BLUES IN THE ROUND

EDWARD KOMARA

As Eddie "Son” House recalled it, traveling with Charlie Patton to his

1930 Paramount Records session was a lot of fun. Patton rounded up

House and two other Mississippi Delta musicians, Louise Johnson and
. Willie Brown, and arranged to have singer Wheeler Ford {of the gospel
group the Delta Big Four} drive them to Paramount Records in Grafton,
Wisconsin, for Patton’s third recording session. Boosting themselves with
corn liquor bought early in the trip, the musicians {except for the abstain-
~ ing Ford) had a raucous time on the road. At one point Johnson and
Patton, former lovers, got into a heated argument in the front seat of the

car; Johnson put an end to their quarrel by joining House and Brown in .
the back seat. On their arrival in Grafton, Johnson chose House as her .

new lover {Perls 1967, 61).

House's “road trip” story as related to Nick Perls has become such a
beloved yam of Mississippi Delta blues lore! that it almost eclipses why
Petls, with Dick Waterman and Phil Spiro, sought out House in June
1964. Among Waterman’s first questions to House upon initia} telephone
contact on June 21 was whether the older man was the same as the cne
~ who recorded for Paramount in 1930 {Waterman 1989, 50). House indi-
cated so, probably with some surprise over his visitors’ knowledge about
his records. In truth, House’s Paramount records, along with Charlie
Patton's, were available at the time of the visit on the reissue label Origin

1. Several historical narratives about Patton and Houise retell the latter’s road trip story

_ at length. The best of these is Obrecht (1992}, Robert Crumb (1253) devoted four panels to
the trip; he acknowledged use of Palmer (1981, .

EOWARD KOMARA is the music Horarian and blues archivist at the Music Library and Blues
Archive of the University of Mississippi. His catalog and commentary on Charlie Parker’s
19461947 Dial sessions is fortheoming from Greenwood Press. ‘

3

o




‘4 . BMR Joumnal

Jazz Library? The irony of these events is that the records that House,
Patton, Brown, and Johnson made in 1930 were not intended for histori-
cal posterity but for the immediale fool-tapping entertainment of a
record-buying public,

‘Blues musicians are not usually considered salesmen of their own
music, but maybe they should be. Due to the few opportunities ta per-
form outside their towns and counties and to the musicians’ face-to-face

" familiarity with their regular local audicnces, blues performing and lis-
tening activities are depicted as communal in oral history, photography,

" and literary accounts. The same musicians in the setting of a recording
studio are almost never thought of as communal, but they could be.
When a “community” of musicians is concemed with the objective of
making marketable records for home entertainment, the trials and suc-
cesses of their endeavors can be assessed through their products. Can
their records sell themselves without the benefit of widespread advertis-
ing? If 50, should the musicians be eredited for promoting the worth of
their music through the strength of their recorded performances?

These questions will be addressed after reviewing the well-known 1930
Paramount session featuring 1.ouise Johnson, Sun House, Willie Brown,
‘and Charlic Patton. Some aspects and artifacts of this session have
received litlle attention, but they should be examined. The extensive
discography of the surviving takes included in Appendix A will be cited
‘throughout this review; by its example, 1 hope to demonstrate that
discography is a necessary tool for blues research and an insightful
means for interpreting recorded blues performances.

® * ¥ % W

Charlie Patlon’s 1930 Faramount recording session has long been
regarded as classic. As early as 1964 Crigin Jaxz Library owner Bernard
Klaizko {1964, 8) wrole, “Was this the greatest country blues recording
session ever? In my opinion—emphatically yes!” In recent years the
Japanese label I'ea Vine litled a reissue of records from this date as The

- lagendary Delta Blues Session. While the term “legendary” may be

overused in other blues history contexts, it is fitting for this event. It was
on this occasion that Louise Johnson and Willie Brown made their only
studio recordings under their own names. This was Charlie Patton’s third

_session for Paramount and his last for almost four years. It would be on
. - the basis of these studiv discs, along with Alan Lomax’s 1941-1942 field
‘recordings for the Library of Congress, that Son House was sought out in

2. Sea the discography in Appendix B, Tor a review and appraisal of House written rmly-,-
weeks before his rediscovery, see Napicr (1964).
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1964 and reintroduced onstage. Two of the Paramount issues fr.um this
session have yet to be found, becoming, with the passage of time, the
Geail for blues listeners,
H?Elfght:‘:ﬁft(.;kes sutvived from Jatton’s session with Holuse, Brown, }z:ln;i
Johnson, These performunces were shaped by the musicgns and tec ;
‘cians present at the time of the recording. The first record made was 0
Louise Johnson, with audible encouragement from the vther three mu:;;;
cians; the last was of Charlie Patton performing with Willie Brown.
seems the musicians from Mississippi wese allowed to stay in the studio
even when not performing, an unusual practice in a time wh'en thae typi-
cal procedure was 10 have the nonperforming musicians wait outside In
line. Silent technicians monitored the recording of these performances
and set them in the form we hear today, Like the people in the studio, we
the Listenars can knmerse ourselves in this historical event b.y foilowmg
the takes in the order they were recorded, noting the changes in the music
and the personnel, and realizing for ourselves thc_ conditions taqﬂly
anderstood and accepted by all participants at the time of the session.
Thus we may come to understand what was rccor.ded when the micro-
phones were turmed on, and at tithes we can begin to speculate about
what occurred while the microphones were turned ptf. ‘ ,
Appendix A prosents the 1930 session in a n_nuswa] ihem?uc fOI;I’l'I.E.ll.,
tracking composing credils, melodic themes, lyric and melodi¢ transcrip-
tions, and record issues. It extends the scope of blues discography from
the comprehensive listings of Dixon and Codrich _(1982}, Leadbitter a:.u_l
Slaven (1987), and Leadbitter, Fancourt, and Pelletior (1.994-)7 Their m;h;.—
pensable discographies are less descriptions of the music and more akin
to telephone books, containing names and numbers anc_l oceasionally a
strect name, such as Beale Street in Mem phis. Yet, following the ::xamp]c
of the telephone book reader who admitted, “True, the plot isn’t much,
" but what a cast of characiers” (8ing 1957, vii), lisleners and rescarchers
¢can gain from contemplating the names and the titles. What is rfmre,_tlu-:
record™—= may be located and listened to, ¢nabling some msight into
those ,i.mes and titles. To take enc step further, the recnrdgg procedures ‘
and working conditions may be investigated, toward a realization of why
a given record sounds the way it does. o o
- Crucial to an understanding of the Patton sesson 15 an un_derstandmg
of the recording process as it was in 1930 The only studio recording
process then in use, from Victor down to Paramount, was a dt_rect—tu—dlsc
method that etched the musical performance anto a wax disc called a
matrix, The matrix would be the source for the intermediate stampers
3, Much of the infurmation that fallows vomes from Mumma, Sheridas, and Kernfeld

ifi i rali el ils own prace-
1988, espr. 357-68). For specific details about the Paramount ug;ralioq an "
Eiures, sér; Calt and Wardh‘::: (1990), part of an excellent five-article series abaut that Jabel.
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and, in turn, the commercial copies. During recording, the wax matrix
dise would spin at a rate of seventy-vight revolutions per minute. The
duration of a musical performance depended on the diameter of the
matrix dis¢. The lwelve-inch disc could hold as much as four and three-
quarters minutes of music, the ten-inch dise, three and a half minutes.
Tweive-inch records were fragile and expensive to make, limiting their
use to classical recordings. Ten-inch records, despite their shorter playing
imes, could better withstand the frequent playings to which they were
subjected,

S0, musicians had to keep their performances down to three minutes
per take, Paramount technicians used an electric light system to signal the
end of a given take (Titon 1977b, 22), If the performer indicated that a
song would exceed one three-minute side, he or she was sometimes
allowed Lo continue it on a second dise; the two parts of the song would
be then issued back-to-back on one commercial record. Bdits were not
possible, If a mistake was made, the whole song would have to be re-
recorded on a new wax dise. Thus, all musicians had to performn without
errors for three minutes in order to achieve an acceptable take, Sometimes
they had to perform two acceptable takes; since wax discs were subject to
breakage, an extra performance would be recorded as a “safety.” During
the course of a recording session, the studio engineer had to keep track of
the various takes, Each song was numbered in ascending conscoutive
order, with the takes for each song also successively numbered,

The Iaramount Record Company’s small size shaped its commercial
markets, The Wisconsin Chair Company of Port Washington, Wisconsin,
founded Paramount as a side venture to jts phonograph cabinet manu-
acturing, At first, Paramount lacked its own recording facilities, having
to use studios In New York (hence “New York Recorded Laboratories” on
cvery Paramount label), Chicago, and Richmond, Indiana. Eventually, in
1929, Paramount recerding studios were built within the Grafton facto-
ries of the Wisconsin Chair Company.

