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This is one gv()d, long look at the guts of America - songs 3 ').~lg 
by the people who !"!lake them up and pass them along, showing the 
cha-racter o.f them3elves, the flavour and spirit of their lives ~ 
singing about things that bear on their t hou hts •• . courting . 0 ' 

~attle h~rdjn~ ' 0' murder .•• atomic energy •. • hunting ••. 
growing old . • • i'ealing young . •. whiffin I cocaine • .. being .:.:::. 
love and doing something about it ••• things that are unue!' 
?eoplc ' s skin and naturally come out in their songs. 

rj<;.;.ying something about folk songs a l ways comes to saying it' s 
:~~·~. ple expr'esAing themselves honestly. 

- JOHN LOiM\X JK . 

The ia~a o~ i '~ ;.s that everybody round here plays music o;.~ :nak!?f 
songs or so ...!!e-·. !1-:'ng. That ' s white peoples, coloured pe o :;:J.i.~ s, 
that ' s th8ln ':'unny F .. ::~.r..ch-talking peoples, that ' s everyl.o ':":,'" wi.lat 
I mean - 'i;h~y 1-".1.1 0 .1' 'em got music . 

'.(1) '.1 :;ef:: t. he f ':lct of it is when they got to express wh£lt they b :"' 
I"-::E.ling or wl~a· r. the y l):; thinking, they l iable t o prodEC"! :! !llHsic 
o .... ·.~ ; of i.t . 

, 
And tha-;":.... wnat :~ 't is here. It "s all different kinds of the 
m' .. u-Jic put dowr~ ;):1 r eco:r.d so ' s you can hear and know'bout the 
",;;hi!1ga gOJ.:-l g en . YCt~ listen ani! you ' ll know. It I s sounding 0:;";;
"to g:ive you an understanding. 

- ' LIGHTNIN ' HOPKINS 

000000 

Th e collector uf folk song veers dange rously close to perfo!'li~~n :·: 
a '1 i sse!'vic~ "to the music itsel f, for the pr oduct of his Vlork ic 
"~he frozen ·jocwnent t ending to imply hard and fast charac.terist~t;'J 
to what is actually a shape- shifting, word - of- mouth flow. He~: 
carefully preserving on record and manuscript an art that only 
obtains life through direct human contact. 

:fis onl~,r justificfl,tion is that these services are directed to thr..t 
group of citizens who have l ittle practical opportunity "[;0 hear a 
"l,Taricty of traditional song in its native habit a t . LU:e the :-;,:1) ... 
:\:.eeper, the folklorist offers a displ ay that is necessarily 6eoo"l1(1 
best, th0Ugh through skil l of presentation he may a chie"'.T(1 SO:"lo::? 
suggestion of how the fleet - footed cr·;; a tures he has ca'lg "."'.; e):::'_s '" o:!.n<J 
-~hJ.'ive on "t!lei r orm. 

A £'olk sor..[:. i s in no way enhanced by the scholarly collecting :1: tt, 
r!Qr does ~t gain iu dignity by the r esultant wider rang,~ of 
attention. It is the listener who is enhanced~ by his ois covv~J' 
of an ex pression fulfilling a fundamental human need, an ar 'c Wh0 fJ e 
3~lf-suffi0ient values are spontaneity and t ruth. 

" - .. .. ,-=..:-.. .. -
r 
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In this collection of field recordings made in South 'r ex::-. s , nc 
academic Minition of oral tradition has intruded in the collec"i:;ing 
and the editing . The only definitions of the folk art which 11<1.V8 
been given weight are those of the folk here represented~ HIf I get 
an idea on it, ::!: '11 make one out of it" 0.. "and of courre I had to 
make it Upll • ~. 11 I heard it going there. I caught i"i:; in !ll~:- e:;::os 11 . 

There are no bOWld-aries to folk music except in such cl'.l ~ -j 0..8 the 
singers themselves offer. The 36 selections heard here a re thof';€ 
which each performe r acqui red" through his ovm ears, made over to hJ.s 
Qvm liking, and chose to sing for a stranger who came around asking 
a.fter songs . Some ar.e purely traditional, some little al"t;ercd fr om 
other versions 0011ected at diffe rent times and places~ while others 
are entirely 01' the singer's own making - and all are felt to bp. 
vivid reflectior,s of the singer and his cultural heritage. 

