, that performers could sing into a microphone “instead of into-a

horn.: This allowed the singer much more freedom of movement and thus

more- comfort when recording:

When the Thorobreds. twhite hil1billy groupl made records the re~
corder CA & R manJ would put them into position. - They used to have
to sit on big, high stools--"our feet wouldn't touch the ground"--
dnd play ‘through the old time horn recording. . Finally Lhe,y got
* electric recording, which made things much better and easier.
—There' were just:four microphones-and you-could stand up. Doc ~
CRobgrts1 gurieralty stands when he's ﬁdd]ing. so the change had an
effect on 1nstrumen:atmn ‘

It was not until the 'late 1920's .or early 1930's that all the rec-

the artist's, d|scomfort and’ dld nothlng to-calm

-not necessarl‘ly reheve‘

a_neryous begmner.
ing on'(y worsened the 9erformer\s tense state, as “dohn Hurt vecans.
o lt was_really. so thing.
< . 'phone right up my mouth- and:-tol
‘. they .had” found the rlght position. I had to
:still: . Oh, I-was nervous, and . neck as sore’ for daysa

er; "V1ctor1a Spivey had ‘to make three ‘taRes'. of

* According to Paul-0! 1y
"'Black Snake Blues because she was "scared:to death‘. and burst into

tears on’ hearmg«her “oWn record
of. nerwﬁsness the first time he s@bped intoa s:udur :
“Why 1.was a Tittle frightened

Then 1 gut ready to-go to New Yurk.

but after they got me'in-the studio they had taken me.up .and I was

sittin' there lookin' out the window--I.think on-the thirty- gfth

flaar of Victor's buﬂd'ng—-just tuucmng the p‘lanoalong.

m Recardmg the Blues, p. 35.
Feldman,’ "Interview \»m:h Doc Roberts," PP- 100101.

72 Cofin, “Mississippi John Hurt:"

B 73‘ "Special ‘Agents;" p.. 24.

I sat. on a chair and ‘they’ pushed the micro
d'me that I couTdn't move afte

keep my_head abso'lute]y
t‘.e

ard companies $witched to the e‘lectnpa] system, but even tms change did

For the first- time recorder, the ‘matter, uf pos1t1nn- .

73 Halter Dayis also recalls-his state -
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p 29, respecti ve

- oy

. « 136
after a while'a dn“ferent k1nd of feelin' come over me: So I ‘told
the engineers I:was ready and. they turned me on was kinda -

a frightened féller. I couldn't play--I was trembiin _too I!luchl7" .

Just as performers had their problems adjusting to the recording con- - \&

text, the engineers and technicians had their own problems in preparing

: the s‘In‘ger"s‘ to record. There was, of course, the adjusting of the harns N

and plnsitium'ng of the singers. For singer-guitar players there must have

‘been two separate horns

ne for the Snstmmgnt and one for the voice--
although an exact description is lacking. This was certainly the case

when electrical recording was done. Charey - Patton had both a voice and

. instrunent mwrophune when re\:u.rdlng. 7

Acousﬂcs and sound 'Ievels were:, alsu a prublem then, Just as they
jaf-e today-

Often the perfonners vould 51990, Toud and ‘break the sens:
‘1tive chaphragm which trankm(tted the soun

AM R man; Hv C Speir,.

lea ed. to- anti:ipate € pec\aﬂy luud or |

'gh singing aild would-compen="
saté for 1t by turn'n down "the. recordlng 'Ieve'ls.“ Bath Tomny Johnson

and Charhe Burse 9“ the hab\t of tappmg their feet while playmg 77

(as did, no dou?/ many others), so the engineers wou'ld stlﬂe this ’tapping
by p'lam_ng a

ow under the? foot of the artist. The bluesmen's 1nstru—

ted problems ‘for the engineers as Sarmle'l Charters pomts : o 4
‘out -in r‘efev‘em:e to jug bands: - 3

D In Memphis the. engmeers had a terrihle time handhn ]
instruments. = The-heavy vibration produced a-very wlde graove that
:was_hard to master sucn:essfuny. : They fmany had to put the jug

34 N
ik

7 Oliver, gnversa mth the Blues, PP 107-08. o, wely : >t
" 75 ‘Fahey, b. 25.

76 Evans, "Inter W with H. C. Spe'lr, p: 9.

7 Evans, EM Johnsoh, Pp- 47-48 and Ulsson g@his Blues




‘town ruined a recording session:’

b The wise A L Reman must have. 'mstructed the perﬁ:rﬂers to be moderate in

B their pre recordmg acﬂvnles uhateur they

: sing we’l'l 5“

. re:ording prm:ess itself vmlst have had a d eterwus effect on both the

- atrmsphere inithe studm, sett(ng a favourab'le mood: for the ar'ﬁst to

K perfarm in, and generaﬂy trying to estahHsh goad rappurt vnth the

137

on’ the dead side of tl\e microphione so that it was often almost
inaudible.”

Even’ if all the technical equipment weré properly functioning and

sound Tevels and acoustics had been well'readied, the performer himself ! -

might-not be pr;.pared‘- Jares ‘Stimp Johns‘on tells how a night on the P

. . We were supposea to prepare our mater{al for na‘ing the records
buc we didn't ‘cause we were enjoyin' -ourselves seein' the slgl\ts of
New York and we forgot our material;.  So.we slept in the open
= that ‘night-and the next dag T was hoarse and l:nu'ldn t talk and cmﬂdn't
. slng and we. got Tost .

1ght be, $6.that the sing=.

ers vmu]d be 1n as, good a condi on us pos b'le when \t came t1me to rec- - L

_nord.- Nh{te M'I'Ibﬂ'ly artist He'lby Tﬂnmey, was told nol tu eat tuo ‘much )

before recording or his stomaLh wonld expand and he wouldn t be ab]e tu

A str‘ange place a long way  from hume, thz nervousness “and” discom;

fbrt of perfnrming 1n an unfémﬂnr centext; and: all the canfusion of - the:

singer and his performance.\ The A &'R:men reahzed thls, and they tried thmr 2

best to counteract the effzcts of the recnrdmg context by, creatmg an 1nFnrma'|

singgr. B

L 78 The Eounta Bliies (New Vork’ R1nehart, 1959)' b P LR o)

=1 Oliver, Canversatlnn vnth the B]ues. p-. 110,

o Archie Gréeen' and Norm Cohen. “Tanescr\pt Interview with! Helby‘
Tanmey (T7-197)‘ " JEMF Qnurterlz. 5 (1969 64.

it




er was not so-far removed from his enyironmen

. One of . the advantiges of the field récoi'ing units was that the sing-

and the temporary nature

uf the Ee;:ordmg studio, in a hotel room or whe v.er; Jdent a certain

\nfonna],n‘.y to- the sessions:

cFrank: Walker's emphasis was.on 1nfam|ahty‘ in urruund\ngs familiar
to them, he reasoned, .the_ instrumentalists and si ngers wham he found

were likely to feel more relaxed and at ease; their performances,

corresponding‘ly would be Tess strained and more mpressive. 81

But it took more thaq the location to make the cor?mg situation

relaxed and informal. The good A & R man would know noui&; about ~.;

performer psychology to be able to set the proper mogd for recordmg. Art -

proach.

Of cnurse con much 1nfnmaH:y cu ]d_a'lso 1nterfe

" process,, During-a recofding sessfon with the’ Memphis Ju Band talent

- JEMF guarter]z. 8 (1972), 9. E]hpses are s

R T W A e B

i8 Fov‘zirﬁn ;i 167

4 Satherlﬁy was apparently a ma;ter in, trns respect anJ his “description of

1 |hdn

ng th is and-go. out. and_ ha

1:would" tel]. them' sometiing ‘about ‘my backgroundyas :an immigrant.

‘the world. “When 'I spoke o those' Negroes, 1 Rould talk .to .them;
I'would té11 themwhat we-iad-to éxpect.* Then when: I found that. I

- had these’ Negroes in a feeling,ol would ask, "Before we: sing'this
_'spiFitual . " . which' one of you have Tost a loved one in the last

year.or’ 502" “And- one .would step forward. en liwnu\d say to the.
fellow that had some preaching exp erience, _" ust. say-a Tittle short *
prayer before we start preachin -This was| not ﬂ act on-my part.
Tt.was _the simplicity of a simplicity ‘to be pn honest man, to " s

- give ‘thém what they wanted back.® And . the only way|to get it back

know that?82

was to ‘get what they. felt in thexr souls. H[w man, rer.ordmg men‘

e w(th the recordm

i Cofién, *I'm a Reco rd “Man! —-Uncle Art Sathe

scol_:t Charlie HH'Hamsun s b]ase attitude nea_rlyv 1ned Te recor(ﬁng' .

-just say X somewhere ..
I spent my nme in that studio getting them reai far the people. of

ey Rennnisces il




s Lo 139, -2
. .Charlie strolled in, took off his deYbdy and put it down on, the piéno. B |
There was a hollow bang when he put % down and’ Son‘ [um Shad i
was sure the test was ruined: He looked at the control 7 L s
window and CRalphl Peer was standihg ‘there laughing at tl\e uncﬂe - A
scene. Victor issued "Stingy Homan Blu s’ anyway. with the in- (,‘2

" cidental naise hy Charhe HﬂHamson . " - A
EA The maJur means, hawever, of keeping the perfnnner frum be(ng ner-’

.7 vous was not some foin/of psychology; Tiguor was supplied in ample amounts

to. numb any potential, fears the perfonner may have had:" Ishmon Bracey
* stated that Victor Record Company. supplied: Tomy Johnson and himself

with Tiquor, fut only, enough to take the: hoarseness out of their throats;

they were quite Sober when they riade their records. 8% |H.-C. Speir; how:
¢ ever. recalls that Jahnson wﬂuld rot record without a Tiberal amount of. -

* canned heat inslde of_him. flrst. 85 These’ bnn\accounts may- nat ne:essari‘ly R

- i cnnfhct, s'mce Speir nnd Bracey may have had ridica'l'ly different ideas

abuut what constﬂ.uted a "sma]l" ammmt of: 'liquor av\d their deﬁniﬂons'

of sobneq may/ haVe' beén. quite far apart.’
3 K though ‘the s of Hauor. may have helped i n the recording of a.”

+. singer, 1t vas not'a sol utlon taifored to thz individual habits. of each:

performer. - This point is clearly raised by Jams Stump Johnson.

-I never drank anything i my 1ife and they thought:that all blues-
s\ngers Tike to drink which I was one that never did, and they gave °
“'us two.or three fifths of whiskey . . baken a drmk and with,
that the' drink went to'my”head and’ I was. high. 86 :

nm Broonzy ‘had_ the same ‘esiperience when' ‘the. company. ufﬁclals mlsJudged
s capacity For Hquor” This, to some extent, points outl the Stereo: - T

il Chaiiters, Country Blu ues | pp: 109-10‘-

> ‘8 Evans, Tomy Johnson, b 47.
T C s Evans, "Inter\ﬂew with H. C. Speir,® p. 119,

L mwer, Cunversation with the Biues v 110,

AT,




‘typic’ view that nany white 'A-& R'men’must have had about hiues sing'er;,
and. perhaps ahuut blacks in generaL A teetotalling lﬂues singer, -

e even tnday, seems a contradicﬂon to many people. Butmus stemutype

b B extends beyond the black performer to lm:'lude performers in general 9
i
h\Hb\'L\y artlst Bemir.e Coleman, recalls that the' Columbia A'& R ‘man | g

had . igtior thg.e by the barrel" when he recnrded 68

The artvst himself m\ght have lehed tu cnnfum to this ster‘eut_ype

.-even'if he-was an abstainer. .Edith Johnson almost dec1ded to drink at her

- 7 session, but had “seciid thoughts: -

. .7 07 L. Well the First time I recorded I'saw the -people Were drinkin' and T TR

7 thought you.had' to drink to.record.:;But this time I didn't want’to B
. drink because I wanted to see how it would Sound myself. And bpy, :

Po W3 T guess what! It was-a good récord, and I made’ the company a lot of B, &

i money,. 89

,‘ : A’ story by jazz trumpeter,hkex Stewart, 1ndicates' that "tqq much of a

" i i
d. thing" could indeed ruin a 'sessian, especially whem everyone, including_ «
the techniclans and A &R men, mdu'lged themse'lves' A gt . 8

+ . .+ somebody’ came up mth the: bmght idea of cantmumg with (ced .
gin. That was’the beginning. of the end, because the.producer took
. a ‘milk bottle full®of iced gin to-the sound engineer, whereupon
S the\two of them proceeded to reminisce aboit.earlier records they
¢ % had made together.

As they talked on and on, the musicians began to fee] the ef-
fects of the hot room and the cold gin. One by one they draped "<
themselves on chairs or wherever- they could find a spot to stretch <3
4 . ““out and go-to'sleep. The next thing we knéw, it was daylight. ‘As P
B ' the fellows started to®wake up, theé producer was seen holding up . »

- I L the engineer by-his snores-alone. It seems that.somebody had been 4
a'bit heavy with the ether in that batch of .gin. - Anyway, after °
coffee, we staggered through the -other two sides and hnped hpme .
to finish s1eep|ng aff our recordmg session. 90 B

cahen. "Notes On'” Some Uld Time Musxcmns fmm Fr\noef.on West 2

V!rginia," EMF Quarterly, 8: (!972) 97+ s g oo
S5 8 0liver, Conversatwn with ‘the llhnes. p. 110 3

o Rex Stewart Jazz Masters of the Th'lr‘ties (New Vo\-h Macmi‘l'(an, § =
and London. Collier-MacniTlan, 1972, P- s




in, t.ems af his. her perfov-ing confexts 'Certain'ly at al.]m jmnt,
house _party; or n1ght d‘ub qur was ab\ndant,\but we~ ;th: kvm to

uhn extent perforriers partook lﬂ the drinking. He also Cannot, déters

mne i | ’hqunr was the only shnlnant spred by the mord company .

Noah Laus was, genera’n_y Mgh on cocaine when' he recnrded,sﬂl and - -

r|:|uana, ‘then legal, was common among the nore sophistlcated viudevl'lle
and jazz s‘lngvs 92 hut there is no evidence that recard coupames sup—
_pijed aither:of thasa Arue. . |

t th\s point, it might > best to Iook ac the éechmcal process of #

putt'mg suund -to recm-d in ‘th se days The |ntem‘/here 1s not to g‘lve

& scientdflc exp'lanation of how lt was done. but raf:he' ‘2 Tlayman's view

pmcess The performer probably had 'litt]e idea of hau his \yice

i W was act\n""ly transferred w discs he didn't need to now i order to

sing the blues. Son Hnnse s vague notwn of the r!cordmg pmcess ny ue’ll

2ot

=~ be typma’l. $ N .

IBOUT HOW_MANY RECORDS DID YOU ;!‘KE DOWN THERE? ThreeJ Ulink fgons
. ‘three. s on a something 1ike “alumastrick™
e had .. . . ca‘l]ed Yt, was made outa aluminum, 'cause you
wf % » p‘l ﬂ-en with a sassafrack needle. CACTUS NEEDLE? “Yeah,.they
: - called them sassafrack-— We used to gather that stuff and make tea
R with it. /good tea. ' SASSAFRASS? Yeah, sassafrax.93 .

“The A & Kmn had a.. -sch clearer dea of the process, , ‘and Art :
et \ g satherley‘s descripﬂon should sufﬂce for the\purposes of tMs stu:(y YV

< 9 ‘Bengt olsson. ."Bicgmphy,

record ndtes to' Hemin ZOB
Mbev‘tsun. Bessie, pp. 'IBB-BS.

83 Nick Perls, "Son House lnterweu--Part One, 8 ‘guarteﬂb-.'], T
(1557) 60‘ _E'Ilipses are saic ot T, o
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The original wax master uas made of beeswax and-stearic acid. These
wax masters-were made in Connécticut by a man named Matthews Cfor” B
Paramount Record Companyl; all steel needles were also made. there.
The masters were made plain, with a hole, and shipped in fitted tin
cans packed with cotton. They were refrigerated until required for
use, at which time one fellow would scrape the master. with a- razor.

. blade unti] the surface was 1ike.a mirror. Then the masters would.be
put in a warming cabinet until-they. had warmed up to the appropriate

. temperature.. The styli were also warmed, because they were made of
diamond or saphire.and were very brittle.. In general.they never
“played back a wax master, except-occasionally to hear how they were
doing. These masters were immediately re-shaved and re-used. Three.
wax masters representing three ‘successive:takes were made.
viere all sent to New York or:Chicago“for processing.” When-Uncle
Att returned from a month or six weeks of: recording, he'd have three
or four hundred test pressings waiting for him. His next task would-
b to listen to them all and make his catalog selections . . .

Each wax master was copper plated in a copper sulfate -bath. 5,

. Mhen the plating was completed, the master was removegd- from the baths -.
and the copper was stripped away. ‘Then the wax man would take the
wax master, re-polish it with his razor blade, and ready it for use"’
again. ' The.copper-master was dipped—in_graphite and.used to obtain
a mother... Generally several mothers were made from a single mastér;
and from each mother-many stampers were made. Thus, for a popular
record, twenty or thirty stampers would be made, and as many presses
could be put to work at the one time. A good stamper was usable for
four to six-hundred pressings. The copper masters were kept in a
vault., A large company like Victor or Columbia.probably.had 100 .
tons of copper tied up in masters, Uncle Art stated. Each one is:
treated at Teast once annually w1th a cer-tam type af silicone to *
make sure the grooves are preserved."’

Once these records were produced,. their distribution was very wide-
spread. - It might be thought that,, given the m1ativg!y pﬂ,ar economic’
conditions of post blacks:in. the nited States, at that time therd would.
have been few families would could afford to- bll.Y recurds. much. less own
a recard player. Th1s, however, is not. the case at a'l'l. Despite thejr »
povarty, b'lacks could f1nd enough money to be able to affard a gramo-

phone.’ charles.fs Juhnson reports thac out of 612 fam\Hes in Macon

5 Mnrm Cohen, "'I'm a Record van‘ " ppe zo-:n._ This pmcess g ./
also described, complete with lHustratIons, in "Perpetuat’(ng~0ur '
"Hi11-Billy* 'Harmonies3" The Knoxvﬂle News Sentinel, 13 April 1930,
rpt. in Charles K. Wolfe, "Early Country Music in Knoxville:. The Bruns-
wlckzseggwns & the End of ‘an Era," 01d ‘Hme Music, No. 12— (Spr“lng 1974), -
PP o 28




County; Alabama, sevgnty-é_\‘x owned record plgyers.?s» and Dane Yorké :
state; that_in "the’ delta nf Mississippi’ it is ;iot'v unusual té‘ find a
vamshackle carpet'(ess darky: shanty boasting a bright red mhogany $250
_Victrola,"9s
Blies ‘singers themsel ves often mca'n the f'us\t récord p’tayer in

their: homes. In 1924, Soniny Iev‘v:y s father, buught 3 hand-wound phono-

\
graph 37 and Jofn’ Lee: ooker: § his first one wilth fondness:

We had a wind-up recbrd player.. Nothing 1ike today, no. electnclty.
You wind it up and put the ‘record on and you play it: T was a smail
k; en. .1 renembev;:ﬂms& three: "Blind Blake, B1ind Lemon and »
Charley Patton.?

That ‘the poor. should- have access to the media !: not'really very
'surprish o ln many cu'ltures m North America, thz record player.gradw,’
nr television is seen Tore as . necessity than as a luxury, In neufcimd- :
landg fer exam‘ple, where. the ecornomic comhtions of the peop'le were
prnhably equal tO. 'If not worse than, those of the b'lacks. radics and
“record mayers have heen ccmlmn househo'ld 1tems/for at Yeast' the last

forty .vears 93, 1 have personally peer in the house ofa Micmac family
o @
“ shadw of ‘the Plantation (Ch(cagu Univ. of Chicago Press. 193‘).
ur F. Raper, Preface to Peasantr: A Ta'le uf Two B}ack Be‘lt
Caunties. Studles in American Negro Life (1936
' p. 66; reports that nineteen percent of the bIack famﬂles in two
Genrgh cnuntles he surveyed owned yhonngraphs 3 e

“The Rlse and Fall of the Phonograph, " Amerlcan Hercurl, 27
(Sept. 1932)

3 7 Marstidl1 Stearns, "Sonny. Terr‘y and Iﬁs Blues, " in:The Art of Jazz:
Essa s'on . the Nature and’ Development of 'Jazz, ed. Mar‘ﬁn T. Willial
New York: Oxford- Univ. Press. 1959), p. 9. 5
99. John Lee Hooker and Peter J. Welding, "Taped lncerv’iew—-February 3
ter: .