Since Paramount was not a recording industry giant, it could sign enly
regional personalities and minor stars. After seeing Okeh successfully

launch its “race records” series in 1920, Paramount decided to aim for
- African-American markets with its own "race” geries. Alberta Hunter
and Ma Rainey were among Paramount’s urban stars, but Texas blues
performer Blind Lemnon Jefferson broke open the country blues market in
3926. In its quest for additional country blues talent, Paramount signed
Charlie Patton of Mississippi in the spring of 1929 on the recommenda-
tion of Jackson, Mississippi, talent scout H, C. Speir? At his first session,

4. Paramount’s search for country blues talent i freabed in Cal and Wardlow (1991).
Speir's discovery of Patton for Iaumount is detailed i Calt and Wardlow (1988, 11-15),
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in the Gennett Records studio in Richmond, Indiana, Fatton recurda_*.d
several hits, including his teademark “Pony Blues” and “Down the Dirt
Road Blues” (see Dixon and Godrich 1982, 581). .

Shorily after the new Grafton studio was compieted in the fz_:ll of '19_29,
Charlie P’alton went there for his second recording session, taking violin-

- 1st Henry “Son” Sims with him. Patton and Sims tecorded separately for

some sides and together for others. On this occasion, Patton Rcrformed
his two-part blues about the 1927 Mississippi River flood, “High ’ifNa'te.r
Everywhere” (Dixon and Godrich 1982, 581). Paramount f_eatured I"hgh
Water Bverywhere” in its Chicago Defender advertisement n the April 12,
1930, jssue and then listed it in a subsequent Defender ad two weeks later
(see Vreede 1971, opposite item 12901). Sales figures for relenses from th;n
studio session were spfficiently impressive to interest Paramount m
recording Patton a third time, o

The label's contact for locating Patton and other Mississippi artists con-
tinued to be H. C. Speir. During late April or carly May of 1930 bpeir
brought a gospel group, the Delta Big Four, to Grafton for a Paramount
session. After delivering the vocal group, he met with Paramount presi-
dent Otto Moeser, who offcred his visitor an opportunity to buy the Jabel
from the Wisconsin Chair Company for tweaty-five thousand dollars.
Although Speir was interested in Moeser’s offer, he couldn’t meet the
price, as he had made a large investment in an oil well the previous fall.
(The il well proved to be dry, and Speir lost thirty thousand dollarsas a
result [Wardlow 1993b, 25].) .

While the Delta Big Four were taking a break, recording director
Arthur Laibly allowed Speir to speak into the studio micruph'ono. for a
test record. Laibly also asked Speir for Iatlon’s address; Speir replied
that Patton at the moment was living in Lula, Mississippi, adding that
other business commitments prevented him from going there to speak to
the my™™ an (Wardlow 1993b, 25).¢ Determined, Laibly himselfl went to
Lula by train, extendded to Patton his invitation to mcord, and acked him

&. The recording malrix numburs for Speir's test wene L-314-1 and [-314-3, Numbers L
312, L-313, and L-315 thmough L-320 were used for the Dela Big Four (L'M?. remains
“untraced). On his test, Spweir read headlines satirizing then-governor Bilbe from Misslusdippi
newspapurs daled April 12 and 19, 1930, which he had brought with him. As only these two
onnsecutive issues of a regiunal newspaper were read aloud, a moording ciate after April 26
seems unlikely for this test and hence for the Delta Big Four session. ?arnmmmt gave a hun-
dred copies of the test to Speir, who glesfully guve them to his music store customers alter
his etum to Jackson_ During the lale 15605, Spuir gave researcher Gayle Wardiow the }asl
surviving and only kaown copy of the test In 1905, upon my rcommendation, Juhn
Meador, Dean of University ot Mississippi Libraris, acquired the Sprir dise from Ward low
for the Blues Archive. .

6. According to Calt and Wardflow (1988, 213}, Ls iply suppasedty sent a lelegram to Speir

"jnquiring about Patton after the Delta Big Four session.
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to bring along any musicians of sufficient talent. For trip expenses, the
recurd executive gave the musician a hundred dollars {Calt and Wardlow
1988, 212.215). PPatton had long known Willie Brown, had just met Son
House, and remembered Louise Johnson, a piano player at the Joe Kirby
plantation. He gathered everyone together and asked idelta Big

- Four-member Wheeler Ford to drive them to Grafton,

The exact date of Patton's third session remains unknown. Estimating
the total length of time taken by Laibly to arranige a train trip to Lula and
by Patton to contact the other musiclans as three to six weeks, a likely
date could have been any time between May 25 and June 14. The takes
waxed by Johnson, House, Brown, and Patton span the Paramount
matrix numbers L-398 through 1-433. The session must have been held
betore September, when singer Anthony Olinger recorded on matrix dise
L-503 for the ninety-third birthday of Wisconsin Chair president J. M,
Bustwick Sr.” Between the Speir test (1.-314) and the Bostwick disc (L-503)
Is L-348-2, containing “You've Got What | Want” performed by Irene
Scruggs. For many years, Scruggs kept a test copy of that disc with the

 recording date of May 28, 1930, inscribed on the label, By inference, the

Patton 1930 session takes are thought by many to have been made on or
about May 28.* although thers is nothing to disprove that the Mississippi
Delta musicians were actually there in July or even August.? In consider-
ation of Laibly's contacts with Speir and Patton when setting up the ses-
sion, the present account and discography place the recordings between
May 28 and June 14, 1930, but allow conjectures through August 1930.

Theit road trip aside, what exactly did Louise Johnson, Son House,
Willie Brown, and Charlje Patton, with the supervision of Arthur Laibly,
do during the session itself? To attempt to answer this, the records will be
examined in matrix number order, the same order in which they were
recorded, presuming that Laibiy and his studio engineer did their work
carrectly, :

21)7. The Jabe) from the Bostwick birthday disc wasl reprroduced in C-:II and Wandlosw (1993,
8. Dheon and Codrich (1963, 555) described the hand-dated Irene Scrugys test disc in con-

-nection with her Paramount release of “You'va Got What I Want,” but they prudently gave

“c July, 1930 for the Patton, Houge, Brown, and Johnson sides. In later editions, howevcrt,
the House, Bruwn, and Johnson performances are aseribed the apecific date of "Wednesday,
28 M’:‘ay 1930” (1969, 119, 325, 374; 1982, 122, 340, 391), while Patton’s are given as “o. 28 Mag;
;Z?:{l (1969', 553 1982, ';l?il)h 'I‘heb&possibilily that the date, specific or approximate, for the
N sussion discs eould have been borrawed from the Scruges test i
Hall and Noblett (197583, BES tint was poinied out by
9 1-13'1} 2nd Nabilett (1975b) reporied that “Son House nemembers the session as being in
August.” 1 have yei 46 trace House's quote if Hall and Noblett touk it From a printed source,
Nt'vunh.eiess, given the dates of the respective Speir, Seruggs, and Bostwick text matrices, it
i concivable that Pallon and his fellow musicians went 1o Grafton in August.
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Example 1. Louise Johnson, Al Night Long Blues,” take 2 (1.-398-2), apening
voewl chorus with Patton’s interfection

-:’. D |

HE —=HE ‘,H}.._Jd_::w

lohasant 1 woka up s mor- mo’

e BY
ERTY | ISR (N, B2 2

Pattyer (apeakingn  Well?

Louise Johnson performed first, playing two takes each of “All Night
Long Blues” (L-398) and “Long Ways from Home” (L-399), titles that
share the same melody and several lyrics. Both takes of “All Night Long
Blues” have survived, demonstrating the practice of recording an extra
safety in case the first master was damaged. The first take was acceptable
and indeed released; but as a precautionary measure, a second take was
recorded, in which Johnson left out the piane solos she performed in the
first take, The lyrics borrow someihat from Anna Jones’s “Trixie Blues”"®
and other recorded blues,” but the manner in which Johnson played and
sang the song is reckless, humming with the pianoe figures and shouting,
almost bursting, the melody beyond recognition.? The encouraging
shouts frorn House, Brown, and Patton add greatly to a raucous atmos-
phere, not unlike those in the Delta barrelhouses. Patlon showed himself
especially deft at spurring her, to the extenl of interjecting a respomse in
the middle of a phrase (see Ex. 1).