Some songs are as long- l a sting as a single performance, an j.:nprc7i ·o 

sat ion of the r.10ment by a singer whose force of personali·cy Ol).~·· 
weighs what is often a faulty memory. Uthem are from t hose that , 
like the workman who fill find interest in a routine job b~r :::;ons ·~: :":1t 
efforts to improve his skill, prefer b r irgj..ng a song into S:.1<.lt'p focus 
with its remembered . lines pomhed to a satisfying and exact c:egrc,,: . 

In all cases., the code of uurvival of the Fittest applies, fo r 
oral tradition is above all a harsh, discriminating proce s ::> tb,'lt 
only retains what ha.s ·North; the judgement of those v{ho ej.ther· 
hear and forget~ or hear and pass it a l ong. 

Except foT.' on e pi; ingual selection the collection is limi ~~e a to 
.t;neJish langu~c ;;e culv. r song ( - 1) . It is therefore 'u;r :-:10 mec.:1S a 
comprehenR:i.v(! sh)oy 0::[ the traditions to be found in f;J -:oicl: a:tJ.i 
varied an area as Houston. 

- - - ., -- -_.- •. - -
The city o~ HOHSt:~·U} j.€, in fact, les s a city t han it is an ar:lal~~!:; 
of vi].lages a~.lr'l '~ ow!1ships, st4rrounding a cluste r of .:::k.)t·T:l.. ·.ne L's. 
~ach sectior Q:~' the: ci ~;y t ends to reflect the region Wh lC::: - .::~ i"acef.' -
usually being 3Gttled bJ, people from that region. ·Thus, ~J:. :e 
Louisiana Frencr~-3 :Je.a};:ing people. are to be found in t.he :l0rtheast 
of Houston, ·~t.e East Texas people in the northe rn fringe ,. ·':li c h 
iteelf is tr-~c .bl?!f.;:1unir.g of the piney woods, the Uerman and Polis'-1 
peoples are in the no:c-l:;hwes t "He ights U

, and so on. 'rhe city 
geographL::allJ.~ J.ies ...-{~ere the cotton- rich blackla..'1ds give way to 

. the sand fluts b')J.:cpring the Gu1f1 where the sY/amps give way to 
river bottoms [.rH) then tc the grass plains. Each arGa surrou::ading 
the city has gathel'BJ i.ts own, and each group has in turn esta"'.J~.ishcd 
a community within the city. And so the city which in itself has 
no cultural trc;;.d:l ·Liofla, is rich in those it has acquired. 

The 36 selections contained in this set were drawn f rom o~,er 40:) 
items recorded over Et. nine year period. (T!1e originals hav~ b~e:a 
duplicat ed and f i led. a t the University of 'rexas Folklore A:~:"chi'}e 
in Austin and will be duplicated and filed at the Archive of Americ~. rl 
Folk Song in the .Library of Ccngress, Wa shington - when that 
contribution- dependant library is able to set aside tapp. for· t!11::! 
purpose. 

The various co lle cting projects which have fW1nelled into this· fin 1) 

selection were initiated in 1951 when Fete Seeg~r visiting H~1..:'~r; C' ll , 
bringing together Ed Badeaux, John Lomax Jnr., Cheoter Bc.wGr and 
Harold Belikoff , resulting in the fOW1ding of the "F!cus ton Fo:i.f: »!'e 
Group. J~t that time recordings were made at tv/o of .the 11ex."ls 
prison farms, and a short t i me later Badeaux and Belikoff r ~ cordeu 
two ree l s of tape at the Houston Fo l k Festival . 
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from the audience, due in large measure to the combination of John 
Lomax Jnr.ls singing of 1IJohn Henry" and the eloquent appeal of 
attorney Ben Ramey, and set aside for field recording. 

In 1958, with equipment -borrow'ed from Mary Badeaux and tapes· supplied 
by Ed Badeaux, I began collecting songs from people I had encountered. 
Being seriously hampered by lack of funds, I applied to th~ Houston 
Folklore Group for the funds collected . This money , given as a 
grant- in- aid, was instrumental in making possible the continuation 
of my recording . 

it short ti :-.le Inter, the Texas Folklore Society made available a 
quant i ty of raw tape for recording. 

