


[image: 001]




Table of Contents

 


Title Page

Introduction

 


Chapter One - SEEKING SECULARS

Chapter Two - TRAVELIN’ MEN

Chapter Three - SONGSTERS OF THE SOUTH

Chapter Four - LONG LONESOME BLUES

Chapter Five - WOMEN’S TROUBLE BLUES

Chapter Six - COUNTRY BREAKDOWN

Chapter Seven - TIMES TIGHT LIKE THAT

Chapter Eight - ON THE ROAD AGAIN

Chapter Nine - SECOND THOUGHTS ON SECULARS

Chapter Ten - LOCKE’S QUESTIONS

 


Coda

Acknowledgements

NOTES

DISCOGRAPHY OF CITED TITLES

BIBLIOGRAPHY

LIST OF ILLUSTRATIONS

INDEX OF NAMES

SUBJECT INDEX

Copyright Page





[image: 001]





Without Johnny Parth’s inspiration, commitment, and dedication, several of my books on the blues and related fields would not have been possible, including this one, which draws on field recordings that he reissued on Document CDs. In recognition of my indebtedness to his work and profound appreciation of all the help he has given me over several decades, I have great pleasure in dedicating this book to Johnny Parth.
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INTRODUCTION

“We must never forget the folk originals without which no such music would have been.” So observed Alain Locke, writing in the mid-1930s of developments in jazz music, a major aspect of twentieth-century culture. The leading advocate of the Harlem Renaissance, Alain LeRoy Locke was interested in African American folk traditions, particularly spirituals and the subsequent emergence of blues music. In the Anthology of American Negro Literature, edited by V. F. Calverton in 1929, Locke had discussed the significance of African American cultural expression in American culture as a whole: “Some of the most characteristic American things are Negro or Negroid, derivatives of the folk life of this darker tenth of the population,” he observed, adding that it would become progressively the more so. “Unfortunately, but temporarily, what is best known are the vulgarizations,” he regretted, of which jazz and its by-products were “in the ascendancy. We must not, cannot, disclaim the origin and quality of ‘Jazz,’” he argued, since it was not a pure folk form, but “a hybrid product of the reaction of the Negro folk song and dance upon popular and general elements of contemporary American life,” being “one-third folk idiom, one-third ordinary middle class American idea and sentiment, and one-third spirit of the ‘machine-age.’”

For Professor Locke, “the serious art which can best represent to the world the Negro of the present generation is contemporary Negro poetry.” While tracing its origins, including the writings of Paul Laurence Dunbar and Vachel Lindsay, he quoted Charles S. Johnson, one of the principal figures of the Harlem Renaissance. Johnson considered that “the poetry of Langston Hughes is without doubt the finest expression of this new Negro poetry.” Alain Locke shared this view, writing that  “this work of Hughes in the folk forms has started up an entire school of younger poetry, principally in the blues form and in the folk-ballad vein.” In reviewing the influence of folk forms on current poetry he cited Sterling Brown, “with Hughes, a genius of folk values, the most authentic evocation of the homely folk soul.”

A few years later, in 1936, Alain Locke’s study, The Negro and His Music, was published by the Associates in Negro Folk Education as the Bronze Booklet Number 2. During the interim he had further examined the history and evolution of jazz, from its origins to the development of Classic Jazz and its influence on modern American music. Yet, while warning that “we must never forget the folk originals,” he observed that the term “blues” had become “a generic name for all sorts of elaborate hybrid Negroid music. But that is only since 1910. Before that it was the work-songs, the love ballads, the “over-and-overs,” the slow drags, pats and stomps that were the substance of genuine secular music.” These traditions he referred to collectively as “Folk Seculars: Blues and Work Songs.” He commended the collecting of Dorothy Scarborough who, in her work On the Trail of Negro Folk Songs, had “found many examples of folk material both in the copied Anglo-Saxon four-line ballad form and in the more characteristic Negro three-line ‘blues’ form.” He also acknowledged the work of Guy B. Johnson and Howard Odum, who, a decade earlier, had published The Negro and His Songs and Negro Workaday Songs. As an appendix to the chapter Locke listed a number of recorded items, applying the “constructive suggestions from his colleague, Professor Sterling Brown.”

It seems that Alain Locke was not familiar with recorded blues when he was writing The Negro and His Music. This is surprising, since newly released records were extensively advertised in the daily newspapers addressed to the Black audience. The Chicago Defender carried large numbers of advertisements for 78 rpm records, especially those issued by the Paramount Company. As he was based in New York, Locke may not have read the Defender, but he would have had access to a number of regional Black newspapers, including the New York Amsterdam News  and the New York Age. No doubt he could have seen the record advertisements in the Baltimore Afro-American and the Pittsburgh Courier. These and other newspapers carried many advertisements for  specific records or, under the names of the companies, small groups of related issues, frequently with graphic illustrations of the performers and the subjects of their blues. Okeh, Columbia, Victor, Brunswick, and Vocalion all had “race record” catalogs and advertised regularly, often featuring releases by singers cited here.

Locke’s collaborator, Sterling Brown, had a serious interest in blues. He contributed a feature on “The Blues as Folk Poetry” in Folk-Say,  published in Oklahoma, and also wrote many poems in the blues idiom. Brown undoubtedly influenced Locke, as the latter acknowledged, but Locke also greatly respected the poet Langston Hughes, who wrote “The Weary Blues” and other blues-influenced poems. Locke was appreciative and curious to know more about the blues. Sterling Brown’s list of some forty titles (of which several were paired on the 78 rpm records noted) included blues songs by Bessie Smith, Clara Smith, Ma Rainey, Henry Thomas, Jim Jackson, and Tampa Red in the Vocal category, while Lonnie Johnson, Johnny Dunn, Peg Leg Howell, Jimmy Johnson, and Duke Ellington appeared under Instrumental. The Hall Johnson Choir was the sole provider of Choral Versions, the recordings by Paul Robeson, Rosamund Johnson, Frank Crummit (sic), Edna Winston, and Ethel Waters being listed as Seculars. Readers today would note anomalies in the list, such as the fact that Frank Crumit was White, and question whether the items were appropriately representative of the categories to which they were assigned. By this time in 1936, folk and blues records of considerable diversity had been issued for over fifteen years, with many selling in multiple thousands, so in certain respects the selection and its classification was unsatisfactory.

