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EDITORIAL

Hi there,bliues iovers. 1I'm
afraid we're running late again. But
better late tnan never.

The Blues seem to be going
from strengtin to strength around
this planet,and acoustic styies are
more than holding their own. slues
ciubs are featuring both and are io-
cated in various places in the U.K.
such as Hull,London,Douglas(I.0.M.),
Scuntnorpe, Saltburn, the West Country
and of ccurse nere in Lancaster at
MAX'S BLUES CLUB. {Check gig guide).

And more people want to
learn about the esarlier klues,their
rocts and sccio~historical back~
ground. I'm running new courses on
the Blues,for Lancaster University,
fromiJanuary tnrougil to August. I
also have a potential sioct in the
American Studies aepartment from
September, 1985. Otner unis have =x-
pressed interest in taese and l-day
courses, that I aifeg teach. The onz2
in January is for 10 weeks,called
"Just Got To Ride"(Transportation &
The Biues} and starts on 24th. at
the Storey Imstitute in Lancaster,
for tine Adult Continuing Education
programme, Tnis is an accredited co-
urse and the Credits go towards a
Certificate in Open Studies. Ring
tne Storey on 0524-849494 for getaid
o enrolment,if you're interested.

Thie more pecpie learn of
the roots of the Blues, tne more und-
erstanding will be spread amongst
PFeople of different races and cult-—
ures. This can only lead to more
narmony in this trocuble-torn world.
For me,tanat 1s what the Biuves is alil
about.

Hope Christmas is goed for
vousjand all the rest of 19%5. In the

great Charlle Fatton's words "a brand

new year" ("34 Blues". 31/1/34. Coar-
lie Patton vo.gtr.).
Stay adive,cocol,and happy!'

ne,. 10
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Ah! Them Biues wiil make
you plck a fight with a -,
\_circular saw.. —
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s it was in the beginning:wien
the musical genre was first called
"Bliues",arcund the turn of the cen-
tury,the 12-bar format was but one
cf many played by guitarists,and
later pianists. As many of these
early blues singers were sole per-
formers, tiiey did not have to adhere
to a rigid musical sitructure,as seen
through Angle~Saxcon/Buropean eves.
Indeed many earliy plues guitarists
sang biues whicn featured only one
chord. U.S. authors Stephen Calt &
Gayle Wardlow discuss these subjects
in tneir generally excellent book on
Charlie Patton.{"King Of The Delta
Blues" . Rock Chapel Press. 1988.)
Now read on:

"IS THERE LIFE AFTER 12 BARS
OF BLULS?"

(Piano-Man, Lawrence Pickup invest-
igates alternative arrangements
available for the bmdading Blues-man)

[:l remember the intense frust-
ration I felt when I first got the
bug and started trying to work out
exactly how this musical magic we
call the blues,worsed. Just now
could B.B.King make twelve ident-
ically structured songs all souna so
different? I had learnt without too
much difficulty,how to play a twelve
bar blues in almost every keyjand
yet for some reason,each rambling
pianc boogie number I played, sounded
very much 1like the last. Some music=
iand seem content to do this,but I
had the funny feeling that all I was
doing was playing lots of different
vergions of "Blue Suede Shoes" with
only a slight variation in the
lyries.(just how many songs Can
start with sometaning about "my baby"”
leaving me,being skint,or getting

out of bed with a thumping hangover),

But of course I was young and green,
and it wasn't too long before I was
experimenting with different raytn-
mic patterns and waking my own con-
tribution to that great mass of
blues lyrics about "babies" leaving
me and Rent Men bothering me for
money.(although,at fifteen I was
living at home with my parents and
had never once been asked to con-

-tribute towards my upkeep).

part from altering the rhyt
-nms and speeds of my 12~bar
blues songs,I also found that
applying a little discipline to
the instrumental as weil as the
vocal melody of a song.,can mean
that you don't cram every little
riff you nave learnt,into every
single number that you play. So
you can exhipit a little variat-—
ion in your technigue from song
to song. Tinis keeps your set
sounding 1interesting,despite the
fact that you are still being a
bit of a three-cnord wonder, and
in all nonesty,are not doing any-
thing particularly new with your
numbers.

[}{lowever,even tnough I have

now worked cut enougn different
rnytimic and melodic patterns to
seep me playing for a good while
before I start repeating myself
in guite the same way that I used
to,I still nave this nagging
feeling that I am playing the
same song over and over again.
Wouldn't it ke nice, just once in
a wnile,to play somethning with
more than three chords in it,or
to play those chords in a slight-~
ly different order?

K];!léli nopefuily,salvation is

at nand,because I have also spent
quite some time investigating
just a few of tnose elusive alt-
ernative arrangements to pedp .-
give the music that added extra
dimension., Firstly,wnc says,you’
have always got to play your
thiree chords in the traditicnal
order? The standard chord sequ-
ence 1is normally 1st. Chord to
2nd. Chord to 1lst'. CThorda to 3zd.
Chord to 2nd. Chord to lst. Chord
agaln,with perhaps a return to
the 3rd. Chord, just before the
next verse. However,you don't
necessarily nave to play your
cnords in this order. If you con-
tinue to play your 1st. Chora for
another couple of bars, instead of
turning to your 2nd. Chord,you
can quite comfortably go from



your lst. Chord to your 3rd. Chord
and back again,before playing your
2nd. Chord. Then it's back to the
i1st.,then to the 2nd.,and then re-
turning to the 1st. I hesitate to
suggest how many bars of each chord
you should play, because the idea
that you must have 12 bars in your
blues number is also a mytn I should
like to dispel. A little experiment-
ation in this department should be
quite fruitfui,as well as it can
vary depending on the speed and
raythm of your song. Repeating your
end phrase for example,is often a
firm favourite with many boogie play
ers. Often playing that first chord
for just a bar longer tnan you might
expect to do,can be quite tantalis-
ing,altnough with scme rhythm scheme
it can-bé a conplete spanner in the
proverbial works. An important as-—
pect of playing the Blues,is improv-
isation,many artists never play the
same song twice,but this can have as
much to do with the structure as the
melody. One trick I sometimes use,is
changing my 3rd. Chord. Normally, the
3rd. Chord is just a tone above the
second,but if you replace this chnora
with one wnhich is a tone below the
1st. Chord,you can get some interest
ing variations on your standard 12—~
bar blues. However,it is,after all,a
matter of taste.