Although these contributions helped gre :~tly in offsett..ing what had 
become a l c rge drain on my own resources, the greater thanks are 
due those whose contributions we r e not only material but personal . 

Firstly, unqualified thanks are due Mary Badeaux for use of the 
recording equipment, and such varied, and t edious tasks as that 
of the detect i ve, proof reader, editing adviser, recording assiste.ll:.; , 
photographer, and consult·ant throughout the enti re project . 

And secondly t o Ed 13a deaux "".J/hose contributions incl ude his ol/m 
collect i ng work, singing, essential suppli es and advi ce . 

Ji large measure of thanks is due Andy Hanson , a photographer for 
the Houston Fost, ",yho supplied many of the shots '.vhich accompanied 
the original booklet to this coll ection. 

And appreciati.Q')is due Chris Strachwi tz, George Cook, and Paul Oli ver 
for their disaographical data and gene ral information on recordings 
mentioned in the not0s . 

- MACK McCORMICK 
!Joust on March 1960 

- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -

HAJ.IMER RING R. G. WILI,I AlJS and GROUP . . . . . . . . . . . . . 
Antiphony - the call and response pattern - is a \lcst African 
tradition. The songs sung in this fashion have only starting 
pOints, basic motifs such as calling a dog with lIHere, Rattler, 
Here" or echoing the ring of a tool ., or pe rhaps only the elaborate 
grunt. From the starting point the song may go in any direction. 
To hear two diffe r emt ; versions of the song, you need only hear 
it twice. Li k e the jazzman v/ho first sets the fundamental melody 
and then e laborates on it, the \-vork song is lL.lble to both prog
ressive change in th e:: me l ody and infinite, associative weaving of 
id eas, letting the same word sug.:;est a variety of i mages' - usua l ly 
with an imme diate literal meaning evident - and be yond, spira lling 
off in all di r e ctions, othe r inte r pretations. 

It is easy to underst and, impossible to analyse without r educing 
the ideas to mere word s . 

In suc~. a song t he essence of the folk process can be heard, the 
exper i mental reshaping of traditional themes, r e j e cting, acc epting, 
returning to th~ s ource and building out in anothe r direction. 
More than this , one gets a glimpse of myth- mak·ers a t work, weaV"inp; 
r e l ;ationship s between the actual scene at hand and marvellous 
deeds of the Wond er Child: 

A- Vlell, the Br azos wouldn It droym me . • • • Iover 
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Ignoring the conventional rigidity of the English language, thGre 
men sey as much as they feel. '£hey use the word IIrolll' not si1O.91y 
to mean work, not simply to mean fornication, and not simply t o 
mean travel, but to s uggest the rhythmic identity between al l 
three labors. A line in which they sing ngct to rolling l1 is 
pointing out, among other things, work to stay alibe, work to w~ar 
off the sexual energy, work to point out where you can travel away 
from here . 

In the song they n eve r mean "hammer, ring" and they neve r mean 
'hammering" - they mean both. They never me£ll1 a particular 
hammer (it is, in : act , an axe - chopping song) but all the possible 
tools of which a man is proud . 

The work scng tradition of the Texas Prison has developed an 
cxten~ive, l a rgely ind e pendent mythological cast of characters: 
ii'I iss Rosie , Long John, Shorty George. Grizzly Bear, Grey Goos e, 
01 Hannah, 01 ~iley , Jack O'Diamonds, Rattler, Black Betty, Uncle 
Bud, The Rid er. !\.lthough Hannah is usually the sun and 01 Riley 
is usually a leg~ndary csc§.pee , they are first of all shape-shiftir .~~ 
symbols which r ecur in the various songs. Bl ack Betty may be 
hWlted in the bottom, may be the guard ' s whip, or an evil woman; 
Long John may be "long gone 11 or he may be listenlng to the Midnig~ril 
Special blowing its 1I1onesome ho r n i', all according to the singer 
and his moment to moment impulses . 

:.t ' ~ne time or another most of these cha r acters drift into I1Hamrne j· 
R"ing i

' , as dc sever~l In this version. Like the preacher who take'] 
a few lines of scripture and begins elaborating it, the legend 
grows for so long ns he continues, and so it is with these ~ong::::: 
which c ontinue, growing from lino to line, from lead er ~o l eader, 

. for most of -the "daYli"ght hours; " day-~ after day. 