While some of the seculars (or proto-blues, as I have termed them since the 1980s) were still to be heard in rural areas when Locke was writing in the early 1930s, they were dying out and being replaced by newer idioms. Our knowledge today of the forms that they took and the regions where they may have developed, or which they represented, has largely been conditioned by recordings. Whether they were distributed and passed down as ten-inch 78 rpm “wax” records, seven-inch 45s and long-playing 33 rpm vinyl ten-inch, and later twelve-inch, LPs, or as tapes, cassettes, CDs, and more recently in electronic, digitized forms, we still depend on recordings of African American singers and  instrumentalists made in the first half of the twentieth century, for what we know and appreciate of the sounds of the past traditions and their exponents.

As the specialist discographies—detailed listings of records by personnel, dates, and places of recording and issue labels—confirm, the majority of the blues recordings were made in the studios of companies based in Chicago and New York, and not in the home states of the performers. No commercially issued items were recorded in barrelhouses and juke joints (rural saloons), in clubs, or even on the professional stage. The studios were doubtless expedient for the recording companies, but we may never know the extent to which they conditioned the performances of blues singers and players sitting before unfamiliar microphones. Consequently, it may be difficult to ascertain to what degree the recordings are truly representative of the folk originals.

 

To answer this and other questions concerning the proto-blues, we must consider the numerous recordings that were not  made in the northern studios, but were recorded in some of the southern zones that Locke identified in The Negro and His Music. These zones reflected to some extent the geographic divisions of the national census, which were established in 1870, although his were more numerous. The South Atlantic census division was divided in his classification as Zone I, Virginia and the upper South, and Zone III, the Seaboard Lower South. What Locke termed Zone II, “the Creole South,” presumably referred to Louisiana and the Gulf Coast, while Zone IV, “the Mississippi Strain,” included the northern delta. Zone V, “the Southwest,” defined what he termed “the Kansas, Oklahoma, Missouri Strain.” His Zone VI, the “Mountain Music,” included Kentucky and the Virginia highlands, and was characterized by “parallel Negro versions of hill ballads.” Although his list of southern zones was comprehensive, only two of the recordings cited in Sterling Brown’s list, those by Peg Leg Howell and Lonnie Johnson, were made in any of them.

Even if they were broad generalizations that could be redefined and augmented, the zones suggest that recordings made in them would likely convey a more accurate impression of the proto-blues forms, their exponents, and their regional origins or distribution than would those made in the sophisticated northern studio environments. Of course,  recordings made on location were subject to many factors, some of which might have been restraining and others stimulating, depending on the motivations of those who recorded them and the facilities available. These were determined by the record companies that were prepared to take equipment to the field.

Although the Paramount Record Company executives were responsive to the blues, they were not initially prepared to record outside of Chicago and occasionally New York City. Later they conducted studio sessions in Richmond, Indiana, and Grafton, Wisconsin, but these were not field recordings. More venturesome companies had made some initial recordings on location in the South as early as mid-1923. As I will explain later, several locations were sought and used, and the field recordings were not limited to blues and related musical forms, such as dances and ballads. Nor were they solely of Black artists; a large number of old-time White musicians and singers, who were still numerous in the Appalachian regions, were also recorded. Many more were of jazz bands and groups, while others were of spiritual and gospel singers, as well as of preachers. Singers and musicians were recommended locally by those familiar with their music, many of them playing and singing examples of early African American songs, their folk originals recorded in the decade prior to the publication of Alain Locke’s The Negro and His Music. There was no intent to record specific idioms, unlike researchers for the Library of Congress or those who sought to rediscover veteran artists and their inheritors. Singers were recorded subject to the perceptions and recommendations of scouts, and some of the performers may have been supervised, even vetted, by those commissioned to record them.

In my book Songsters and Saints: Vocal Traditions on Race Records  (1984), I discussed secular dance routines, ragtime era songs, road show songs, and others of the medicine shows, including the ballads; all of these were part of the repertoires of itinerant singer-musicians. However, half of the book was devoted to religious song in the Baptist and Sanctified churches and the sermons of the preachers, as represented in the many hundreds of recordings of the sacred traditions, still greatly neglected. Recordings by the secular singers, or “songsters,” and religious singers, or “saints,” were discussed irrespective of whether or not they were made by the major record companies in their northern studios or on location in the South.

When I was invited by the DuBois Institute of African and African-American Studies to give the Alain LeRoy Locke lecture series at Harvard University in February 2007, I chose to discuss the traditional song forms embraced in Alain Locke’s chapter “Seculars: Folk Blues and Work Songs” in The Negro and His Music. In the first lecture I discussed “Commercial Location Recordings, 1924-36” that were made in the field. These indicated both the degree to which they were representative of the known or presumed early genres, and the identities of some of the singers and musicians whose music helped define the regional characteristics of African American secular traditions. Some examples indicated aspects of proto-blues that had largely been obscured or overlooked.

Advancing years have substantially reduced the number of surviving authentic blues and folk performers and distanced us still further from certain aspects of the “folk seculars” or “proto-blues.” These I discussed in the second lecture with regard to the circumstances under which recordings were made for the Library of Congress Archive of Folk Music, 1934-1942. Artists who were discovered or rediscovered and recorded by collectors and aficionados of African American music in the 1950s and 1960s were the theme of a third lecture. In so presenting these talks, illustrated with recordings and photographs, I hoped that some of the issues raised by Alain Locke were enlarged upon, at least in some measure.

The discussion in this volume focuses on the field recording of African American singers and musicians, with occasional references to certain White performers recorded on location. As significant as they are, the spirituals and gospel songs performed by preachers, quartets, and choirs, as well as jazz and small group folk music, in addition to the seculars made on southern locations by different record companies, of hundreds of Black singers and musicians, cannot be considered here. Nor is it possible to examine the many unissued recordings, except in some instances where they have been subsequently recovered and released, or where their titles are revealing.