O there you have it. There is
life after the l2-bar blues. The
application of just a little experi-
mentation with variations on this
traditional form,can produce some
quite stunning results,and can add
an extra dimension to your set. One
word of warning though,use the more
successful results of your experi-
ments sparingly. Otherwise you'll be
right back tc square one in no time!

T MR s e S Sl e o i i Wt . o . . P i L. e T T S S e W ok e o s

of Boston,Mass.
Put his iron-

ftramed pianc on
sale in 1823-

wood=-framed
{ - pianos in U.S.
o oand sEurcpe.

Jonas Chickering

g soon to replace
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"CRAL TRANSMISSION IN 'VAUDE=
VILLE BLUES"

Part 2.

[:ln most cases where rural/
traditional blues lyrics have
appeared in vaudeville-plues in
the early 1920s,it nas been
mainly a one-way tratffic which
infiuenced the latter. As was
probably the case with Ma Kainey
and her 'matchbox verse', and
Coct Grant's "Now,I stoled my
sweet man",line.(see Part 1).
But I suspect that rural blues
men (who recorded later) some-
times picked up a phrase,a line,
or even a whole song from early
female vaudeville-blues records.

n late April,1323,cne of
the more obscure of the Latter
singers,Lillian Harris, recorded
3 takes of "Mama's Got The Blues",
2 of which were issued. This was
a 'cover' of a Sara Martin song
from the previous year., Althougn
possessing a fine voice,witn a
slignt vibrato,Harris recorded
only & titles in 3 sessions during
the first half of 1923,whicn were
issued on the Banner and Regal
lapels. To a jaunty accompaniment
by the "Original New Crleans Jazz
Band" ,Ms. Harris sings with infec-
ticus entihusiasm,and you can imag-
ine the 'hip' dancers of the time
deing a slinky version of the
"Black Bottom" while she sang:

"Some people say that the weary
blues ain't bad,

On.: some people say that the
weary blues ain't bad.

But it's tne worst old feeling
that I ever did nave."

"Weke up this wmorning,with tne
blues all round my bed,

Oh' I woke up this morning, witn
the blues all round my bed.

I didn't have no daddy to hold
my achin' head."

"Never can tell what's on a
brownskin daddy's mind,
Ch. you never can tell what's
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on your poppa's mind.
He can kiss an' leave you,an' ope
ileaving all the time."

"Brownskin's deceitful,but a yalli-
2r man 1is worse,

Brownskin man's decelitful,a yall-
er man 1is worse.

I'm gonna get a black man an'
piay safety first."

"Never can tell what's on a brown-
s8kin daddy's mind,

Oat you never can tell what's on
your papa's mind.

He'll hug an' kiss an' pet you,an
he's leavin' all the time."

"Brownskin's deceitful,but a yall-
er man is worse,

Browngkin man's deceitful,a yall-
er man 15 worse.

I'm gonna get a biack man an'
play safety first." (1)

[ ]
[;lesumably just after Harris
recorded "Mama",the great Bessie
Smith entered Columbia's studios to
put her version on wax,cn either 28
or 30 April.

Bessie Smith
on stage -
c. 1328,

By contrast,Bessie's "Mama" was
sung at a slow pace and her majest-—
ic vocals seemed to almost over-
power Fletcher Henderson's piano-
playing. After singing tne same 2
verses as Harris (substituting
"Jinx"all around my bed"),Smith
goes on to the 4th. and then shifts

fthe tempo up a notcn to end tne
s0ng as a sexual boast:

"I got a man in Atlanta,

Two in Alabama,

Three in Chattanooga,

Four in Cincinatta, (sic)

Five in Mississippi,

Six in Memphis,Tennessee.

If you don't like my peacaes,

Please let my orchard be."
(2)

Interestingly,Sara Martin's
original versicn of this song,
recorded in December, 1922, also
featured just piano accompani- -
ment;in the shape of Pats Wall-
er{unneard by me). Martin is
credited as co-writer along with
another pianist/composer,Clarence
Williams,wio pitayed on many of
Sara Martin's records. The lat-
ter's pencnant for a 'doomy’
scund and tempo,wouid seem to
indicate that Bessie Swith uti-
lised Martin's approach and tnat
Lillian Harris offered the only
different arrangement and accomn-
paniment.

ut Sara Martin also rec-
crded with more rural-style mus-
icians such as Clifford Hayes'
jug band, and more importantly,
guitarist Sylvester Weaver. Born
in 18824 in Louisville ,Ky.(3), ..
wihere Hayes and Weaver were based
Martin was a contemporary of Ma
Rainey and Charlie Patton. Like
Rainey and scores of other vaud-
eville blues singers,she travell-
ed to sing. From 1215 onwards she
toured tne U.S. including the T.
C.B.A. circuit {see Part 1) in -
the South. "Mama's Got The Blues"
recalls a 1927 recording "Deceit-
ful Brownskin Blues" (alsoc un-
heard by me) by Blind Lemon Jeff-
erson,wno was probably also a con
temporary of Martin.

s with "Matchbox Bluses" and
Ma Rainey,it is depatable as to
what came first,the vaudeville or
rural pbiues version. Virtually
aill the verses in Lillian Harris'
"Mama" reappeared in rural blues
by Chariie Patton,Blind Lemon

!



Jefferson,Charlie Lincoln,etc. It
is gquite likely that Sara Martin
drew on traditiocnal sources (poss-
ibly via Sylvester Weaver) which
appeared in early rural blues-or
that she did indeed write,together
with Clarence Williams,"Mama's Got
the Blues"

nother title by Lillian Harr~
is would be later appropriated by
Skip James,"Four O'Clock Blues".
Harris included a variation of a
verse used by rural blues singers
such as Sam Collins, Peg Leg Howell,
and the ubigquitous Blind Lemon
Jefferson:

“Coryrdng

Yes,I'm crying.

'Cos my sweet daddy went away,
That same train will bring 'im

back, soneday .

Watch what I say.

The more that I cry,the further

my man gets away." (4)

The verse used by the male singers
ran:

"I'm leavin' this mornin',cryin'
won't make me stay.{x2)

The more you cry,mama,the
further I'm goin' away".

or some variation of these lines.
The earliest instance on a record
is by an unidentified guitarist who
was recorded in Greenville,$.C. in
1924 ,the year after Lillian Harris
recorded. This was a field record-
ing made by Lawrence Gellert,a
noted plues-lorist. The singer,an
ex-member of the notorious chain-
gang system in Georgia, sings that
he is "goin' away to leave,cryin'
won't make me stay".(5). Once more,
the origins are as likely toc be
from a vaudeville~blues background
as a rural one.