NIGHT- RERDING SONG HARRY STEVENS . . . . . . . . . . . . . . -----
This ' s Ha rry Stephcns. I ' m from Dcmison, Texas. I made up a 
night -h~rding song in 1909 up in the northwest ,:.no sent it to my 
old A & M profes sor, Jolm A. Lomax, that vms collecting cowboy senge . 
He put it in his 1910 songbook and it was on the last page and had 
my name to it - the only one that had the author's name to " it. 

This is the way I sent it to J ohn Lomax, wrote out on a pi e ce 01 
shoebox. Forty some odd years ago. I never heard anything like 
it. I just kept mak ing it up a l ong like myoId school profcssor 
asked me to do. Send him stuff • .. and of course I had to make ~" l 
up. 

I's in Idaho, worked out in the dry b~ds of Snake River an lots h 

night herdin ' and ';"ent pretty near a year thru ' the northw"cst . I 
never saw a place nor face I'd ever seen be:fore. Just wandering 
cowboy kid a - workin' on the big ranches " a nd big spreads .. • that ' c 
all I ' d do is ride . • • 

Harry Stephens una ccompanied vocal. Recorded by Zd Badeaux unc 
Harold Bc1ikoff, 1951 Houston. 

ANYTHING FROM A FOOTRACE TO A RESTING PLACE JEALOUS J A1BS S~Al'ICHm~I. 

J ealous James is an unrelenting cynic about tp.e ways of woman. ?,!O S t 
of his songs a dvoca te violGnt menns o.f ovarthrowing their tyranny~ 

hiake me some char..ges, Gonna make me some changes roon, 
Stop whipping you in the morning, and go t o whipping you in the 

afternoon. 
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}"'venings he go e s from bar to bar along Dowling Street singing fo:c 
tips , some songs like HJambalaya" de:tlved from the jukeboxes , 
but mostly his ovm personal observations . 

'rhe song is Jealous J ames ' O\Tm cQnposition, ·well knO\m aro und 
Houston and ~ansas City from his oVln s inging, but not previously 
r e corded or published. 

The r e cording came about one .aftern ..... on when Lightnin ' Hopkins 
Vias schedule d to make some tapes but , as usual, found himself 
without an acoustical guitar . He went out and found Jealous . Jamc ~; 
inviting him and his guitar to come a long. Aft e r finishing 
IICorrine , Corrino. il - in Volume I of this set - Lightnin' turned 
things over to J ealous Jarnes who sang several of his own songs, 
including thi s . Lightnin I was so delighted with it tha t he prom:/.:.:r 
recorded a b eogie which he dubbed "The Footrace is on" which talces 
its inspirat ion from Jealous James I song. Lightnin 1 s song , elab .. · 
orating on 'the foot - race id ea, is in his Autobiography in Blu6s, 
Tradition LP 1040. 

Jealous Ja.mes Stanchell, vocal and guitar. Recorded by Mack 
McCormick, July 13, 1959, Houston. - - - - - - - - - - - - - - - - - - - - - - - - - - - -

THE SLOP JACK JACKSON and LIGHTNIN ' H0I'KIl', : . . . . . . . . . . . . 
When his wife I s away 8.t church, Jack Jackson Vlill sit down at ·~ h.: 
piano and sing "sinful" songs. Sometimes v/hen she has an cven i n[{ 
prayer meeting , he'll invite someone like Lightnin' over to "kic:': 
it around IT. 

After v/orld ,la r 11 it became the fashion for. blues singing 
guitaris ts to g et an amplifi e r and begin playing for dancers 
rathe r than listeners . Blues- singing pi anists had been doing t hi c 
all a l ong and had the advantage of rlOrking .for n kitty or perhaps 
even a s a lary rather than for hondouts on which the str eet singcx' 
depends. Lightnin I took to this and b t;} gan wor:king with various 
pianists, AIDos Milburn , ThWld 0r Smith, and Jack Jackson. 

Lightnin' has ceased working with pianists (though he stills playe. 
primarily in jook jOints for dancing) and Jack has established 
himself in business on the corner of Milam and :Barie in Houston ' s 
downtovm business district : 

Ji,CKSON ' S SHOE !rEPAIR 
SHINE PARLOR 

Melvin Jackson, prop . 