 

Alain LeRoy Locke, professor of philosophy at Howard University, was the first Black Rhodes Scholar. He had degrees from Howard University and Oxford University, and he had also studied in Berlin. He was well equipped to undertake research and  he had frequently and influentially addressed the Negro Society for Historical Research, of which he was a corresponding member. But, in the questionable words of the biographer of his friend, the great collector of works of African American history Arthur Schomburg, he was “steeped in the formal intellectual tradition and coming from a cultivated, middle-class background. Locke, like Du Bois, could not relate easily to the black masses.”

While he did not always personally pursue the research that he considered necessary, Locke clearly believed that the issues that he identified in The Negro and His Music were still to be the subject of “close comparative study.”

In the conclusion to his chapter 4, “Secular Folk Songs: The Blues and Work Songs,” Alain Locke posed a number of discussion questions, asking, “Why were the secular songs neglected? How have they been recovered? Do we have them in their earliest form? Are ‘Blues’ or folk ballads older? What are the distinctive verse and musical forms of each? What are the ‘zones of Negro folk music’ and their characteristics? Is the musical structure of the blues original? And racial? How racially distinctive are the moods? Even where the themes are common to Anglo-Saxon folk ballads, are there differences? What is the ‘John Henry’ saga? What is the ‘home of the blues’? Who is called the ‘Father of the Blues’? Are the later ‘artificial blues’ different? Whose work are they?”

Some of these questions Professor Locke discussed broadly in the same text and outlined brief replies. The majority of the questions, however, still stand and need to be addressed. In the following chapters I include extracts from recorded lyrics, but due to the length and content of certain items, the songs are not always quoted in full and repeated lines are so indicated. Basic recording details are given, including reissues, and a discography is appended. Those that are discussed here have been selected for their relevance to an examination of the idioms and individual approaches to the secular song and music types, or proto-blues, that gave form, content, meaning, expression, and identity to the blues. I refer to the titles of many other relevant items, but space does not permit me to quote them here. All those cited contribute, in some measure, responses to Alain LeRoy Locke’s questions.






Chapter One

SEEKING SECULARS

In his book The Negro and His Music, chapter 4, Alain Locke observed that it had “become fashionable to collect Negro folk ditties and work songs; and even the ‘blues’ have taken on musical respectability. We now see in them unique expressions of Negro emotion, folk-wit and musical inventiveness.” Locke considered the secular themes in the songs to be “far more fragmentary than the spirituals, but being a combination of folk poetry and folk music, the words are welded closer to the music than in the case of the spirituals.” Such seculars “were more of a direct improvisation than the spirituals, which in thought were too influenced by the evangelical hymns after which they were originally modelled.” So Locke was curious about why the seculars had been neglected by the early nineteenth-century collectors of slave and African songs.

In those early days, many song collectors frequently emphasized the sacred nature of the spirituals in order to place the singers in a good light. The earliest major collection, Slave Songs of the United States, was gathered and compiled by Francis Allen, Charles Pickard Ware, and Lucy McKim, and published in New York in 1867. It consisted of 178 songs, predominantly religious in content, that were collected in Port Royal, South Carolina, near the Sea Islands. The introductory text did mention “shouts” and loading songs sung by Black stevedores, as well as a “gentleman from Delaware” who had observed that “some of the best of our Negro songs I have ever heard were those that used to be sung by the Black stevedores.” One such apparent work song was “Heave Away,” whose words were minimal: Heave Away, Heave Away,
I’d rather court a yellow gal
Than work for Henry Clay.




Although the collection consisted mainly of spirituals, it included a number of work songs, field calls, and freedom songs. Francis Allen himself noted that “I never fairly heard a secular song among the Port Royal freedmen and never saw a musical instrument among them. The last violin, owned by a ‘worldly man’ disappeared” but “in other parts of the South ‘fiddle-sings’, ‘devil songs’, ‘corn-songs’, ‘jig-tunes’ and whatnot are commonly sung.”

Among the few seculars included in Slave Songs were “Shock Along John” and “Round the Corn Sally,” whose lyrics went as follows:Five cain’t hold me and ten cain’t hold me
Round the corn Sally, ho ho ho
Round the corn Sally
Here’s your iggle-quarter and here’s your count-aquils . . .




Another was a fragment of “Charleston Gals”:As I went walkin’ down the street,
Up steps Charleston gals to take a walk with me,
I kep’ a-walking and they kep’ a-talking,
I danced with a gal with a hole in her stocking.




Aside from these examples, little mention was made of songs that were not religious in content or character.

A similar lack was evident in other early collections, such as E. McIlhenny’s Befo’ de War Spirituals, which cited 122 songs obtained from former slaves on his family’s plantation on Avery Island, Louisiana: “By the time I was ten years of age, I think I knew every religious song of our community, and often joined lustily in their singing during the Sunday gatherings,” McIlhenny recalled. The song collections of R. Emmet Kennedy, the son of another plantation owner, were broader in scope, however. His Mellows: A Chronicle of Unknown Singers (1925) included five straight and “harmonized folk songs,” half a dozen “Street Cries of  New Orleans,” and five work songs among others that were primarily secular in content. (The term “mellows” was used by Louisiana Blacks and was derived from “melodies.”) Kennedy also produced a second collection, More Mellows (1931), in which he added a few more seculars, one being “Sugar Babe.”

No doubt many slaves were aware that the White people who were interested in their songs placed special emphasis on the spirituals. When the African American writer James Weldon Johnson published The Book of American Negro Spirituals (1925), followed by a second volume in 1926, neither included seculars. It may appear to some that these collections concentrated on religious rather than secular songs as a gesture toward the slaves’ faith. But it is more likely that most of the songs sung by slaves were religious, for biblical themes frequently promised freedom and expressed feelings that likely carried a metaphoric meaning for slaves, such as “Steal Away” or “Crossing the River of Jordan.”

Few (if any) nineteenth-century song collectors concentrated solely on secular songs, but I’ve obtained some examples nonetheless. The White colonel of the first Black regiment in the Civil War, Thomas Wentworth Higginson, collected many songs from his servicemen. Most were thoroughly religious in tone but often served other functions too. “The Coming Day” was a boat song that “timed well with the tug of the air.” “‘The Driver,’” he observed, “is quite secular in its character, yet its author called it a ‘spiritual.’”