Eégimilarly,equally as obscure
an artist was lLethia Hill who made
just one side,inl1924,on which she

sangs:

"I got a man in New York,one in
Taennessee.(x2)
An' if one wants to guit,that

rural blues of a later date.

S

won't worry me."(6)

This theme of having more thnan en-
ough lovers,was prevalent in the
ram-—
bling Thomas,from Louisiana,sang:

"Had soc many women at so many
different times,

I nad so many women,and at so
many different times.

When one quit me, it sure don't
worry my mind."(7)

n Clara Smith's case, it
could be argued that at least on
cne occasion,the influence was
definitely from vaudeville-~blues
to rural style. In 1923, she rec-
orded a superb "awfui Moanin'
Blues" :

Clara
Smith—
c.lo24,

"Queen of
the moan-
ersg"

"I feel bad,always sad.
Trouble, trouble,driving me mad.
Good old days of long ago,all
are gone to come no more.
That 1is why you always near me
mean . "

" MmN M m |,

MrofrmmmmnGmmen. mmminmmmm .

M mmmmmmmm —MIaOTiTTE T .

How my heart acies.

Soon it will break,I'm almost
through.

What can I do,just to cure =-
tnese "Awful Mcanin' Blues?"

"I've got nc friends.
I can't trust men.
Bverything's in soak.*
I'm always broxe.
There's no place where I can
*=cnly one cnange of clothes — wear cne & sovan one
in the wasntubn.
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get a locan,
Even po place I can call my home.
That is why you always hear me
moan "

”Mmmmmmmmmmmmmmmmmmmmmmmm,

Mamrnmarammmrr T T .

Mrmrmmmmem —mrommmmmmen .

How my heart aches.

Scon it will break,I'm alwmost
through.

What will I do,Lord? Just to solve
thess "Awful Moanin' Bluesg" ." (&

Some 3 years later,James Jackson as
"Bo Weavil' Jackson cut his version
as "Why Do You Moan?" for Paramocunt,
playing some really archaic guitar.
Apart from nis accompaniment,Jackson
made no attempt to citange the vocal
approach, forgetting some of the words
and onitting the title. He even adopt
ed Smitn's ‘moaning style',using the
extended hum. This vocal ormamentat--
ion was never used by Jackson on any
of his otner 13 recorded sides. A
commercial flop,Jackson never record-
ed again. Half of his output was on
—— ———1 the Vocalilion label
as "Sam Butler®. &
name assigned by
white talent scout
Harry Charles,who
Jdiscovered Jackson
singing in tne
streets of Birming
iam, Ala. Jharles
"was partners withn
E.BE.Forbes in tae
L.E.Forbes Piano
<0. of Birmingham.
They handled botn
labels Jackson was
to record for."(9)

i:iZe moaning, nunming was a trade-—

mark of Clara Smith's singing style
which seems to nave come from Bast
Texas,originally. Texas Alexander,
Little Hat Jones and Smitia's contem-
porary,Victoria Spivey,all featured
the extended nun in their plues. 3oon
diverse artists such as Memphiis Minn-=
ie,Blind Willie McTell, Tommy bMcClenn-—
an,Lewis Black and Garfield Bkers inec
orporated this vocal embellishment in
to their blues. They came from otner
states, including Georgia,Mississippi
and Arkansas. Ciara smitn used this

| BOWEAVIL JACKSON;

powerful vocal tooi to great eff-

det on several of her recordings,

including "Waitin' For The Evenin'
Mail" and "Wnip It To A Jelly"(see
"Acoustic Blues" No.3).

[:lt would seem unlikely,despite
all of her travelling,that she
would have heard "Be Weavii" Jack-
son singing "wWuay Do You Moan?" in
the street s of Birmingham. It is
far more likely that Jacikson neard
Smith's record (she was one of the
top 3 best-selling artists on Coli-
umpcia at the time} and used a voo=
al approach he eschewed generally,
cn record at ieast. Also,Clara
Smith's song is more lyrically'com
plete' and includes the female-
oriented "I can't trust men" line.
It's interesting to note,in pass-—.
ing,that Texas Alexander recorced
a Z2-part "Awful Moaning Blues",
witn Little Hat Jones on guitar,in
1929:though this was a different
socng to Clara smith's.

(!];udeviile-biues would also
appear to have inspired rural sing
ers via an Edmonia Henderson (no
relation to Rosa or Fletcher) song
"Jelly Roll Blues". Aithougn culin
ary symnbolism is strongiy in evid-
ence,this is a blatantly sexual
blues (see recipe for "Jelily roil"
in"Acoustic Blues" NG.9.). Her
title referring to both male/fem-
ale genitals and the act of making
Love. So,for example,a good lover
is a"jelly roil baker".

Part of a
1924 ad. for
Paramount .

v

EDMONIA HENDERSON

MThe Melodious Dlues Singer”

"Jelly roll,jelly roll,they all
taste nice an' fine,

Ain't a bakery shop in town can
cook 'em sweet Like mine.



I iove my jeily,and I'm a fool
apout my Jelly rolls

And when you taste my jelly,it
will satisfy your weary scul."

"You can talk about your jelly
roll,but look what it's done,
Done made an old lady marry tie

youngest son.
Crazy about her jelly roli,she
was a Lool about ner jelly roii.
An' when you taste my Jelly",etc.

"Jelly roll,jeliy roll,you ain't
no friend o' mine,
Jelly roll killed my father an'
run my poor brother blind.
He loved his jelly.,he was a fool
about his jelly roll;
And when you taste my jelly. Lord
Lord,Leord Lord Lord".

"I don't know how to cook no pies,
or cakes,

But you just wanna see the jelly
roills that I can bake.

I love my jelly,and I'm a fool
about my jelly rolls

An' when you taste my Jjelly,it
will" ,etc. (10}

Bround 5 years later,George

Carter entered a recording studic in
Chicage tc make 4 sides accompanying
himself on jagged 12-string guitar.
One of these titles was "Hot Jeily
Roll Blues". Carter dispensed with
any pretense at cooking!

"Jelly roil, jelly roll,you can see
it on the fence,

If you don't go git it,you ain't
got no sense.