3,7 1364: John. Lee. Hooker Talks to Pet J. He'ldlng . B‘Iues Unhmlted
#Lollectors Classics, No. 2 {Sept. 1964), p. 2z

99 Michael Taft, " That's Two Jore Dollars': Jimmy Linegar's Succes
4 100~ 107-

gxth Country. Musu: \n Meufom\d'land.“ Folklore Farum, 7 (197:




©on the 1solated South Cnast of Nmfoundhnd umch inc1uded a rgcord

S

.- nop; bought by . the upperrc'lass elite: uf b’lack suciety. but hy the. average

p]ayer -and a new, large :ulnur te'lev{s(un, despite the obvlnus puverty e
of that famly.““ L B £ )
Perhaps the: hest 1nd(cat|on that record players were - Mdespread =

anong- blacks are the ‘sales stahshcs‘ I just a few weeks the 1920 re-

cumhng of T‘Crazy Bl ue by Mamie Smlth snld 75,000 copies in Harlem, New

Vnrk 101 "LeRoi Jones te'lls of ‘black nurkers 'Iin(ng up after work”to buy

the latest records.102 Tn _short; race records we & rwt direuted towards .

middle or lewer class b]ack. " 5 . ; ‘——»—J
. How did recurd compames d\stmbube thelr recnrds? To a great ex- :

tent thgy used agents. to retal'l their prudur.t. These were usuaﬂy shop

7 ownars and, as an ndvertisement for Black Swan states, any sort of shop LU

¢ « Nnrth.“" It tuuk Paramunt _Record Bnmpany Dnly one year of adverhsmg

ovier wnu]d 'do: 6 PN ey ! E B

. 'We want Tive agents everywherel “Music stores, drug stnres fum1ture
dealers, news stands, cigar stores, mamr.ur)ng’ and_hairdressing
parlors, confectionary stores, shoe shining:parlors, delicatessen

shops and i1 other places of business catermg ‘to ‘retail trade . . 1037

W As ear]yas 1922, Okeh had retail put‘lets for race racards in Kentucky,

Tennessee. and Alahama, as.well as inmost of the major cities: of h?

.20 1h|s observation was- made on.a trip ta'Conne River;

Newfouﬁd'land,
" with Robert Kane, in the Autum of 1974. ot

200 Foreman, p. 58.

the BIues, p- 16.
o1 1bid., p.

103 From 3 1923 adver!:isement, rpt. in Dlxumand Godrich. Recorchng :




&, .ous

befure they had thnusands of dealers competing:) uith Co1umh{a and Victor;

their records were:even sold at house. partles in the North and the

South. 205 Some of the~b)gge&t<eﬂe-rr such as recards by. Ma Rarmey and

Blind'Lemon Jefferson’ were sold from Nova Scnt{a to Florida.106

Besides the” agents the recnrd campames had a very Iarge maﬂ-order ,

§ husiness which m out thrnugh un_. &i " in b'h\ck

. In 1922 anda1923, the record{ng companies were spending more and more
" money on advertising, and_through record shops in the Northern cities,
: they were advertising that-any of their récords could be purchased

by mail. The mail-order: business.was much-more important in the &
country areas in the 1920's than they are today, and this mail-order
bus iness “was. very profitable.197 2 .

There vere also mcre unusual means uf se11\ng records. In St..Louis,*
the Deluxe Mus1c Shop | hired‘aw airpfane to shower a hasebaﬂ crowd with-
leaflets amnouncing the latest blues releases.'08 -An éven ‘stranger

. 2 o "z : < 3 e
technique is the follawing: « D : e s
- Ly ¥ :

They Cleroy Carr.and- Scrapper Blackwel31 appeared in Louisville,s-:

Nashville, and Cihcinnati, where Blickwell recalled .that they sat

in the show window of a music store faking a performance to one of

their latest records, mouthiig the lyrics, wrn e a Toudspeaker,

. blared the re:urdmg 0 a'll who passed by or stood gaping thmugh
the glass.10

But despite the wide dlstrwutmn and ennrmuus sales of same uf the
mcords, the performers . themselves madz htt‘le frum “them. in the way. of
royalties o flat fees. The amolmt of money. pa)d { out by_the companies

ranged co_n‘sider‘a-ﬁlj.‘ depending- upon .who the perforimer vas and the financial

5 i B »

1085 ‘Norm Cohen, 'f‘l‘lla Record. Man'," . p. \8.'

106 Tpid., p. 19. A JJfferson re:urdmg mcenﬂy turned up |n a:
Junk store in St. John's, Newfoundland.

107 Charters, Country B'Iues p. 48. PauI K. Edwards, The .Southern

" Urban Negro as a (o rpt. New York:. Negro Universities Press,
T1969), p: 185, wri hat 18 71 of -the Chicago Defende&"s adver‘tlslng v

was for race records.
108 payl OTjvers “Black-and B'Iues,“ ‘Observer, 27 Ju]y 1969. p. 18.
1109 Angn. , rscord notes. tn Columbia C- 30496.
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condition of the company.. Pérhaps the lowest fee lever paid wis to John

‘Henry Howard, :who received mﬂy thl rty doilars: for the nine sides uhich

he.mde -for Gennet.}10 By contrast . the. great-| Bessie Sm\th, as the he1 ght

of her career, received twn hundred dullars per s1de 1115 e el
!

But eyen Bessie Smith did nat hva nff “her record earnings.’ “As mth ;

most vaudevn'le singers her main smm:e of 1ncome was frmn stage shows and . '

? . ¥ mght club appeararces - - As Derrick Stenart—Baxter,put ity record paymer!ts

! - 8
were only “jam on the. bread" to the vaudev'l §|rlgers.“z The same could
; be-said for blyes smgers 1n genera] s isK doubtful that “any performer

1ved str1ct1y on his" recov-d eamings for- any 1ength of time, ;." PR

0n. occasion, the s1nger lmght be cheated'out. of ;he sma]] amount/

he did earn, frnm the records. Carl Martin recal'(s, T - /‘.
T
the record -and thac fﬁ'l]uw, he -told me, he'said,"Now i a

|t

- We mac
nnnth yon '11 hear- from me. the record came out, Iheard
on the vendor, but my name wasn "t on it.!13

-+ ' The singer could even be worse off, hwiver, 1f; as Onver er:es the

~cnmmv\y "emp'loyed the devwe of causmg the singer ‘to pay nff the debt."'

he'wes thmugh having - 'wrecked! “the. m-.arding maclnne by the loudness of”

~- . his playing."ti% ¢ Sl N K =

The year 1942 has been termed the “end of an, era"“s fnr this system

s af. recordmg blues smgers. In that year, FEDA Petrnlo, the pmsldent

ST idpien and Godrich, Recordmg ‘the Blues, p. 54.

o Albertsnn, 3&55!2, P. 98. - 3

. e Ma mnnex and the Classic Blues Smgers (Lnndun- Studlo Vlsta,
LR . 1970). 10

p. |:30:|. 3"

T, i ”{3 Heldlng, "Interview with Carl. Martm,

RetiA "Spec'lal Agents." p- 23, V)
118 piion and Gadrich. Recordmg the Blues. p- 103.
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- of the Amrican Feder;tionknf Musicians, ordered a ban uri all recording, .

because he was worried about the effects of juke' boms on Tive. -mc.“‘
Thls. along with-the ntinns on shellac due é World’ Har kl forced most
, e, .A of the race record series to fold, and few'of the hmdreds of artists *

+" “Who had recordéd before the war could be found in ‘t\ll mcb@/cahlugues af-
2. fer the war. In D wiy: thefr 41560 “ends With the year 1942;

" Gdrich and Dixon indicate. the importance of that year to the. race re- -

cord ‘industry: : .

- The listing.ends at 1942 for seyeral reasons. Afterithe war, st.yles
“of performance changed rather radically, and so did methods of re-
cording and issuance. Far more obscurity-surrounds the operations
’ of the many small companies issulig” records for Negro audiences in

‘the late forties than for those of the twentjes and thirties; and:
. J the advent of tape-recording, with mu'lﬁ-rec rdmg, splicing to-
i e gether of parts from different takes, and so'on, made recording ‘and’
-issuance a far more subtle and complex affair. It thus seems reasonable
- izl ‘to call a break sometime in’ the early forties; 1942, the begmmng of
z < the Petrillo ban on recording, is then a conveénient year.?l

S A el e tind e NN

After- the war*'tha recording context uf blues performance bec\ang differu:t

what it hadfbeen in the twenties and thirties. | .
’“\n what sense can we speak of perfnmruaudiem;e lnytenl:tlon in the
perfomm:e context ‘just descrihed? Therve is no. audience,as such; the
bluesman is. singing into & horn or at a ‘microphone in‘a small, emty 1
rnom He might be perfnming to the tnchni:lans behind “the g'lass partition,
il - 'but his\vie« of them could well be obscured by the paraphernalia of re- .
cording equipment. The technicians were less than an ideal audiencé for
the-singer, ‘since they would be too preoccupied with the mechanics of . . e
mcmlding to gtvrm s‘lnger\'ﬁmﬁ conscious feedback.  Any feedback they

‘. 116 Ibid., p. 99; and RoTand Gehtt The Fabulous Phnnn raph: From: . ..
fo Stered; rev. ed. (Hew York: Appleton-Century, l§575i, 573 8T, i
117 Blues & Gospel Records, -pp. 5-6. i :




recurd As distnhuted. He\knows that fn order to be successful he must,

0 x =
’ . ’ 138 e
did give the’ performer kould have tz‘:/‘he/um{since the nature of the : B
recording studio. precl uded anweﬂ contact between the performer and \ -

the !e-:hnmans

; e’ gethn} feedback from - the other members of 'the' group, but
A would rot be the sam as in othef contexts. | Each member of the group -

‘would be | preoccupied mth his oun f1xed pusitibn in frcnt of his oun horn .
The Interachon of <members of a. band In any case i nat

or mh:rophune.
the Same s that bemeen a perfonrer and.a clearly deﬁned non—| perfunmng .
audience. . ! v . 3 . % K'.‘ !

There is, however, an maginary ﬂlldlem:e. The performer knows that . ¥,

the sorig-te is singing will be listened to bymany audiences, .once ‘the

please -this.imaginary audience_ Irlhether. as he swgs, he consc'laus!y
v1suahzes an audiem:e (remember the |nshrucﬂuns given’ to Broonzy to.

1mag|ne hmself at'a party), af whe ther the 1dea of t}

records will not se’ll and he'will nut be nsked back by the re:ord

cumpanies. This situation is -not so- differeyfﬁ:m that of the poor per-
former who finds fewer and fewer invitaﬂo/s to play at cabarets or house
" The recording arti st may a'lsu receive mnre Cdi rect feedback when

partl es.

it TR antt
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. he meets those who have baught and hstened to ms record The,y ma,v he
: _' . . 'positive or negative about”his yer\’urmance, ‘ar may erke suggestwns or

~ .even requests, all of which the perfomer can 1m:nrporat.e into his next

= rec Lq‘lng perfomance

"In thfs perfonmng cuntext, the singer must” try to, give a high-
qnahty perfonnance. His mcentlve to’ 9Ive a~h\9h-qu.:11ty performance
"—ls, first and fmst, mnetary, since |f he doesn't-| p]ease the' record

conpany. oifimal s he wﬂl not have his contract reneued But the smg-

er lmght alsn be anare that his recurd is, 1n essence, a ca'l]mg card or

1f h|s recorded perfonnance is en,)nyed

e '_ . Ta samp'le of his perfonnance style.

r]y anhcipated

by the puhhc, bls live perfonnances wﬂl be lrnre ez

herefore mst work hard. hoth in ol

hy re:vrd—buyers

- rehearsmg and perform g his blues, in orde to. please the inagmary L

he singer,

it audience he sees befcr h'lm in the recurding studi
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VII THE' EFFECTS OF CONTEXT-ON-BLUES. PERFORMANCE
_ AND REPERTOIRE

- In the 'Iast two chapters we haye examned sone of the‘dlfferent con-
texts in which the blues was performed and have noted the varwus ways

_in whi h the psrformer and: the audience mteract in. these.several contexts.

" The type of ‘context and, cunsequently, the type of audxm:e-perfomer )
1x|teract|on greatly affect; how, the blues is perfarmed by the s1nge\- and o
how the smger limits, expands, or changes the contents nf his h'lues
songs and hlS blues repertuire in general. /In this chapter, we. wﬂ]
exannne how - the contexts of the blues 3ffect four spec'fﬂc quahtles of
a’song s perfgrmance. the ph,ysma] pvesem:e and actions of the perfnmer,

“the, 1ength and duranon of his: song, the ‘content. of: the ‘1yr|csaf ‘hisi

,.song, and” the perfnmer s, repertolre of blues songs. s Al
Be1ng a performer, the blués n is 1argely comemeq with hw to

entertam h1s audience. nTh‘ls means ; of course, that he-must take great

pams to see that-ms“ play’ ng and s1ng1ng are suitable to' the audience.,

and ‘to the :untext in whlch he 1s performing. He'mist also be. aware' of-‘ F

h\s uveraﬂ stage presenc HIS audxence, In most. contexts, riot only hegrs i

the perfnm\er, but sees mm as wen The thesma)l, then

nat ont: y a

smger but a'lsa an “actor“ in the iteral’ sense. of the- word‘

As mght be* expected, m ‘the, 'c ts where audlence-pe\'fonner in-

ternctiorl is Tow, ors uhere the audience's expectatmns of the perfurmer

are not great, there 1s Jless’ over:

than when he is in a- hvgh audvence-pekfonner mtera/ction context. or

when his™ aud1ence has high expectations af h-un. In terms nf scance whﬂe =

parfurmmg.
‘verformer 1s slmp'l
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in a chair or-slouch in a* cornar wh\la perfomvlng vnthout feehng the
need. to call attention tg himself or to tihe WSIC he xs_p'(ay'mg. When

‘the performer 5. "at the Centre 6f his audience's atténtion.-,hawever, x

or where the singer mustl p'lease his, audience with a high-quality pev‘—
formance, the. bluesman must make every attewpt to keep hmself in the
spot‘lfght. Simply "sitting in a chair’and. smging wlll not se]l tickets
toa circus' or stage show; he must be ‘animated in his’ perfonuance.

Kenneth- S. Go‘ldstem nnced this:di fgrence 1n tl e pnysica] perfar

_mance of ! :one- pf his Infonnancs.

For examp'le, a_traditional Negro folksinger From whom I had caﬂect- .
‘ed'per-fornéd ‘almst offhandedly when singing. in his kij:r.he;;for his -+
oun: family and friends, and very: amm;ed]y when smgmg before :
street audlem:es “for money. 7

On the stmet, in.a njght clnb. nr on a stagq; the. perfonner may-make e,

sharp or cantnrﬂ onate. muvements with his buqy tn captum the attenhon

. 'of his alid1ence, nv- he' may act out the parts - of the song,.or du a dance nhﬂe S,

i singlng. M G B

i et

At the 1972 Mariposa. Ful,k Festiva] in_Toronto,

ist Rnusevelt Sykes.
when”on stage, rocked hi's body' to ‘the rhythm of the misic, conﬂnually

laoked amuntj himto estabHsh eye vcnntact mth the aud:ence, nade sweep— Ll P

1ng mtmns mtb his hands as he ran: down tne kuhoard, and pn1nted ahove

w th one hgnd vdn'le he plnyed with’ the other whenever thb word "sky" or .7 - '_ $

"heaven was smg. On at least two nccaswns, Booker White hopped on

] stuge while Sykes was’ p'(lyAg and danced ar\d c‘[apped his hands, These K
ammated dtsplays were 1n sh cuntrast to the other"blwes muslmans, i S




'h"earsing for thefr tage,appearahces. The: differenc;!vir\ performing

- t,yl)g was a-di ffentnce, in perfunmrﬁ :ontexts ! B X Xt 0 g
In highly arimated perfomances the singers uften perfonn what might'

be ca‘l]ed “stunts" with-their |nstruments. 1t is reported that. Tnmqy

: Jonnsnn unu’ld “throw.. the gunar in “the air, ﬂ(p n;, stradd]e it stand

< it on the ﬂoor. sit on u. Tie'on the floor w\th !t and play 1!: bemnd
h\s head, a‘lT mthout msslng anote." In additmn, he cou'ld perfam

. the truly amazing feat of standlng un the guitar wlnle pi!qymg 1t with . 2

s his toes 2 Char'ley Patfﬁ uau'ld dance around ms guitar, bang it whﬂe . o3 2

the gui tar. bem nd one's head seems to have b!en\ 'éulm\qn stunt in the

- mpertolre of blnesmen Blind Blake a]sa” rfnnned this feat,* ;and at. the o

‘his: perfomannes L8 5 "L s

- Gus Cannon vas a master of aning,terl perfonnance becanse nf Ins Iung

" career with) nEdlcine shaws

-a cantext in wh]ch the' perfarmer s "very mich

Nhﬂe un stage, -he’

.the centre, of “his audnnce s altentw

would sudderly swi)\g the haad of tha banjo out over the heads of the
. peaple stand(ng by the.wagon.* :He yas still~ vholding: it with his ~
. left hand, and ‘a5 the banjo-swung bick. he would change the chord .
_with his -Teft hand.and ‘pick the strings with his'right; ‘then'swing
“it out again. . He would fln!sh glaymg the. song with the anjn

E swaymg wﬂdly in front of >

- £ i aen i an The Chapel mnmmes a h'lack strmq band, which mcluded Floyd Onlm-

. i o c|1 at -one. t\me, pev-f'amed a tm-man smnt whvch 15 a favnunte not un]_v

i David Evans, Tam Jahnson (Londun Studm Vlsta, 1971), P. 100
13 .]ohn Fahey, Charlez Patton (Londvn' Studio \Hsta, 1970),
[ 5' :

en cm, remrd notes ‘to Biugraph BLP—IZD3L




Chagﬂ Hﬂ]hzlly, Genrge Letlow; explams

tam the attentwn of the aud)ence in cnntexfs where this _was of " ‘prime” "

impnrtance

. wooing or he ma.y wish: to dazz]e a pol:enml conwetitar. Gwen 1s func o

X ,twn nf the stunts“ they mght also be perfomed in certa

relates conoeming si‘nger M'len Shaw. . 5 g

g ™ 7 by 153

of black perfarmers but also. of white b]uegrass and country artists. .

z- S

e dmw’({:“ might call it, when we: weré. -playing .
take the"guf®ar and. the -mandolin; ‘Floyd “was playing th itar

T was playing the mandolin. - I, would play ‘the guitar and: note" the i
mandotin. He would play the manda]in and "note" the . gmtar. We
wnu'ld get c1 ‘ose together: so that we cou1d cross-hand 1t 5

charles Ké)'l has noted that such stunts synhohze the mstery of R
man over mschine‘7 The: ﬂmction of these smnts fiowever, . was. to mam- i

ﬂut _such feats al sn hlgh'hghted the sk1'll amd dextenr,y uf

@ o

ence.. R hluesman in fﬂmt of a Moman he is:

w-profi'l.e

contexts, such as the JHkE\ Joint or-'the jam sessﬁm. o 1 E

'Thel‘e ere those con xbs, 'wever here c1owmng was deﬁmtely

-;On one occasion A!'Ien p1ayed at a‘small’ comunity called R1a1tu ¥
for a white party. Rialto is‘on  the bank of the Hatchie River.
M1len got-drunk and started.clowning' instead of playing, and. the
people that vere paying him didn't Lk§ it. [ So they picked him up,

. ﬂgitar and all, and thnew mm 1n the river with:his guitpr arnund

S nec R

of course,, the stage shows presented a hi gmy animated performance

Pt &

5 Kip ﬁ)rne‘lh »The Chape'l Hﬂ]bﬂ“es," Lifing Blues, No. 24
-Dec..1975) 3 p.. 4!

g Urban Blues (Chwago. Un\v. of-chlcago Press 1966), [ 5 176. -

L) Bengt Dlssan, mhis B)ues and Jug Bands (Lonﬂnn

;Studw V]i sta




of the blues, mcludlng ‘dancing, posing, and"the acting out of t.he Tyrics,

. but they also adged a new dimension. to the physu:al perfonmnce of the

y Iﬁes--gaudy énﬂ‘e‘nutlandish cus‘tumes. The s’ihger in.a-juke jm’nt or house *

party probab'ly wore h1s everyddy.clothes, or, at most, his Sunday hest,

' the cabaret singer would probably wear fashionable apparei The mmstrel % v

shuw nr :‘wcu& performer mgm‘. dress m a more unusual costume, maybe”
even a clown suft, but other than the fact already mentioned that the

s1nger m\ght appear | in Mack-face evidence of what/‘le wore is “lackfng.’