NeVIS - Nove lties . - Records 
M.:tgazines - ;'1hatnots 

The spot i s a gathering place f or' music1ans, Singer s, and taxi 
drivers who come in to pass 'he time of day and get a shinc • 

.... ~lthough this numbc r, being an informal chopsticks kind of 
improvisa tion, is ·ot in itself an example of it, the piano u'1'1 
guitar traditions ha ve both grown up on Texas, borrowing from c p.-ch 
other . h1ax Harrison , writing on "Boogie Woogie " ha s said: "T~i G 
crystallisa tion between blues and guitar music on the piano key" 
board probably took place in the Midwest, because it vms there 
that so many of the logging camps and turpentine camps were s ::' ,,(;'.lu-t: !.;. t~ . 

The earli~st references we have t o boo.~ie tend to c onfirm this. 
Huddio Ledbette r said he first heard i't in 189.9 in ~ad do County , 
'rexas, and Bunk Johnson apparently first encountered it in the 
lumbe r camps of western Louisians. Richard M. Jones r ememberc>d n 

... • /over 
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pianist known as ' Stavin ' Chain' , who played it a round DonalBville 
Texas in 1904, during the building of the Texas- Pacific r a i l..'ay. 
At approximately the same time andin the same area, J elly Roll 
Mart on heard Buddy Bertrand, whose :ICrazy Chord Rag " he re - created 
in his Library of Congress r ecordings. (Note : As there i s no Cadd a 
Counw, Texas, it would have to be ei ther Cadda La ke , Texas, or 
Cadda ~arish, Louisiana ." The t own on t he T & P r oute was probably 
Douglassvill e, not ltDonaldsville!l .) . 

The early predominance of "Fast Western" piano, as baogie was 
first known, is confirmed by iU1drew Eve r ett - heard in Volume I of 
t his set - who worked in turpentine camps . a t the time, and 
identifies various pieceo he plays on guita r as "Now thj.s i. s one 
I picked off 1n a piano - heard i t going there , I caught it in 
myears . a 

The Lomaxes collected songs from IIlvy Joe 1Vhi te, barrelhouse 
pianist ext r ao rdinary of w~ergat e, Texas ll and William Owens has 
wr itten of .1Grey Ghost, , a ~ egro piano player I discovered in a 
skating rink in Navasota, Texas • • • ". J~n early r ecording comparable 
wi th ilThe Slop" is Sylvester Ialmer ' s ;'Do ,It Sloppy" on Columbia 
14524- D, which likewise has a l oose narrative. 

Melvin IIJack" J ac kson and Sam Lightnin ' Hopkins, piano. Recorded 
by Mack McCormick , 25th J anuary , 1960 , Houston . 

DEEP ELLUM -BLUES PAUL ELLIOTT . . . . . . . . . . . . . . . . . . 
Paul Elliott is a professional musician and barber whose barber 
s hop i s a gath~.J: ,ing plac~ _ .!gx.JP.1!~ .t~ial.ls __ y.rh_9 s it around. t~ing, 
exchanging job information, and listening to Paul's unique t a les 
of the outlandish people he ls encountered in his rambling 4 3 year s . 
Some of them concern the far- out alto- saxophonist known locally as 
lithe Great ;Vhit e Bird" and some of t hem con:ern the wand ering 
singers around his birthplace in East :faco and t he exotically named 
Texas tovms - ~nergy, Nix and Ding Dong - he came across aD an 
an i t iner ant barber in his youth . They t a ught him a galaxy aI' 
songs like "Fort Wo rth J ail ll and "Going Down the Road Feeling Bad:' 
and "Uncle Bud 11 and they taught h im the lo re of s till ot~:er Texas 
towns celebrated in crap game incantations . The call f oreight - the
hard - way ( double - fours) celebrated four towns in East Texas tha t 
form a squar e , and the skill ed player will accompany his roll with 
the cry ;tTimpson, Tenaha , Bo bo and Blair! 11. Paul. explains about 
the Well known "Ei ghter fr om Decaturl1: "Most peopl e think that's 
in reference to the tovm in Illi n:ois, but actually it I S a spot in 
north Texas, for the whol e thing is "Eighter from Decatur, the 
County seat of Wi se". . . 