After Johnson's firsl cfforts, there is an apparent blank for the next
eight paa*rix numbers (rom 1.-400 to 1-407, except for L-403 and 1404,
whicl ntain performances by a military band {performing “U.5. High

10, Paramount session, New York, ca. July 1923 (Dixem and Godrich 1942, 405),

11. The lyric, “blues all round {one’s] bed,” mnay be beird in recordings by Memphis and
Mississippi blues petformers of this period, such as Frunk Stokes with Dan Sane (“Sweet to
Mama," 1927), Memphis Jug Band ("Coal Ol Blues,” 1928), Turnmy Johnson (“Lonesome
Home Blues,” 1930), and Ishinon Bracey (“Suitcase Fult of Blues,” 1930). Louise Johpson's
use of these wonls, together with her lyrics to "On the Wall,” place hee finnly in the
Memphis and Mississippi blues contexs.

12, At one time, there was some doubt about whether Touise Johnson sccompanied her-
seHf at the piano or merely sang in front of an uncrediled pranist. Clarenee Lofton, in con-
versation with John Crosley, claimed to have been the pianist on the Louise Johnson sides
{Croom 1970). Son louse (1965, 41) referred to Louise Joluwon as "the girl playing the
piano.” Hall and Nehlatt (1975a; 1975b) lstened to Johnson's recorded performances, com-
pared them o representative sides by Loftun and other pianists, and considared (e
remarks by Rob Heath (1570), Groom, and Houge. They concuded that Louise Johnson cer-
tainly was her own secompanisl. No research has appeared since 1975 to challenge their
opinion. L
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School March” and “Spirit of "98” [Vieede and Van Rijn 1996, 73]}. No
causc for the break in recording has been documented, and the missing
numbers are uniraced in the other Paramount “race” issues. Two writers
on piano blues, Hall and Noblett (1975b, 21-22), noted speed irregulari-
ties (Johnson's sides sound in F-sharp, an unusual key that would force
the pianist to play mostly black keys), and they suggested that the session
was momentarily stopped for repairs to the recording equipment.®* If this

" is true, the Mississippi musicians may have taken an extended break,

during which repairs were made and the military band recorded some
takes.

When the Mississippians returned to the studio, Son House took his
turn at the microphone, accompanying himself on the guitar. “My Black
Mama” was based on a melody by James McCoy that THouse heard near
his birthplace, Lyon, Mississippi (Wilson 1966, 2-3; Groom 1968, 6). It was
recorded on two sides for back-to-back issuie. Often noted are the “Death
Letter” vorses on patt two, which can be traced back to Ida Cox's 1924
Paramount recording, “Death Letter Blues.” This #doath letter” concept
was treated also in records by Lottie Kimbrough, ! Komeo Nelson,'” John
1. Fox,' and apa Harvey Hull.”

Afterward, House recorded the two parts of “Preachin’ the Blues.” For

_ the melody, House borrowed another tune from James McCoy and added

his own verses (Wilson 1966, 2-3; Groom 1968, 6). Much has been made
of this piece concerning House's vacillation between the blues and the
church (see Charters 1967, 65). The recording went well, with the first

‘takes of each part approved for issue. Interestingly, during the fifth cho-

" S S
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Example 2. Willie Brown, “Fulure Blues,” guitar mutive

 L-412 is untraced, so the identity of its performers remains Unknows.
- The next surviving recording is by Willte Brown, whose legendary musi-

cal reputation is documented in frustratingly few recorded performances.
M & O Blues” is based on the tune “Pony Biues,” identified with Charlie
Patton for many years up and down the Delta and even more so upen the
Paramount record release in 1929, Brown used the same guitar accompa-
niment that he used while backing up Kid Bailey in the latter’s 1929
recarding of “Rowdy Blues.** After the {inal vocal chorus, Brown seems
to utter the word “end,” perhaps acknowledging that he saw the signal

_to finish the take; he then attaches a guitar coda 1o close the perfor-

mance.™ .

After “M & Q Blues,” another four matrix nwmbers are unlraced,
although L-415 is ascribed by Vreede and Van Rijn (1996, 73) to
“(3randma Blues” by Willie Brown (unissued, lost). On L-418, Willie
Brown performs “Future Blues,” based on another Charlie Patton tune,
“Maggie.” The distinctive characteristic of “Future Blues” is the
descending-scale motive that Brown snaps off the guitar string with his
thumb instead of strumuning (see Ex. 2). Yor lyrics, though, Brown bor-
rowed from Ma Raingy's “T.ast Minute Blues”® in his first two choruses.

rus of the first part, a muffled noise can be heard, perhaps from one of the Louise Johnson returned to the piano for 1419 and 1.-420. “On the 4
nonpetforming musicians in the studio.® Wall” is baget~n “Cuw Cow Blues” by pianist Cow Cow Davenport. The
. Lo : : " 4 3 . e T - - o
13. 1 verified these pitch irregularities mysalf while transcribing, the incipits for the the- : breathless ¢, aing lin, Well, I'm going to Memphis, T'm gonna Slgp. 'l’t .
matic discography- £ Jim Kinpane's,” refers to Jim Kinnane's Monarch Saloon at 340 Beale
14. “Wayward Girl Blues,” Faramount record session, August 21, 1928. Dixon and z Stroot in Memphis?® The title, however, comes from a line in Patton’s
Gondrich (1982, 65) listed Kimbrough's recotds under her maiden name, Loltie Beaman. CF “shake It and Break 117 that Johnson sings in the fourth vocal chorus, She
- 15. “Dyin’ Rider Blues,” Vocalion session, November 26, 1028 (Dixon and Godrich 1982, i g :
" 559). : . ) . 19, The nature of Brown's musical accumpaniment behind Kid Bailey i still » svatter of
16. "The Moanin’ Bluws,” Gennetl session, December 14, 1927 (Dixon amd Godrich 1982, L ¥ debale among rescarchers (see Evans 1993; and Wardlow 19933, in response).
242). - : ’gj : 2. Macleod (1994, 29) inteepretd The siray word lwo different ways: as “pnd,” an )
17. “Hey! Lawdy Mama—The France Blues,” Germedt session, on or about April 8, 1927 DB sustrustion to complete the side, or as “and,” he first word of 2 new vocal chorus that .
{Dixon and Codrich 1982, 356). The Qrigin Jazz Library alburn Really! The Country Blies i Bpown rualizes he has to omit : o ;
opens with Son House's “My Black Mama,” purts one ard bwo, with this Papa Harvey tiull ¥ 21. Although I'ation used the “Magyic” theme as the melodic basis for sever] recordind : ]
record following. : Prrformances {including “Screamin’ and Hollerin' the Blues™ at his finst session), he never - b
i&, The muffed sound occurs between the Jines “Yeah, @ heaven of my own” and : : committed The original sung; itself 1o wax {see Calt and Wardlow 1988, B8-54). : :
“Certainly 1'd give all my women a long long happy home.” In his lyric transcription, i ¢ 29 “Last Minute Blucs” Parsmount session, December 1923 (see Ltixon and Godrich :
Macleod (1994, 26-27) transcribed the sound as “Wait for it, Follow me,” and added the ' 1582, 605}, : :
e, “Ihe quict speech (by anvther?) suggests more thin solo viocal]/gluitar],” Checking J 2%, 1 am indebted Lo collector and historian Richard Llite of Memphis for verdfying the :
sevaral relssus of the wall-worn, unique sUTviving 78 (pm copy, 1 could net make aut any : {ueation of the Monarch Saloon and the proper apelling, of its proprislor’s name. Jim 3 :
distinet words, My opinion is that the nolse was made by s witness, perhaps Brown, Kinnane was also the aubject of a Robart Wilkins blues, “Old Jim Canan’s” [sic). recorded in : :
- l]nhnsun, ar Patton, anct yet unly House was preforming. : ' 1935 for Yoralion but not released wolil the Jate 19603 ' B
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gets some encouragement for “On the Wall,” but she alone is heard for
her last side. “By the Moon and Stars” is based on “The Forty-Fours,” a

" melody widedy shared among black southern pianists of the 1920s includ-
ing Eurreal “Little Brother” Montgomery, who recorded a classic version

- of the theme as “Vicksburg Blues” in 1930 (Gert zur Heide 1970, 19-20).
Both of these Louise Juhnson recordings sound in the key of B-flat, appar-
ently free of the studio equipment problems that may have caused
Johnson's earlier sides to play back in F-sharp.