. But the stage show penfamer verfonner, especia'l]y the female vaude-

ville s’mger, often went to great 1engths with her costmmng. Bessie\

Smith's favourlte costume was "a white and b'lue satin dress with a moderate’ .

FRUNES . hunp skirt, adorned with strands’ of pearls and imitation rubies. With it

she’ wore ‘headgear ‘that Tooked like‘ a cross between' a’ football helmet and

2 ‘tassled.lamp shade“‘“- “ T i b ¥
< In the context of the recurdmg studm animated performance was
v'utua'l-'ly nan-exvstent. Guitar—-fhpp]ngv, dancmg, or even rhythmic body
. nnvements were pmhllnted because. of the ‘rather r1§|d position- which the
2 51n ers*had to maun:a‘ln. Certainly, the techmclans would have wanted as
X 'htt'le extr\aneaus movement. as poss!h‘le tn avold unnecessary nolse or .

e ] {

3 P TR | ﬂuctuamons in the sn.md level. But.even if such movements were a]]owed

‘the record)ng context wonld not in_s nnsn cases call for such amnﬂtion,

Therve 15 nn authence to attract and o one tn impress. Ukemse, the.” - Y "

5 e 9-En Paul Olwer, "Black and Blues," Observer, 27 Jn'ly ’(959. p, 16.
thete is a photograph of a meq,lcme Show | perfomance in’ which the blues

: singer.is in black-face; - but otherwise dressed in a plain three-piece’. a5 F i

! 's‘ulgt.i JThere is, hweyer, a white' performer on stagemarmg an. Indian
eaddress.

~67-68. o i
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'hstemng audience does not have to be dazz]ed with-costumes -as does the
viewing audience, so that singers such as Bessie ‘Smith could wear regular

- street clotnes in this perfarmance context, - =

_The+ smgers in the recordlng cuntext, unhurdened from the need to

“act " could devote®their full energxes to singing and playing, which
e wou‘ld probatﬂy urpcove the qua‘hty of 'these aspects of the1r perfonnance.

"Son_House ‘was of "the opinion that the recorded perfomances of Charley
“Patton”were "better'i than his 1ive performances ‘because Patton's generg]
ghabit of ‘grandstanding in fré!\t' of Tive audiences tended't;a obscure his‘
singing and mayi;g.“ % 1 . o . i

e 4 There was; however. one aspect of physical performance which was .

o . probably umque to the recording c7ntext, It was only in the; recarding

studm that the blues artist could|read or refer to prmted 'Iyrics' as he
sang. Broonzy s d(fﬁcu'{ty in stxckmg his head in the recnrdmg horn
. and readi ng his sung at the same time has a'lready ‘been mentmned. There

her cases m which the performer read h1s sonpg. In the Ease

into h1s ear. -This method was abserved a number of times in re-
S_— : i
“lation to| the recording of Blind Lemon Jefferson. Art Satherley recalls

& }:his‘per{n‘g the wdrds to Jefferson during one récu'rding session,12 and

i Jchn and Enery Mcclung- m}hﬂlbmy singers -remeinber seemg Jeff’erson s

daug)\ter actmg the role* af prompter in another sessmn.13 Such a method.

Ll A] Wilsen, "Son House," Broadside (Boston), (1965)., rpt. in
Blues Un'lumted Cu'l'lector s Classics, No. 14 (1966), p. 12.-

'"1 m a: Record Man'--Um:le Art’ Sather]ey Remmsces,
JEMF Quarterlz, 9 (1972) 19,

i 13 " d L. Nelson, l'The Hest V1rg1ma Snake Nuntgrs John and -
L Enery Mcc'l ung," JEMF. guartep'lz, 10 ( 974),

Y,

-

LY
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‘may also. havé been used ;ora‘ﬂiterate singers; it is reported that
sfghted singer, Charlie Jacksnh, also used a prompter when recording

2 new Song.1* '

This aspect of physical perfonanu in the recording context
would not have been acceptable to live audiences. It is expected that

.the prvfessional singer, or even_the non-prvfesshmﬂ or tradltmm
- performer, know his material by heart. Only in a cnntext in which. the
s1nger is unseen can he use written aids or-a prolpter. The recordmg

artist often negded these aids hecause of the continual demand by the ™
rgconﬁng companies for 1nnnvative naterlal and the greater er'mmdd
of hngmg someone -else’ s newly compnsed :nngs in the record1ng cnntext
These two aspec’:s of rgcorded blues will ‘e discussed in lnre detail |
shortly, but it is 1worﬁnt to r{ohe'that. in such a situation, the sing-

. er may not have had the time, or the inclination, to memorize hislyrics‘.

Different contexts of, the blués performance also affected the duration

of a song. Outside of the iecoi‘diilg context, there is ‘Httle‘infm;l'atinn
on how Tong ﬂ’le average blues song lasted Perry. Bmdford writes o? a

particularly long remhtwn of "Harlem Blues, perfonned in a®cabaret,
wh-lch lasted twelve minutes,S and the description of Alberta Hunter's
‘that

night club performance already g-lven (p. 111) indicates t.hat
context the song was sung.over several times to lengthen lt. l!i"iain [

: Ferns claims thut in dancinig contexts, songs had - to be much Tonger than .

the three or four minute blues on records,!6 and tlns is suhsﬁnﬁaced hy

; T, Charters Countrz B'lues. p- 52, g
Y “5 Born wlth the Blues (Nefi York: Oak Puthatmns. 1955). p. 123 i
Studio Vista, 1970), -~ .. :

16 Blues from the Delta (London:*
p. 83. 3
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Son House, wim said that Charley Patton would sing.a. song for. up to a
half an hour at dances. 17 Richard Middleton® s cldim, *however, that 4

b] uesmen vould "nften sing one: sung for hours"m \s pmbab]y an exag-

geration.’r ’ e et : o

It ‘seems probable that in contexts in which the singer was at the

. centre of attention of his audience, his’song tended to be shorter than

- when: f\m served a. background role. . Darncers would not be ’satiéfled-uith

a three-minute song, whereas night club g‘@rs would get res‘tless if one
o ‘ |

song-went on’ for half. an hour. The streetsmggr pmhah]y had the great— £

' est freedom in terms of how long he wished to sing any ons sang, since

hlS audience's attention was momentary no-matter how long or shart nis

t]re sung was. " . n
By -contrast, the recor-ding context allowed. the singer no” freedom in

thoosing the.length of his song. The average 7Brpm disc permits-only

about twu hundred secands of perfoﬁna‘nce per side. * The singer-had’ to

come;as close to:this maximum as possib]e wi thout golng over the 'Hmit.

This mvnlves, a-type of preg1s1nn which is not necessary in other con-

texts‘. _In a letter to hillbilly artist, Fred Stanley, Cn'lumbig Record
:onpai}y instructed him to Work on his songs:so that they WGuld not be’

"ess. man 2 minutes and - 45 seconds and not more. than 3 minutes and 15 -
secwnds"}lg Undoubtedly, the same advice was g|ven to blues ren:ordihg drtists.

In nrder- to keep to the time 11mvt, two™ n\ethods were employed:

bt 173t Titon, Early Down Hons Blues: A Wusical and Cultwal' -
L Ana]zsls (Lfr-bana. Univ.. af TTTinois Press, fortﬁcommg). . -

. 18 pop Music and the Biues! A’Study of the Mationship and Tts
Significance (London: Victor Gn'l'lancz, 1972), []

13 Fred Reif. “Fred Stanley.
1972), p. 15.

(Aut
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self—regulation and signals from ‘the studm _control room. .The singers

would consc'lous'ly work to fit- rJ\eir songs into the time hmt. Tomy
\Johnsnn ipparently sang short songs in other contexts and had to pad out
his uurks fnr recordings,20 but most bluesmen had the oppnsite problem i

2 of .shortening their songs to fit in the allotted three unmrtgs. Booker

’Hhite used a clock to time his songs when practicing for recording ses- 3
sions,’ 21 and a simﬂar method was’ pmhahly used by the perfectmmst. wWin 5
Shade, ‘or’ ‘me conscientious -urban sing:rs swcn as ‘nwnas Dursey. Tampa
T “Red, or Leroy Carr. ’ 7 ; i
Hhether the artist hn; hudgeted his tim or not,. the studlo tech-
nn:lans I\ad a system of Tights to warn the perfohner \:hat Ins three .

minutes were dravdng to a ?lnse- s 2 i . o

“There were two Tights on top of tha w|ndow. one green and one red. .
When the green 1ight came on the performer would begin, and when - "
.- the red 1ight came on ﬂ;e performer was to end the verse as quickly
as possihle and stop
If the artist was blind, a prompter would give him, the sigml: s -
it was Willie's CTricel job to tell!cBlind Boyl Fuller when to start and
when to conclude'a number, by to'uéhing him on the arm, which he did

whenever Mayo Williams was ready to record. 23 = N T -

" John Szwed has pointed out that this time /Hllit must have very -juch
oo Evans, ommy.Johnson, p. 50. 0ne wonders if this nas true in
h Jjuke joint or house party centem or just in jam sessions.
: 21 Pavid Evans. "Booker White--Part 2," Blues Unlimited, No. 37
< (Oct. 1965), P

. 22y, N{chu'las Perls, "Notes on Son House and the Paramcunt qus, 4 ‘
Biues Unlimited, No. 18 (Jan..1965), p \ i

g R i 23 pruce Bast'ln, Crxing for Lhe Cam'lines (London: Studm
: 5 - Vista, 1971), p.
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the form bename more prec1se and structured: But, in the same way, every—

context ‘in'which thé blues is- performed must affect the form of that per-

. fom\ance. 7
'lhe hl ues singers seemed ta have little trouble in confomnng to

this time 1imit, as thére are few.examples of blues recordings which

end abrupﬂy or which fade nut. Undoubted]y, there were.some perfomers

who cgh}u not restrict themse'lves to the three minute 1imi €, and-perhaps
some of the many "unissued" smgers foynd.in Godrich and Dixon's discograph,y

im:'ludev these énfsts. Rubin Lacy ‘recalis: that FM“?"‘EP" Rev. Cotton, i

found it lmposs1ble to keep mth\n the Timit:

He ‘got happy preuching. 1 thmk. about "Somehocxy Touched Me," the
.. - . time when.the woman touched the hem of Christ's garment. He' g
% happy, and when the red Tight came on for him to stap, he wouldn't
. And so he told-me that day, "I'm gain: e this rec-
s" time, but I don't mean to make them an| ther one. 1
ain't going to mess’ up God's word that'way. Whel l get happy I have R

to be choked down. "2

Another aspect of time rformance contexts was '
the tempo of fhe blues.song. / Again, there is little cancrete information

as; jto how tempo changed to suit different situations.; Tmrn\y Johnson
played “Big Road Blues" faster for dances than he dld/on record, 26 which’

nny indicate that recorded blues, in genera1 vere s1ower than Juke Joint
. |

for house party blues. ! -
3 lnf the content or

The blues singer: had to be aware of the effects

!

24 "Negro Music: Urban Renewal," in-Qur Living Traditions: An Intro-
duction to American Folklore; ed. Tristram P..Coffin (New York: Basic

f EuoKS. 968, p. 7. % . ! !

;i David Evnns, "The Rev. Reubin Lacy--Part 2,"
I No. 41 (Feb. 1966), ¢

el S 28 Evans, Tomy Johnson, P 92:

Blues Unlimited,

s - T
=

e e s




Lin saylng that when Blind Lemon Jeffersan played at-that picmc for the

stand for ' lack Snake Moan' or ’P|ney Hoods Money Mama' . naz7

. Were qulte adept at singing profane’ m\-ahscene sonQS‘ Both Sk'lp James'

SoR and Son .House wem “quite capable m this respect in- certam r.ante)d:s,29 S

Le0

e 3 \, oy &g 2y ! 5y %
suhj"ect matter of his scngs oni his audience. 'Differem: t‘ontexts re:

the topic-of love:can be approached m any number of ways, not an of’

which are s'uitab'le for every cdn xt.' Charters ‘is pmbably JUSt‘If] g !

Genera'l Ikssnclation of the aptist Churcli. his audlence "wuld not - have

Hwazd W.- Odun and Guy B Johnsnn long ago poin‘.ed out that profanity

“i5 inserted in songs in pmporﬂon as the -5inger 1s accustcmed to use <

1t, or as the occasion demands or pervmts its nse, v-za Most: b'lues, _Sl"ﬁl";

_The occasmns at which abscene b'lues co\:nd he sung tended tu be

" ‘those mfoma] fin-, -group com‘.exts, such as jam sessions, Juke jmnts,

or hnuse part{es. In describing t.he occasmns when his hrother, To:m\y L ; . o

Jnhnson, sang ubscenz mater{a'l Mager Jahnson said. "He sang them nver in " i

the night or’ something, in uther words just sumebucly out there,, peop}e e

27 Countrz Blues, p." 70 = ) \

© 28 The Ne ro and His Son S (Chnpe] HilL Univ. of North CAro’Hna
Press. §§5 AT

29" Stephen Calt,. Nick Perls, and Michael Shewart record notes
to Vazou L-1014. . — 3

Paul Ohver, Asgects of B]ues Tradltion (New Vork. Dak -
Pub'licatinns 1970)
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just out Jcn ing around. They ‘doni't car§wh§re they be."3} Before - . &
audiences cumposed of uh1tes or other outsiders, or before certah\
,g?’Eups of :womeh, or chﬂdren. such songs would be tabon Evans wr!tes
that: Tommy Johnson 7 :
would ucsasmna]'ly sing songs with obscene’ lyncs even before
women-~and white people, which could sometimes be dangerous.. .Ishmon ' g
Bracey ‘recalls an occasion when One. Legged Sam'had to put ‘his hand R
.~over Johnson's mouth. to keep. him quiet. 32 2

‘The. recording context. was .definl:t_a];y nne”fn ‘which overt obscenity

was taboo. The sinéer,s were playing .to vp]ease the company officials, al-
.‘most all of Whom were wh%té,'as wellas to ‘the imaginary\audience of
- faceless, unfanil{ar blacks. Even if the record compantes had allowed -
nbscena material. tn be recorded, the singer may have been reluctant’ to' dn o “
sovin swh a formal“and strange context Speck]ed Red clearly makes the .
o d{stmchan between proper.and 1mproper contexts for perfurmmg obscene
) " materia’l
They used to have a word they say “playin' the dazens" L1t was
talkin' dirty you know . I made up'a kind.of song out of the
words and I.called it "The D1rty Dozens." But they was‘real bad
\:nrds you see; -Iwas playin' in one of them turpentine jukes where &

didn't matter. Anything I'said there was.all rlght—m ‘there. - i
you see. I'had to clean it up fur the record . .

- Toi tﬁe bluesman it was ‘not just a matter of impropriety t6 sin'g taboo
2 lyrics in. the wrong place; it was a matter of self-| prntection. Buster

: Pu:kens' ’cnnment on| Kokum ArnTFsong, "Sissy Man B'Iues, which has a :

'theme of | homusexua’lity, was not that 1t was 1nq)roper, but that ",Gad 1
e ol
a1 Evans, Tomz Johnson, p. 92,
192 Ibid., P96,

j P ul Uhver. Conversation with the Blues (New York Hnrimn
B Press 1965) p. 61,

N . kil
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thnught they'd put :him mside for that"‘“ .

Dther toplcs could also be taboo. in certain blues perfumance s1tu~
& atians Overt social protest was'a toplc which was’ deﬁmte]y Hmted

/i/n -group contexts where the perfarmer was- sure that | s song-would
m_t nffend or antagonize any pqrt\ar) of his aud‘leqce. ! 1‘lHam'Fer_ris, )
in his article, "%éial Eepertui_‘re‘s Among ﬁ] ues‘Perfomgrs,_" points out
,tha‘t the Ig]ugsmen h_av:e q}n‘te di Fferent repér;nires depgndi‘ng_upﬁn whether
thejv are ﬂaﬁing to white or Iﬂaék‘ audiences. 35 Cert.‘:‘i‘i'n]y, ‘the h;lack

perfomer walﬂd be, taking a great. risk in” perfam\mg a blues of social™"
‘prd‘test 1n front of a white audience. Their reaction to such a’song

: E oou'ld\be considerably worse - than their -reaction 'to A‘llen Shaw s c'lowning
(seep 153)A> : : Th:

ln the recurdmg ‘context, where as. paim‘.ed uut before the hluesman s

i Aimmediate adience is white,
Th

he'y wnuld naturaﬂy try . to avmd uvert sncia]

! rim comentary in h1s songs. are; in fact, very few recorded bTues which

can be calle}avert protest songs In the cuntext of apri son, houever,

" where there is-a stmng adversary re’(atlonship between the biack inmates -

» 'a,nd wlnte guards ; the performer wou'ld have a receptrve amﬁence to h'Iues
= of rotest. in h‘ls fe1low vr‘lsoners. :
But even in cnntexts ‘in which-the audience vas b]ack certain socfal
. “'fopics may - be taboo. Accardmg {0 Bill annzy. Tunmy McClennan misj i ged

“.the ssnsit\vity of:.| mrthern blacks tn the ward "mgge wh1,ch he 1ns1sted

3 Olivev-, sgzcts. 188. . For mare on ubscentty and sexua] sym—
. ‘bolism in’.the. blues, see Samue] B. Ehar;ers, The Poetry of the Blues .
:(New York: Oak Publications, 1963)", pp.- 35-66, - 80-97;; Giy B. Johnson,

... "Double Meaning in the:Popular Negro Bl ues," Journal :of Abnormal and
"7 Secial’ Psychology, 22.(1927), 12203, and- Oliver; ﬁspect pp 64-261."

35 Ethnonusicology; 11{.(;19701, 439-4¢




‘on:using in a song’at -a:Chicago house. party:

A‘wm qonmunity, or within & gmup which he knows well, he may sing songs
. or alter-his_songs so that they nake special reference tb Tocal people : 5

.or 'locai “events. mis s true of song trad1

"So I just sta,y_ed close to him CMcClennand bé&adse 1 kriew there

would be some trouble when’ he 'would: get to. that verse.. And there

was, ‘I had ‘to put Tommy out the window and me and him ran about five
milés to anuther friend of _mine's hnuse where we got a dnnk.

Context does not only affect’the use nf taboo sub:‘ects in the b1 ues, .

bt subJect matter in general "When a singer 15 perfornﬂng within his e

ions 1n generals Herhert

Halpert has pu|nted out that a song of purely 'local s(gmhcance is nften
Tore. mpnrtant ina culture than an nlder more | ntdespread song. 37
At the house party, Juke .)o1nt “or during a Jan sesslon. lyrics of '

]oca1 sIgmﬁcance mi ght be used more often than ata medicine show,

i genera]ihes dr to subJects which ‘would be genera]'ly neamn

erences ar in-jokes are infrequent. Th1s s not to-say, that such re

“to lacal place names: and local peaple but the context 1n which they use &

outside the singer's imediate cultune. ; B =

.. 36Big'BI11 Blues: William Broonzy's_Story; ed. Yannick
-'(1955;, rpt. New~York: Oak Publications,, 1964), PP 104-43,

stage shw, or in streets'lngmg, uhere the awdience is more general.»

the slnger woqu be more 'Iikely toTimit the content of. ms songs -to :

jfu

the recording context “this would also-be true, lyrics with ohscnre ref-

erencs do not occur at allin recorded b]ues. S1ngers cantmually refer X

these names and places usually makes c]ear their s'lgmﬁcance to thnse

- On occasion, the actual context af the re:ordmg session wﬂl in= " b

ﬂuence, the :om‘.ents of the sung. Memphis SHm (Peter Chatman). in Ms o

37 “Vita'llty of Trad1t-lun and. Local Snngs," Journal nf the nt
natmnal Fn'lk Musuc COuncﬂ 3°(195 l) 5
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blues, "01d Taylor," ‘m'akes obvious’ reference to-A & R man, Lester Mel-

Now you see Mr. Melrose standing in-the floor ~
He gomg to give us a little drink Just before he go (CHATP 6)

Most: lpkely,, l‘a]mse was at the. recordmg session and the entire stanza

" seems tt‘rrefér to the use of liquor at recording sessions, as discussed

‘earlier (pp. 139—41) But’ such, in-jokes are ra\;e in’ recorded blues.
Perforners ‘might-also alter the. ,contents of ‘their lyrics in order-

to have an ef‘fect on, or to \nfluence, a specific s1tuatwn within: the

perfonning context. If the singer has-a gr\mge aga‘lnst a member of ‘the -

‘audience, or if he. feels good or bad ahout perfomﬂng ina certain sn:u-

" atmn, or 1f he wishes to attract the attentwn uf a member of .the op- |
24 'f“*”‘p"sﬂe sex, he. might use his s?ng as an expressmn of hlS urmedmte feelings. =

Again, the more 1»for|ral the :‘bntext, the more 'Ilkely this is to happen. X
An exz:e'['lent example of a b'lues singer. ns1ng the Iyrics of his song to 3

« fit a: speci fu: situation is glven by Mac McConmck, wna observed L
Hopldns ‘n a juke jninc context' | i

ghtnin'

A remarkable 1nstance of nghtnin s .making a song occurred one i e
night ih a jook ‘joint when he told a passing waitress to bring him -
..a beer. 'The girl mumbled samething about being .busy. : Lightnin'
" retort wasa.song: "Oh, she's black and she's evil." .Lifting a
. ‘hand to-point out the 1nt|m{dated girl scurrying thru csicl the
crowd, he cried, "Oh, ‘that's somebody's black and evil woman,"
.After two verses pursuing-this theme, the girl brought him the Beer
- and Lightnin' sang, "Oh, she's sweet and she s kind , Come walk:
ing with-a ‘cold beer and says |it's mine Pausing bo gsﬂp from the—
bottle, he-smiled at. the girl,\and then s11d: the. bottle (still
nearly. full) along the. gu|tar«str1ngs, Tetting the whining notés
< :punctuate his‘singing: "Oh, babej. if you was .mine, I'd starch and
grind. - Ohy babe, if You were mme,\I d carry Your water from the
boggy bqyou

E]uesm!n had the’ abﬂity to "song" someane' that 15. tn pun1sh son'e-
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. one by lanbastl‘ngl them in‘;song. {9 -The above example'i'llustrates the
: . .- blues singer's technigue quite vell.. This function of.the blues would ;‘

rare]y, 1f ever, be found in the recordmg context, again because it is

AR assuc\ated with more informal ‘in- group. s]tuatwns such as Juke Joﬁnts,
house parties, or Jam-sessions..