The best collections of seculars were made by relatives of plantation owners and others who had a long association with their informants. At the time when Locke was writing, Lydia Parrish was completing Slave Songs of the Georgia Sea Islands in which she discussed boat songs, shanties, loading calls, and other songs that accompanied rice beating, lumber pulling, ballast rolling, and similar heavy labor. Collectors often interwove traditional spirituals with more recent gospel songs as well as secular songs. Only the earliest collectors would have been able to identify the earliest form of the songs.

Two hundred years of a song being passed down in one family, such as a tradition described by W. E. B. DuBois in The Souls of Black Folk,  may have no published parallels. Yet the “steps of development” of the African, Afro-American, and “foster-land” blend that he identified were  probably widely applicable, if rarely noted. Along the same lines, Lydia Parrish summarized examples of African survivals, Afro-American shout songs, ring play, dance, and fiddle songs, over thirty religious songs, and nearly as many work songs. Parrish included both texts and music, together with related examples. In my book Savannah Syncopators: African Retentions in the Blues (1970), based on music I heard in the West African savannah region, I showed how African elements in music and song were retained among the slaves’ descendants until the late twentieth century. The earliest forms of African American music may never be defined with absolute certainty. But musical elements related to the African inheritance, as well as to Anglo-Scots settlers, by way of proto-blues seculars, can still be traced in the blues. The European secular song traditions converged and were sustained in the widespread popularity of ballads. Although folk ballads are centuries older than the blues, their relationship should not be dismissed. There is no evidence that blues appeared in a distinct form until the late nineteenth century. While the sorrow songs that DuBois wrote about would appear to be precursors of the blues, he related them instead to the later development of the spirituals, as did Emmett Kennedy when he wrote about the mellows.

The era of the development of “gospel song” was important in African American religious life, as the spirituals and anthems had declined in popularity. It is however, a parallel story, one which also involves the recording of their singing and that of gospel choirs and quartets, and the preachers of the Baptist churches and the new sects, especially that of the Church of God in Christ.

 

The precise origin of blues may never be determined. Broadly, it may be considered to be the South, or for some authors such as Robert Palmer, the Deep South, if the early development of the music is implied in the phrase. Mississippi is most frequently identified as the source, specifically the region between the confluence of the Yazoo River and the Mississippi River, which embraces a large flat area of black soil. These flatlands of the so-called Mississippi Delta (as distinguished from the true delta at the mouth of the Mississippi River) lent themselves to cotton cultivation and supported numerous large plantations that employed many slave descendants. Certain townships such as Clarksdale  and settlements such as Drew were home to many blues singers. However, comparable towns throughout the zones of Negro seculars Locke referred to have supported innumerable blues singers and musicians.

Surprisingly, in his zones Locke did not mention Alabama, Arkansas, Tennessee, and Texas, even though these states were important in the development of blues music. Locke did not identify any specific zone as the home of the blues. As the location recordings have served to emphasize, many singers have come from Deep South states like Mississippi, Alabama, and Georgia. But Tennessee and Kentucky, among others, also have considerable numbers of singers associated with them, as have the Carolinas and the Sea Islands. The Carolinas were host to many commercial field units and were not lacking in blues artists, while the Sea Islands, which were overlooked by the commercial recording companies, were highly regarded by folklorists for their authentic traditions of Black music, including the blues. All this suggests many centers or “homes” for the music. The blues idiom is generally thought to have developed toward the close of the nineteenth century, but precisely where and when may always remain a problem. Lesser known factors include early identification of the eastern coastal zones with ballads, shouts, jigs, corn shuckings and dances, and other customs that persisted late in remote areas.

 

Though the timetable of the origin of the blues remains hazy, certain events have inflected the history and geography of the music. Following the conclusion of the Civil War and Reconstruction came the disruptions of the second half of the nineteenth century. Massive migrations occurred across the South after the Civil War, with many planters moving west and large numbers of ex-slaves migrating with them or independently, eventually providing labor for the newly developing regions of Mississippi, Louisiana, Texas, and the Southwest. It is not unlikely that they brought their skills and their culture with them, including ballad and song traditions, as well as the evolving blues, which were also slowly developing among those who stayed behind. Such movements occur when people seek change in their way of life and work, while clinging to their identity, which for southern Blacks was largely expressed in their religion and their music.
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Figure 1.1. The Fisk Jubilee Singers at the time of their international tour, 1871-1878.

The relationship between religion and music among Blacks was broadly recognized. The Fisk Jubilee Singers from Tennessee, who toured the United States and Europe to raise funds for newly founded Fisk University, drew international acclaim. The singers were recorded by Victor in Camden, New Jersey, in December 1909, having sixty unaccompanied spirituals and early gospel song titles issued by April 1924, including ten on the wax cylinders used before flat discs were introduced. The earliest recordings by African American singers, a dozen religious items made by the Virginia-based Dinwiddie Colored Quartet, had been issued by Victor and Monarch on single-sided discs as early as 1902. The gospel song developed just as spirituals and anthems were losing popularity. As gospel music came to be recorded, it included gospel choirs and quartets, as well as preachers from Baptist churches and the Church of God in Christ. Such recordings (and there were many others) preserve the quality and development of Black sacred singing.

The entertainer Bert Williams recorded as early as 1901 and had some seventy titles issued, mainly by Victor and Columbia in the following two  decades, although they revealed little or no connection with blues. The situation changed with the remarkable success of the Okeh record “Crazy Blues,” issued in 1920. Although Fred Hager had planned to engage the popular Jewish singer Sophie Tucker to record songs written by a Black composer, Perry “Mule” Bradford, the composer preferred Mamie Smith from Cincinnati, a Black vaudeville performer with the Smart Set Company who Bradford had managed. With her five-piece Jazz Hounds, in a session initiated by her manager, she recorded “You Can’t Keep a Good Man Down” in February 1920. It sold well, encouraging a second session in August the same year, when Smith sang Bradford’s composition “Harlem Blues,” retitled “Crazy Blues” for the recording. It sold 800,000 copies at a dollar each, according to Bradford, which alerted record company executives to the potential of recording Black artists.
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Figure 1.2. Race records advertised by Okeh in July 1924.