Another four matrices skip by, and then comes “Dry Spell Blues” by
Son House. The two parts of “Dry Spell Blues” were the most irouble-
some sides tu record, requiring four and two takes, respectively.

. Although Lhis is an original compuosition by House, its chant-like phras-
ing is similar to that of “Preachin’ the Blues” and to the axe-songs
hollered by [licld laborers.® The most likely reason for the retakes is that
the piece is a tricky one to perfoem, with its rmusical phrases cut short and
<ovetailed togethet. The result is an urgent but unhurricd performance.

The drought that inspired House's “Dry Spell Blues” and, as will be
examined befow, Charlie Patton’s “Dry Well Blues” was still persisting at
the time of the session, and its aftereffects would linger through March
1931, Much is known and has been written aboul the other great
Mississippi Delta disaster cuptured in blues, the 1927 Mississippi River
ficad,® but litthe is known about the 1930-1931 drought. However, the
American Red Cross (1931) published a report on its drought relief work,
opening with these dramatic Enes: “The drought of 1930, which parched
the fields of 1057 counties in twenty-three States with severe reactions in

ihe early months of 1931, was the greatest calaguty of its kind in the coun-
try’s history.”

As early as March 1930, rain shortages were noted in West Virginia,
Kentucky, Indiana, Tllineis, and Missouri, During the Ume of this record-
ing session, Mississippi was receiving forty-seven percent of its normal
rainfall. In August the drought had gained the press’s attention and
President Hoover’s concern; he appealed to Red Cross Vice Chancellor
‘Ernest P. Bicknelf for drought relief, and he also opened the farm-credit
facilities. Dy June 30, 1931, the Red Cross alded some 2,765,000 people
{Amecrican Red Cross 1931).

I'or Son House as a field hand and for Johnson, Brown, and Patton as
musicians supported by the ficld hands, this drought affected their earn-
ings and outlooks in different ways. The fervent narrative of House's

24, Charters (1967, 6465} discussed only “Preachin’ the Blues” with the axe-songs; bl
“Dry Spell Blues” also has the “hesilalion” rests that Charters identified in “I'reachin’ the
Blucy,” and hence, it tio i3 relevant, if not zelated, to the axe-songs and other field hollers,

Z5. Laniel {1977) prescrted # general history of that flood, while Briggs (298Y) identified
specific recorded blues about it. }
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" “LIry Spell Blues,” with the c].iiaped guitar accompani:nent, portrays how

hazd he was soufiling through this difficult season. In contzast, Patton
reacted with less austerity. As a possible response to House's “Ury Spell

.. Blues,” Patton revealed his own view un the unfolding disaster, having
- Brown join him on second guitar. He began singing his narrative in a

deliberately slow tempo; the resulting record lasts three minutes sixteen
seconds, a Little long, but safe ennugh to {it on a ten-inch disc. Patton used
one of his familiar melodic models, “Fony Blues,” on which he had set so

- many of his other lyrics.

Together, “Dry Speil Blues” and “UOry Well Blues” form a double por-
trait of these two early bluesmen. In “Dry Spell Blues,” Son House
depicts himself as one who works Lthe Delta soil, and his melody reflects
his labots, Despite his previous travels and a brief prison term at
Parchman Farm {Wilson 1966, 2-4), House scems to have never strayed

.- from his musical and agricultural roots in Lyon, Mississippi. Patton, on

the other hand, considered not just his own situation bul alse those of the
people around him, using melodies and lyrics that he picked up over his
long itinerant performing career, Willie Brown's guitar presence shows
that ether musicians learned Patton’s pieces and were willing to join
Patton in performance anytime.

Falton recorded three other pieces, again in duet with Willie Brown:
“Some Summer Day,” “Moon Going Down,” and “Bird Nest Bound.”
“Some Summer Day” is a thinly disguised cover version of the
Mississippi Sheiks’ smash hil “Sitling on Top of the World” (recorded on
February 17, 1930), 2 opriaiing the melody and three lyric couplets
from the song compo. . d by two members of the Sheiks.

“Moon Going Down” and “Bird Nest Bound,” on the other hand, are
sung to Palton’s “Maggie” theme in varying deliveries, “Meon Guing
Down” receives a shouted, hard-driven performance that renders lyrics
about a Clarksdale, Mississippi, mill fire and an onrushing train all the
more vivid, After bellowing, “Lord I think I heard that Helena whistle”
midway in the fourth vocal chorus, Patton tells Brown, “Well, 1 hear it
blowing,” which gets both performers chuckling® “Bird Nest Bound,”
by comparisan, is subdued, even wistful. Its words, paraphrasing those
of “Bird Nest Blues” sung by Ardell “Sholly” Bragg in 1926 (Evans 1987,
197; Calt and Wardlow 1988, 174),7 are expressed so longingly by Patton

26. This little agide was discovered by R. R Maclend while he was ranseribing the lyzics

Jor his compilation Yizoo 1-20 (1988). Macleod believd thal Brown fainlly compleles

Patton’s sung line with the word “blowin’,” to which Palton replied, “Wali, Willie, [ hear it
blowin’ 1we.” Given l'atton’s indistinet manner of speaking and the driving music, the vocal

exchange doesn‘t seem clear envugh tobe heard exactly as Macleod transeribed it However

one hears it, one must credit Macleod for capturing the spicil of the noment.
27. L have yet to have aceess to Braggs's record or a refssve W compang Lo Palton’s adap-
tation, . . :

£
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that some lListeners interpret them as sentiments longing for a home or
- refuge (Palmer 1981, 84-85). Since “Bird Nest Bound” is the last perfor-
mance of the session, Patton could just as likely be signaling to Brown,
House, and Johnson that It was time to pack up and head back to
Mississippi. After all, Patton always showed himself to be a musician for
all oeeasions through his songs.

‘There is one remaining, take, a rather odd one at that: Son House and
Willie Brown playing a blues featuring lyrics about walking. This was
never released by Paramount but survived on a test dise found fifty-five
years after the session.?® The disce itself has no matrix number, so it is dif-
ficult to place the itemn within the context of the session. Patton biogra-
pher Gayle Wardlow (1994) suggested placing it at L-412, which seems
plausible, as L-412 is between House's “Preachin’ the Blues” and Browns
“M & O Blues.”

, -After the musicians were paid,? they quietly reburmed to Mississippi.
. The records wete released with little fanfare; a Paramount promotional
fist for October 1930 included Som House's “Dry Spell Blues,” parts one
and two, among its "New Releases” (see Vreede 1971, opposite ilem
129¢1). No other announcements {or this session’s releases are known or
readily available, “Race records” generally were selling poorly, in large
part due to the Depression. Paramount compounsied their poor sales
with worsening distribution; by the end of 1931 not even H. C. Speir
could get IParamount 78s for his store (Calt and Wardlow 1992, 22). For
many of the tilles described in this study, only one copy exists; each was
located not in Mississippi, but in the tobacco and apple regions of
Virginia and North Carolina, where the workers had money for records.®

Young Mississippi musicians Robert Johnson, Muddy Watets, and

Howlin® Wolf learned some of the Defta songs recorded in Grafton not

" from the records but from the musicians who made them. Robert Johnson
and Muddy Waters adapted House's “My Black Mama” melody and the
“Walking Blues” lyrics to suit their respective musical purposes. Johnson
recorded his version of “Walking Blues” on November 27, 1936, and saw
its release on Vocalion the following year (LaVere 1990). In 1941, in the

28, The discovery by Michael Kimsling of the *Walking Blues” disc and vther previously
unknown treasurcs is deseribed in Hilbert (1989)
. 29, Son House (1965, 41} told Julius Lester that he was paid forty dollars for the session,
the equivalent of a year's work in the cottun fielda. However, Patton received forty dollars
per side after his first session in 1929. Calt and Wardlow {1952, 1R) reported thut Taibly
wished In pay tifty dollars per sicle Lo Patton ) each membur of his contingent for their
~respective: efforts. 1f wo, House may have actually received no less than three hundred dol-
- lars. :
30, As one whu has Lraded with rollectors for aver thirty years, Gayle Wardlow gener-
enasly shared with me in June 1994 the facts behind the discoverics of rare and unique copies
of blus records, including thuse uxamined in this study.
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presence of Alan Lomax and John Work, Muddy Waters performed
“Country Blues” and discussed its origins (see Muddy Waters 1993). To
be sure, Waters admitied he was familiar with Johnson's “Walking Blues”
tolease, but he pointed out that he leamned the tune from Son House him-
self 3 Waters’ contemporary, Howlin’ Wolf, on the other hand, was taught
by Charlie Patton (Welding 1967, 20-23), and elements of Patlon's songs
remained jn Howlin’ Wolf’s repertory throughout his career {sce Howlin'

‘Wolf 1992). For example, the enigmatic opening lyric of Howlin’ Wolf’s

1956 classic “Smokestack Lightning” (“Smokestack lightning, shining just
like gold”) tums out tu be a compression of Paiton’s fifth vocal chorus
from “Moun Going Down” (“Lord the smokestack is black and bell it
shine Jike, bel! it shine like, bell it shine like gold”). Later in their lives,
Muddy Waters and Howlin’ Wol felt Mississippi for Chicago, and by
1960 both were mainstays of Chess Records and the local ¢lub scenc.