:The one area’ in wmch the yecardmg context was’ extremely mf]uentla] , 7

was ' in the “nunber of different blues songs within a performer s reper- : A
toire. Befor‘e a smger could record for a company.»he had tc canvlnce tl;e ) A
i ' . : A & R man, or dther :mwanx nff1c|315,~_that ‘s material and sty'le n’f” L : ", 2
pei’farmﬂnce was markefah'le.‘ This meant that ﬂle performer's s'ongs'_ had
to meet ‘the record cnmpany s aesthet‘lc and cunlnercval criteria. 'v s * By
N If \‘J\e s1nger s styleor reperto'lre Were not- bo the lik'lng of the- » o J

A &R nun, the performer would be reJected at the audn:;un. Thunns A.

Edison, auditioned BesS\e S

thfor Ins Ed\sun Record Canpany end reJect- -

4:!1 in-

e her.with the note, "Bessie:Smith.. Vmce N. G. tno good],"“ W

Nstes .

B‘Iack mcord company offlmals w

pub'ln: s tastes. Harry Pace also rejected Bessie Smith, not because of

ice, but becatse *he’ found her perfomance aestheticaﬂy tmappea]ing'

3 Whilst the’ record1ng engineers and the acconpanymg group of musieians
. . -waited, the tall,’ plump, “copper-skinned young woman broke. of f
= AT ity the,middle of her song and expectorated.” Harry Pace, the President -
k . of -the Pace Phonograph Company which issted Black, Swam records, was
- BT ' disgusted: and swmarl'ly ended the re.cording test, d'ismlss'lng the‘ PG

L ¥
i S, "39 For.a dlsqussion uf thls functmn of tmdltional songs see Eduard
s D.: Ives, Larry. Gorman: The Man.Who Made the Songs Indiana.

( v . Univ. Press, 19625) 180-87. Kl

)"“ Pau'l.-ohver, Bessie Smth (1959 rpt. New York:, A. 5. Barnes - % gt
..1961); p,.25. Dy
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VErtoire wuuld be further scrut\mzed. and any mater\al which d\dfnol:

» L meet the: company s, criterla wnuld not he recorded. Dbscene songs and

songsof soc\al .pmbest ‘would -usua'l 1y not neet the crltena. and snngs s

whxch the recurd company fé¥t.did not portray,the proper iﬁ'age af the

h'luesnan wauld also be: rejel:ted* "As Tate as’ the early mneteen—fornes ‘

Brwnie M:Ghee uas tnld, when he asked bo rzcord some hﬂ]bﬂly songs

he regular’ly performed. that it wasn' d‘. 'yqur k\nd of mus1c' ““{b '
The kind uf music w&lch the, record companies. general'ly wanted nas
:original b'lues compusitmns. ~{Mum ‘mi Johnsnn were, the fnst 1:0 pmnt

»tms out” vg\en they wmte that phonagv‘aph artists qre encouraged by itheir

employers “’“"9‘““‘*5 of their own mﬂking."*! and tatent goout, Sam
Ayv, curmhorareJ this statemencA B

'fhey tthe b'lues smgers:l had a]'l ;he'(r own matemal— other wurds
we wouldn't.record anyone else's tmes--they d have their own’
origma'ls. _You ave better luck recording a person's: own or'lginals

e than by recording someone e'lsé‘s tunes. B‘lues--mst’ly h!nes, and’
& ag lt was all. on.bina‘l stufﬁ.

Tms meam: thqt before a er cuu'[d recard he had ta pmve to the

NN
ongs:

“ record cowany “th t he h.% or‘lginal

* The companies want Spexr . be sure 'that ‘eath singerto be’ n!norded

. - had-at least fourdifferent songs .of his own composition. Many of:

¥ g ‘them could sing plent,y of. songs, -ut they were not original. -In

.- other words,’ they'were either traditional'or Had already been re:
mrded in"variant. fcnn, or thgy were interp'retah ns-of Wit - -

I“llhid.,p 'lx. s Ll 3T e s R

9 v’d un and Guy B
f Hﬂl' ﬂniv. of North Caro'(’ma Press, 1926
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records. 45 : 3 “u ' - e
. This could present a problen o ﬂ\e b’lues singer ulurrelied heavily < (
; on tradxtmna] material or other peopTe s cnq)os:tians to fﬂl out his X
. repertmre But perhaps a worse pvvb]en ‘was :that- the mcord cmw official’ s, 1
concept of "original" might ba very different frou the blues smger s
concept. \mich meant that songs which the perfnr'er cons1chred his own:
= e cmat'lons mgm: be rejécteq by .the- record cnnwny as, bemg "unorigina’l "
[ For exanm‘le, Chfford Gibson, er mhy other b’mes singers felt that
‘a change in Tyrics* constituhed a-new song, even if Ue acco'panymg tuné .

P2 _vema'med tﬁ: same.“? An A !\R man, however. migm: hnve considered11]

e Jof G1hson $ songs the same becausé’ they an hqg the sam: tune .and, thus
/- dub them' "unoriginal ¥ 4 u

Fhre often; it happened that the A% R man did mt conslderﬂse ly*ju

; d‘lffertnt enough frou a singer' s prev(ous songs, ta mke ,his new song v

N < "original * 'Such wasﬂn ~casé vuth Tom\y Jolmson' 5, ey -
‘-, Speir: uhnted to-make- certain that Johnsvn had at least fnur d?f—
- .+ .= -ferent original songs, as this was the requirement of the com-
. * . esy panies then. He claims. that Johnson had only two and that they®
_«’ _* ... had to spend sone time together before they.could meet the re-
A 2oe quirements. This may seem strange in a prnfessiona'l musician
ot er Tomy Joh(\son. who must have had'an extensive repermlre % (%
of songs’ . -Johnson;,".1ike many folk blues singers, had iz ¢
the hahit of nsing sone of the same same lyrics and musical®ideas’> = Tt
in different .songs." Thus his pieces may nut have somded ( !
»',d\fferent' to Speir s ears. w7 L = &

cIn their ques‘: for origlnu uatena\. the nwrd cmnpim_es mwld )

ften 1nstmct the s{nyers to, lake r.p Mues songs especlaﬂy for the s
.

i i
i S Da}dg Evans."An !nter\iieu with'} ‘i L& Spa'lr." JEMF'M&HL g

8 (1372),

' ] ‘Stephen Calt,’ chk Perls and Mike Smenrt, recnrd notes w 7
Vazoo L-1027. : RN
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‘ to another suqer, the company fsuggested that he campuse his own snng

. on. the “same theme. B g ¢ g : Lo
o N James attelrmted to recurd a song which he had learned from another €
~ Paramount Pecord, the-'Forty-Four Blues" by James Wiggins, Paramount ~
12860., .CAVEhurl Laibley sudgested that James do a song about'a gun

% with 3 difflrent size calibre, and so James recorded his.!22-20
. . . Blues." When La‘lhley requested that James make up--a song about the :
‘ rdepresswn; the singer recorded "Hard Time Kﬂhn‘ Floor- B'Iues LS

K After the s1nger had been with a company for a- whﬂe, they might
. order him to wr(te a top'lca'l song'in the same  way that a newspaper m\ght
nrder a feature article to be wntten by one of its staff members. = Such

was the c_ase with Brownie IﬁtGhee. : ’ “

I went on back to.Tennessee, and I've still got the telegram he
£d. B. LongT wrote me and said: “"Brownie,” wiite me a song. CBlind "
Boyl Fuller's .very sick; 'Please Mister Fuller Don't Die'." I
_ started writing.on that, and before I could finish, before:anything
“materialized, I .got a_call from hilm . . . Fuller was dead!. Said:

+ "Brownie, why don't you work on a song 'The Death of Blind Boy:

© Fuller.' And be sure. to menhon his. women in there because he was,
very fond of woiten." And -that's where the song "Death of Blind

« ~ Bay" comes \n.5

A record company mlght ask severa'l smgers to write songs on'a smg]e
. top\c if they thought -that topw was~ partlculaﬂy marketaﬂe. The 31
October 1335 Decca session saw several arhsts sing blues onia Cnr\stmas\1
or New YEar theme, probably at the directwn of the company which was
getting ready for, their Christmas promotion that year.53 Indeed, companies
‘miﬁht go to great"lengths, if the)? felt é topic was a.n eépeciaily go;:d one:
Between April and June thousands of people were victims of the ‘floods
, £of the Mississippi River in 19271 and according ‘to. Big Bi1l Broonzy
 the talént scout, Mayo Williams, chartered a boat for a number of the
-blues s1ngers to mtness them. Including Lonnie Juhnson, Kansas Joe'

LS4 Ibid., pl 12, i . | o

arry Elmes, - " rLiving B]ues Intervlew Sonny Terry & Bravmxe
. McGhee," Living B'lues, No.. 13 (Summer 1973), p. 20.

53 Oliver,-Aspects, 4




5 + session, which mant\ :ha\‘. the singer had to increase his reperto!re of

blues on rather shart notice. Bool@r White's expenence in uns m- y i .

spect is typical: ® =
¢ Hhen he came’to ‘the recordlng session he had scmgs like erhng o
- . * . Ground Hog" and “Sitting On Top of ‘the World." ' The recording engineer
.+ * " .-liked Booker's.voice but didn't want to record these old songs. So S )2
v o * he ga Bocker a meal chet and a room for two weeks and told him * X}

to mal somg- original songs. Booker thonym abi:nt tlus and :a- LN &=
w vlith 'Phelﬂuff Arkansas" and "Shake 'Em

3 Th1s is not -ta. say that companies recorded on'l.v original cmmositinns..

- Tnere are many tradi\:’lunal songs and ba'llads and re-recordings af other people's’

warks on race’ records but tne main staple of the coﬁpanies was or'lg‘mal\n-

b’lues cnmpasnions. Ev«n when they wanted trad1t1onal songs, they ac- .,

tively- suught thnse p‘leces which had not already benn 'overdqne" on, '_ B \

i 5 recurd. Note m fcncmng lettgr from T. & Rockwen to _John' Hui~

# e would sz to have you get tngether about eight selections at . . i
B . least four of them to be old time tunes, similar to selections. i :

. "Frankie" and "Nobody's: Bisiness." - There are a great many tunes t
) 1ike'thzse which are known throughout the South . . .%¢

i "The skin and imagination of the blues singers was severely tested 2

e hy the cowanies beoause of tMs reqldrenent.a Hmu he coped w\th uns ) i

o, ¥ pressure 11 be dlscussed hter. but it must be pninted nut that the (i -

coluames he]ped the- singers Lo coq;ose songs ina nu:ber of ways. ‘Quite ‘ :

= Tk, often thiey would suggest turm:s on-ideas which the-singer could work with.
sonretmes the cmqnny would want -the singer to cmlposz a song~in the

style of an a]reaqy successfu] hluesman, Son Hﬂuse ms told to compose a G -

w3 . song 'in ;he style of Blind Lemn Jefferson and the result\was "Hississippi

c . t.gunt\yf Farm Blues 0 _When? Slgp James wanted to recurd a ong belongmg 8 "_




- ;very 1mag1native composers , the»rer.nr'd company would supply help.more

‘rehearsal hall in st. Louis:

\

McCuy, Springbac(( James, Sippie Ha]]ace and Broonzy himself the
party was joined by Bessie Smlth

For those who_ were ‘new. to the recgrding context, or who were, not

“di rectly -in’ the writing of their blues. Sometimes'the wmény would

employ one of thew regu]ar artists to co ch a new ‘singer. ~This was

apparent'ly the case with Arthyr Crudup, when he first started recording:

He (Me]rase) say, "von recknn you can get me a couple more songs?"
L 1 said "I.don't know." Tampa said, "Come on over to my house ‘to-"
. morrow afternoon and I'11 help you." So I _went over there and he »
gave me:a Tittle instruction on'it, you know, how : to get my words
' together and he ‘told me don't have' nd, fear, 'cause-that's the way’
I done and that's the way the rest of them dune~—he says nnbody
perfect, afid I just went from there.S

— b

_Joe, Williams and Charley Jordan fqulHed a,similar role at their

Williams said that’he and Jo[‘dan wuu'ld wurk closely with ‘various
singers ‘and instrumentalists, preparing them for recording )
sessions fow which Jordan had arranged. The two men.would select
and re-work songs for the performers and drill them in their
execution; when all was ready, Jordan would pile the musicians

into his-car and drive them to Chicago or wherever the recordings -
were being made, warking closely with the record company. officials
charged with supervising the recordings. 56

Sometimes the white A & R men themselves would helpthe performers:

LIt appslars that Long frequently wrote or rewrote sengs for Fuller
and would often‘write down the.verses that Fuller had sung, to

.l prevent him from forgetting them. He would carefully rehearse

Fuller. for somé three or four days, having him stay at his home or.
at a_hotel in Burlington .-. 57

Bastin also reports “that whﬂe in Menphis, "Lang heard -an elderly man

" OTiver; Besslehn: i p. 4l S " . .t

S Mike Leadbxtter, "BIg Boy Crudup," Blues Unhnnted, No. 75
(Sept 1970), p.:17.

56 pete Welding, record notes to Origfii Jazz Library 0JL-20.

'S7 Bastin; Crying for the Carolines; p. 23.




’

N

o &

. S 171
smg Touch It Up and Go* which he rewrote for Fuller and which he had
FuHer cut."5“ . g - ity . % t
v, Besides helping the sing‘ers to wr(te‘sungs, the record companies :
wotld -also supply comosltxons wtnch were not from the perfurmer s rep-
erto]re at all. Especlal'l_y in the ear]y years, if one femﬂe vaudeville
smger recorded a blg selling song, other conpames would " cover this

s sang, ‘that is, they would have another artist recard the. same sqng 1n the . .
hope that they cnuld explmt lts popu'larity s Indeed, the’ female vaude-
-ville singers performed a high proportinn of songs whlch were written for
‘them, often by T1n—Pan-AHey type b]ues _writers such as: Perry Bradfnrd.-
Clarence wﬂhams, Porter Gr‘amger ur Thomas A. Dh?sey. '

Covering or smglng other people % cnmpuslnons was, not prachsed
solely by the female vaudeville drtists; blues smgers in general wou]d

expand thevr recorded repertowe wnh outside mater\a]. Blues such as

- "Sitting On Tap of the Worid," "Big Road Blues." and "Tight Like That"

ere often uuvered b_y blues -artists, and recnrd cumpames were not ad-
verse to gi ving newly colpcsed sungs to smgers. The following 1atter

from ‘Okeh Recnrd [:ompany to whlte smger Land Nur'ﬂs cou‘ld have as easﬂy

been sent to. a blues singer. E . R 2 3 .
.o ask ing.you to be in New York on Aﬁril 27th and 28th ‘t19261 N
make some recordings and at which: time we ‘suggest you making .
e1ght seleckions so that we would suggest. your picking out the >
/best eight numbers that you now have and when you arrive here, we
~will undoubtedly, be ab]e to gwe you one or -two which you ‘can learn =
in a very short. time.6

<88 Ibids,-p: 22. . e B ) i
For a d1scuss1nn of ‘this practlce, “see John Budrwh, record- notes
to: VJM VLP-17..
- &
60 "Commercial Music Docurents: Number Illne.“ JENF_Qual ter]
0971 ), 125.,




N Even highly innovative singers suchas Blind Lemon JeFfersonS?

.and.Peetie Wheatstraws2 sung other-Writer's, conjositions. Alex Moore re- S

calls that "Blind Norris McHenry reco'rdedv. s’ome_» songs . I wrote for Decca

Records in Chicago,"s3. The young Andrew Hogg‘, who after-World War IT°

5 * / becam famous as SmuEey Hogg, began his recording career in 1937 with-

< Ttwo Hheatstraw compositiuns's'f while Roosevelt Scott seemed to have *
sevsrsl “Sources for his blues: ) R

Joe McCoy, one "Robert" (not a musinan) and bh'l'he Tuvmsend (a' .
Yazoo C\ﬁy trumpet, player) wrote somé of his songs. |

‘As pmfess'lonﬂls, these blues singers probably did not mind s1ngm54
other artists' songs, since such a practice would be common in a number

of perfominb contexts. But the fact that the record companies d1ctated

\ which songs were to be "sung may have offended the sensmve performer or
| have been cnptrary to’ h1s aesthetics. Fnr examle, Willie Trice “was |

“Forced to sing ‘Let Her Go! Gud Bless Her', which he Joathed and dces not

w1sh to hear even out of cunoszty.““ 3 ¥

61 Bruce Bastin and John Cowley; "lUncle Art's Logbook Blues,"
¢ ... Blues.Unlimited,.No. 108 (June-July 1974), p: 13.  David.Evans wrmes
‘that composer credits to some of Jefferson's:later songs were to s
"named La"nure, in "Folk, -Conmercial, and Folkloristic Aesthetics 1n the
Blues," Jazzforschung, 5 (1973), 17 N

N 62 See Wheatstraw's discograpl Paul Ga The DEV‘I'I‘S Son-In-

¥ Law: The Story-go: e mueatstraw and Hls Sungs ondon: Studio Vista, -
REJDN PP 107-11, which Tists all composer credits for s st gs.

63" ATex Moore,: "Yours Truly, WhistTin” Alex Moore“' B'(ues Un'limlted,

No. 109 (Aug. - SepL 1974), p

54 Gary Paulsen, "In bt Smokey Hogg," Blues Uni imited, *
L No. 55 (July 19€8); p. 3 N G T

" Blues -wor'l d, Mo.

il 65 Bob Eag]e, “Rooseve'lt Scott Renvzmbars E e b
o 7_43 (Summer 1972},

6 Bastin, Crying for the Carolines, pp.. %-37.
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i . et Theresult of the record companies’ need for original materiai vas
k3 o the hm;eniné:f blues” singers" repert’n(fres'of sel f=composed songs. In V

no other contexts was there such a constant demand for new material. As
background musicians at‘& juke Jjoint or house-party, the bluesman's rep—
“ertoire did m}t have to be large; as long as-he could keep couples dancing,

“ it did not overly mtter whether he sang his own material or someone
else's,. or whether he had a great store of original sungs or just a few
rel hb]e p!eces. : s 2 .