Companies like Columbia and the Pace and Handy label, Black Swan, sought to cash in on the new market by recording other female vaudeville artists singing blues, including Lucille Hegamin, Josie Miles, Trixie Smith, Alberta Hunter, and Ethel Waters. They drew heavily on singers from Harlem and Chicago’s South Side. Sales of records by these artists were considerable, but they were surpassed in 1923 by the sensational Columbia recordings of the Empress of the Blues, Bessie Smith; the Queen of the Moaners, Clara Smith; and the celebrated Mother of the Blues, Madame “Ma” Rainey, on Paramount, among items by many other female classic blues singers. Up to this point there had been little incentive to look farther afield for new artists, but it was increasingly evident that male artists were being largely overlooked apart from the vaudeville duet teams such as Butterbeans and Susie (Edwards) and George Williams and Bessie Brown, who were recorded respectively by Okeh and Columbia. An exception occurred when a banjo-playing clog dancer from New Orleans, Papa Charlie Jackson, who had been on vaudeville shows, was recorded by Paramount, probably on the recommendation of fellow entertainers. Paramount was owned by the Wisconsin Chair Company, one of a number of furniture makers and merchants who built and sold phonographs as the demand for them rapidly increased.
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Figure 1.3. Mamie Smith and Her Jazz Hounds, c. 1920.
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Figure 1.4. Noted guitarist Lonnie Johnson.

Jackson’s “Papa’s Lawdy Lawdy Blues” and “Airy Man Blues” were issued on the Paramount label in 1924, followed by over a dozen blues songs the following year. The success of Charlie Jackson’s blues titles and the knowledge that he came from Louisiana encouraged other record companies to seek male talent beyond Chicago and New York. The Okeh company, as virtuoso guitarist Lonnie (Alonzo) Johnson related to me, “had a blues singing contest at the Booker Washington Theater in St. Louis. It was mostly a talent scout contest. See, the scouts for Okeh records started that off. Whoever win that contest that week got a contract—three weeks in a theater or got a recording contract.” Johnson won first prize every week for eighteen weeks in 1925 and was awarded an eleven-year contract with Okeh. His first records were issued by Okeh  in November 1925. “Mr. Johnson’s Blues” and “Falling Rain Blues,” self-accompanied on guitar and fiddle respectively, conveyed the individual expression, sharp observations, and poetic verses that characterized much of the blues.

Lonnie Johnson, who had lived and worked for several years in St. Louis, was originally from New Orleans. Meanwhile, a young pianist, Sammy Price, recommended recording an expressive street singer and guitarist from Dallas, Texas, known as Blind Lemon Jefferson. In 1926 the blind singer was brought to Chicago to record with Paramount. Jefferson’s earliest recordings, including “Got the Blues” and “Long Lonesome Blues,” were very successful, and he eventually made ninety titles before his tragic death in a Chicago snowstorm in 1930. Around this date Mississippi furniture and record salesman H. C. Speir arranged for the recording of Charley Patton, a powerful local guitarist and blues singer who also traveled to Chicago for Paramount.

In the opinion of many writers these were the outstanding singers of their regions and of blues in all its folk idioms. But some traditions from other states and regions were hardly represented on record and some, not at all; the imbalance reflected the decision by a couple of recording companies to seek singers in the rural South. Before appointing talent scouts to trace new artists, they relied on the recommendations made by their sales representatives, who were initially based in major cities in Georgia, Tennessee, and Texas.

In this book those aspects of African American secular folk music idioms that are illuminated by field recording and those which are relevant to the eventual development of the blues are considered. Why, one may ask, should recordings made on location in specified regions be selected for such discussion, as distinct from those made in the professional studios of major record companies in the northern cities? Folk idioms are, of course, more of the rural regions than of the urban centers, and from the South rather than from the North. Consequently, authentic traditions have a greater likelihood of continuity in the southern states, where some of the lesser-known locations may have ensured their survival. Singers and musicians were recommended locally by those familiar with their music, many of them playing and singing examples of early African American song, their “folk originals” being  recorded in the decade prior to the publication of Alain Locke’s The Negro and His Music. Those involved were not focused solely on the recording of specific idioms, as were the later researchers for the Library of Congress or those seeking to “rediscover” veteran artists and their inheritors. It has to be recognised that the recording of many of the singers had doubtless been subject to the perceptions, appreciation of, and recommendations of scouts, while some of their performers may have been supervised, even vetted, by those commissioned to record them. Nevertheless, in view of the discovery and variety of the singers, and the types and content of their performances, commercial recordings made on location constitute the principal resource for the present work.

Field recording of both White and Black musicians in the South began in June 1923, when Atlanta record distributor Polk Brockman recommended that Ralph Peer of the Okeh company record Fiddlin’ John Carson, a White singer and violin player well-known in Georgia. Peer made the trip with heavy equipment, and on June 14 in Atlanta, he recorded two titles by Carson, “The Little Old Log Cabin in the Lane” and “The Old Hen Cackled and the Rooster’s Going to Crow.” Peer also took the opportunity to record a single title, “The Pawn Shop Blues,” by Lucille Bogan, a Black singer from Alabama who was in Atlanta at the time, accompanied by a local pianist, Eddie Heywood. In addition, Peer recorded “Grievous Blues,” sung by one Fannie Mae Goosby to a trumpet and piano accompaniment. The items sold well enough that all three artists were invited to New York later that year for another recording session. Soon they were all recorded again in Atlanta, Fiddlin’ John Carson making many country music recordings there and in New York during the following decade.

It was this field executive of the Okeh company, Ralph Peer, who invented the terminology “hillbilly” and “race” music to distinguish between White and Black artists and their traditions. “Country music” largely replaced the former, but these distinctions were made in many record catalogs and in the respective issue numbers. Those in the Columbia 14000 series were race records, while the 15000s were by White artists, a comparable distinction being made between the Okeh 8000s and the Okeh 7000s, and similarly on other labels of the 1920s and 1930s. Similarly, the Decca 5000s were of White country music but the  Decca 7000s were race records. Field recording units generally sought fresh and capable singers and instrumentalists for both categories.
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Figure 1.5. Okeh advertisement for Lucille Bogan, the first blues singer recorded on location, 1923.

The term “race record” was used in company advertisements from 1925, most blatantly by Okeh and Paramount. The argument that music is racially defined is supported by those who detect an African “sense of rhythm” among Brazilian and Caribbean Blacks, as well as North  Americans, which is inherited. However, what is actually passed on is tradition and culture. Following slavery, the Civil War, and Reconstruction, Blacks adapted to freedom and independence, to repression and discrimination during segregation, leading to a distinct cultural identity, of which musical forms are clear expressions.