During the late 1950s and the early 1360s, inguiries about pre-war
Mississippi musicians began to be made. As scratchy copies of vld 785
were recovered one by one, they were hailed as historical recorded docu-
ments of aging or deceased bluesmen not just as the enterlaining [f:ot-
tapping performances they were originally intended Lo be. from the first,
the records from Patton’s Grafton session were regarded as usically and
historically significant, and no effort was spared to bring them back into
circulation. From 1961, wk~ the Origin Jaz2 Library labe! began reissu-
ing Patton’s records, through 1985, when the “Walking Blues” test was
found, the performances from this late spring 1930} session were uncov-
cred bit by tantalizing bit.

Two discs have yet lo be found, One is Paramount 13099, a Willie
Brown release with “Kicking in My Skeep Blues” and “Window Blues”;
the other is Paramount 13096, pairing «{larksdale Moan” and
“Mississippi County Farm Blues” by Son House (Vreede 1971, items
13096 and 13089: Dixen and Godrich 1982, 122, 341). Fortunately, Flouse
performed the latter title for Alan Lomax in 1942, thus preserving the
song. ¥

}fousc based his "Mississippi County Farm Blues” on the melody of
Blind Lemon Jefferson’s “See That My Grave Is Kept Clean,” and therein
lies an interesting story. House recounted to Alan Wilson (1966, 5) that
during the Grafton session, the “recording ¢ngineer” (probably Laibly)
announced thal Jefferson had died and asked if anyone knew any
Jefferson songs to record toward a tribute release, In response to that

- 31, For comparison and discussion of the Son House, Robert juhnson, and Muddy Walers
treatments of “My Black Mama” and “Walking Blues,” see Cawley (1981) und Briggs and
Burka (1988,

32, Tomax field recording 6608-A-1, July 17, 1942, fue the Archive of Fulk Song, Library
of Congress (o Dixon and Godrich 1982, 341). . }

ot il
e
Lacy.
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request, House recorded his “Mississippi County Farm Blues.” At first
glance, House's account of the song’s origin mvites a little skepticism, as
Jefferson was found dead in Decemnber 1929, but a look at Paramount’s
Jefferson releases and related advertisements in 1930 may uncover some
grains of truth Lo the story (see Vreede 1971; Calt and Wardlow 1992, 22).
‘At the time of his death, Blind 1emon Jefferson was Paramount’s biggest
star. The label probably realized that sales would drop if the news of his
domise became widespread, so it continued releasing and advertising
new Jefferson records as though he were still alive. As late as March 29,
1930, I’aramount ran an ad in the Chicago Defender referring to Jefferson
in the present tense: “Blind Lemon Jefferson says “Southern Women are
fiard to beat’ and he ought to know.” Additional Jefferson discs from his
last session appeared the {ollowing May and June; only in July was a trib-
ute record announced to Paramount dealers® H House was indeed in
Grafton in June, his story of learning about Jefferson’s death at that time
may be true®

Returning to the questions guiding this study, did these records by
aiton, House, Brown, and Johnson sell themselves without widespread
advertising? Certainly not to the buying public of the Depression but def-
initely to the collectors of subsequent decades who discerned musical
merit in each 78 rpm disc they saved; it is entirely due to these collectors

that everything from this session survived. And were these musicians
persunally credited for promoting the worth of their music through the

33. Paramount 12915, with Walter and Byrd singing “Wasn't It Sad About Poor Lemon”
on side A {mutrix 1-276) and Rev. Emmet Dickenson preaching “The Death of Blind Lemon”
on side B (matrix L-277), The disc's matrix numbers suggest an approximate recording dute
of late March or April 1936,

34 There are few grounds for House's apparent claim Lo have mei Jefferson himself.
Charters {1967, 188) told us that “Son House has said that he met Lomen in the studio in
Port Washinglon the duy before Son reconded in July, 1930,” then recounted House's story
aboul when De leamed of Jefferson’s death. House didn’t mention actually mesting
Jefferson to Alan Wilson (1966), but he inadveriently dropped Jefferson’s nane to Perls and
Calt (1967, 61} while describiryg the hotel arrangements at Grafton: “House: Me and her
. [Louix: Johnson] stayed together in our little room. 50 Chatlie und Willie and this olher bay
. Perlt and Calt; "Wheeler Ford?” House: ‘Lemon. Lemon Jefferson. Like in this rom.
Charley in the naxt une, Willie in the next one. Then me and Louise, we had the one thal's
facing the street. ‘Thal’s the way that was.” House didn’t mention Jefferson again, and
instead of following up wilh questions about the possible encounter, his interviewers usked
about the guitars used at the session. Charters (1991, xi) acknowledged Nick Perls as a
source. If what Perls showed Charters was the same interview that was later published as
“Sen House Tnlerview—Par One” (1967), {is mention of Jefferson was the basis of
Charters’s indication that House and Jufferson met. ,
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: strength of their recorded pkerformanCES? In the case of Son House, dra-

matically so.
Fueled by reissues of House’s 1930 Paramount records and 1941-1942

Library of Congress performances, Dick Waterman, Nick Perls, and Fhil
Spiro sought the musician himself. They located him, not 1n the
Mississippi Delta or in Memphis or in any part of the South but improb-
ably enough in Rochester, MNew York, on June 21, 1964, Father's Day
weekend (Waterman 1964; Waterman 1589). The rediscovery ol Son
House caught the imagination of the fledgling blues press (Klatzko 1964)
and even the notice of the general news magazine Newsweek (“Looking
for the Blues” 1964)% With encouragement from Waterman and erls,
House resumed performing in public, playing anew the repertory heard
previously on scarce.and wom 78s. Ie enjoyed a distinguished Indian-
curnmer carect, a carcer made possible through his old records and his
impassioned performances on_them. Of the group that traveled from
Mississippi to Wisconsin in 1. 4 to make records, House was the only
one to live to be rediscovered: Louise Johnson had not and would not be
heard from after moving to Menphis in the early 1940s {Hall and Noblelt
1975b, 21n1), Willie Brown died in 1952,% and Charlie atton succumbed
to a heart defect in 1934 (Wardiow and Calt 1967, 10-17).

This essay’s title, “Blues in the Round,” can be read in three different

"-,ways. First, four Mississippl musicians crealed a circular rapport among

themsclves while working in a Wisconsin studio, thus producing a
somarkable series of records. Second, the shape of a dise on which these
and all other blues performances have been issued, whether 78, LF, or
CD, lends a tangible meaning to “in the round.” And finally, a record
being a sccondary document of the immediacy of the performer himself
(the ideal primary source), a cireular path may e traced from the record-
ing periormer to the record and back to the performer, even if, as was the
case of Son House, that path had to take more than thirty years lo refurn
to the starting point. : E

- A version uf (his éssay was read at the conference »Americw’s Blues Cullure and

" Heritage” at the Univensity of North Farida, April 22, 1994. Subsequent research was made

possible by the Walter Cesloth Award conferred by the Music Library Assoclation,
February 1995. 1 thank Cayle Wardlow, Don Keenl, Dick Waterman, andd Peter Lye for read-
ing the manuscripl and making timely suggestions and corrctions. S

35. This article also meats the rediscovery of Neheminh “Sldp” Junres.
36. A reproduction of Brown’'s death cerlificate is given in Wardlow {1986, 6),
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© account while gxamining the various reissues an
| tions. Such pitch differences may be due tu recording equipment prob-
' lems (Hall and Noblett 19750, 21-22), to Patton’s practice of tuning his
* guitar sharp for timbral brilliance {Calt and Wardlow 1988, 182), or to
© decisions made during the LP and CD transfer processes.
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APFENDIX A

o T—

Catalog af Charlie Patton’s 1 430 Paramount Session

This catalog is arranged in matrix number order of the session takes,
st disc placed after the last

with the unnumbered “Walking Blues” te
numbered matrix. The header information for each recording includes

the name of the composer, taken from the label of the original issue; the
d identification of the form of the work.