- The streetsinger had’ 'In:t'le n7ed tn centinua'l'ly create new material,

since'his audience was constantly changing, he could s(ng the same song i
several tlmes over without any different result than if he had sung several

" different songs. The stage show, medicine show, or cabarét performer

N 5 would not have to hive a repertoire of mire - than a &ozen songs to satisfy 5
their audience’s.sirice :ﬂelr performing time was relatively' short,

/avmuﬁ.ing to perhaps no rm‘re than an hour per night.’ In any of these :_:nhtexts, e

** the singer could rely on mny more traditional songs or recogiized blues

conwsitiocsby oiher authur’s to p1ease their audiences than could the

= sm singer in a recording context. ’%’ i 4
: The demand for originality in the recordlng context had many hpli-

cations for vlues composition. in gen’eral. Stephen Calt sees the influence
1 oﬁ@rdmg on b'lues omposition as devolutiohary: ’ »

“ The m\‘.mduction ‘of blues on phonograph brought a new elphasis to ¢
N " ? blues Iyri,cs. if only because a passive rather than participatory
2 £y, audience now awaited them. That the country bluesman who obtmned
: recording sessions_in the middle and-later Twenties were so of!
.. unequal to ‘the challenge of the new medium ghat would reap dividends
. " ! for the facile songwriters like Leroy Carrfand BarboGue Bob is priob~ “ e
“e “ably indicative of the .fact that they could not hape realistically
* anticipated their discovery by comercial talent sc . Butby-"

» ,‘ y --! . the same token many countrybluesmen made only ‘a hack's response to ¥
the novelty presented by the blues recording, z:_npying its verses as -
i Y B \ B
. : b
- % g . ‘ <




¢ 5 . i w4 -
¢ they came down to him.§7 3 =
Calt believes thdt the' b1 uesman

s "unequa’] to the ‘challenge" of the = v

recu\rdmg cuntext because of the singer's re'hance on prekusly re-

.= "corded materjal to qgmpose new b1ues songs But, as w1’|1 be shown , th\s : ° B

o
2 use -of recarded material could Just as easﬂy bg vwwed as resuurcefu1~ % ki
hess on the part of thes artist.” ‘. “ , " SRR}

“David- Evans has a more balanced view of the 1mpHcations of record:

ed b'lues, in which the traditicna'lly composed b’lues and the bliés com-

: posed fnr‘a recorded context can. be placed at’ oppos1te ends of an aesthetic

cont inuum: v " A v |
¢ L i A‘double folk aesthetic of blues performers and audiences has thus
2 o gradually developed with the older values of “truth", tradition, and ¥
- ) faniliarity on one side, and.the more recent commercially Anf1 uenced N
values of kyric originality, thematic coherence, and standardization® 2
of nusical structre.on the other. = Since bpth types of blues .can be .
L™ R Ng performed by the same singer,'and since a number of blues seem to .o
E share the characteristics of both types, we ought to view this. 5 . 4
double folk aesthetic as a spectrum rather than as a set of Dppusmg N i
.- values; ' Blues Fefforsers and aydiences have much Tess d1ff\c|&ty in k|
-~ accepting and’ enjoying all kinds of blues 'than. have songwriters' and
S22 record company executives who were TESDD"S’IME. in large part, iur
broadening the/aesthetﬂ*’spectrmn.s .

In sumnary, it \can befsud that the.recording context greaﬂy af— : »‘ k:
fected the cqmposthn of the h'lues, +The elimination of the physical as-

N pects of the singer's performance forced him to rely totally on linguistics, A
Y “J &

4 o - dther thangn k1nes|cs or ;zroxenn:s to articulate the message of his song.

te was forc to conpress the message of his blues, perhaps making it

L7 more oherent and’ forcefulin ‘the pmcess if Was to met. the three— R i

mnute time a'|1owance of thé reéord. He could not r‘e'ly on taboo sub;ects
)
Eephan Gmssman. Stephen Calt, and Hal Grossman, COuntrz B'lue c\
L > / Songbuc New' York: Oak Publications, 1973), p..14.

§87)Folk, Ccommercial, and Folkloristic Aesthetics," p. 20.




or in- JOkE references in campusmg Ms snng;, but had to make use af
more generaI and universa'l subject matter. The cunstant pressuré of the* 2 i

N yecord carrpames For origma'my of compos1twn forced the singer to o5 ..

tax tiis creative powers to: the uth§t, In add1tiu|\ to these cnnstwaln‘cs,

“ the s1ngzr “received nwdirect audi ence feedhack “from h1s performance,

. and therefore. he had to re'ly solely on his own mterna'l feedback Q{z sup--

perfonnance. o B “ s I & F e

1 po}t hin and‘ encourags

he s1ngzr. in:the recor-dmg context, was forced to be more se'lf—

b Al A 'rehanfm his’ perfurmance, Hnguishca'ﬂy art'lcu'late, and cantmuaﬂy

i % . 1nnovat|ve. The resu]tnf these contextuﬂ constmnts ‘was a hxghly com—

flﬂex and compact form of sang, relying heayvily on short aphu stic pru-

& nouncements and concise puen magery.. Thus did’the recordmg context

g add a new dimension }:c blues aéstheﬂcs and hluzs cnuposmon. »In the =

next chayter. we shal] exaniifié “£o “what extent blues slngers were 1nfl uenced :

hy recopds, and m what extent \‘.he recurd1ng cuntext inﬂuenced uther <ol

k texts 1n which the blues was perfor-med




2]

Sl 3. Negro. Horkaday Songs (Chape i1l Univ.. of North' _(:am'h,na
Press, [5%5, P B o . ook ) o BT gy

reoordmg_stud&n, if the blues had never been nzconied in any form, it

. form as “the re \cnnied Mues‘l In the Jast cmnf.er, the effect of the rec-

. we uﬂl ‘see that the: recnrded blues  was so 1n=xtr|cub1y a part of the
whole tradmon of the blues that its |nf'l uence must he regarded asa ma,jor
3 x

“factor i

SO

I % . k oS ‘ .
VIIT THE INFLUENCE OF THE RECORDING:ON THE PERFORMER .-
e AND ON PERFORMANCE CONTEXTS )

Paul Oliver has wrltten that if "Mamie Smith had never entered a

woild-have thrived as folk music."Y This statement is, of course, true,
but would the blues”have thrived as well and vould it have taken the same

-ord cowpanies’ demands on blues cunws\tion was stud'led. In this chapter, '

shaping’ b1 ues traditmm _ bird

A'Ithough it is on'ly |n recent years that scholavs have recngnized

the overall imporhnce of the phonod(st ta thn diffusion and dEvE]upn!nt
of bventiem cen{ury ~song ':ra:m.ions,z this fact was recogmzed fairly

early in rﬂatlnn to black fulksm:g_,and, more spec!fjca“y, to the p]ues.
In Negro Workaday Songs, Howard W.. od\-éé'r_\d Guy B. Johnson ’descfibe the
folk»popular'intz;ch.;nge in wM:ﬁ }'écorded blues was transtrit\;.'ed to the

folk who in turn mated new varlants and*smgs frw them.?

Hewnn I White ude an even stmger case for th1§ tyue of inter-

ch}ange.,[lb poinud out that twentieth century singen ass{qﬂaud the
"factory-made ‘blues "4 in the same way that nineteenth century éinger;s

* The Meaning of the Blues (New York: Collier Books, 1963), p.. 22.

.“ 2 D..K. Wilgus discussed this .ina paper de’livered at-the Anerican .
1klore Society ‘Annual Meeting, New Qrieans, 25 Oct. 1976, entitled - 3

rame a Lohg Way Baby': Folk Record Reviewlng Since 1948 ! e




1940), p.29.

3 177
.learned from minstrel shows," and; - in referring to u:e fel_na‘la'vandevﬂ'le
singers, White wrote, "they enter into quite.a considerable part of the #

blues, which Mr. Handy says originated in low divés, but which certainly

" serve.the ends of labor before they came upon the vaﬁdevi!le stage, and

then again to 'laborer er’_through the phonograph:. "5 Hhite also recugnized the
reverse prncess in uh1ch profess\ona] songwriters adapted folk material
for recordings which were then returned to the folk. K He toolra rather

" radical ‘position in tms matter: "Must blues sung by Negmes to day have
only a secnndary fo'lk origin; their prmar_y source is the phamgraph

record 870 “ e

- " Odum and Johnson and Nhite saw this fol k—popular interchange as

devélutionary;, but Scholars An'later years recogmzed this process s

inherent to-the transmission and diffusion of the blues.-.In 1940, John

W, Work wrote, A rE i £ ~

The phonograph recurding of these songs does not destroy ‘their "fo'l [
i weperson- who formerly created-blues .for her own use
and the entertmnmem: of her immediate :audience, now creates. them
for phonograph recordings, -and justifiably so. Now a new blues may be
. heard in all sections of the country in the short period of a month
.« or less after the issuing of ‘the record, whereas formerly it :probably
took years for one to become known and sung generally. An interest-
ing observation of this fact is that in the process of “taking over"
of a blues by the folk, the individual singing it almost always. gives
her own coloring to the song by mndifymg. omtﬁng. and adding Tines.®

In lmre‘?‘ecent/years scholars have reiterated’ t)ns 1mpur_tant point.

% "fne White.Man in the Woodpile: Some Influencés on Negro Secnlar
Folk-Songs, American Speech; 4 (1928-29), 210-11.

'S Américan Negro Folk-Songs /(]92_8; rpt. Hatboro, Pa.: Folklore ;
Associates, s P .- Vo o2 T . e

*6 Ibid., pp.-186-87. Jete LT g Ty

- "7 Ibid., p. 390. :
8 pmerican Negro Snngs and. SE1r| tuals (New Vork. Bunanza Books
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Harold Courlander termed this-circular process, from folk to record and
back to folk, "feedback,"?-and Paul Oliver also perceived this cir-
cular inte}:changa;W"UngbubtedIy the issue of the records in itself moulded

taste, stimulating attempts to"sing.in:a sililar vein, and in turn in-

T creased the, demand."10 - Harry Oster has probably made the fullest statement -
B on t}ns pomt‘ . i

“Thus a basic pattern.in hlues development was begun {n which the ,
“ ' - ‘oral informant of a traditional society was often replaced by a disc-
oy ‘. which exposed his listeners to the style and repertoire of singers ‘
§ not in their immediate circle. The cycle of development then.ran
: o from folk singer to professional performer. to record, and back . to
§ . folk singer, the prggvi;ss marked by constant cnanges.“

b ﬂster l"alSeS a further point in this statement whxch modern scholars % K

nave to some extent pursued. the 1mportance uf recordmgs in the'trans—

m!ssiun, not only of lyrics and music; but, sty'le of perfnrmance from)one ’
area to annther‘ Pete 'Welding’ expands nn this pa{nt.

» ¥ g Through. records the singer could sample traditions from mde]y 3 i
g separated areas; as a yesult, -his frame of reference, as well
that of his audience, was vndened considerably. Local tradn:\ons tended
to become blurred and eventually obliterated jn the face of an
-ever-widening common blues tradition and, with it, a common formal
\ J -structure, mode of address,.and a set of reference and l:onmn[‘]ace p i
|deas, phrases. motifs and verses.12 :

Paul Oliver similarly stated that thmugh "the HUES record: the 1ower<
class Negru was able to_hear the voice of his counterpart from a ‘thousand

b . m\]es away,“:|3 and Bruce Bastin has puinted nut that the ™ spread of blues .

] Negru Folk Music, U, S A. (Nw Yurk Columbia Umv. Press, ]963),

“po0.
(apree -

10 Mean'lng of the Blues. B 220

T St vamg Country Blues (Detroit: Fo'lklore Assocutes, 1969), P- la.

12 “Big Joe and Sonny Bay: The Shock of Recngnition," record riotes
to Bluas C1assws BC-Z'I. :

R

13 Asgects of B’Iues Tradmon (New Yor

Uak"Puincaticl‘s"1970), ,

o

T

Fo




records 1m,the Tate 'ZOs had'a grea\.} impact

W 1az-4). ’ >

ot only inlmak{ng
dwerse styles avaﬂablz but in helping to spread sty]es mth regional
disuncn’?éness.f!" ] e = -

Perhaps. Tony Russell:best sums up/the point to be made herelg

. .. the bearers of tradition are not purists, but eclectics. ' They.
will devour ditties fromrecords with the same enthusiasm as they

. imbibe songs learned at'mother's knee or other ummpeachahly aral
sotkces. - Indeed, the whole business. of “oral tradition” -is being
reshaped by new med(a, to scorn the record is to ignore one uf the
most patent di ffusers of fal/k -usable material.ls

" At the very centre uf this fulk popular interchange were the per-
fnnners thémselvés. There wére few, if any, blues singers who were.not

influenced by" records ‘béfore they recorded; and probably none who rew!aineci

“inififluenced after they had put their’ songs on. wax. ' We have already seen
.that ' phonographs were plenti'f\ﬂ among the blacks, and blues singers’

mach 1y remember the first mourds or record players in theu- homes (see R

It st be remenbered that most blues singers. g'revl up ln _the first
'ld enough to

generation’ of record -user's. - By the mne most: of. them we/

ap;\)remate this form of “Edlﬂ. which wuu]d have been no earlier than 'the

. 14 Crying for_the Caru]inesé:ndon. Studio Vista, 1970) pp- 14~ 15, .l
7

15 Blacks Whites and Blues York: Stein and Day, 19 01/ p. 26.
For' simiTar_viéws on the effect of recording on the.transmission and

+ diffusion of- the blues, se€ Ed.Cray, "An Accul turative Continum for Negm

Folk_Song in the United States," Ethnomusicology, 5 (1961), 14n; William
Ferris, Jr., -Blues from the Delta (London: Stugin Vista, 1970), p. 98;

Dave Hatch, “Robert Johnson: An Evu]ut‘lunal Re-Appraisal,” B]ues Unhmted, .

No. 26 {0ct.- 1965), p. 63 Guy B Edohnson, "Negro Folk Songs,

in_the South,'ed. W. T. Couch (Chape] Hil: Umv. of North Carn]ina Press, * B
5 R 5

58-59; and John F. Szwed, "Negro Musi newal ;" in

An_Introduction,

0 American Fo klore ed. Tristram' ]

0




4 tems fo

at 1ea.st. ten -ygars: Calt s uhservatwn that'a "phonugr‘aph
purchased by a Baltun cafe owner rn wue%we Bo :Chatxmu] and his . ;¢

& bv‘athers access to contemorary pop. materlal Vike-

\'Id Cherry" Rag, ¢

'Ba]llnv t‘he Jack, and ’Chicken Reel'"6 must hnve heen a very, Lypical St

expenence in the eaﬂy hfe of blues, perfomer;.

"{t.shou]d come. a%’no surprlse, then, that khen race recards started

to be"| pruducedv blues smgers were among the1r buyers. Thls point has

uften been made about -the younger. ganeraﬂ,ons' of blues singers, but the -
'older art{sts such-as CF\arley Patton and Skip dames were equally mﬂuence&'”
Haward W Odum s 1nfprmant, Left -Wing Gordon, who was certahﬂy among che s

ﬁrst—genemt-mn blues smgers mad'e th\s pmnt when he said. “Some ef R,

; The- 1u\portanca of the early fema'le vaudevﬂle smger‘s and .their in-
fluence on the later "cnuntry” lﬂues singe

cannot be overstate d,,.

~ ‘considered it essenila that he. 1nc1ude vaudevﬂ’( lﬂues in his large

16 Stephen Calt, record nntes/tn Yaiéo L-103a}"

17 Stephen Calt. makes this point quite well. 17\ "ng Snlomon lhﬂ
Re‘nsﬂted " Blues Unl ed, No. 70 (Feh. Mar. 1970) PPe

e Rainbow. Round My Shoulder: The Glue Trail of Black Ulysses i
~+ Grosset and Dunlap by arrangement wn‘ Bobbs-lnerrﬂ s 1928).

g 19 Eaj 'I Down Home Blues: A Musital and Cu'ltura1 Ana'l 51s (Urbana.
UMv. o I nois Press, forthcoming].




* compﬂati on of b1 ues Tyrics because oF "the recipmca] mf‘l uences of the :
* v
. - 'two groups of singers."20 ! .
" & > BHr\d Bhke Tistened to the vapdevﬂ]e smgers
Bl o Red was snm]ar\y influenced: | ) 2
P at vecord of *Crazy Slues® by Mamie Smi th, T¢ vas onie of the st
T - blues records mde; I could just hear.it’ringing in my: head T salg
g 5 PR tu myse]f, L W dan t know any;; musu:, hut I can play that!"? i
£  When Titon asked Son House about the 1nf1uence Hf vaudew'l'le slngers on
his singing, Nause repl ied, A - 5ty i
St D weln, yeah,. sope things. N6 usic, but their-Singing, ' 01d Bessic
o ' i smith usg to be'our fayorite .-+ . tshedl had the best, yoice--and words.23

Beg 5 ; The ]amr-recorded male singers also inflienced Jther smgens thmugh .
gty v G
s their recordlngs. Will Shade, Teader of the Memphls Jug Band, hr“st

#k ) heard $ug. bafd music on a O foid Hayes recordi"' Tomy Jofnson 'leam!d

\ ,. - N Some of shis repertoire fron ghe remrdmgs of “Victoria Spivey, Jim Jac

Lomﬂe, Jnhnson, . Pirie “Top Smlth. a'ﬁﬁemy Carr;“

* Wilie Tricé\learned fram the, rewrds of RanbTin” Thonas. B1ind Lenon ! '

o |- Jeffersons ahd B1ind Blake,26,

~ * .Those b'lues smger-s whna(d ot have access ta record p]ayers mgnt _ﬂ

. S, stm have had access “tothe b‘lues whi ch wer‘e on the reaords. Margy "of
i

3 - .,
: o the vaudevﬂle bTues were simu'ltaneous]y vecurded and prmted unsheet

4 . A A
£ . . 20_The B]ues 'LmeJ A Co'lfectian of ‘Blues Lyriés) (!lew York: (irossman,
. 1969), p. 8. By "two/groups, Sackhem is refermng to'the vau evﬂle =\,
» and "count ' pe rfomer groups.’ ¢ ERN St
: oo =
) K. Stephen Ca'lt, recurd;notes “tor Biograph BLP—]203 i il

“ John mller, record notes' to Yazoo L= 1039.

3 =6 5
: 23 Ear'ly Down Home: Blues. El'l‘lpsisis‘sic. S v \-

24 Samutﬂ B Charters, record notes o Origth Jazz Lﬂmxry O-IL 4
! 25"David Evans, "ommy Jggnsnn (Lcndou “Studic Vi;ta, 7971). p. 9%

7 . 26 Bruce Bast1n and-Pete Loy, " Tricks Ain' L/Hurk tiNg More':
A 4 Bl ues from the South-| East Part 3, B'Iues Unhmited, Nn .69 (.Jan. 1970), p.




-- st g blvlulsic. _This Mmsic.ﬁs mstrlbuted and sold. 1n nuch the s :q‘y s
» as were ‘the reboris, Ind ucord g tnﬂdun'and .!ohnson, pramcany
‘swed dn bnth the putﬂished im; phohographed fOI'II'<27 4'7
., . e s For exaq:‘le, Pen-y Braﬂfprd's song, 'Fare-Thee Honey Hluns waspuhhsh - N \

every 'Int'

/ed as sheet ‘music with a phutogra\ph\of Nalie Smith and- her Jazz Ilounds ‘el
. > " on the-front:cover. Tn.bold letters below thé photograph (s the an’ -
T e i nomcer:nt, "Get thfs m.ber for your phol‘oqraph on Okeh Record N6, %

2 Some of ﬂ]e h'lues of the male smser a’lso found the-n- way into prlnt. 1
; : \

. . ln 1928 Pamﬂvnt'ﬂecord Company 1ssued a. bookkt entitled The Paramount

2 . e T ek

Bnok of zhe Blues,.‘9 which’ féatured phor.ographs» hackgruund/mfumahun. :

and sel.ected songs of. Lewon Jefferson, M’a Ra‘ne\y. Blind iﬂake. ‘Ida Cox,
\

8 Charlie-Jackson; and Emdie Robinson. .y
"“ ', % ! Undnub!:ed'l_y, these printed texts and tunesmere used by, singers just i 1
as, were the rel:urds. lbrothy Scarborwgh was .the First to see the !lt 1
) 7" pgrfance of sheet mysic to the transmsslon of“the blues. G ‘ : J 3

y Even though specific blues may start indeed as sheet music, conposed i

- by identifiable authors, they are quickly caught up by popular_ fancy

. and-so changed by oral transmission that one would scarcely recog- .
nize-the relation between the original and tha fmal. results—-if ¥
ag_v results ever coutd be considered final.30

Mo - | mre recently. Samuel B. Ehartevs has poimu out the influence of
’ the printed Iﬂues.u o 1 % o 104

g 27 Negro Workaday Songs, P, 215" The“ hits® referred m here are S o
., the .vaudeville E Ues. songs. - : Y g

. B ., - 28 fare-Th ee Hnne Blues (New York: Perry Bradford Music Co., 1920).
pr Db This sheet mysic e found in -the.Starr Collection of " ‘Sheet Music 1n- -
Sl . the Lily L\h\ryklnd'ana University.