Three parallel st r eets - Elm, Main , and Commer ce - form the businc RP 
district .of Dallas.. Deep Ellurp., or Upper Elm, near the .jw1Ction of 
Central , was in past years a fabulous gambling and whorehouse 
di strict fabled in many songs. 

As in ruany such districts , rac i al barrier s we r e less distinct and 
a vari ety of musical traditions mingled in Deep Ellum : Bvangelists, 
blues singers, and st r :Ln g bands worked on the s treet s; barrelhouE0 
pianists and jazz bands worked indoors. They all played "Dee p 
Ellum Blues ll and taught it, in tiE, to nearly every adult ma l e who 
eve r visited Dallas on cotton or cattle bUSiness . In r e cent years 
a morality purge closed the distri ct and the building of the 
Central ~xnressway obliter ated it. 
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The song has been mentioned but ;' ever printed by collectors working 
in -,rexas, though a number of recordings of it have been issued over 
t he years. It and its relatives inc lude IIDeep Elm" br the Tennessee 
Tooters, Vocalion 15109 - this may be Willard Robison s sentimental 
composition which he de r ived from the blues song in 1925; lIElm 
Street Blues l1 by Texas Bill Day and Billiken Johnson, Columbia 
14227; "Elm Street Blues" by Ida May Mack, Victor 38030; IIElm Street 
Woman Blues " by thE Dallas Jamboree Jug Band, Vocalion 03092; 
"Deep Elm Blues \! by Cliff Brtulcr, VocalioD ; and II Deep Ellum~' , "Just 
because you're in Dee p Ellum", and "Deep Elluro No . 2" a l l by the 
She1 ton Br others .:.-n Decca. 

An ins trumen t a l arrangement was populari sed by trumpet e r Harry 
James - r eco rd ed by him with both Ben !'o11ack ' sand Benny Goodman ' s 
orchestras - in 1936. Jame s learned the song while with the 
Christy Broth&rs Circus , wher e his father was bandmaster, whi ch 
us ed to wint er in South Houston . 

Pa ul Elli-ott, vocal and guitar . Recorded by Mack McCormi ck 
.October, 195 9 , Hou ston . 

ATOMIC ~NERGY JIM!.!Y dOMACK . . . . . . . . . . . . . . . . 
Jimmy Womack was born in St . J oseph, 1!issouri in 1 921 and y~r~~ 
nea rly di ed in the Eur opean Theater of Operations when an ammuni
tion truck he was driving was ambushed and exploded by a German 
patrol . uis ba ck muscles we r~ b3.dly torn and many vital organs 
damaged, one kidney entirely destroyed, the other severely 
damaged, and he has since been i n steadily f ai ling health . 

.i~onetheless he keeps at work as a TV repai r man anc1 occasionally 
r eturns to hi s original trade as auto mechaniC, though the 
wrenching and lifting usually proves too great a stra in~ 1:1e has 
given seri (')uE: consider at ion to off ers hc's hnd to join the
Louisiana Hayride - a group of country music a rtists who play 
danc e s and shov!s \'"li thi n the r adius of their K.fKH broad casts out 
of Shreveport . 

.. lnd t oo he's given thought to pushing some of the htuldreds of songs 
he' s made up , fj jost of them forgotten. "Sitting arotuld here, not 
do ing much, 1'11 In. :.lH:! up some stupid song nearly every evening, ,I 
he says. II Then, t oo , I ' ll g0t to thinking on the old songs lIve 
known once an d can't r emeID .Jcr. Start in singing t hose and forget 
on c of my own . Fellow like me ought to hav e a recording machine 
a round to get it when I think of something worth r emembering. 
Now there was one s ong a bout 'Dupree' I us ed to hear from a t all , 
slender fellow that played 12-string guitar on Fannin Street up 
a t Shreveport Tha t was about 1936 , in there, before I went in 
the Army. C1e WClS around there f or a couple y ears I gucos, and I 
sta rt ed singing ' Dupree ' but now I've forgott en it* . Course, too, 
I can make it up . If I get an idea on it, I ' ll make one out of 
it . Nev (;: r can tell wh;:l t I may start singing about next1!. 