I'm wild about my jelly,mama's
sweet jelly roli:

When you taste my Jjelly,mama
can't keep you at home."{11)

and:

"I went up on the mountain, Lockad
down in the sea,
A good-lookin' woman winked her
eye at me.
'Cos she's wild about jeliy" jetc.
(12)

And wnereas Edmonia Henderson makes
reference tc the norrendous and also

l,

fatal results of syphilis,con-~
cerning ner fatner and brother,
Carter claims exactly the opp-
gsite. His blues is a declarat-
ion of joy and an advert. for
his woman's sensuality and art
at love-making,wno by implicat-
ion is in ner early/mid teens.

"Can make a blind man see,a
- lame man walk,
It'd make a deef woman hear
and a little baby talk.
Wild about my jelly",etc.(13)

He changes the "old lady" verse
to one cof incest:

"Gonna teli all you people,
wnat jelly roll done,docne:
Made grandmama marry ner
youngest grandson.
Sne wild about ner jelly",etc
(14}

Nothing is known of George Car-
ter,except that nhe played in the
style of other Atlanta 12-string
guitarists such as Charlie Lin-
coln,Willie Baker and Barbecue
Bok. The fact he was a resident
of this city,for a while at
least,is born out by his last
verse:

"If you don't believe my Helly
roll '1i do,

You can ask anybody on Auburn
Avenue" .(15)

Auburn was in the black section
of Atlanta,and together with
Decatur Street "were the ‘'main
stem' in Atlanta's Negroc sector,
bright,colourful with the liguts
of theatres,the music of tne
joints...Here the bluesmen gath-
ered,"(16).

D:ecious littie nas been
written on Edmonia Henderson,
apart from a paragrapn by
vaudeville-plueg cnampion,Derr
ick stewart-Baxter,wno said
that she leaned "heavily on
the vaudeville fence"(17). As
ugual,.nothing is known of her
origins. But one of her songs,

"Georgia Grind",might indicate



Headec for Decatur,
a suburk of Atlanta,in 13901
& these trolleys were stiil
running in the 1820s.

some time spent down on Auburn Avenue,
or Decatur Streetias well as the fact
that she recorded a session in Atlanta
as "Catherine Henderson" in 1925."Gec-
rgia Grind" was tne last blues she rec
orded, in a batch of 15 tities,which
Baxter rated as "excellent". This is
probably the same song Lucille Bogan
recorded twice as "My Georgia Grind"
(see "Acoustic Blues" No.6). Bogan -
spent some time in Atlanta and cut her
first session there,in 1923,

E:SO Edmonia Henderson could nave
written "Jelly Roll Blues". Godrich &
Dixon state that the 2 “"Catherine Hen-
derson" titles' "...composer credits
are to Edmonia Henderson".(18). Sne
would perform her songs live at places
like Bailey's 81 Theatre on Decatur
Street,where George Carter could have
picked up her "Jeily Roll Blues". A
variation of Henderson's refrain would
appear in the distantly-related "Good
Jelly" ,made in 1935. T0 a rocking gui-
tar and pounding piano rhythm,Big Bill
sings:

"You got to keep good jelly,.if you
wanna satisfy your poor man's
soul."{19)

Eln conclusion,it seems highly
Likely that songs by vaudeville-blues
singers such as Clara Smitin,Sara Mar-
tin and Edmonia Henderson,were trans-—
mitted by record,or more likely by the
oral process,to rural blues singers
who adapted them accordingly,cr some-

-times imitated themjas did "Bo
Weavil" Jacxkson. Similarly, the
melody,if not the lyrics of Ma
Rainey's "Booze And Blues" prob
ably inspired the Delta's Cnar-—
lie Patton on 2 occasions,when
later recorded "Tomn Rushen
Blues" and "High Sheriff Blues'"
It could also be said,with less
certainty, that phrases used by
singers in the early 1Y20s, such
as Coot Grant,Rosa Henderson &
Ethel Ridley{see Part 1) influ~
enced later rural singers like
Skip James,Robert Jonnscn and
Peg Leg Howell.

[:‘n spite of Oliver's quote
(Part 1),and his belief that
"Cross—-fertilization...dces not
seem tc have been a particular-
ly marked phnenomenon."(20),I
feel this shades the picture
tovo lopsided. The oral trans-
mission process,by wefinition,
is a 2=-way process,and is re-
flected in the influence of
vaudeviile-blues on the repert-
oire of the rural singers.

End.
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Batnprone SHA

The ice-man-¢.1914,Hattiesburg,
Miss. A familiar figure bpefore
fridges were more accessible.
Sometimes seen as the "bacrk—door"
man in biues,like the wayward
preacher.
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"ITHAT'S ALKRIGHT,NCW MAMA,
THAT'S ALRIGHT FOR YOU"

(A Blues route - 1)
L J

® Jack in the 1950s,around 1954

I think,the above lines pecams
familiar tc British teenagers(like
mel) via a new rock 'n roll sensat
-ion; Elvis Presiey. It was to be
several years before I came across
Presley's direct source for"That's
Alright". This was in the shape of
a blues singer named Arthur 'Big
Boy' Crudup (pronounced 'Crood-up')
wilc had started recording back in
1941 for Victor. He started tiae
session with the magnificent "If I
Get Lucky"'ias country blues as you
can get,with a nollering vocal
that goes rigiit back to the cotton
fields in tne Mississippi Delta.
In fact Crudup was born in Scott
County,Miss. on tne Illinocis Cen-
tras line,some 60 miles southeast
of the Delta,"in 1%05 at Forest,a
small Mississippi farm CoOmmunNilty
set midway between Jackson and
Meridian."(1).

ccompanying himself on
simple but effective guitar (Calt
suggests a Natlionai Steel),he was
backed up by a bluesman who had
first recorded in 1929 ,Kansas Joe
McCoy. McCoy usuaiiy played superb
-ly laid~back guitar,often with
Memphis Minnie,to whom he was mar-
ried for a time*in the early *30s.
But on Crudup's lst. session ne
played an imitation bass. Almost
exactly 5 years later,now on elec-
tric guitar,Crudup would record
what was to become Presley's wmeal-
ticket, that commenced with tnat
famiiiar refrain;

"Well.now that's alrignt,now
mama,

That's alright for vyou.
That's alright,now mama,
Anyway you do.

But that's alright,

That's alrignt.

That's alright,now mama,
Anyway vyou do."(2)

%lvis not only used the same inst-
rumentation and tempo, but even

Py
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parroted Arthur Crudup’'s scat vocal
break! The thewme ¢f the song being
thnat the singer's lover could treat
them anyway they wanted,that would ke
C.K. by them;or "You can break my
heart,baby. That's cood." Illustrat-
ing the tough exterior of the blues-
otherwise the 'survival factor'.