The discussion in this volume focuses on the field recording of African American singers and musicians, with occasional references to certain White performers recorded on location. As significant as they are, the spirituals and gospel songs performed by preachers, quartets, and choirs, including jazz and small group folk music as well as the seculars made on southern locations by different record companies, of hundreds of Black singers and musicians, cannot be considered here. Nor is it possible to examine the many unissued recordings, except in some instances where they have been subsequently recovered and released, or where their titles are revealing. Comprehensive discographies list items recorded in complete sessions held at locations in southern states, made in the home country of both Black and White performers.






Chapter Two

TRAVELIN’ MEN

Ya hear me knockin’, come runnin’ to your door, 
Ya hear me knockin’, come runnin’ to your do’, 
I ain’t a stranger, I been here before.

 

My mama tol’ me when I was a chile, 
My mama tol’ me-e, when I was a chile, 
“Runnin’ ’round women, git you after a while.”

 

I got nineteen women, believe I wants one more, 
Got nineteen women, I believe I wants one more, 
If the one do quit me, gonna let the nineteen go.

 

Give me whiskey when I’m thirsty, water when I’m dry, 
Whiskey when I’m thirsty, water when I’m dry, 
I want it while I’m livin,’ jus’gonna live ’til I die.

(Okeh 8137, 1924. DOCD 5169)


Most people who are familiar with popular music would recognize this as blues, with its three-line stanza and twelve-bar musical structure, but most would not recognize the singer. Accompanying himself on guitar, emphasizing the offbeat with a simple but slow syncopation, Ed Andrews sang the words with a full, deep voice. Entitled “Barrelhouse Blues,” the recording may have appealed  to some hearers and discouraged others. With its backing, “Time Ain’t Gonna Make Me Stay,” the “Barrelhouse Blues” was recorded by a unit of the Okeh company in Atlanta, Georgia, in April 1924. Andrews’s portrait appeared in an Okeh advertisement, showing him to be well built and approaching middle age, but neither the image nor the titles attracted many purchasers. Nothing is known about Ed Andrews or how he came to be recorded. It is likely that he was the first to respond to an opportunity to be recorded by the visiting unit, or he was recommended locally.
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Figure 2.1. Ed Andrews, line portrait from an Okeh advertisement, 1924.

Andrews’s blues were in the traditional three-line stanzas, the first line being repeated and the third being a rhyming line, with the first line being based on the first degree of the scale, the second being two bars of the fourth degree and two of the first, while the third line was of two bars of the fifth and two of the first. Each line therefore consisted of four bars, the first two being sung and the balance being carried on the guitar. Such a structure permitted instrumental improvisation and also afforded the singer time to think of words and rhyming lines. His blues were not dramatic but personal, characteristic of an idiom that enabled individuals to give voice to their emotions and ideas, experiences and daydreams.

Although Ed Andrews never made another recording, he has the distinction of being the very first male blues singer to be recorded by a commercial field unit in the South. The title of the A-side, namely, of “Barrelhouse Blues,” raises some questions, since it does not occur in the song. But this may have reflected the record company’s connotations of his song, rather than his own. A barrelhouse was a crude saloon, often set up in a simple cabin or under canvas. A row of three or four barrels would be covered with planks to form a bar. Such barrelhouses served loggers and turpentine workers in forest camps. Rough and rugged, subject to heavy drinking and fights, they sometimes had a piano that itinerant pianists could use to provide basic entertainment, frequently termed “barrelhouse piano.” This piano style, though too early to be extensively recorded, combined elements of ragtime piano, including the syncopated emphasis on the offbeat, with elements of boogie-woogie and its characteristic eight beats to the bar rhythms, or with the blues. Hearing Ed Andrews singing blues in his own way to an accompaniment that included the emphasized offbeat may have motivated a recording executive to name the item “Barrelhouse Blues.”

Why Ed Andrews made no further recordings is not clear. Perhaps he was a locally known singer of little wider importance. If sales of the record were low, this could have reflected poor local publicity. Or the title, “Barrelhouse Blues,” may have offended potential buyers. The barrelhouse was attractive to loggers, but for most people such places were dangerous and the music and songs associated with them, crude. As a barrelhouse pianist known as Speckled Red told me about items such as “Ma Grinder” and “The Dirty Dozens,” “in those days and in them places you could say some of them smelly words and don’t think nothin’ of it.” But when he made “The Dirty Dozens,” he “had to clean it up for the record.” The song was based on a game of trading insults, often directed at the players’ respective parents.

I like your mama, I like your sister too, 
I did like your daddy, but your daddy wouldn’t do. 
I met your daddy on the corner the other day, 
You know about that? He was funny that way, 
So he’s a funny mistreater, 
A robber and a cheater, 
Slip you in the Dozens, 
Your pappy is your cousin, 
And your mama do she—Lordy, Lord.

(Brunswick 7116, 1929. DOCD 5205)


Speckled Red (Rufus Perryman) made this version for a Brunswick mobile recording unit that visited Memphis in 1929. By that time all the major record companies were coordinating recording sessions on location.

After Ed Andrews, for a couple of years Okeh recorded no more male blues singers on location. But Frank Walker, who had brought a Columbia recording unit to Atlanta in April 1926, visited the city seeking religious artists. Following the advice of the Columbia talent scout in Atlanta, Dan Hornsby, Walker recorded the Birmingham Jubilee Singers, together with four sermons by Reverend J. M. Gates. The titles by the vocal quartet sold well and led to several future sessions, but the sermons with singing by Reverend Gates proved to be a major success, the coupling “The One Thing I Know” and “I’m Gonna Die with the Staff in my Hand” selling over 50,000 copies. Reverend Gates went on to be recorded by all the major companies, eventually having 150 titles issued. In November 1926, Walker added titles by the Seventh Day Adventist Choir, Sister Sallie Sanders, Reverend W. M. Mosley, and a novelty couple known as the Nugrape Twins. When the unit returned just four months later, in March 1927, Reverend H. R. Tomlin and Reverend T. E. Weems were recorded and, as before, Reverend Mosley and the Nugrape Twins. In addition, the Clark University Choir and the Chattahoochee Valley Choir, the Golden Echo Quartet and the Atlanta University Choir were all included in the session.