Like J eal ous J ames Stanchell, the singer is a folk poet - one 
l eaning on tradtt i onal forms f or his own personal expression, 
t hough in this case the comment is soc i a l. 

. . . lover 

* The description fit s Barbecue Bob (Rob ert Hicks) and t here i s 
va gue information from enother source that pla ces Barbecue Bob 
in Shreveport at this time. Os car Buddy ~1ood s who r e corded for 
Decca and Vocalion was a native of Shrevdport and it is 
equally p06~ible that it is he that Jimmy Womack r ecalls . 
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A song such as this is of cou rse completely distinct from the self- conscious propoganda which is- often distributed as if it were part of t he folk process . Jimmy i~omack ' s own attitude makes this cl ear. He was rather shy about r ecording this song, saying, IINobody' be interested in me saying what 1 think - that's ju.st a song 1 made up to sing for peopl e around her e . 1I 

The social comment songs which are act ually made up und sung by traditional singers, and in some few cases carried a long, reflect all kinds of thinking. At times they are a cry against injutice, at othe r times they ar e a cry for injus tice such as IILittle Mary Phagan " which a dvocates a lynching, the r acial insults which are part of much bawdy l ore and children's game rhyme s . 
llowever, II Atomic Energy" lies outside the ar ea of protest one way or the other, being not a mes sage but Jimmy Vlomack ' s whims i cal viewing of t he times . 

Jimmy Womack , vocal and guitar. Recorded by Mack McCormick, April 1959. Houston. 

THIS OLD WORLD I S IN A TERRIBLE CONDITION GEORGE COJ,EMAN . . 
Every big city has its cast of IIcha r acters:'. Houston hes a Santa Claus - bea rd ed oldster who sells newspapers on a dovmstreet cornet' ; a wild - eyed fellow who s cavenges from trash cars a nd rides aroun":: i n a truck emblazoned wit h signs like IIBlood and Bvil your Jud gem~nt?" , and Houston has George Coleman . 
He ' s a s ight famili ur t o mos~.Houstonians, riding the main thraghf a res on a bicycle topped by a gigantic steel umbrel l a and with three 55- gallon oil drums: chained to its sides . ,!lhe whole affa.ir i s painted fire - engine:: r ed and George always looks amused as people stop and s t a r e at him, and he ' ll oft en cackl e out some startling comment and retr~at under the torn straw hat that cascades 07er his head in long, dangling strips. 

When the mood is upon him - and only when the mood is upon him -he 'll set up shop on a st r eetcorner and begin plying his trade. Somet hJes he tunes the oil drums in order t o play a. melody - a t e chnique he apparently picked up f r om '.'Iest Indian seamen who come into Galveston on the banana boats, from isl ands wher e the steel band tradition r eigns. But for the most part he simply uses the drums as engaging rhythmic accompaniment to l ong, acid ly humorous monol ogues on the state of the wor ld, with a dash of mysticism and prophecy thrown in. Among his r epe r toire are such incantations a~ "A Whistling Adaptation of Gene Krupa ' s !Disc Jocky Jump ' with Saxes, Tr ombones, and Trumpets in thEtt order " and "Geor ge Coleman f or PreS id ent , Nobody for Vic e- .t'res i dentn. 
Hi s manner defie s any attempt to loam anything of his backgr ound. He will hold out his arm , gnzB at the black skin and say "If you think I was ever a Negro, it is only be cause you a r c c·j lor-blind and do not see my true color." Or he will say "l '-:Ias born and r a i sed in Florida - my home is in Nassau - but I find myself hore " . Or he will end all discussion of music by saying IIDrums are Cl unive r sal languiage - I can speak to anyone living or dead". 
During the winter he appears irregula rly at a beatnik coff ee heusE:, Xucho ' s Purple Gion, in Houston, and waits for the lucratiVe cumme r when he s~ts up shop ·,:,n tho.! seawall in Galvcston - usually jus r: outside Murdoch ' s pie r - '.-vith a three - foot washtub to accept the contributions of strolling t ouri s ts. Appa.:-ently nothing delights him more than to gather a crowd - half of whom ar~ like ly t o be stRtUlch member s of the Bapt i st church - and happi ly scald them \Vi"th his (')'JJl"l iy>t:wY'n:r:-etations of t he Baptis t viewpoint . , 
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9 He is in SUSP1 C10US retrGat from the society a r ound him and hi s 

response to the world is anonymity mingled wit h exhibitionism. 
However much he enc our ages one to l a ugb at him it is impossible 
t o overlook the fact that his expression and his personality have 
a courageous ly shar p definition. 