[:}ut Crudup's opening refrain go-
es back-a-ways yet. Around Hovember
in 1926,Texas blues supremo,Blind
Lemcon Jefferson recorded his version
of Victoria Spivey's "Biack Snake
Blues" ,made some €& months earlier.

"Mama, tnat's alright,mama, taat's
alright for you.(x2)

Mama,that's alright,most any old
way you da."{3)

BLUES

CALY 1 ani 11

Victoria Spivey and Loanie Johnson

The Yost Scnsationsl Race Record Ever
Halegsed! Two of ibe Most Famous HBiues
vingers are (o be leard ot Nue Record

MEAMN..D anc FOW, L2
8626 | NEW BLACK 3NAKE BLUES

: Pan | amd Do eeai Due
It wih Flags sad Goswr
5o, [ YIETORIA SPLYEY wnd
LUNNIE JOHNSON

¥ Race Records

i lti——

R rE——— . 8 T . i o, &, Y.

1928 ad. of 'cover' by the
ofiginal artist who rec.
"Black Snake"&Lonnie Johnson

Lemon sang in a high,plaintive tone ¢

deccrated by arpeggic runs on the
treble strings of his guitar. A sliow-
tempo blues whose vocal had links
with the field holler,from slavery
dayssit was in conplete contrast to
Crudup’'s "That's Alright". Yet Pres-
ley's mentor used the 'exan's verse
as the basis of his own 1946 record-
ing. Jefferson's “Black Snake" was on
the Paramount label,the one he was
contracted to. But this didn't stop

nim from cutting 8 sides for (Oken
rezcords in Atlanta,Ga. the folliow
ing year. Only 2 sides were issu=
eu,due to threatened legadi action
I suspect,one of wnicnh was "Biack
Snaxe Moan'". Basically tne same
as the one on Paramount. e con-
ciudes tne "mama verse" substitut
~ing "Say, baby,that's alrignt",
2tc. otherwise this i1s tne same
poweriul performance - and more
cleariy recorded!

®
/Anotner Texan,Ilda May Mack,

incorporated Lemon's pnrasing in-
to ner "Mr. Forty-Nine Blues",in
To28:

"I woke up this morning,walked
to my front door,

There's a letter from my
daddy,said ne didn't want me
noe moeore.

But tnat's alirignt,that's
alrignt for you,

vaddy, tnat's atright,any oid
way you do."{4)

The titie refers to tue nickname
0L the pianist who plays a more
ragtime style against the low-
down rural singing ot Ida May(or
Mae). Apart from specuiaticn that
sne mignt have peen a blues-—
singing prostitute who "sang witn
the brotiel pianists between turn
-ing tricks."(5),and that she pro
-bably came from Dallas,there is
littie or no information on her.
A far cry from most of ner female
vaudeville counterparts,lua May
Miack was one of the finest women
sangers tc record biues. As
Dailas was a big blues centre in
the 1920s,she might have heard
Jefferson at first-nand.

[:ln any event,Blind Lemcon
Jefferson {(now back in the Para-
mount foldl) recorded a third
version of his "Black Snake" in
early 1929. In a seemingly con-
centrated effort to ring the cha-
nges,when tne biack snake "occup-
ied my living room",he introduced
new verses,omitting the "that's
alright" one,and playing a less
complex guitar accompaniment . But
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1t didn't stcp a fellow Texan gultar- sounding narmony, they sang:
ist from using tne lines on nis own

first record, later the same year. "You can talk about a-me just
as much as you please,
"I'm makin' my own money,I don't Good Lordy! That's alright,
need you 'round, tnat's alrignt.
I''n makin' my own money,mama,l You can talk about a-me just
don't need you 'round. ag muci as you please,
'Cos when I didn't have nothin', That's alrignt. Lord! But
that's the time that you turned tnat's alrignt."(7)
me down." 5

The same theme persts as in the
"But you know,that's alright,that's secular songs with Ywama" being

alrignt for you, replaced with "Good Lordyl" and
That's alright,mama,that's alright "Lordl"
for you.
-—r [} 39 1 F X ] . N
You low-down an' cirty,an' I snow Samwhile back with fne

the wawy you do."(6)

Deviliin PFebruary, 1932, famcus
blues singer,Big Bill Broonzy
cut "Alrignt Mamma Blues" for
Gennett which remained unissu-
ed. However,later the next
montn for various A.R.C. labels
tnis time,he did "Mistreatin'
Mama Blues" which was reieased.
To some frenetic fiat-picking
similar to his phenomenal "How
You Want It Done?" from the
same session,Bill uses a tempo
similar to Arthur "Big Boy"
Crudup’dn 13461

"Lord! I feel so0 worried,mama
I don't know what to do,
Lord: I feel so worried,baby
I don't know what to do.
Loral My wife done quit me,
Loru,an' my sweetie too."

' t,! las-1500 : _
Maln BErect DEllas "Baby,that's alrigint,mama, s -

baby, that's alrignt for you,
Mama,that's alright, baby,
mama,that's alrignht for you,
You gwine want me some morn-—
in',Lord,an' I woen't want
you."(8)

Also recording in DallajGene Campbell
had some of the "moaning" quality of

Texas Alexander,while playing a more

spphisticated guitar part.,and comple-
ted the last verse with a fresh "ans-
wering line".

Bill,like Gene Campbell,suppl=-=
ied a new answering line in the

last verge. This is almost cert
[!;’ ainly a variation of "Alright
p until now,the "That's aAl- Mamma Blues" and a remake of
right" verse has been featured by Mistreatin' Mamma" from the
mainly Texas blues singers. But ar- game session. SO enamoured was

ound tne time that Campbell made his Bill by the "tnat's alright"
recording debut,a variation "crossed verse,iie seems Lo have recaorded
over the separation line" into gospel it on 2 more occasions by 1942,
song in the form of a guartet from (end oxX the pre-war era}.
Virginia. To a rousing and archaic-
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[
Broonzy,althoug‘n originaily from
Mississippi,had been in Chicago for
some 12 vyears when he did "Mistreat-
in' Mama Blues" and was "heavily into
the blues scene of the Windy City".
(9),where he was to become one of the
major figures of pre-war urkan,Chica-
go blues.