title of the piece recorded; an
When known, the composer of the melodic source is noted. The header
dditional performers on the

information concludes with a note about a
recording, ,

For each recording, the, matrix number of the take s given, togelher
with the metronome speed and duration of the performanc. The tempuo
measurements were taken during the first two choruses of the perfor-
mance in question; howevet, during any one of these recordings, the
tempo increases from one chorus to the next. Durations are given in min-
utes and seconds. These are followed by an identification of the order and
function of the cheruses in the performance, tugether with incipits for one
or more choruses, Blues chorus structures are in standard lenglhs of eight
or twelve measures, according to the musical and lyrical phrases. Rural
blues performers, then as now, typically add or subtract measures to indl-
vidual phrases during any chorus, and Charlie I"atton and his associates
were no exception to this practice, The melodic incipits were transeribed
at recorded pitch by the author. They are in lended to be illustrative and
helpful in identifying the performances. Incipits for performances by

_ Eddic “Son” House are used by permission of Lhe House estate.

Readers should take a possible pitch discrepancy of one semitons: into
d the notated transcrdp-

Information about cach take is concluded by a list of the issues on
which the performances may be found and a list of sources of transcrip-
tions of the lyrics and, where pertinenl, the melody. Details about the
issues may be found in Appendix B, and full citations for the references
to the lyric and melodic transcriptions may he found in the References

list,
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Note: .lhdpits transcribed at recorded pitch; the performance more

likely was played in the key of F or G major ]
Issues: Paramount 12992, Document DLI 532, Document DOCD-

5157, Magpie I'Y4401, OJL- 11, Roots RSE-S
Lyric transcriptions: Anonymous 1990; Taft 1943, 144

b 1-398-2; )= ca. 128; 256 _
" (Choruses: introduction; Johnson vocal (6); coda

Comments an the Session

The 1930 Paramomt recording session most likely was held between
May 28 and June 14, 1930, although it could have been held in July or
even August. Arthur Laibly was the recording director who supervised

 the session, which, as mentioned in the body of this article, seems to have
" peen conducted with extended rest periods, during which vther musical
acts used the studio. A repair break also was probably taken after matrix
L-399 to fix the technical problems that produced pitch irregularities on
the mateix discs.

The collected surviving session takes, except for the second take of “All

" Night long Blues” and Walking Blues,” have been issned in matrix
* number order on The Legendury Delta Blues Session (Pea Vine PCD-2250).

Beginning of johmadn‘s first vocal chorus

—_—3 R

Johinsan: 5, wikeup this B i Pluss alt 'rourat sy bed

|
Pailon (ypeaking);  Weit?

a

Beginning of Johnson's second vocal chorus

The Catalog

Paramount Records session, Wisconsin Chair/j*aramount factory studio,

Grafton, Wisconsin
Fossibly last week of May or first two wocks of June 1930, but not after
: August 1930
: : Participants: Willie (Willie Lee) Brown, guitar and vocal
: Bddie “Son” House Jr., guitar and vocal
Louise Johnson, piano and vocal
Charlie (Charley) Patton, guitar and vocal

Ve B gonc B RF) up et

Note: Incipits transcribed at recorded pitch; the performance more

likely was played in the key of F or G major
Issues: Document DLF 532, Document DOCD 5321
“Long Ways from Home” {Louise Juhnson). 12-bar blues; vocal interjec-
‘tions only from Brown, House, and Patton

The Session Thakes :
“All Night Long Blues” {Louise Johnson). 12-bar bloes; vocal interjections
only from Brown, House, and Patton

a. 1.-389-1; J = ca. 124; 3:02
Choruses: Johnson piano; vocal (4); piano; vocal (2); coda (2 mm.)

a L-399-1; unissued, presumably lost

b, L-3949-2; J = ca. 128; 327
Choruses: introduction (4 mm.); Johnson yoeal
coda : .

Beginning of Johnson's first vocal chorus

Beginning of Johnson's first vocal chorus {4); piano; vocal;

e

1—  woke up this mom,— bluey all ‘ioundmy  ted 0

O lomd T woke up this wwkn- g e afl ‘mund my  bid ok

Beginning of Johnson's second vocal chorus
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Beginning of Johnson's second vocal chorus

Dt HOW DOW, T rrhndbike 2 new-bom child 2he.

Note: Incipits transceribed at recorded pitch; the performance more
likely was played in the key of F or G major. Jt also is likely that
the session was stopped at this point so that problems with the
recording equipment could be corrected.

lssues: Paramount, 12992, Document DLP 532, Document DOCD-
5157, Magpie Y4417, Milestone MLP 2018, OIL-11, Roots RSES,
Yazoo 2002

Lyric transcriptions: Ancnymgous 1990; Taft 1983, 144

Matrix numbers § -400 to L-402 are untraced, L-403 and L-404 are perfor-
mances by the Broadway Military Band (Vreede and Van Rijn 1996, 73),
and L-405 Lo L~407 are untraced :

“My Black Mama I” (Eddie “Son” House Ir). 12-bar blues; based on a
melody leamed from James McCoy near Lyon, Mississippi; performed by
House alone

a, L-408-1; unissued, presumably lost
b. L-408-2; j= ca. 112; 3:05

Choruses: introduction (4 mm.); House vocal {8)

Beginning of House's first vocal chorus

JE — — I-V }
Oh,— black  ma- ma what's the

e )
wal. ler with you said i A

i T i sal is- lac- - py co'l  care el

lssues: Paramount 13042, Biograph BLP-12040, Document DOCD
5002, Flyright LI’ 102, OJL-2, Rowts RSE-5, Wolf WSE 116, Yazoo

L-1073, Yazoo 2002
‘Lyric transcriptions: Anonymous 1972; Anonymous 1990; Givens
" and Evans, n.d.; Groom 1967, 19-20; Grossman, Grossman, and
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Calt 1973, 92-93; Macleod 1992, 422; Macleod 1994, 25; Sackheim
1969, 204-205; Talt 1983, 112; Titen 1977a, 118-120
Melodic transcriptions: Basiuk 1976, 47 (guitar accompartment
only); Grossman, Grosaman, and Calt 1973, 92 (first vocal chorus
only); Titon 19773, 119-120 (second and fifth vocal choruses only)
Note: Charlers's lyric transcription (1963, 10) is of House's 1942
Library of Congress recording . )

“My Black Mama 1" (Eddic “Son” House Jr.). 12-bar hlues; based on a

_ melody leamed from James McCoy near Lyon, Mississippt; perfarmed by

House alone ‘ _
a. T-409-1; unissued, presumably lost
b 1-409-2; )= ca. 11'2‘; 312
Choruses: intmductic’m (4 mm.); House vocal (7)

Beginning of House':; fitst vocal chorus

reekan it mad?

T o 2 lote bt . it - I Trowe cL0s YOU.

Issues; Paramount 13042, Biograph BLP-12040, Document DOCD
5002, Flyright LP 102, OJL.»2; Roots RSE-5, Wolf WSE 116, Yazoo
2002

Lyric transcriptions: Anonymous 1972; Anenymous 1990; Givens
and Evans n.d.; Groem 1967, 20; Grossman, Grossman, and Calt

1973, 9% Mcleod 1994, 25-26; Sackheim 1969, 205-206; Taft 1983,
12 ' ‘

Note: Charters's lyric transcription (1963, 10} is of House's 1942

Library of Congress recording




26 ‘ EMR Journal

“Preachin’ the Blues I” (Eddie “Son” House Jr.). 12-bar blues; based on a
melody leamed from James MLCO)’ near Lyon, Mississippi; performed by
House alone

a. L-410-1; | = ca. 112; 2:59
Choruses: House vocal (6)

Beginning of House's first vocal chorus

I'mgorrna- get me re-ligion— 7' goev s i the BagrtistGhunch

Issucs: Paramount 13013, Biograph BLI»12040, Document DOCD
5002, OJL-5, Rhine R2 71130, Roots RSE-5, Wolf WSE 116, Yazoo
L-1073, Yazoo 2002