\ 9 The. Paramount, Buok of the B'Imzs (Port blashington,, Wisca:-

Recording Laboratories, C19283).

: . 30,0n_the Trail of<Negro Folk- Snn (1925A .rpt. Hatbnro Pa.
\ “Folklore AssocTates, 1963), .p. 272.

BN

~ A e
, - 7. sl The Country Blues (New Vork: Rinehart,. 1959), pi 4
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Annther means of - 1ransml§ting the race, record blues was thmugh

& Juke box. - Some form of juke box has been in existence since the 18%0s, S e

icgépread popular meditm until the-T930's. "

but 1»t did not flourish as"'aA £
" By 1939,. there were 225,000 juke boxes in lhe llniteﬂ'states.ﬂ and a

pmwrnpnate mnber of mese lach"les caeend to black aud1ences It
v’s ~r~eporteg that Bhnd Boy Ful’ler learned miny uf his bhles from- juke

i ‘huxes, or,_ "piccolos,” as they were sometimes knmm,” and this could no &7
.‘do’ubt also be said.“nf"manx gther_ _singef? as wel1.. t 4
The blue‘s‘singers would, not necess_arhy copy the recorded or print-

\
ed songs vev‘hat'lm 'They wa\nd adapt them to their onm styles and:their

owni” sens/e ‘of what-a blues shnuId bes or they would taRe parts of the re-

i
| corded song or Just

.e themes or 1deas 1n the s0igs. when creanng their

! mm b'lues‘ Sklp Janes admltted hste ng tu recnrds by B'Imd Lemo
Jefferson and uther art1sts but only for the purpose of "pla,ymg then
better. }" San Chatmn pcmts out that strniylt copying fmm a record

;would not necessarily p1ease either the perfumer or his® aud1ence

i 4 When' 1 first starﬁed off p'lay‘lng I tried to p"y/ﬁke Blind Lemon

| - and-Lonnie" Johnson but everytime .I'd go out a ick guitar people

H -would say: "Oh, he plays like Blind Lemon" or: He p'lags like Lnnnle
Johnson " 's0.1 just quit and made me a way'of my own

] 2 Jnst as the recording affected the perfomr s repertnlre and s&yle,

-

\ it affected non-recording performance §|tuatims. Once a smger becann

assouated with a song he had recorded, h\s audience wuuld want’ to hear X

-32 Rana)d Gelatf.. The: Fahukms Phonograph: me Eduson \‘.o stereo
.“ed.”(New, York:.App eEonACentury. 954, P

3 Bastin, Crying for' the Carolines, p. 18. ot
3 -lacqnes Roche. "Henry Stuckev An Ohituary." B guarter'lx, 'I, § RE)

. 2 (1%8), 0141:,
.35 Stephen Cnlt, recurd nntes to Blue Gopse 2006
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‘lriy phonagraph .7ecord5 and they want to'ﬁear me sing these songs: the

“have ‘faced pre:

1958), p. 12,

»he sung in; the ‘same bmy as r.hey remambered it fmmrthe record. Mamie "

Smith expressed this pnmt when’ she said, "They rthe pubHcJ have ‘heard .
_same’ as I do ih my- own studio'in New York.*38

) Thlrwa§ an added cnnstramt nn the perfomer, especla'l 1y if that
perfomer was not used to s1ng|ng fixed«text b'lues. Furry Lewis cumnervt»
ed thit since his audience expected to hear what he had recqsded he had

to memorize set texts 57 In’ wri t1ng abuut post-war smger, Lightnin'

X >S'I1_m‘, l{hke Leadbi tter points out:some of the pmb'(ems which also must

-wqr free-improvisers: ot

“When a’ session was schediled, .. D.1 Miller would phone S1im at
Baton Rouge and he-‘would come over by bus, bringing Lazy ‘Lester
with him.” If no song was: ready. to rehearsé Jay ‘CMillera would
~suggest a .theme and STim would improvise. Hhen 2 blues was ready to
" ‘tape, he'would have to relearn the words, as he could never sing

¢ the same song ‘the same wiy twice. :Thusy when'a record was released,

an. audience shauld request that song!38.

Another uossﬂ:ﬂxty was ‘that an ‘audience would. want to. hear one:
performer singa b]ues which they- had heard some y\‘.her‘ artist sing on 'v

record, - In ordqr to keep up. vnth siich requests;.

luesmen had to’ actwely

1eam popular blues songs off: Of . récords. - Such’ “wa$_the ,case-wi\‘h $;k1‘p, L

Jaries: ; et Tt 7 e 5
James set out for Paramuunt's Grafton, H1 scnns'm studio by train m
early ]93] in’ithe de'luded behef that record u fer such a label
‘was.a preélude to HolTywood' fame.'. He. d when "a_couple ..

5 ‘sitting behmd him notmed his. Ste'lla gvitar (a g1ft from Spelr]

“ 36
and -Theil
of 1113

na'ld C. Fureman, -"Jazz and-Race Records, !920 32' Thelr Origins
‘Significance for the Record- Industry and Sol:lety." Biss.’ Univ.
is 1968, P 5970 : i g & .

37.Titon, Early Down: Home B ues. e

3‘ mwlgy. Louitiana Blues (Bexhﬂ] O~ Sea, /8 K..

- -Slim'would have fo take:a -copy home to learn the wérds again.in case

iy e




' l\edmm. he had to. play the reeorded songs whlch Ms audience requested, and

T ,41 (Feh 1966), p. 8

: about vecording. He mi ght he more. secretwe ahuut tns mater1a1, be-

‘and asked mm to play “Ethel Waters® “Am I Blie g.a ceu el
of ‘verses:and then.I taken a- flute. (kazo0) and b'loued it"‘ he 1ater
recalled. “"And oh boy! " Did- they-enjoy i%!. Quite naturally since "
I was gonna put out:records then, I wanted thém to hear.some of my ' . °
nmslc cause they might have bought seyeral £

Tms quote exhlblts two consﬁramts place‘on the singer by the m:ording

VCRAON R,

he had to advert\ e h!mself in urder to sell recards. o i ‘V'

Themwere further changes in’the perfurmer‘s slng(ng hab1ti bmught

caus of the ~cunstant pressurz from the recard compan'les to pruduce ne:

Rubin Lacy makes th\s pmnt

‘Before they started to ynakmg tnese ‘records, me b1ggest nf them. "
boys that played.fusic with” me'would:help anybody to'learn. But I
.reckon after ‘they started.to making-records they got Jeﬂqus, I.

. guess,, tﬁought the other fe'l'lw would ste‘a] his sorigs, ™ -

The. records had their ‘own' 'audientes and generabed their own in=culture .
1tnat1nns. For'example; many ‘women who erijoyed ‘the music Hut thonght
t wrong to attend the Saturday mght partie‘s were able to Hsten to -
the ymsu: on _xrecords: 1 3 i

ogethers were arranged purely for Hstemng tc‘ recardmgs.

9 Dayid Evans, "The Rev. Reubin Lacy--

1 Jeff Titon, rev.of Char1ez-Pattnn, by John Fahey, JEME Quartery, ~
7(1971) 192. o Erhw
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We had - those - wind-up victrolas, wasn't no electricity then y'under-
¥ o stand. . We would maybe.stop by.after work at someone's house hhu had
| - one; this'd be on a week night; and we'd:listen the Wouldn*t be
no da:cmg, :just 2 small bunch of us guumnd arou d'l st.ening in :
the shack o=

Ina sinﬂ&‘ context, Booker Whi te-recalls being mab‘le to 'entzr’a room
-.rhere the Tatest Charley Patton r-eonnl was playing because of the crvud “3
The vecording could a!sn rephcé the Tive perfonmr in sm of the

bntexts. d1scussed earher. Leonard 'Baby Doo" Caston’ recalls t.hat

pnr\"ah]e wi nd-w gramphones uuu‘ld be bmught to house part]es uhere
there was' no Hve entertamunt, and that, on occasion, the recnrd p'lqy-

er. was, carried out onto the street in streetsingﬂlg con % Jeff .

‘Iton pmnts nut thut since “the l:recnrd:l p]u,yers were actuated hy spring it

mtors th mall mndels cuuld be taken nutside to p!cmcs, parues, vand i
ather sacial affai r-s nhere inisic was popu‘llr and local s\ngers were un-
attaiuah]e. s eh o0 = =5 z T g

The record cou]d ot of ourse; ﬂﬂfnl nl] the flmcﬁnns ‘of & 'Hvﬂ

;erfomr in these.’ conuxts, but oné wunders 1f the b‘lues singer had ‘to:

-wq:ebe vith ﬂn record for audiences. quortnnately. there is no. ev!-

o texts,’ or,in borde11os and 1ing dens’, records could cancewahly have ~3

d in urde‘r to save the expense uf hiring a Hve performer. ¥

42 Titon, Early Dot Vi Bl e o <y

Simon. A, Napier,‘ "The Story uf Bukki HMce, Blues Un’Hmi't'ed, S o3
7 (I]ec. 1953), p. 3. ¥

L uh eff Tito Fron Blues to Pag. The Autnbwgnmx of
Lannard ahf Doo' Fwn. JEMF ™ Special  Ser es. No. Los Ange]es.
ards

‘oundation, -1974),. p. 4.
2 "ST‘ltnn. Eaf 1 Wml Home Blues.




* theme. of a stage show comic monologue. - Veteran vaudeville comedian;

Jackie', “Moms" : Mabley, used. the recording context in this part of her.:

manne : Setmnga phonngraph ‘on stage to perform in place of 'I\ve ta]ent

wou!d be Tudi crous: in such a cuntext but the recurd’\ng was used as a
theme or prop. by thnse smgers who were known-as recordmg artists.

Thonas Dursey recal'ls that for Ma- Rainey's stage show, "we carried two ! 5
or three of our own drops, you know, to. change scenery. She' had her

on drup, with the picture of the Paramount Records label painted on her

drop .. .."6 pnother- uf Rainey’s’ props -was a 'large fake phonagraph
_from which she woulﬁ eﬁerge sTngmg."7 ; . A R M T
Bessu: Smith went further in 1ncarparating the recnrding cnntext into 5, gy

her st;:ge_shuws. & . ¥
Trave\i‘ng'with’a portable mock-up of the strange looking acoustical ‘ '
recording equipment, she would explam to her audiences how records ~ .. 7T i
were'nade by singing into'the big horn, as' if she were actually D

recording: Much of her repertoire was: chosen from her. recorded &
material in the.hope of boosting record sales."

There was. at least one instance of records being made part of the ‘

monologue: - . oy
T.- A child s born with a brain, but not amind: It's 1iké when you're '
making records. . You-go in a sound-proof room. Then the first hoise -
that's made, the first-word, that you speak, that needlestarts turn—
‘l’ng Tike the heart, that record starts registering. MWhethera
aby can answer' you back or not, it's digging everythmg you're: 2
~ putting—down from them irs: St Words. *S

§

4
]

4

i
st

!

3

i

3

6 Jim 0*Neal and Amy O'Neal, “Living Blues Intervien. Georgié Tom i
Dorsey,“ Living Blues, No. 20 (Ma pril-1975), p..23. i BT

7 paul O1iver, . Con with the Blues (New Vork: Hopizon
Press, 1965), pp. 132=33. .

48’ Chris - Albertson, recwrd note to’ Columbia ‘&-30126. -

49 langston Mughes and “Arna Bon enps, The Book of Negro Fo]k’lore e
(New York: Dodd, Mead and Co., 1958)] p.. 496.. #




£ i determme, since the . h1story“ black y udevﬂIe is qu1te sketchy

In recorded b'lues 1tse1f, there wds very. 'htﬂe mention made of the

TR vecording context.’ S1 y John‘ Estes alTudes to.the vrecordmg context

", in_the 'Iast stanza of /'special Agent: ' ; S
t speclal agent’ put me off c]nse tu ’snme town

Naw speulal a
got to dp-some. recording,. and I ought: to. be retEurdingql)—ight

g and,‘in,a'mre obs ure‘reference, 'Tanmw‘Mcmennag sings about th_e recgrd

label; he, ‘IS recording ‘fnr-

3 Blueh/frd Bluebird: p'lease 1y down” south for me: Bl
‘\ If you don't;find me -anywhere on the'M & 0, y:m'l'l fmd qe
- somewherz on the Santa Fe z (McCL-Za)l ,v

Perhaps the only recarded b'lues wmch has tha*re\:nrchng mntext as. Hts

em:ire them is Robert Johnson's "Phnnngraph Bwes" (JO R—IO), in. h'lch

After a recnrd\nq eess(on 1n New ank in 1934 Bertha’ Lee Pa-ttun recal'led' g
Then aftér we'd tBer\‘.haA and Ehar]ey Patton3 ‘finish crecording] we
+ - had. dances fdr Mr. Canaway U\ &R man: and them every evening in
‘the studi
'Hhelher_ﬂu
. ‘l‘ne blues 15 truly a twenhem cenéury folksong phenonenon. H;s

curranm_nr not is 1nwass1hle to sa,y. ' 3

o transmsswn diffusicn, and perfomance ave an mext icably tied to

e s he buentieth centurN\ass med'la of records and radia. aAeH as, the 2

n'lder el Hium of the broadsheet. Tn attempt to deﬁnei the bl ues nd not -+ ’ “
W take this fact into. accnunt would make "the schclar]y study of the subject i

Samuel B Charters The Bluesman (Nzw Vor
1967), Pr 54." .

e s




nryt An'ly Vlmreylardlng a.nd unﬁn filhng, but very much mlsguided. As gi y
1935, Guy B. Johnsun admltted thi \pumt, albeit re’luctanﬂy' s

It.is a b1t conﬂtsing to the folkhsong coﬂector who: tnes to kee
“origins and’;paths of dj ffusion Straight, bat.to the- folk it makes

\dxffarence The ;phonograph -and radio blues are rapldly 5
"becommg at hune in the fc]k I:radrl:lon.51



that person’ s\ ro'le within" his clﬂture? Mlan P. Merriam discusses this

"As a mus'iclan, he plays a’ specigmmle and my hold a specific status - ;
B s

p]ace wlt\nﬂ black somety.

L THEJPERFDRMER COVTEXT OF THE'BLUES . .~ B \

Just‘

the hlues has been defined in benns of 1ts mstorical gea-

graphlcal ,\culturq'l and perfunmnce contexfs, it must be p1aced within \

its perfonnér cnn{ext. Hhat kind- of person sang the ‘blues and what was -+

ician;

aspect of fu]kSnn/g in a-chapter entitled "Socta'l Beha\cjo 5 'lhe N

and status are detenmned hy the con- . " ]

-his soclety, and. his ro

wit_

sensus of. the sopiety as to. what« should be proper behavior fnr the

mus'lcun. “l

Tne blues nger was a “Verbal craftsman and, a§ such;, he]d a spema]

He nas.recagmzed ‘by thie people as. possessing
: ¢ J s 5

a specia] ta]enF and foilI\ng a unique role in-the cvnniunity. It is’

difhcult, however, to make generahzatwns abuut the hlues singer's

persunahty, nr‘ his, pnys1\ca] and psychological make up.‘ ﬁem eem to.
jhlack‘

s
" be: na traits of character which are speciﬂc £0 the b1uesman in

culture. or which clearxy d1 ffevent'late h{m fmm other, Tess gifted,

: menbers of Ms/‘ »mnumty. \ i . . o y

ln descrlblng the Newfour(d'land singer, Paul\e Ha1’| -]ohn Swed wrote,

“me what 11tg'le we, know of sbng-mkers elsewhare, ulie Hall is typ1cal o ﬁ

|n being seen as an eccentric. a d in be\ng held somewhat apart from the : ,’ b

arouLd him. "2 ‘There s no gvidence, hnuev&r, thaf. the blues

singer fits this "typical” role of\ the e:cem.n

and beggers who may ‘well havs been considered eccentn

3 / The Anthiropolody of Music (Ev
1974), p: 1230 e
2."paul E\ Hall: A Newfoumﬂand Song-Maker ‘and Hls Oumuunity of. Son
Folksongs ‘and-Their Makers, ed. Henry lassie, Edward.D." Ives, and:John .
Szwed " (Bow ing Green: Bw'ling Green Univ Pupu’lar Press. c197ﬂ:|). p.-157. N

Et




191

seem’to. have been wel!-acceﬂted 'ordmary memers of t.heir comm!gy

Nﬂmugh the mnntic vision of Lhe blues singer ofben purtrays a
> rowdy, hanl—drmklng, snmﬁat vmlent character, there is nu reason to
believe ﬂ;atﬂns is dn accurate description of the b’lues performer.

3 % Some smgers snch as Sonny Boy Williamson and Leroy: Carr were genera’lly
E i described as friei@ly. jmild-mannered men.’ omr perfon:ers, such as
charley, Patton or Bessie Snllth. seem to have had move violent . and ex-
ploswe personalities. Phny smgers were heavy drinken, but others, as
. e ; * has n]ready been pointedout (pp 139 lﬂ). were teetotallers. reie o\
S There is very l1tt1e infornatior

how- the b'luas slnger wished to \

be portmyed. or, hw he perce\ved hi ._ a‘ge personal ny Perhaps the

y cleangst statewmnt we have on tms pﬁiﬁz: wwas made by nm Broonzy :

i - 4. But when you write about:me, p'leas! ,don't suy I'ma jazz msicun.

i B Don't say I'ma musician or guitar player--just writé Big Bill'was a
» well-known blues singer and player and has recorded 260 blues'songs
\ 2 - from 1925 ti11-1952; he was a hawy man when he was; drunk and

' 2 ’ playingwith women he was Tiked by al1 the blues singers, some
5, . would get a little -jealous sometimes but Bill ‘would buy a.bottle of

o v whisky and they a17 would. start laughing and playing again, Big

e a:n uonld get drunk and slip of f from the party and go home to
4 sleep

Broonzy couveyed the image of someone nho was a drinker and a '\;nmailzer.'_-
but, at the same tln. sonmne m was outgoing, friendly, and non—

/ St Yiolent. - It s also 1nteust1ng to note that he regarded his verbal

/o craftsmnship as of much greater importance than his msi:uns)np m terms

P " -of his own 'self-assessment.

The blues singer's ‘aud1ence my or may nét have agreed diﬁ Broonzy's

) g * analysis of the perfomer s :haracter- ere is'little infnmtinn available

. on this sub.ject. There is one trait of character. hovevelr, nhfch is al-

3 William Broonzy, Bi
:;nmgk Bruynoghe (1955;"
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\ w8 ) n\nst umversaﬂy assomated with Che b1ues singer Jaziness or distisée .
] fur harg works-. It'was: generally beheved that the b] uesman. detested munua'l

Tabour; o gfa.rk of %\;\y sort s and thgrefor_e-became a singer §9 earn his:

ng.

Charle,y Pattun was sa1d to have "detest%d and avmded manua'l .
'Iabnur,"“ and Inumy dohnsan s brother, LeDel, simﬂaﬂy Stated ‘that -

.

L% ol ol SN wouldn £ pﬁck upa shoe Afor nobody. “He didn’t do na kind of wnrk "

Son. House remenbers that Robert Johnson. "d\dn 't care anything nbuu: wark-
ing.in ‘the f1e1ds LA Dldn". ‘vant 1:?0 work oh’ any farms. "6 The same
has beén sa1d of Peetle Hheatstraw and "mnphls anie7 and no duubt was said .

of maﬁ,y other s\ngers as. weﬂ St i

. The blues s ngers themselves were the first to admit, that they d1s—
o . Tiked and avoided hard viork . Ha)ter Vmson star.ed that he her.ame a

: musician because he gnt tired nf sn\e’lhn ‘mule fart:s,"a Fnd Pameo Nelson

E e ‘, - said,<"1 never was much for ‘hard \work s ..that:' wh_y I toak up piano B

in the f\rs(_: p'lace.

This character .tv:ait wa's‘perhap, the only aspect wr s
(" of the ‘singer's personal ity which differentiated him at a11 frém other .l

- menbers of his cu‘ltur'e, buf; it'was an impﬁrt&nt differem:e. as Hﬂliam

* John

hey, char!ez Pattun (Lnndon " Studio Vistay 1970) p. 28." .
‘_ 5 Davm Evans, Tmmlz Johnson (London Studin hsta, ‘1971), p. 3?

PR PRI 6 S el B Gharters. Robert Johnson (Hew York: Unk Publications, and
_/ ‘, Londnn:‘Musm Salh Ltd., 1 1973), p. 7.