L ]
[;5ut back down in the Deep Southn,
a Florida bluesman recorded his own
strange version of "“"Black Snake Moan!
in 1%34. Taliahassee Tight (real name
Louis Washington),sang in a heavy,
grufif voice which was a virtual monc-
tone,in an irregular fashion with an
attacking guitar-style soc much loved
by Memphis Minnie and later Tommy Mc
Clenpan and Robert Petway. Here he
sticks to the original lyrics of Jef-
ferson's first "Black Snake mMoan" and
revives the Texan's "that's alrignt"
verse.

"Now,mama,that's alright,mama,
that's alright for vou,

I mean,mama,that's alright,mama,
that's alright for vyou.

I mean that-at's alrignt,pretty

mama,most any old way you do."(10)

He ends his biues with a single line:

"I'm cryin'
crawlin'

onhhnh! now,plack snaxke
all in my room-mmmmm."
(11}

One of the very few recorded blues
sdngers from Northern Florida,Talla-
hassee Tight cut 22 sides (nearly
half of which were gospel numbers),
over 3 sessions in January, 1934, and
that was the last anybody heard of
him!

?he following year,Leadbelly
brought the song back to Texas,or at
least the Texas-Louisiana border,with
nis honestly titled “"New Black Snake
Moan" . Playing an up-tempo,rolling
l12-string guitar,on those way-down
low bass strings,his version lost the
plaintive, sensitivity of Lemon's song
while his 'monologue trade-mark' add-
ed some originality. After ginging
"that's alrignt" etc.,he extends the
verse with some spoken commentary:

Spoken:"I walkea up toc my
baby. An' I know any
thing she done was
alrignt witn me. It
was Q.K. with me.
Jus' anythin' she
done would satisfy
rne."(l2)

Leadbelly claimed to have play-
ed with Lemon on the streets of
Dallas,Fort Worth,and other Tex
as towns,probably between 1912
and 1917(13). During this per-
iod, it transpilres that Lemon &
Leadbelly woud sing outside the
railroad tesminus in Dallas,anu
include blues lige "Fort Worth
And Dallas Bliues",when accord-:
ing to Leadbelly: "the women
would come running. Lord, have
mercy. They'd hug and kiss us
so we could hardly play."{14)
and "More evocative,more sugg-
estive",(15),they would aiso
feature ""Black Snake Moan",
whicih they later recorded comm-
ercially."(16). So it is likely
that Blind Lemon Jefferson i1st:
popularisea tne song over a de-
cade pricr to Victoria Spivey's
first recording of it. The lat-
ter most probably heard Jeffer-
son sing it in person,as she .
not oniy "worked as pianist at
Lincedn Theater,Dailas,TX?"(17)
when just starting her teens,
but also worked with Lemon and
others in gampling joints "in
Galveston/Houston,TX, area,early
20s8:"(18).

EBOviﬂg to yet another

state,Georgia,bottleneck guitar
ace,Kokome Arnold, recorded “ Y
"I'll Be Up Someday" in 1936,
with the pow familiar lines re-
ghaped in his own original i
style and adding a note of re-
venge:

"Says,I asked my baby to take
me pback once more,

She said "You ain't geot no
money, sweet papa, there is
the door".

I said,that's alright,mama,
I'll be up soneday,



And just like you did me baby,I'm
gonna do you the same old way."
(19)

[::Sig Biil used tne phrase "“Yeh!

But that's alright,baby,T will be up
g Y

someday" (20) on an unrelated blues,
the same month~6 days before Arnold
made his record,in fact. As I said
earlier,Biil seemed to like the
"that's alright" format and in 1939
ne cut "That's Alright,Baby" (un-
heard by me) with vrbanised acgomp-
animent including piano,clarinet, and
bass. Tnis would set the scene for
the session,within the next seven
years, for Crudup's historic "That's
Alright". But it started down in
Dallas and a blues singer known nat-
ionally in the U.S.A. as "Blind
Lemon Jefferson'.
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Track—laying on the L&y in

Robertsdale,Ala. 1941. Apart
from porter,track labourer was
the chief occupation for blacks
on Southern railroads in the
tirst part of this century.

SOUTHERN RECIPE BLUES-4

@nli};{e coon {see "A.B." 9)

hogs,or pigs,were easy to come by.
In the 1920s,poor black families
would favour the cheapest cuts of
meat such as pigs' feet. As indeed
pcoor white ones did elsewhere. In
Britain the disn is usually called
pigs' trotters. Celebrated in the
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blues by Bessie Smith on her "Gimme A4
Pigfoot And A Bottle Of Beer" at her
last session in 1933, and also by the
Memphis~kased Cannon's Jug Stompers.
Headed up by banjoist/jug blower,Gus
Canncn, they recorded an instrumental
"Pig Ankle Strut"ip 192& for Victor
records.

i PICKLED PIGS' FEET (SOUSE)

s

good-sized boiled pigs' feet with
uppers

gquart strong vinegar

bay leaves

tablespoon whole cloves
tablespoon broxen cinnamon

cup sadt

teaspoons pepper

cnion,cut into eighths

blade mace

OV S YIS N

lean feet carefully and cover
with hot water. Simmer until meat
will separate from bones,then remove
carefully with skimmer. Place in
stone jar,taking out the largest
bones. Save water for later use. Leat

BT R A VR S ST

vinegar witn bay leaves,cloves,
cinnamon, salt,pepper,onion and
mace. Simmer slowly for 45 min-
utes, but do not boil at any
time. Remove cake of rfat from
top of cooking water from feet.
Add about 1 quart of tne water
to vinegar:;if vinegar is not
very strong,use less water. Str-
ain liquid througn a sieve ana
pour over meat in jar. Chill 2
days.("The American Woman's Cook
Book" . Ed. Ruth Beroizneimer.
1947 (Rep.). Culinary Arts Inst-
itute,Chicago. P.261.)

QO

2us "PANAMA LIMITED" . FRENCH
TOAST

2 eggs

¥ cup,milik

3 cups shortening

Confectioners sugar(sic)

2 slices bread,cut 1% inches
thick,crusts trimmed, then
cut diagonally to form tri-
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e folne Blues Fexbivad
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—angular shaped pieces

eat eggs well,then mix in the
milK and beat again. Dip bread sli-
ces in egg and milk mixture. (It is
not necessary tc scak the bread,al-
though this can be domne according
to preference.}. Fry in hot short-
ening (about 3 cups of snortening
in medium sized fry pan.). Brown on
both sides. Drain the cooked toast.
Sprinkle liberally with confection+
er's sugar. Serve hot.

Simple but superbt ..