Lyric transcriptions: Anonymous 1972; Anonymous 1990

Anonymous n.d,; Charters 1967, 63; Grossman, Grossman, and
Calt 1973, 185; Macleod 1992, 419; Macleod 1994, 26-27; Oukley
1976, 218 (first four choruses), Palmer 1981, 80; “Preachin
Blues” 1965; Sackheim 1969, 212-213; Taft 1983, 112
elodic transcriptions: Basiuk 1976, 50-51 (guitar accompaniment
only); Charters 1967, 64 (first vocal chorus only); Grossman
Grosstnan, and Calt 1973, 185 (first vocal chorus only); “Preachin
the Blues” 1965 {sixth vocal chorus enly)

“Preachin’ the Blues II (Eddie “Son” House Jr.). 12-bar blues; based on a
melody learned from James McCoy near Lyon, Mississippi; perfnmmd by
H{)I,.lhf‘ alone

" a. L-411-1; | = ca, 100; 2:47
“horuses: House vocal (5)

Beginning of House's first vocal t-hr!rus

ey - T guo-na fold—semy wnm— T'in go-ing ba kneal dovn mpnycr e

Issues: Paramount 13013, Biograph BLP-12040, Document 120010
5002, OfL.-5, l{hum R2 71130, Roats RSE-5, Wolf WSE 116, Yazoo
2002
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Lyric transcnpuom» Anonymous 1972; Anonymous 1990 Anony-
mous nd.; Charters 1967, 63-64; Macleod 1994, 27; Palmer 1981,
80-81; ”Pn-:achm the Blues” 1965; Sackhelm 1969, 213; Taft 1983,

112
Matnx L-412 is untramd

M & O Blues” (Willie Bmwn} 12-bar blucs; melody bused on "Pnny
Blues” {Charlic Patton); performed by Brown alone

a. L-413-1; unissued, presumably fost
b. L-413-2; ) = ca. 80; 3:03
Choruses: Browh vocal (5); ceda

Beginning of Brown's first vocal chorus

T Irive hare F'm rach that M and O 2ic.

Issues: Paramount 13090, Champien 50023, Locument DOCL 5iX2,
Flynbht LP 102, OJL-5, Rools RSE-5, Wolf WSE 116, Yazoo 2002

Lyric transcriptions: Anonymous 1990; Grossman, Grossman, and
Calt 1973, 176; Macleod 1994, 2Y; Sackheim 1969, 202; Taft 1983,

41; Titon 1597a, 94-95

Melodic franscriptions: Grossman, Grossman, and Calt 1973, 176
(first vocal chorus only); Titon 19772, 95 (fourth vocal chorus
only; voice only), 149-150 (fourth vocal chorus only; voice and
guitar)

Matrix numbers L1414 to L417 are untraced; although Vreede and Van
Rijn (1996, 73) ascribed to L-415 an unissued, pre.sumably lost “Grandma
Blues” by Willie Brown

“Puture Blues” (Willie Bmwn) 12-bar blues; mrrlndy based on
“Maggle”/"Screamin’ and Hollerin’ the Blues” (Charht‘ Patton); per-

formed by Brown alone
a. L-418-1; unissued, presurnably lost
b 1-418-2; | = ca, 112; 2:54

Chorses: introdoction; Brown (6)
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Cantell my [u < ture 1 cn't Wil my pasd . omhe

Jssues: Paramount 13090, Champion 50023, Document DOCD-5002,
Flyright L’ 102, Milestone MLP 2016, OJL-5, Rhino R2 71130,
Routs RSE-S, Wulf WSE 116, Yazoo 2002

Lyric transcriptions: Anonymous 1990; Grossman, Grossman, and

“Calt 1973, 102; Macleod 1994, 29-30; Sackheim 1969, 201; Taft
1983, 41

Melodic transcription: Grossman, Grossman, and Calt 1973, 102

(second vocal chorus only)

»On the Wall” {Louise Johnson). 12-bar blues; melody based on “Cow
Cow Blues” (Charles “Cow Cow” Davenport); performed by Johnson
alone

a. L-419-1; )= ca. 112; 3:02

Choruses: Johnson piano; vocal (2); piano; vocal (2); piane; coda

Beginning of Johnson's first vocal chorus

issues: Paramount 13008, Disques Pierre Cardin 93518, Document
DLP 532, Document DOCD-5157, London 3544, Magpie Y4417,
Milestane MLD 2009, KBF RF12, Rhino R2 71130, Riverside RLI®
1052, Riverside RLP 12-153, Riverside RM 8009, Roots RSE-5,
Yazoo 2002, Yazoo L-1028

Lyric transcriptions: Anonymous 199C; Macleod 1992, 76-77;

. Gackheim 1969, 35; Taft 1983, 144 - :

“By the Moon and Stars” (Louise Johnson). 12-bar blues; mélndy bésed
. on or same as “The Forty-Fours”/"Vicksburg Blues” (Eurreal
:Mnntgumery]; performed by Johnson ajone L

a. 1-420-1; unissued, presumably lost
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b, L-4720-2; } = ca. 96; 2:48
Choruses: introduction; Johnson vocal (2); piano; yexal; coda

Beginning of Johnson's first vocal chorus

-lhat  old pale men go down ete.

lssues: Paramount 13008, Document DLP 532, Document DOCI)-
5157, London 3544, Magpie PY4417, Milestene MLF 2038,
Riverside RLP 1052, Roots RSE-5

Lyric transcriptions: Anonymous 1990; '1aft 1943, 114

Matrix numbers L-421 to 1.-424 are untraced

“Dry $pell Blues 17 (Eddie “Son” House Ir.). 12-bar blues; performed by
House alone 1

a. L4251 unissued, presumably lost
b. 1.-425-2; unissued, presumably lost
c. L-425-3; unissued, presumably lost
d. L-425-4; ] = ca. 112; 3:07

Choruses: House vocal (6); coda

Beginning of House's first vocal chorus

Them dey el blues have BU'n 't!ﬂw oo Troen dour o dour  ele

1Issues: Paramount 12990, Biograph BLI-12040, Document [OCD-
© 5002, OJL-11, Roots RSE-5, Smithsonian/Sony RD101, Wolf WSE
116, Yazoo 2002
'Lyrie transcriptions: Anonymets 1972: Anonymous 199} Charters
" 1967, 62; Givens and Evans 1968; Giroom, Grainger, and Griffiths
" 1966, 22; Macleod 1994, 27-38; Tuft 1983, 112-113; Titon 1977a,
121-122 o : L ‘ . .
Melodic transcriptions: Basiuk 1976, 48-49 (guitar accompaniment
“only); Titon 19772, 121122 (fifth vocal chorus only) . -

g
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“Dry Spell Blues 11 (Eddie “Son” House Jr.). 12-bar blues; performed by

Eouse alone :
a. L-426-1; unissued, presumably Jost
b. 1-426-2; } = ca. 112, 3110

Choruses: House vn;:al (6); coda

Beginning of House's first vocal chorus

[ssues: Paramount 12990, Biograph BLP-12040, Document DOCD-
5002, Q)L-1, Roots RSE-5, Wolf WSE 116, Yazoo 2002

Lyric transcriptions: Anonymous 1972; Anonymous 1990; Charters
1967, 62; Givens and Bvans 1968; Groom, Grainger, and Griffiths
1966, 22-23; Macleod 1994, 28; Sacré 1987, 98; Taft 1983, 113

Matrix numbers L-427 to L-428 are untraced

“Diry Weil Blues” (Chartie Patton)., 12-bar blues; melody based on “Pony
Blues” (Charlie Patton); Brown joins on second guitar

a. L-429-1; unissued, presummably lost

b. L-429-2; } = ca. 96; 3:16
Choruses: introduction {2 mm.); Patton vocal {6}
‘Begmni.ng- of I"atton’s first vocal chorus -

- el

I
Iwas hy - ing sh oo

Issues: Paramount 13070, Black Swan HCL»:21/22, Document
DOCD-5011, OJL-7, Pea Vine PCD-2255/6/7, Yazoo L-1020,
Yazoo 2010 : ‘
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Lyric transcriptions: Anonymaus 1990; Calt and Wardlow 1988, 207
{first, fourth, and sixth vocal choruses only); Calt et al, nal;
Fuhey 1970, 97-98; Grossman, Grossman, and Calt 1973, 204;
Macleod 1988, 290; O'Neal 1993; Sacré 1987, 197; Talt 1983, 213
Melodic transcriptions: Fahey 1970, 97-98 (first three vocal choruses
only); Grossman, Grossman, and Cali 1973, 204 (first vocal chorus
only) : '
Matrix L-430 is untraced . _
“Some Summer Day” (Charlie Fatton). 8-bar blues; melwdy and selected
lyrics from “Silling on Top of the World” (Armenter “Bo” Chatmon and
Walior Vinson); Brown joins on second guitar
a. L-431.1; ) = ca, 96; 2:51
Choruses: Patton (4); Palton guitar; Patton vocal (2); Fatton guitar;
I*atton vocal