This pattern persisted in Columbia’s sessions, with religious artists outnumbering or equalling the secular ones, until the following year, when the company increasingly favored secular artists. Even so, the location recording team shifted its attention farther west to Dallas, Texas, where, in December 1927, it recorded Blind Willie Johnson and Blind Washington Phillips. Both were sightless gospel singers and jackleg preachers who stood on the street corners alone or in pairs, playing their  instruments, singing their gospel songs, and preaching to passersby. Johnson was a guitarist while Phillips played the dulceola, a form of harp-cum-dulcimer, as he sang “Paul and Silas in Jail”:We must love and we must love, 
For Jesus to care for us, 
’Cause we ought to know, 
In Him, He is our only trust . . . 
Whatever we desire, whenever we do pray, 
We must have faith and believe,  
That He’ll do just what He say.

 

. . . In the dark hours of midnight, 
When everything was still, 
Old Paul, he whispered to Silas, 
Sayin’ “We should do our Master’s will.”

 

Old Silas, he began singin’, 
Old Paul, he entered in prayer, 
Then Heaven, it got all stirred up, 
And the Angel met them there . . .

(Columbia 14369-D, 1927. DOCD 5054)
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Figure 2.2. Speckled Red recorded “The Dirty Dozens” in 1929. Photo by Paul Oliver, 1960.

The era of the development of the gospel song, which paralleled that of the blues, was important in African American religious life, for the Spirituals and Anthems had declined in popular appeal during the early years of the twentieth century. As Frank Walker, Ralph Peer, and others who worked extensively on location have revealed, the story of the recording of African American religious music differed in many ways from that of secular music. It involved the sermons of preachers from a number of denominations, gospel choirs and quartets, and the self-accompanied jackleg street singers. The latter challenged the preachers in the Baptist churches and the churches of many faiths and sects, including the African Methodist Episcopal Church, the Church of God in Christ, the Mount Sinai Holy Church of America, Inc., and several others. The full history of the early recording of African American gospel music remains to be told, especially in view of the extensive documentation that exists of recordings made of preachers, soloists, choirs, quartets, and other vocal groups, in the 1920s and 1930s.

While there were links between the sacred and the secular forms of Black music, many African American church members regarded the latter with disdain. They also condemned dancing if the feet were crossed, with some considering instrumental accompaniment as “the Devil’s music.”

The southern location recording of Black secular singers began in earnest when the disabled street singer/guitarist Joshua Barnes Howell, known on the streets as Peg Leg Howell, was recorded at Atlanta in November 1926 by Columbia Records at the suggestion of talent scout Dan Hornsby. When the Columbia recording unit returned to Atlanta in April 1927, it again recorded Peg Leg Howell, with members of his “gang,” guitarist Henry Williams and fiddle player Eddie Anthony. They played a swinging and syncopated country dance, “Beaver Slide Rag,” backed by “The New Jelly-Roll Blues.”

Jelly-roll, jelly-roll, ain’t so hard to find, 
Ain’t a baker shop in town bake ’em brown like mine. 
I got a sweet jelly, a lovin’ sweet jelly-roll. 
If you taste my jelly it’ll satisfy your worried soul.

 

I never been to church and I never been to school, 
Come down to jelly, I’m a jelly-rollin’ fool. 
I got a sweet jelly, to satisfy my worried soul. 
I likes my jelly and I like to have my fun.

(Columbia 14210-D, 1927. MBCD 2004)


A jelly-roll was a sweet bun, but the term also signified satisfactory sexual intercourse. The Columbia record sold close to 8,000 copies initially, with a further 5,000 ordered, exceeding the sales of most religious artists (Mahony 13/14000 listing). Matched by a fellow blues singer and twelve-string guitar player, Robert Hicks, known as “Barbecue Bob,” singing “Barbecue Blues” and “Cloudy Sky Blues,” it became increasingly evident that a considerable sector of the Black populace was receptive to such secular music.

 

From the recording point of view, the methods employed on location were largely the same, being “set up” for the process. As the Texas talent scout Sam Ayo told me, “Years ago, when the portable stations come through it would be Dallas or San Antonio or some such place. A portable station was actually the old wax deals. I’d  get the hotel rooms and drape them up to make them soundproof, and actually arranged to record in the various hotel rooms.” The Victor company’s mobile recording unit was accommodated in an adapted truck and operated in the Memphis Auditorium, among other places. Some companies transported their equipment, which could weigh a ton, and used rented rooms to act as temporary studios, including, for example, the complex at 508 Park Avenue in Dallas, the Peabody Hotel in Memphis, the St. Charles Hotel of New Orleans, and the King Edward Hotel at Jackson, Mississippi.

Early in 1927 Ralph Peer, who was now engaged by Victor, made the company’s first field trip, visiting Atlanta where he recorded the songster Julius Daniels. He followed this with a visit to Memphis, Tennessee, and recorded the Memphis Jug Band, their issues proving to be a great success. Columbia continued in Atlanta, again recording the duo of Peg Leg Howell and Eddie Anthony, but also the accomplished medicine show entertainers Pink Anderson and Simmie Dooley, who both played guitars for their “Every Day in the Week Blues,” on which they each sang alternate couplets.

I woke up this mornin’ what do you reckon was on my 
mind? 
My brown want to leave me and I tol’ her she just wasn’t 
gwine.

 

My mama tol’ me when I was four years old (what’s she 
tell you?) 
“It’s good times here but it’s better after a-while.”

 

I took this brown skin woman from my best friend, 
She’s that good lookin’ and he stole her back again.

 

I sing my blues and I sing ’em as I please, 
I sing these blues to give my poor heart ease.

(Columbia 14400-D, 1928. DOCD 5106)



Anderson and Dooley also manipulated what had now become the established blues form of a first line repeated, followed by a third, rhyming line. On the backing of the same 78 rpm disc, “C.C. and O. Blues,” they sang the first line three times before the rhyming line:If you didn’t want me why didn’t you tell me so? (thrice) 
I won’t be hangin’ round your door no more.