ILLINOLS CENTRAL RR

("River Road Recipes". The Junior
League of Baton Rouge,Ing. Baton
Rouge,La. 1971.(Rep.). P.42.).

The Panama Ltd. was a famous I.C.
express train and alsc a title of

a Bukka White blues from 1930. Of
course the I.C. was the subject of
many blues in the first nalf of the
20th. century.

GIG GUIDE

Lancashire

MAX'S BLUES CLUB at the YORKSHIRE
HOUSE, 2, Parliament St.,Lancaster
LAT IDB. (0524-6479)

Dec.9th.~~-CATFISH KEITH.
16th.-~=-3AM PAYNE.
23rd.~-~—GY¥YPSY BILI. WILLIAMS.

19

Dec.30th.---LYNN BRSEZE & THE
' DEL KIOS.
1995
Jan.étn.-~-DELIA & SUN ST. MOANERS.
13th.-~-HARRY GUREVITCH.
20th .~--SWAMP STOMPERS.
27th.~-—-ROUSTABOUTS.
Feb.3rd.~—--PETE OAKLEY & ROBIN
WALTON .
10th .—--ALAMO LBAL.
17th .---LUTHER HEAVISYDES &
LITTLE MAMAS.
24th.~--COLIN KIRBY.

Humberside

THE 'ROYAL WILLY' BLUES CLUB at
ROYAL WILLIAM ,Waterhouse Lane,
Hudil.

Every Mon. evening. For details
contact 0482-227237 or the Royal
William pub.

"MR, K'S COUNTRY BLUES" at the "RAW
WATER BLUES CLUB", The Spa Hotel,
Saltburn BRank,Saltburn.

For details of "Mr. K'S" regular
events,ring: Chris on M'bro 321559.
London

WAIN'T NOTHIN' BUIY, 20 .Kingley St.,
WIR 5LB. (071-2870514)

Every Monday (evenings)-—-~JAM with
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GIG GUIDE(cont'd)
HELLHOUND BLUAS.

CHRIS SMITHER WINTRR TOUR 1585

Feb.il~-"Tipitina's", Scunthorpe .

12--"Tipitina's", (luncn-time) #
Radio evening.

lé~-Hounslow. Venue T.B.A.
22~-=VICTOKIA, Saitburn.
23--JUMPING & HOT,Newcastle.
25--Painswick. Venue T.B.A.

Late additions

"PTIPITINA'S" at tne LINCOLN IMP,6,
Gray Rd.,Scunthorpe, Humberside. For
glg details ring Peter Burke cn
0G1724-8360C778.

"MANX BLUES CLUB",7,Tromcde Close y
Dougias,I.0.M. IM 25PE. Zvery Thur-
Sday. Contact Dave Wade on 0624-6223
96.
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"I BEST OF KANSAS JOE Vol.l 1929-
198 5"

Tarl Arcnives BD-603 L.P.
I WANT THAT/THAD WILL BE ALRIGHT/CAN
I DO.IT POR YQU?-PART 2/PILE DRIVIN'

we got the LA T TIT T YT

Blues ...

In books, on T shirts,
tnraiiwnuylpw"ll‘ﬂlf‘l‘iﬂ““m

prints ~ send for a FREE
catalogue, now ! to;

Bluelats Studis
Unit 2, Merchant Drive, Mead Lane, Hertford,
__Merts SGI37BH (0992) 500600
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BLUES/SHAKE MAMIIS/MY WASHWOMAN'S
GONE/YOU KNOW YOU DONZ ME WRONG/

JOLIET BOUNIY/EBVIL DEVIL WOM AW

BLUZS/GUING BACK HOME/MEAT CUTTER
BLUES/HOLE IN THE WALL/ONE IN A

HUNDRED/ONE MOKE GREASING/THE PRO

DIGAL'S RETURN/IF I BE LIFIED UP/
LOCGK WHC'S COMING DOWN THE ROAD/
THE WORLD IS A HARD PLACHE T0 LIVE.
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‘:?:om the opening sounds of
the twin guitars of Joe%w and Mem-—
piiis Minnie,you kKnow you're in
icr a plues session of the high-
est order. Inevitabliy,tniat 'Mem-
pitis sound' gets goapared to tue
Beale St. Shéiks,Prank Stoses &
Dan Sing{(Sane) wno seem toc have
been the innovators down in Mem-
phis,Tenn.,at least on record.
This is especially true on "Tnat
Will Be Alright",a superb example
0of laid-back guitar and musicadi
discipline.

m;uuu: SoaLlil vouCdadlds can pe

heard on 2 tracks:"Hole In The
Wall" which is as hard and low-
down as any blues from the Delta,
and an update of an old ingiisn
ballad("The silver Pin" and oth-
ers) from the 1&th. century,"Can
I Do It FPor You?-Part 2". She al-
SO plays some beautiful slide on
"Washwoman" and "Shake Mattie".
The latter introduces the phrase
"shake,rattie and roli" (1931)some
23 years pefore Big Joe Turner &
Biil Haley.

(contld on p.18)
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Cne of the two ali-black minstrel/tent/medicine shows still

travelling the South in 1920s. Where Frank Stokes,JTim Jackson came

from.
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(from p.16)

ansas Joe's eifortiess vocals
are as tight as his guitar-playing,
and sometimes recalls the great Miss
issippian,Tonmy Jomnson. As in"Going
Back Home" ,Joe's version of Johnson's
"Cool Drink Of Water Blues",witn bro-
ther Charlie on soulful mandoiin.
While his "Pile Drivin' Blues" is a
classic exampie of blues-singing at
its best:so controlled but hard hit-
ting. Just as fine is "You Know You
Done Me Wrong" which borrows the tune
of Blind Lemon's "See That My Grave
Is Kept Clean"/"One Xind Favor" and
Joe's 'cover' of "Devil Got My Womnan"
whicih he titled "Zvil Devil Woman
Blues". Shades of "Prison Bound Blues
by Leroy Carr and "Viola Lee Blues"

from Canncon's Jug Stompers can be
heard,and yet most of nis lyrics

sound fresh and original.