Garon, :The Devil'sSon-In-Law: The Stu of Peet'e Hheatstraw
and H\S Son s (thdon"stu‘lo Vista,

tte
G\rhs Days. Blues unHmted, No. 79 (Dec 1970). p.‘a, respecnvely_ il

en Calt, M1chae1 stwart, and Don Kent, recm-d notes to :

&mHsh S

x Tracy Ne'(sun, record nutes to, Urlg-m Jazz L1br-ary OJL-’IS




/ferns pamted out: "Thus the'b’l ues player stood conspi cmnsly apurt
. “from the rest uf .the black wluumty and wsed his llsial abiljties to

avoid: ﬂbe heavy nanual labor ilidu Was. the fate of fost bh:ks in the

rural South. ' "N T " E . :

It mght be said, fmwever, that it was nat S0 l:uch the” cnancter :
trai—t of laziness which separated’ me blues singgrs from uthers in the g2
wmun(ty as mch as their abﬂity t.o acape hard mk through their.
‘msic. There were probihly nmy bhcks who did not parnr.ular‘ly enjd‘y
thelr elploynant, but feu could afford to abandon their work to wrsue

'a ‘career as a pmfessiana] entertamer. “The h'lues singer was exceptionll :

1n th(s respect.
s point 1eads tu one generaﬁzation which cln be mde about the

" race record: blies singer: hewas a prafessiunal perfnrmer Tlmherm
profes‘swnal. hwuv:r. 1s not-at a]l precise. It is truly d1fﬁ:ult >
tn deteunne when a performer moves from mteur w professional status_

as Hamam has po' nted out:

lf every group hu'lds the msmal abilities of some of its nlbers
.to-be greater than that -of others,. it followé that in some groups:
such- individuals pust stand out more sharply than in others. Here -
we bégin to approach professionalism, chh is ‘usually defined in
terms “of whether the musician.is paid for and supported economically
by his skill. -If our criterion-be .economic, however, thére must
< be a number of degrees of pr i ism; in fact. Tism
seems 40 run-along a continuum from payment in occaswn:ﬂ gifts at
*. one end to complete economic support through msic at ‘the other.
It“is’ difficult to know at what point professionalism begins. anq
ends, and the problem of precise definition is as, apparent in our
own society -as it is 1n others (pp. 124-25) - X

3 Almst all of the blues smgers whu made records seemed tn have. fa'nen
sumewhere on the professlunahsm cnnt‘lnuum, and fost of these amsts
U could he placed at’the upper end of: the spectrum B s
o

': 1o B'lues from the De]ta (London stmﬂa Visu, 1970), -p. ]

L




A]tnuugh a‘few smgers, such as John Hurt, may have rare]y e b

yond {!ne "occasiona] g|ft " stage of pmfesswnahsm, most: p'layed

some cayacny, for money.“ Thus Chrl tapher Lomen‘s contaptv&n t.hat blu

. .

smgers were pnmarﬂy Iabouurs who perfnrmed only as’a slée-hne oc-

~ not be overhpked ‘m deﬁmng the perfnrner cantext nf

6 b1 es. Per—

haps:. Paul D'hver hest descnbes the 1ower end of' the b'l ues pmfesswna!—

ism coftinuum:

4 Professional’,. that is, that they ‘earfied " their: 'l1v|n 5;|n91ng
and playifg, but still ‘essentially folk musicians. - At the lower end
offentertainment these incl udeﬁ the saw-mill and-Tevee cam"pianists,-
. the wandering juke and country supper guitarists;” the'entertatners on:
" doctor ' shows, rﬂnstre'l shows and excursion trips .alike. - The  transition
. from casual to "professional™ pldising of tSu category was a slow. '~
P one and in very ‘mny instanceynever attaindd-or intended; al ‘though -
“the smger supp]eneﬂted his wage packet; by plmng.)‘ i

“ The only study of the econmmcs of-blues - -singing, is a:paper hy
Barry.Lee Pearson. “The Wages of Sin," read at the American Folklore

% Sm:lety Annual Meeting, New Orléans, 23 Oct. 1975. “For°a discussion of 5

?ma eur-professional statys amng white musiciansy seecNeil V. Rosenberg, . .-

"Repertoire, Style and Role:.Amateur and Prufessiuna] Folk Musicians," - -

paper read Iat the American Folklore Snc-lety Annual'teeting, Austi 972

é 12 "The ‘Effects of Social 'and Ecunamic‘change on, the Use of the
Blues," EMF guarter‘(x, 1 (1975), 4 3

JT Cunversahon with_the Bldes (New Vnrk Horizon Press -1955),
p~ o i




LA L iost a t:raclesman,"15 and hvs: ablhty to perfom was h1s stnck in trade..

Lo The 1mpresswn that’ ,the blues smger was on]_y a part= tme perfurmer

.ls denved f'rnm the present employment of ‘those - arhsts who are snﬂ

alive. Tere 1

no: the ‘market today for. the type: of performance ‘that

Amost qf thess s1n§ers gpecmued iny so that most’ of - thm noi have non= " -

centerbalnmnt‘emplnyme'nt, In',the h1storh:a] uen d mth whlch this study
€

W C_ﬁSpeIr_observed vth _"hlues s«ngmg was b\vought about. more. qr “Jess 1°
*would say by i . hemg pd(m, singing lﬂues would ‘make money, understand “'15~

%
Thie professwnal s1nger c}mw, in"fact, make a much Better Tivingithan -

1 ’sce éphen Ca'lt, and Hal Grassmen)
Songhmk e York Oa& Pubhcat'g 5 1973)5 b, ]




. 5 t . g e
= i o s Of cdurse, Aby deﬁmtmn, the b'l ues smgers who recarded were

A\ RS
s prnfess\onals, s nce they. were paid to sing by the record companies; but L ;

. as hes been shnwn most of thexr m:ome derived frnm various types nf

Tive performances. Fhese professionals can be ‘sub d|\1ded mto categuries

in a number of di fferem. 4ways, dépendmg upon which context or contexts
= : they parformed in“, whether they Hved in urban or rura] areas, vtheir ki
5 3 income, thelr geagrapme region,. or even the(r sex,

; text an

In terms of the :
texture of the. blues ‘they sang, hwever, there ls'really very
4 LT 3 11tt1e difference between these varmus categories.

Perhaps. the un'ly group pf - Singers wiich.clearly stand-apart. from
" theother professiona'ls are ‘the vaudevﬂle singers.

It has a‘lready
% been: noted that a ‘numg,;z‘af,uaew songs. on'ly partially: fulfil1. the. textura'l

d%flmtwn of the blues. (pp:45-46)... Jiany_of

Other general{zations wh1ch can be ‘made ahout the vaudevl'lle singers

ty of them were women most Tived an& worked in urban
<-areas, and mcst made a relatwe‘ly hlgh ‘incone “in  comparison thh non=

. vaude l'IE b'lues smgers. “But theré are except']uns to.all of ¢hese as-

» sevtinns Ma]e s1nger, Frankie "Half. Pint! Jaxor

could bE C'lass‘lf]ed
as'a vaudevl'l’le singer' Ma Raingy, a1though a veudevn“e smger, pre-—
" “ferred to wgrk in:t

hural South, and the " mcomes of ‘sich non= vaudevi]]e 2

perfor%’vers as BI nd Lemon Jeffersqn or Blg BHI Broqhzy rivalled those nf’




blue » and, fmm a textua] and textural point-of. v\ew, these blues Songs

are usually lnd\stu\gmshab]e fr‘ﬂm each other. - L o

\ What 'was the status of the h'lnesman as a pmfess!cna] w(thin Ms cu]—
ture"\ Merriam has pointed ( nut that jazz came te symbnl(ze_ evn Or depraved
behav\mur in minstream American cu'(ture ih the 1920's and ;40 5 (pp 2415

44), and cunsequently the Jazz musician's status vuthm this. cmture was

fa\rly Jow. The jazz nmsu:lan was, equated tc{ some extent with the 3

criminal underwor'ld, and many“of them accepted ana built upun th‘s stereo-

“type.. The. h'lurb o4 h back of Mezz Nezziow's, au_tolgingrapuy Teehtonias,

* this stereotype of: the Jazzman

HO Gl it an authentic human ducument Call it the modern Odyssey of.
. an old-time jail-happy jazzman'who.spiked beer for' Al Capone, smoked,

opium with the Purple:Gang, peddled marihauna, in Harlem (the. Taw got
. him for that), played clarinet in. dives: high and low, mirried across.
e:color 1ine, - today heads a-'jazz recard company!19 .

Note thht h1s cnm(na'l accwity and taboo behavinur overshaduw his musician-

ship or'business acumen.in. this ‘description: ~Mezzrow, i turn; -enharices:

his own antj-social image in his Tifestory, it .o L : b

Fhe bTues~ singer, however, does. not seen to fave shared tlns stereo- l

- type. {remember Broonzy's. msxécance on. ot being TabsTied:a "jazz". musiciai

-Undoubted'ly among the more rehgmus penp]e in black soc|ety the h'lues ‘
- singer was “seen as a sinner; or backster, since ‘the blués" hlgmy secular e
'nnture made it antlthetlca] to:the muslc Of the: church. Indeed, the bluss’

’was nften referred tn as.the lhvl'l‘s musw. But everyune was a smner’ tu

some 'degree and were m:re tobe p\twd than shunned,, - There is:no- reasan

tobelieve that h] ues singers were outcasts 'm b'lack socxety‘

S Wilton “Mezz" Wezzrow and Bernard Wolfe, Reaﬂx the Blues (Hew -
Vork. DEH Pubhsmng o ms). back caver: e

b b




198

Certainly, ithere. were some” performarice contexts Which tended to

Tower the status ‘of the singer-in the eyes of society. Streetsinging
was prubab]y not considered a”very worthy occupation and, —in fact, may well

haye ‘been contriry to_the local Taws or socidl mores in some areas. Blind

Bay Fuller had to get pemissmn from"the authorities In order to ;ﬂay 3
on ‘the.street, ‘as this Tetter attests: 3 i

Apr('l 8 1933 & 3 $ 1.
” Mr. 6. W, Proctor In re: Fulton Allen CCol.1 i
“. . Chief of Police . .- . 606 Cameron Avenie - PR
5 Durham. N C.: '_'- v City s e 1

Dear Mr.: Proctor: & R
JIf it meets with your appmval we are glad tu recunmend that
i wthe nhove named man be allowed to make mus1cr on the stre ts-of
v Durham at a pldce designed by you.: .
- Assurlng ynu that'we are always glad to coopemte mth you.‘ ‘L

E.:

] R " Yuurs very truly,
ley,
" Sunt Pub'l“: He‘lfare“‘

Beca\zse of t:he secu'lar aturd oF the blues and the "streztnnger

age of the performer in

the ‘minds.of ‘some people in black society; the |’
< young ﬂ;mr(ng blues: singer mlght be drscouraged or: prevem.ed from: playing \
“hy his-family. Singer Henry Stuckey. had to steal his pmtege, Skip-dames, 1+ .
avay “from his family at night in order for thal to phy at.local barrel- . - ¢
tumses.zl Ot.hers hmlever. encouraged talented youngsters’ in their famly_ K

‘to becolle' professimuls for practical economic reasons. " Jaybird Cole-

. man's parents encwrnged his wmsu:a] 1nterescs as they w}:nteé him to

4 -become” rlch aud famous s that he \mulm't have to.work Ms fmgers to
%

banes maklng the meas'ly wages of a shar‘ecmpper,'lzz S|m|lar1y. Mem-
S .

L a0 gy vhnnps.'"mmnc Cnuntry Bluas." Sauthern Exgosure, 2
*Not. 1'(\975). 61. %

o Jacques Rochs-
'No Zx(lsss) EH

. 22.pat:Cather, "Mmlngham Blues The Smry of Jnybird Colemah. SN
“Music Memories, Sept. 1962, rpt.- in.Back Woods Blues, ed.  Simon-A - . §
Hapier (Bexfrill-On-Sea?y U.K.: Blues Unlimited, 1968), p. 5. .

nry Stuckgy “An 0 tuary," Bguarher‘lz 1, i




i ph(s Minnie's family ‘encouraged her'toﬁmr‘ofessx’nnal perfomér
g : ¢ .. because "none of them were at an musical and were proud of M\nme s

. talent 23

oIF, the status of streetsmgers was, relanve y:low

w in black:society, . . i

/_t.hgse who perfam:c} m other. contexts were hlghly regarded members of the E :

i

conmumty. Vaudevl)]e smgers, such as Bessie $mith or-Ethel Haters were‘ i

i ce]ebrxhes whc gathered cmwdi when t/hey,,were mcognized in the street, e j
in:the 'same. way as du%v‘e stars. “Blues singers:who performed on record

‘High regard by.blacks, and ‘the fammes of ‘talented

4 Were also held. i
chndren wou]d fencmw:] them-to fol'lovq in the paths of recording “artjsts,

S as\dxd V1ctnr1a Spivey. famﬂy' e ]

257 My brothers said- to ‘my mother, “Well, if" SIppve Wallace caii. go and’ ¢ 5

on . 'sing,’and T know that,my’ sister can:sing'as well as She can, we'll ", '* . .° 4
Yo send her, to-St. Louis.". :And wen they got together-and they. sent

T me., to St. Lu\ns, Missouri, and: I was\Just about. hfceen yearsm]d 24

ormers asplred tp in order tc gam

»Makmg a recnrd was somethmg p\n
greater status in- thew cumumty 0d m s mformant Left— lng Gordan, o

o K. expv‘esses the genera]ly he]d view that recmrdlng a ‘blues 'led to mstant i

. ez u

Well. now, R\ggers 111 tell you sho' nough story: ' La “Few years
I been such-a travelin' man. I been:think" 'bout Writin® out story &

: nyself. ° Seers 'hke ot other colored-folks ‘writin" now R
“’specially. s'mgm B'Iues on records.. When my Blues come out fe]ks S

.. -gonna set ‘to )
These dreams of fame could pecome rather exaggerated in the nﬂnd. uf the >

22 Leadb1tter, "My Girlish Days,“ p.. 8.5

2¥ ol\ver, Conver'sation with the Blues
Shonlder‘ ‘me Blue: Traﬂ of

287 Haward W] dum, Rainbow. Round

T

Gl
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SO mexpemencedhmes siriger; Fnr exanple; 5k1p“!ames believed thatre-
: . cordmg b'l ues for Paramuunt wnu'ld eventuaﬂy lead to fame in Hollywood. 26

But if there was not 1nstam: and ever]astlng fame in becumfng are-"

a cer"ta‘in- Teve]l of pmﬂc‘}éncy,

corded, he 3 was assumed to have re

4 whlch‘put hm a_ cut above. those ‘s gers whn had ot made recards. *-Ishmon

i af o Tommy LJohnson] vut nu

i up more’ But Hager. was good:37 - . * o mae

The status gamed hy makmg recurd was used hy the perﬁ:rmer tn

Romeu Ne'lson reca'ned that

goad benefit 1n other performance cuntext

the: result of hi: recarding was t}m e cou!d demand higher prices fnr :

house party.’ ﬁerfarmances X After thelr very successful recordmg af.

lgnt Like That.” Thomas: Dorsey and Tampa Re vere able t6 le houses

© 6 the T/0.B.A

ircuit 25 Davld Evans nakes this same point about

~Tomiy. Johhison:- “ . &

B R Hg i . sales of his three" issued. records, however; was sufficisnt

to estahhSh Johnson's”reputation as'a good blues singer. in Missis-
sippi’ and- helped-to* Spread some of his songs in:the folk h'lues LG
tradition. - He capitaliséd on his fame by running:a-small -¢

in South Jackson and.playing music in it and on the redts nearhy. 30,

use perfumers who had ngt mde recorqs ‘also, recug'nized the h1gher

27 o M Juhnson, p-3l..
28 Tracy Nel Sons record notes to Dr

25 §im 0'Neal iand g - 0'HeaT; iiving B1ues Thtervi
Dorsey,“ 1vmg Blues, No. 20 ( April’ 1975) p. 25.°

St 30 Tommy .Junnsun, p- 61

curd}ng artlst “there were more ‘modest bénefits. |Once a singer had res . . |




s

an horior to be playin' withy Big Joe Willians ‘cause I had heard'his '
records while I was still down. South, "3 m’el raising of status of one
perfomzr might also he resmted by anncher who' felt that: he was an’- g
equ;’lly capable singer, but nho had not had. the chance to- record £lmore
Jms apparent'ly felt -some. resentn:m‘. towards his sometu- par-tner.

. Robert Johnson,” because®of- this’ t‘at:t.i‘z Knmng that recordad performrs

recezved more ‘attention and _acclaim, some bluesmen tried t mversnnate

these rtists, and in the case of Rice Mi'l]er. even took Ithe’ name .of -an

. already. estab'lished re:ord{ng artis / : e N
R . ‘R'fte MH'Ier was broadcastlng under the pseudén_ym of Sunny Boy: .
g =8 ~ Hﬂhamsnn«"Ki ng:of ‘Harmonica' “_“and-that was a. heavy name to. Ta; + aialen T
on “the Tisteners. Ves, people- listened, were impressed tha FA had Skl 1
a b1g record star. on their books and huught King Bisgu our be=. . v
cause Sonny Boy Mmse]f nzcmmended v )

‘"The recordingartist” recngnn.ed that_his status hud been raised in”

the eyes of. the col-nmity, and made every effnrt to mintain ﬂlis image.

Un a tour of the South Ha'ltar Davi: and Hanry YMSEnd d|sp'|ayed their new

 status. with appropriate ostentation: *Tney toured Missouri, Teneskee, -
. > Hissis&xpm and Téxds in Davis' Cadlllac, astatus synbo'l nhld| impressed-

his, refatives back in Grenada, Mississippi. and ﬂna'l'ly inced-them that

he yas famus. "3 " This fané could even Tead to a prira “donna attitude,

ssociatzd vdzh the successful vaudevﬂle singers but th)s attitude a

PRE ff Tﬂ.on, "'Cl ’Hng ATl Luy B'I'I'l Lucas,"‘ Blms UnHmlted.

403 Hn. 50 (l‘lar. 1963),p

2 Hike' Leadhﬂ:er. De'lta‘Countr B'l
B'Iues Unhmited, 1968) T 2




e Lsbiage

‘Was found among the -rural bluesmen as well,"Note the attitude of Bo g 4

Te'I'I yas we was the Mlssxsswm ShE.“l ks and’ when, we Went to' riake: rec-
w0t cords;in Jackson, Mississippi, the fellerywanted to show us how' to
..stop and: start.the @ecords.. . Try to.tell tis wher. we got to hegin i S
- and how:wé .got; to end. Am:l you.know," I started not: to make 'em! i i e
J.' - T-started not “to make. 'em !cause.he wasn't no musicianer,”sohow - !
. <. 7 kould he tell.me how to'stop and start the song? -He vas the o 3
Sheiks, M\SS]S_fppl She'lks and 'you*know.we was, famous..3" i

4 The recordlng context; then,’ represehted the- hlghest possmle Status

0 e B bt a blues performe could: reach, and the recurdmg of a singer often marked

N the hx gh P n{ of the bluesman L7 prnfess1onal career. Attalnmg th1s

h1gh1y ec'lectlc An. the1r cho‘lce of matehaI. The1r recdrded repertoire, 0

i mnts uf‘ th_e singer's’ napertqire" Rasenberg makes thls very pom £ '»; Toh i

\One seldom-obtains ‘docunentation of the full repertory-of comiercial

it " folk artists, but it appears that-most of them recorded commercially: . . .. i
- . -only-a portion of their repertory: The same artist, when aperoam 3 <
5 i g5 by field gu'lleuturs often.gave'a different porﬁnn nf their® rep- PR

i A yertory. 3 .

et < ThE ec]ectm/nature cf thexr repertm res was nut merely a fun\:twn of

£ then‘ personal aesthehcs As pre‘fesswnals. .these slngers had to learn

o wte 8 b, 538, Ohver, Canversatmn with thie B‘Iues P 1]9 SR

Rosenbérg, "Blbha D‘lscographles The 'wmtahnuse B'lues'-—
nonball-Blues' Complex,” JEMF lewsletter, 4, "DA‘Z (1968)




v

©. Carl Hartm gives a s\mﬂar exu'lanatmn of Ms re wim.