 

When I ride the Seaboard he won’t ride the C and O 
(thrice) 
Gonna ride that train no matter where it go.

(Columbia 14400-D, 1928. DOCD 5106)




The unit engaged no religious singers but on its return to New York in November secured a couple of titles by Reverend Mosley. At the November 1928 session a singer named Alec Johnson was recorded, making six items. If Ed Andrews’s recording session was historic, so too was Alec Johnson’s, for he became one of few southern Black singers in the United States to record a “coon song,” a post-minstrelsy song type. Back in 1904-1906 the Black American singer Pete Hampton had recorded many such songs in London, England, for Odeon, Nicole, and other companies. Several of the cylinders had titles such as “Who Says A Coon Can’t Love?” and “The Phrenological Coon.” Several hundred titles were published as sheet music in the closing decades of the nineteenth century. Many examples were offensive to African Americans with their stereotypical images of razor-toting, chicken-stealing, watermelon-eating Blacks. This was evident in a song recorded by Luke Jordan from Lynchburg, Virginia. Ironically, he sang as if he accepted the stereotype while doing all he could to provide for his family.

You better pick poor robin clean, pick poor robin clean. 
I picked his head, I picked his feet, 
I picked his body, but it wasn’t fit to eat. 
You better pick poor robin clean, pick poor robin clean. 
So that I’ll be satisfied, havin’ your family, 
Get off o’ my money, and don’t get funny,  
’Cause I’m a nigger, don’t cut no figure. 
Gamblin’ for Sadie, she is my lady, 
I’m a hustlin’ coon, that’s just what I am.

(S&S Victor 20957, 1927. DOCD 5678)


A significant number of African American composers wrote such songs, including Ernest Hogan, author of “All Coons Look Like Chickens to Me,” and other composers such as Chris Smith, Cecil Mack, Irving Jones, and S. H. Dudley, who often wrote with sardonic humor in their words. Some of the songs were more enigmatic, such as Sherman Dudley’s “Mr. Coon, You’s Too Black for Me” and Alec Johnson’s “Mysterious Coon,” who was “always dressed so neat and trim,” wore “patent leather slippers, a high silk hat,” and had “diamonds all over his silk cravat.” The Mississippi Sheiks, a string band from the Jackson region, were performing in Atlanta when Alec Johnson was there in November 1928. As Johnson did not play an instrument, a few members of the Sheiks were employed to provide accompaniment as “His Band,” probably Bo Carter on fiddle, Walter Vincson or Joe McCoy on guitar, and Charlie McCoy on mandolin.

The following month the Sheiks were playing in New Orleans, where a Brunswick unit had arranged to meet members of the group. It was on this occasion that Armenter Chatman, known as “Bo” Carter, was recorded for the first time. Apparently following up on the previous session, he chose for his first title “The Yellow Coon Has No Race,” but it was not issued. Brunswick was apparently aware of the offense that the song might cause, as the song type was on the wane before World War I and rarely issued. However, Brunswick did issue his recording of “Good Old Turnip Greens,” possibly an adapted coon song.
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Figure 2.3. The Mississippi Sheiks: Bo Carter, Walter Vincson, and Sam Chatman, c. 1930.

Mr. Sensible went to Chicago, 
And I went to New Orleans, 
I’ve got mad and walked all the way back home, 
Just to get my greasy turnip greens. 
Oh, the white man wears his broad clothes, 
And the Indian he wears jeans,  
But here comes the Darkey with his overalls on, 
Just a-scrappin’ over the turnip greens. 
He’s a fool about his turnip greens, oh yes, indeed he are—
Cornbread and it’s greasy, and the good old turnip greens.

 

White man goes to the college, 
And the Negroes to the field, 
The white man will learn to read and write, 
And the nigger will learn to steal. 
Oh the white folks in their parlors, 
Just eatin’ their cake and cream, 
But the Darkey’s back in the kitchen, 
Just a-scrappin’ over turnip greens. 
He’s a fool about his turnip greens—
Cornbread and it’s greasy, good old turnip greens.

(Brunswick 7048, 1928. DOCD 5078)



An accomplished steel guitar player, Bo Carter soon proved to be a popular blues singer, eventually recording over 150 titles in Louisiana, Georgia, and Texas, as well as in New York.

 

Around the time Brunswick was in New Orleans, the Victor unit was seeking locations. It made a few titles in Bristol, Tennessee, and Savannah, Georgia, but to little advantage with regard to the Black artists the unit found and recorded. In the interim, on a trip to the hitherto untested location of Charlotte, North Carolina, a Victor unit recorded four titles with the songster mentioned above, Luke Jordan, who included one song entitled “Travelin’ Coon.” It was an adaptation of the “Travelin’ Man” song, which probably originated in minstrelsy and had been circulated in the state as a printed “ballet.” A version of the original was recorded for Victor in Memphis by Jim Jackson.

I’m gonna tell you about a Travelin’ Man, 
He’s born down in Tennessee. 
This man made a livin’ of stealing chickens, 
And everything else he seen. 
Well, a policeman got right in, after this man, 
And run him way down the road, 
He didn’t care how fast, 
That a freight train would pass—
This man would get on board.

 

Don’t you know he was a Travelin’ Man? 
He certainly was a travelin’ man. 
He was a travelin’ man, that ever was in the land. 
Oh he travel, and known for miles around, 
And he wouldn’t give up, 
And he wouldn’t give up—’till the police shot him down.

(Victor V38517, 1928. DOCD 5115)



By the end of the 1920s the principal recording locations had been established and were shared by the major recording companies, nearly a score of trips being made by Okeh, Columbia, and Victor to Atlanta and Memphis, and others to Dallas and New Orleans. Supplementary trips were also occasionally made to other southern cities. All these could be considered major locations situated in significant urban areas within Alain Locke’s zones of Negro seculars: “We can safely divide Negro secular folk-songs into six zones or provinces, each with its characteristic flavor and musical idiom.”

While nearly all the zones he cited were geographic, his reference to mountain music, with its “parallel Negro versions of hill ballads” denoted “Kentucky and Virginia highlands,” and recognized old-time music traditions, played and sung by White performers who were recorded in the Appalachian Mountains even more extensively than were African Americans in other regions.






End of sample




    To search for additional titles please go to 

    
    http://search.overdrive.com.   
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