Yy Ccontrast,on the 2 gospel

Acme Blues Band, Citizen Kane,
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items,under the psuedonym of
"Hallelujah Joe",he preacnes
with an intensity to rival some
of the pest captured on record!
He rasps and growls his way
through "The Great Change In Me"
(here called "The Prodigal Son"
which could have inspired Blind/
Rev. Gary Davis on his disc of
the former title,over 6 montas
later,for A.R.C. Backed by a
small mixed group and mn unknown
pitano player,this is the real
thing-sho' nuff!

other name used by Joe
was "Gecrgia Pine Boy". Yet he
is not present on “"OCne In A Hun-
dred"V It is Charlie McCoy whno
takes tne vocal with lovely
bottleneci (sounding like Tampa
Red) and propably Chuck Segar on
sympathetic piano. But Joe is on
on "One More Greasing® incllding
some imaginative sexual symbol-
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—ism using the autcmncbile for imagery
and the butcher shop in "Meat Cutter
Blues". The other 2 tities unaer this
nsuedonym, feature taut vecalising and
rocking guitar from Joe ; + some fine
fiddie from an unidentified musician.
His "Road" is inspilired by Tommy John-
son's "Maggie Campbeli Blues" wnile
part of "The Worid Is A Hard Place To
Live In" runs :

"Because tnis worlid's hard place to
live,pefore you gcne."

A neat sumpmary of tne Blues.
r——

-

L_rhe sound on this albuwm is gen-
erally good and has a generocus play-
ing time. Discographical details are
included, as always,and unless you've
got Kansas Joe on Yazoo,Blues Class-
ics,Origin,etc. you won't find many
duplications. Highly recommended, and
if you can't find the L.P. check the
contents of 4 C.D.s on Document which
is part of tne sane record comnpany.
The nos. are DOCD5026~5031 and feat-
ure both Kansas Joz and Memphis Minn-
ie.

COMPLETE BUKKA WHiTR"
Coilunkbia Roots 'n Blues CT 527
82 Jassette.

PINEBLUFF, ARKANSAS/SHAKE 'EM ON DOWN/
BLACK TRAIN BLUES/STRANGE PLACE BLUES

/WHEN CAN I CHANGZ MY CLOTHES?/SLEEPY

MAN BLUES/PARCIHMAN FARM RLUZ3/G0O0OD

GIN BLUES/HIGH FEVER BLUSS/DISTRICT

ATPORNEY BLUSS/PFPIXIN' TO DIE BLUES/

ABERDEEN ,MISSISSIPPTI BLUES/BUKKA'S

JITTERBUG SWING/SPECIAL STREAMLINE.

"THE

ne of the more recent reissues
(1937-1940) in the series,and strai-
ght away,let me say tiis is an essen-
tial buy for all lovers of the Delta
blues. It is of course,by no wmeans
the "comnplete" set of Bukka's recora-~
ings,any more than other reissues us-
ing this illusory description. The
possible exception is tne "Complete
Biind Wiilie Jonnson" from the same
series {see review in "A.B."N0.5),
and even then,there are tne 2 uniss-
ued/untitled secular sices by "Blina
Texas Marlin" from 1928,whicn could
be Johnson.

L
L4 5 ; 4
[:}ut the important thaing is

tne music. It's great tou hear
all these songs in such excelli-
ent sound and it realliy aads
that extra dimensicn. Thnis is
certainly true if,like me,you've
cnly been used to rougner re-
issues from sarlier years.
Every nuance of "Pinebliuff,K Ark-
ansas" (witn stinging bottle-
necx)} ana "Black Train Blues"
can now be neard.

K];rlhite's volce on these pre

war sides,stiil had a heavy vi-
brato which added to the inten-—
sity of such pileces as the
spiline-chilling "3trange ¥rlace
Blues" about his mother’'s bur-
ial,and the awescme power of
"Sinake 'BEm On Down":iwhichh was
covered by singers sucia as Ton-—
my McClennan,Robert Petway,Big
Bilil and Mississippi Frea McDow
eil. Althougn,in his excellent
noteg,Marx Humpnrey states tnat
this was "Buska's only hit...",
severatl of tne otner bjlues pre-
senteu here nave gained & wider
recognition. "Parchman Farm"
was to be popularised in tne
60s by white U.S. jazz singer,
Mose Allison wiho ingpired Bri-
tain's Georgie Fame & Thne Blue
Flames to do a similar rendit-
ion (to Allison),and "Fixin' To
Die Blues" was liftea by Bob
Dylan for his deput L.F. in
1962, as Humphrey says. Much
later,in thne 1990s,"Busxka's
Jitterbug Swing” would pe fea-
turea by U.5. country blues
guitarist,"Catfisn" Keitn,wno
in turn inspired tne "Hellicund
Bliues" to incluue it,on tihis
side of the water. "sSwing" is a
rollicking blues with Washboard
Sam puncning out tne "lickety-
split" rhythmi;as ne does for 12
of these selections.

@nlixe the Kansas Joe L.P.

this nas little variation otner
tnan tempo,which produces a
semi-hypnotic effect as vyou get
deeper into what Buskka is sing-
ing about. The harrowing "When
Can I Change My Clothes?" ref-
erring to the degradation of
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wearing a prison uniform,and the dip-
Cisive "Sleepy Man Blues",a rare ref-
erence to mentad depression in the Bi-=
ues. The last tracx is a superb train-
imitation referring to an Illinois Cen
tral express. "The hoboes don't fool
with this train,they stand on the tra-
¢k with the hat in the hand",Bukka -
says, indicating the speed would blow
the hoboes' hats off their heads. He
imitates air brakes and the train witi-
stle as welli as the pounding raytnms 4
cf the wheels on the iron road. "Sam'g
washbcard riding right along therxe
with him. This is in fact a re-make of
& side Bukka did solc in 1930,cailed
"Panama Limited",and along with a sim-
ilar train item by Georgia's Blind Wil
lie McTell,"Travelin' Blues" (also in
1930) is unique in the Blues.

N a carping note, the playing
time is a bit short,under 45 minutes.
I feel that Columbia could have in-
cluded the 2 Library of Cpsngress nos.
from 1939 and the 4 issued Victors
from 1930. But perhaps contractual
problems were the stumbling block.
Also,the last ringing note of Bukka's
slide guitar is once again cut off by
Columbia's scund engineer,from his
Peautiful "Fixin' Te Die" .{see my com-
ments on the same thing in a compilat-
ion review in an -early izsue &£ "Blue-
print").,

But tnese "faults" are completely
cvershadowed by this aibum's majestic
bower,personified by Mississippi's
Bukka Wihite. Get it from any good rec—
crd shopjon C.D. too!

Columbia ad. in May,
1927 ,for the first
recording by Barbecue
Bob (Robert Hicks).
Note that the pic. is
Still a caricature with

12-string guitar.
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