Beginning of Patton’s first vocal chorus

It was inthe  xpring, one saniewwer day e,

Issues: Paramount 13080, Black Swan HCD-21/22, Document
DOCD-5011, Pea Vine PCD-2255/6/7, Yazoo 2001

Lyric transeriptions: Anonymous 1990; Calt and Wardlow 1988, 22
(first and last vocal choruses only); Macleod 1994, 98; O'Neal

1993 ]
“Maon Going Down” (Charlie Patton). 12-bar blues; melody based on
“Maggic” /" Screamin’ and Hollerin” the Blues” (Charlie Patton); Brown
joins on second guitar ‘

a. 1432-1; )= ca. 96; 3:11

" Choruses: Patton vocal (6)

Beginning of Patton’s first vocal chorus

Aw that muun hes jone down ba<dly—. Morth Star et 1a shine rtr,
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- lssues: Paramount 13014, Black Swan HCD-21/22, Document
DOCI-5011, OJi-1, Pea Vine PCD.2255/6/ 7, Yazoo E-1020,
Yazoo 2010

Lyric transcriptions: Anonymous 1990; Calt and Wardlow 1988,
34-35 {first two vocal choruses), 60 {third vocal chorus), 334
" {complete); Catt el al. nd,; Fahey 1970, 98; Grossman, Grossman,
and Call 1973, 150; Macleod 1988, 291; O’'Neal 1993; Palrmer 1981,
84; Sackheim 1969, 192; Taft 1943, 213-214
Melodic transeriptions: Calt and Wardlow 1988, 334 (first vocal cho-
rus only); Grossman, Grossman, and Calt 1973, 150 (first vocal
chorus anly) ‘

“Bird Nest Bound” (Charlie Patton). 12-bar blues; melody based on
“Maggic” /"Screamin’ and Hollerin® the Blues” (Charlie Patton); Brown
joins on second guikiar

a, L-433-1; )= ca. 84; 306
Choruses: Patton vocal ()

Beginning of Patton’s first vocal chorus

Come an ma-ma Spoken; v theedge ol nuwn s

Issues: Paramount 13070, Black Swan HCD-21/22, Dacument
DOCD-5011, QJL-7, Pea Vine PC12-2255/6/7, Yazoo L-1020,
Yazoo 2010

Lyric transcriptions: Anonymous 1990; Calt and Warndlow 1988,
35-36 {third vocal chorus only), 330 {complete); Calt et al, n.d,;
Fahey 1970, 98-9%; CGrossman, Grossman, and Calt 1973, 43;
Macleod 1988, 292; (rNeal 1993; Palmer 1941, 85; Sackheim 1969,
188; Talt 1983, 214

Melodic transcriptions: Calt and Wardlow 1988, 330 (first vocal cho-
rus only);, Grossman, Grossman, and Calt 1973, 83 (first voeal
chorus only) ) : : S

“Walking Blucs” (Bddie “Son” House Jr.). 12-bar blues; either Brown or
Patton join House in this performance :

8 9/24#;J=ca 88,284 _
Choruses: introduction (2 mm.); House vecal (5); coda

Beginning of House's first vocal chorus

Tistthe blues sobad that it hurls oy Isaguw— 0 Ik ol

Issdes.' Document DL 532, Ducument DOCD-52, Yazoo 2002
Lyric transcription: Macleod 1994, 28-29
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APPENDIX B

13099 Kicking in My Sleep Blues Untraced
: Window Blues " Untraced

Discography 5131] B

’ $Paramounl 13111 is an issue of two Skip James recordings, "What Am I 1o Do Blues” (L-
764-1) and “Drunken Spree” (L-758-2). lHowever, Vreede (1571, itern number 13111) ascribed
f'WharAm 1to Do Blues” to Son 1louse,

A. Paramount label issues

12990-A DrySpell BluesT - | L4254

-B Dry Spell Blues [ © 1-426-2 B Reissues

Biograph BLI-12040. Son Mouse-~Blind [ emon fefferson. 1972,
Black Swan HCD-21/22, The woice of the Delta: The complete wecardings of
Charley Patton. 1994,
Disues Pierre Cardin 93518
Dovument DL S32. Delta blues, wol. 1 (1929--1930): The unissued Parartoun!
tests of Charley Patton, Son Howse, Tommy Jokmson, shman Bracey, and the
complete Louise Johnson. [1988)
Daocument DOCD 5002, Son House and the great Deltn blues singers, 1990.
Document DOCD 5011, Charley Patton: Complete recorded works in clrone-
logical onder, vol. 3.
Document DOCD 5157, Mississippi blues (1828-1937), vol. 1, 1993,
Document DOCD 5321, “Too late, too late”: More newly discovered titles and
allernale lakes, vol. 4.
Flyright LP 102. Deep south country blues.
Londan 3544. Boogie woogie with the blues.
- Magpic PY4401. “Whip it to a jelly.” The Piano Blues, vol. 1. 1977,
Magpie FY4417. “Radsed in the alley.” The Piano Blues, vol. 17, 1982
- Milestone MLP 2009, Bougie woogie rarities 1927-1932,

: Milestone ML 2016. The blues tradition (1927-1832). :
© Milestone MLI-2018. Pitchin"boogie: A second collection of boogie woogie rar-
o ibies, 1971,

" Origin Jazz Library OJL-1. The immortal Charlie Pation.

Origin Jazz Library OJL-2 Really! The counlry blues.

Origin Jazz Library OJL-5. The Mississippi blues, 1927-1940. :

Origin Jazz Library QJ1.-7. The immortal Charlic Patton, rmmber 2
1887-1934. :

- Origin Jazz Library OfL-11. The Mississippi bltws, no, 2 The Delta 1928-32.

Pea Vine PCD-225(}. The legendary Delta blues session,

Pea Vine PCD-2255/6/7. Charley Patton: The complete recorded works,

RBF [Record, baok, and film] RF 12. Pigno blues.

Rhino RZ 71130. Blues maséers: The essendial blues colleckion, Vol 8,
Mississippi Delta Blues, '

12492-A - All Night Long Blues 1-398-1
-B - Long Ways [tom Home 1.-399-2

13008-A “On the Wall 1.-415-1
-B : By the Moon and Stars L-420-2

13013-A Preachin’ the Blues I L4101
-B  Freachin’ the Blues II L411-1

' 13014-A  Moon Going Down L4231
-B Going to Move to Alabama L-37-1*

13042-A My Black Mama I 1.-408-2
-B gMy Black Mama II : 1.-408-2

13070-A  Bird Nest Bound : L4331
B D:ry Well Blues © L4292

13080-A  Jim Lee Blues 1 ' L-57-2%
B Some Summer Day [ L4311

13090-A M & O Blues :-_ L-413-2t
-B . Future Bhies ‘ - L4182t

1309 . Clarksdale Moan | Untraced
: _'Mi_ssissip pi County Farm Blues ~ Untraced

"Recorded by PPatton with Henry Sims (viotin) at Grafon, Wisconsin, in Octuber 1920,
tAls issued on Champion 50023,
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Riverside RLP 12-153, Piana, brass and blues: A collection of classic blues
i seeonpaniments,

| Riverside RLP 1052. Boogie woogie: Classic blues accompaniments.

E . ..o...... Riverside RM 8809. Pigno ilues.

| :

Roots Special Edition RSE-5. Legendary sessions Delta style: The famous 1930
Paramount recardings in chronologica! arder. (Includes only the Louise
Johnson, Son House, and Willie Brown takes.)

Smithsonian/Sony RDO0L. The blues: A Smithsenian collection af classic
blues singers. 1993,

Wolf WSE 116. Giants of country blues, vol. 1 (1927-32),

Yazoo 2001, King of the Delta biuss: The usic of Charlie Patton. 199],

Yazoo 2002. Masters of the Delta biues- The friends of Charlie Patton. 1991, .

Yazoo 2010. Charlie Patton: Founder of the Deltz blues 1929--34,

Yazoo L-1020. Charley Patton: Founder of the Delta blues,

Yazoo L-1028. Barrelhouse biues, 19271 936,

Yazoo L-1073. The roots of Robert Johusan,
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