47 “toChicago, 1.9o to the.Polish neighboyhood

3 Vter “to t.he different. t,ypes af audignces which they fa:ed S‘inmr.

> =xp1uins this phennnnmn. = S

 We played the blues for them that wanted to hear-it, and them that

.- Fiked-church songs, we'd play them. Just-like we'd g: to me1r
house, they wanted blues, we'd play it. And if we go-to 3
people's houses, they wanted waltzes, foxtrots, we'd, we' d play that
for them. And then we'd go to older people's houses, they wanted .
church songs weﬂ, an uf us_would get together and sing and_play
that.37,

——

. o

‘Hheu you play music for yonr Tiving -you play" what the: people want;. .
- that's the way I always tried to figure for.myself. - Anything they .
f it was weddings, dances, breakdowns, churches, anything
the; for me to come and play. That's why I learned to play . . . T
’so nen. “‘cause I practised aﬂ klnds 6f.music.  Then when I came .’ R
g0.to_the Irish ne1gh—
“borhood, T Eo in. the German neighborhood,’go 1n the Itahan neigh
borhoud' oI had té learn tn p'lay all their lmsics

Ty

In nnuther |nterﬂew, Martin adde 1f you nsked me a request tuday and

T ‘d go get t.he sheet mus‘lc f.omrm and learn itso

8 ¢ wou'ldn't he caugm: the next- ﬁme."”
N These stat.ements bring out a further fact abouc hlues s1ngers. &

almoug\. as-race record artists, ﬂ\ey camred to- an black audunces, 2

in uther contexts they played fnr nnm audiem:es. and with winte ms1ciu|s.
Comber: and Par(s have writtén that the mtera

um between mnw and.
blacl jusidans, incl llﬂng uutna] bpmmng of \yri:s, has by no means been

: rare and it cnnstltutes-a ﬁeld of. study well known to folk;ong scholars."40

Y George hm:hell, "Rosa Lee ml'l,“ ’lnes Unlrnriteg. No. so
(lhr. 1969). T3 P

7, ! 36 Pete Welding, An
“No.-2 (1968), 313,
39 Titon, Early Doun Hone Blues. .

‘40 Chiris Comber and. mke Paris, "Jimnie Rodgers," ‘in Stars of CQuntrz
‘Music: .Uncle -Dave Macon to:Johnny Rodriguez, ed. Bill C. MaTone and Judith
McCuTloh (Urbana: Univ. of Il11inois Press, i975) “p. 131 ‘For other
stumes of f.he mutual |nﬂnenoes af black and mm;e perfomers see John

wor &y

with ;m Hartin

78 Qnarterlz, : >_ i




23~ Z?. and Tony Russell Blacks Whites and Blues ork: Stein and Day,

" Time Music. to. 7 (Ninter 1972:73), - 12

27 Given. ﬂlis faL:, it is quite unnersundable t.hat b‘lues singers were”
1nnuenced by uhue song traditions, and that uuy mad\ly added white

songs ‘to. their repertni res. Rnssen has stated tha! .thertmere dolens
of hillbilly records on the market before the black singzrs' of Lhe snuth %

ever gut on disc; a rura'l black in search of traditional music. befnre ¥

* about 1926 would have to be satisfied with white artists."™ 3 But it vas

not just a mtter aé mem\acks being a :avtive audience Tow white gmups.

even after race n:ords became popular. bhcks continued to huy records

'~by wh(te artlsts in $rder to satisfy their ec!ectic tastes. For examp]e.

white singer. Jimle ‘Rgngevs. had a, 'lar-ge fnﬂwing 1n Iﬂack cmmmm ties, .
and b'lues singers. noﬂ only hnugH: his. records and knew_his: sungs, hut even :
on' occasion acconpanled him, "fz o ¥ ‘

Mus‘lé%nd song, then, was one of the fzu areas 1n chh blacks and

nhites couid cnmfnrtab]y interact vrﬂ:h ‘each omer This is not to. say

{
. that sic promoted hmt)ner'mod eqnn]n‘,y, Or friendship between the

races; rea:curately, the two' cultures werg’ able to.understand and
appreclate each of)ver 'S song tradnmns. and t.belr tastes tended to over-
'Iap tn a-great extent. The perfnrmr. ‘whether black ‘or. white. had to .
mderstand this fact, lmd had to shape his reperwin ac{ordingly. Johnny .

Shin

B shmmnt abo«‘t bl_uzsuan Robert _-‘lg)psm. then, shmnd qnne as no
% s N 3 T K 3 e

: Negro al ing Out?
(1964) 42-49 Joh 101 tto and Augustns M. Bums "John ' Knocky Pa rk: re-
A Case of White and’ Black Musical Interaction," JEMF guarter'lz. 10-(1974)

1970;

David Evans. "Black Mus-mans Remember Jlmie Rodgers, od




surpriser .’ o

Robert didn't:just perform his own songs. “He did anything that he
ol heard over ‘the radio, ANYTHING that' he heard. -When I say, “anything,"
i I mean ANVTHING--popular songs, banads. blues, anythmg‘ )

", The' nun~b1ues repertol re of: blues singers 1nc1uded man_v different

‘ “types of . snngs., First and foremost ar\ong thm were pmhakﬂy religinus
-songs. Record compames vere genera'l y. rer.eptwe to this portion of the

blues singer's repertaire, and most of%%he. mor race record blues art!sts

vecorded some rehgmus songs. Smgers such as’ Nl'lhe McTell and Charley .

Pamm had 2 substantial nunﬁer of gnspel. songs ln their recorded rep-

vertaires* but Robert Hicks iBlind Lemon. Jeffersoﬁ. Menphvis Hinnie, Bess\

Fi pieces.

o It must be remembered that gbspe'l songs ware sung because of the

po ular demand fnr them, ang nor. necessarl 1( out of any re'llginus con-
vlctiun. Scn Huuse made this ]n

that's the way we sang it.
So on record people didn't ki bet: They. we'
three.sanctified guys.-: We wasn t noﬂnng but o'l wmskey drinkers
and blues players.

4 Papular white sungs a'lsn formed a, large pnrt nf u|e art{st s nm\-blues

repertoue. J\gam, when playmg before a whlte audience, it was necessar,y

. Beale Street
A at the Peabody EHote'l].

g Bands: recalls with amuserent . the i
They were patronlzed ch1eﬂy by businessnen,

Pete Heldmg, "Ranb'lin' Johnny Shines," Living Blues,’
(Ju\y ﬂug. -1975), p., 29: :

4 Nick Perls, “Soh, House Intervuew--Part One,“ 8 Quarter!x. 1)
"No. 1 (1967) 60 "Ellipsis is sie: ) p

<
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“who Teft their wives at home. . Everybody- became very drunk and very
generous; the tips over-ran the musicians wages.. 'The music most in:

. demand at these parties was seritimental stuff and current popular .

et T hits, with occasional .fast dance-numbers; and the’ jug bands could v, H

S B provide tlns sort of fare as efflcient'ly as they could play the b'lued 45

Sam_Chatmon had similar memories: pog A% K . F
Hw when we EMlsstsslppi Sheiks) mnved “to the Delta 1r| No landale T E
here, in '28, we got to.playin' up at Leroy Percy Park A 3
white folks a‘n the week. : "Eyes of Blue," that's wh 1 e 7

at we P
for- the white folks., ""Dinah,” that's another for the white fo'lks.
But we played b'lues for. coloured. 48

P .+ Traditional wmte music was, a\su a part of. the b]ues smger s rec-

wfnte tunes .such. as’ "Turkey in the Straw," "Soldier s Joy, And “Mis-

siss1pp| Sawyer" ‘could also be} performed - by

tayts, 8K e R0

uesmen in ‘the proper: cdn-\. g

More e)got{c soiig tradlhons were a'lsu a‘part of the blues ‘singer's

repertofre. Earl Martm was ‘ot the on'ly‘ biuesman. to learn" ethnic sangs.

Outside t,he stlﬁdm in the 1930'5, Johnnie CTenp'IeJ played mosﬂy
for white§. . He and:the McCoys CCharlie and Witburd played: for: 5 .
the notorious.Capone Brothers, Willie and.John. There were two® p-
guitars ‘and-a mandolin, and tl\ey played mostly ‘Italian music g
and pn'lkas, wlth Charhe MCCD_V D ad mando'l'ln.""

&aeugt Olsson Nemghis Blues arid Uug Bands (Londnn: Studio Vistd,
1970), p. i :

- "‘5 ther. Cnnversation with the. Blues, P 46. - For algeneral dis-
"cligsion of the different repertoires mncﬁ blacks: used in front of white

I - -and black audiences, see William.R. Ferris, Jr., “Raci. Repertmre‘s
/’ Amung B'Iugs Performers." Ethnormswolggx 14‘ (1970), 419 49.

e Un the Trail of Ne ro Folk-Son s (1925, rpt.‘Hatbnro, Pa..
d ¥ Folklore Esoc‘aates, 9535, - 3364,

i [ s pop a dgscripnon of such a onLext :see Don Kent “On the Tr'aif
of. Luke Jo?dﬂn," Blues Unlimited, Wo.:66 (OCL 1959) [ 5. i

2 David. Evans; “The Johnnie; Temp'le Story." Blues Un’lwnted No.
56, (Sept. 1968).; p.




) . musical’ aesthet{c), the lﬂ ues singer 'learned to cater to different

following features
“he could. usual‘l_y rely on his musical’ ski'l'ls to avoni manna! ’lahnur and
often_than not, he ‘was.a full- -time professinnﬂ performer. Nhatever

: recnrdhfgs, chh 1n, tum xncreased his chances uf mking a gond 'Iwmg

‘several diff:rent ‘Kinds. of audmnch and he learned to anticipate the )

g r aey RS

; . 3 e N
Even 1ight classical pieces, y(ere played, as Leonard. Caston explains

Tﬁin‘gs Tike "Dark Eyes" and Chopin "Ti‘ll the ‘End of. Time";~I-mean ..~ -
I-don't play it exactly as written but I. have my own version on. it. ;. °
And "annhght Sunata" and_ you knw, those’ c'lassicd'l things“that I “
do:on"piano. 50 B

A genera'hzed picture o the blues performer, then. might iriclude’ the v

/ne/wns fa verbal craftsman who was Rcogmzed as

such by the community in which ‘helived.- As a resulc'of- this re}ngmﬁbn.

to make .a 1iving wage..- Thus_he was at Jeast a semi pmfessinnal, but more .

anceﬂ B hii-

status. and iiame he accrued from h1s Tive perfonmnces were en

as ‘a profess!ona]. As a pmfess(nnﬂ (and as snnecne mth,u we‘l‘l developed

audiences by naving an ec]ecﬂc repertuire qf songs, and types. of songs.

He was), thérefore. fu‘st and fureﬁnust a prnfesswna'l perfnrmer with

expectatmns of these dlffere t alldnzm:es. Hé nay have been a blues ¥







cuuraged ur\ginality and {movat n"in Mues perfom\am:e which meant. . °

-that singé s had to concentrate harder on.Ehe Iyncs of race record b'lues

than they chd in. nther types of perfonuam:e cuutexts. Race record -per-

.farmers spent con: erable time’ reﬁearslng thelr materia!, timlng qnd re=

fining thew snnss to meet the requirements of the record cmupanies.j These

facturs worked agamst spuntuneous]y corrmosed srmgs__ggg H: ‘would seem

‘that’ mm maJDr"ity of cases;. the blues sing 3 prepared “the text of his.

song wen ahead of the recording date. . JUSE

The image of. the artvst as. a de]iberate nnd careﬁll l:ollpoSer whu 3 W

prepared his songs 1

‘with the'pnnullav_- ste y e b Hdes s1nger. The mde’ly he'ld per- %

111e ::Hvizimg-huel between 1mpmvised and non-mprovx;ed song, however.

Tis by no means c]ear. Ahsn]ute spgncnnexty in; song compos1tmn is not

"Folk Svngs of Chicagn Negroes Juu na-'l of. Ame cal
52 “939): :




* is spontaneous, then his cnlpos1t|0n may be. ul]ed hpmv*nsed. If, however, r -
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really-| poss1ble, since with even the most impromptu perfannnces, the

singer u»consciously obeys certain rules of coupos(t(on and’adheres to

A

certain cultural and personal ‘aesthetics and expectations. ‘No matter how' .

the per rules of structure, etics, and behaviour

are well-established before the first"»ord is s\m‘g. Byrnside has made

this point: . :

The improviser works within certain limits, and only by under-
standing how and -in wh@t ways these 1imits bind the hvprnviser can_ -
-we-develope an appreciation of what he does. The fleeting,
permanent rature of. improvisational compositions ‘has.on uccasion Ted
to the faulty notion: that the improviser is a sort of musical free
agent who'is bound by ‘no conventions and guided by no logic or: - 2
. ycanon, and who creates music by allowing various and sundry bits of =
_inspiration to'"pop into his mind" and out of his. voice or:instrument
"at one and the same time. But this is not-what he actually does.,
In making his.music the improviser cannot escape his ovm ws1cal
< habits, his’previous musical experiences, his personal performance
facility and compositonal procedures. The music he creates while
~ dmprovising is condi tioned by these things, and is,. thus, msiderably
more reﬂ}ctive ‘than pumly spontaneous in natm‘e.s

¢ Beaﬂng this in mind, - the distinction between improvised: and non-

immvisgd song depends, to a large extent, upon the singer S own awareness
of his cmativiky . If he beglns a performance without any conscious prep-

aration, 'no previoasly prepared text, and in the be]{ef that his song

‘he has a previously prepared-text in mind, or if he has consciously re-
Imr;ed'qnd readied his ﬁerfnmancé. then his’ song cannot be cal-led im-

piovised. “As will be shown, race’ record artists generally fall ‘into the

5 T7ns is nnt to,Say that thegwas‘no 1n;ro'w|sat|on in blues perform-

‘ance. ln ntlhr performance contexts. spontanenus cuupos(ﬂcm was qn'{ta B

Ve

\
Runa'ld Byrnsidé "The ‘Perfurmer as Creator: Jazz Inwmvisaunn,“

“in Contemporary-Music_and: Music' Cultures,"ed. Charles Haimn,; Bruno Nettl, ¢ E
and Rona 5 “Byrnside (Emg ‘e‘woua Cliffs, N.J.: Prentice Ha‘ll !975)- p. 224, -
oo, - e Bk 4
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comion. LeDell Johnson remembers-that his’brother, Tommy Johnson, would
"just set there.and foﬂoﬁ with his box, and he could make up a song in

© ten m\nutes,“" and slnger, James Son" " Thomas, sa]d that "“if I'm playing

and don't know the sang, T can-add verses as I play. It .come to me, the
right versé of what to say and everything."s " . | i, T

Indeed, the talent to 1mpmvise is a common'boast amung Mues ,singers.
Blind Jnnm(e Brewer stated, .

I sit down and make up a thuusand songs . ... Anyboviy ask ‘me what 1
did, -1 don't know, SO you just gat to give 'ema-name . . . Because
I.dori't know.what it'is,-I'11 just sing and play smretrnng. -« Fur
th'lng playing music--as ‘Iung as I'm playing somebody else's records;

I kriow what -I'm. gonna p'lay, but when ‘I yonna .play something of my
: own, I don t knaM what L 's_gonna be unti'l I sta’rt and p]ayin it.6"

ard T-Bone Walker slmﬂarly lmasts, : ¥ B

-1 d1dn‘-t knuw the yords because thers weren't any set words. I made:’
““them up.as'I went along.: iThat's the way we do, you krow. Right: to~
.- day. I .can make up blues faster than 1-can sing. them: 11 could“sing:
.- the lﬂues for you'a whole day.and never repeat a .verse. 3 N

Furry Lewis a“rs_n_‘hoasts of his- Amprovisational provess, but'at the same. -

“time gives sm“indicatiun of the workings of a singer's mind:

1'can sing a song that 1 know a]ready. But T can Just sit: here and
sing’a song. I never sung'in my life before,'a song about this.béd,

. that beer bottle there, a snng about. this television, anything. And, -
the guitar got to'kee ep up, ‘cause I' m,gnnn make it. I

o the words right quick, "Well, that ain't gonna match that
something come into- your mind, and it! s gnnna get it 'to a ™ Fl

(bec. 19670

: “ 7 Nat Shapwa ‘and Nat Hentoff. eds., Hear Me' Talkin" ‘to Va The X
Story of duz by the Men m\u Made™1t (New York: Riﬁehart, 1956)., Py 249.

8 engt O'Iss M| h1s Blues’ and Jug Bands (Londoh' Stuxo
Vista, 1970), M

e
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These artists nre not. hmvever. thlnk‘ing in terms of the m:ordmg
context. . )nnle they mght be perfectly willing to improvise when phying

¢ "' "in a juké joint orat a pichic, they would be mre reticent about singing

an unrehearsed, blues.in ther rding studio. Even 'in non—
recording ‘contexts, the singer mmt feel the ued to write down and pre<
serve his lyrics. Booker White m:a]]ed mat wm'le uprlsnmd al:

Parchman Fam, he "was wr1t1ng songs’ and st1cklngvthu in a crack sunyhen

until’ I got out."? T . p 4
. - Even though Nhlte was quite capable uf mproviswg b] ues, in the’. " ' - x
- 3

recnrdmg studm he created Ms _songs erm written notes he_had made to hin- e

sel\‘ 14 white‘ ards 1nd1cnte that snme nf h1s songs . were

4 parﬂally spmtaneous, that is. he knzu in advnnce what he was gomg tor Ty

smg about, and he might hnve even writtes 'mm bits’ nf 'Iyrics, but the

sxact form and contént of the song remamed quif.e fluid antil he actyally .-

started singing. Some' - singers ﬁourse, did mpm\nse in_the mcnrding ¢ al,
studw. Willie Trice uus quite 'dlstumd by Decca® s\h}lt of - recordmg
a mdr’r, playing back-the 'mother’. (thereby destroylng it) so.that the

artist could see“any neaknzssgs and- then' cutting anod»er' exacﬂy the © LN

-y same:. Easy for some, but not for Willie, -mn had difﬂ:lnty re—ﬁ:ering
uhat he had sung on the first’ nke"“ A
= Jeff_Titon has shoun that the two \ddely d{-vergent takes nf "htch

SuBs
e

Blues" recorded by énnd Lémon-Jefrerson on-the sane day indicate 3. L

2 Dayid Evans, "Booker m}l?artz," Blues Un"mted No 37 L
) (Oct 1966), p. 8. e

¥ David Evans; "Booker HhWe- art. 3," Bloes Un]imlted, No. 38
(Nov 1955) b

X 11 Bruce Bgsnn.
1971) PP 36-3/:
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sponuneous unrehearsed com;msitmn.12 Yet the fact thal: Tr\ce. Jefferson, '«
and others’ were given Several chances to slng the\r sfmgs makes thesz

performan:es different fwm true ‘improimptu cowositwn, The expectahuns
5

of the recnrd companymfﬁpia‘ls and the atmqsphem of the‘ ’recnrdgr{g

.. studio'mil itated against improvisation -and favoured carefully pl"efzared i
Aexts. - Indeed, ' 1t-has already been pointed out that Jefferson had sone

ki nf hi/zongs whispered to mm as he sang,“ which indicates that some ?

-of h1s blues were written down befurehand. . f 5 . 1

- Sore race record arhsts wirote: down their blues siwly—to"a‘ld their - :

4 ‘mémories’ as they sang, s’ did Mary" Johnsnn* T wrote -doun my. ouri nunbers®

‘at the time, I compnsed my, own. hlues and I.would Just wrlte them down and

“ throw them away “and T wo\ﬂdn t thmk no more ahout them."" But nther !
= B singers were more n\ethudical and: were very much aware-that comitting their i
comp051 tions, to prmt was the first step mwards achtevmg-cnpyn ght."

. The: Menp)ns Jug Band obvinusly had more than a\dlng their memories {n

v i@i they wrote down; their 1yrics' .

’ tRalpha Peer would ‘usually write Son.cWill Shade1 ‘about two. months
* in. advance of .3 recording date, givmg him time to rehearse the
band~. “.They'd go ‘over to Son's house-and work all day on.a tune,
singmg |t over ten and f1ft=en times, until they had it nghth

P 4 Early Down flome Blues: A usical and Cultural Ana‘lysus (Urbana.
Univ, of IT11nuis Press, fortn:oming)

B ... 13'Norm Cohen, "*I1'm a Record Nan—‘um:‘le Art Sather’ley Remlmsces,

h JEMF Quarterly;. 8 (1972), 19; .and Donald L. Nelson, :"The West Virginia .
John and” Emery McClung, " JEMF uarter'l » 10(1974), 72.
Instances of singers, readn? ‘their lyrics, or being prompted by uthers,
before the m\crophune\ are also cited in William-Broonzy, Big Bill ues
William Broonzy's Story, ed. Yanmchru]noghe (1955; rpt."New Yor'
PubTications, 1964), p. 47; and Samiel B. C