This selection was r ecorded on an EMI batt ery operat ed machine 
which perfo rmed beautifully at ' the time and has not worked since . 
'fhe roa r heard throughout is that of the wind coming in from t he 
Gulf Which, together with the passing hot rods, are attributes 
of the location . 

In ear lie r forms, this pi ece has taken two distinct directio~ 
on e a church song bewailing the hypocrisy of t he congr egation , 
the other a general statement of the world ' s poor condition. Both 
share a number of sentiments in common which Geroge Coleman 
utilises as the basis for his highly personalised commentar y. 

Exsmples of the first are "Does yo ' Call Dat Religion?", 
collected at Lexingt on, Kentucky, 1913, and published in Niles ' 
"Seven Negro Exhaltations " ,and "God Don 't L:ile Itll from the Pearson 
Funeral Home ChOir, Columbia, S.C. in 1937 in the Library of 
90ngress file s AAFS 1026 and transcibed, in Lomax ' "Our Singing 
,Country". Also the r e cording's IIGod Don ' t Like It" by Siater 
rtosetta Tha rpe, Decca 2328, and "Do You Call Tha t Religion?!! 
by the Birmingham Jubilee Singers, Columbia 14163. 

Examples of thc lat t er - s til l a church song but pointing to 
world's rather than church's ill s - are "I just can I t feel at 
Home i n this World any more" by the Two Gospe l Keys, Folkways 
LP 53; and t he same title recorded by a Negro Church Congregation, 
Cockrus, Miss i ss ippi, in the Library of Congress fi l es AAFS 3009; 
IIThis , Ol d World ' s .in a Hell of a Fi;)(" by Black Billy ,Sunday · 
(Calvin P. Dixon) Paramount 13052 , "This World is in a Bad 
Cond itionll by Golden Gate '~uart et, Victor 20- 3159, ' and lIThis World 
i s in a Tangle ll by Jimmy Rodgers, Chess U- 7309. 

Co l eman is an accomplished piano play~r, taught by his mother who, 
he admits, was a devout churchgoer. .It ' s a saf e as s umption t hat 
he learned the song as a child at his home, which he says was 
between Tampa and J~cksonville, FloDda . 

George Col eman, monologue, barking and whistling; rattles and 
oil drums. Recorded by Ed Badeaux and Mack McCormick, June 12 
1959 , outside Murdoch's Pi er, Galveston, Texas. 

GOIN ' TO THE RIBER GOZY KILPATRICK . . . . . . . . . . . . 
A young man, i n his early 20 ' s , Gozy Kilpatrick is a self-made 
mUsician who, Wll lke many of his age, is not suscept ible ,to 
,imitating the slicked up jukebox music he hears. his tendency 
i s t owards the individual and persona l expr ession, toward what 
he calls IIGetting an idea of it out of my head and putting it 
with music." 

Gozy often visits R. C. l!lorest t o sit a r ound l earning tunes from 
him. Gozy is far the more creative of the two, and somehow manages 
t o obt ain some compatibility, desp~te the f act that he has only 
a key of G harmonica and Fores t is unable or unwilling to play in 
any key but C. The song is Gozy ' s r eshaping of traditional forms. 

Gozy Kilpatrick, vocal and harmonica. Record,ed by Meek McCormick, 
March 1959 , Houston. 
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OH, WHAT A TIME ( A HISTORY OF IIORLD ,.'AR Il ) PERCY 'I!LBORN QUARTET 

Ther e is probably no more per s i s t ent mus ica l gr oup than t he gospe l 

quartet. Ev ery Baptist church and every 250- \.'att radio s t a tion in 

the South has a list of such groups wa iting to perform. It is 

r emarkabl e that most of these gr oups ar e qui te good, s pontaneous 

and spirited in their handling of old gospel songs, making up 

new ones and occasionally a secular song. Not only are such groups 

eager t o record, they will usua lly wh~n f a ced with a microphone 

l aunch into compact fifteen and thirty minut es programmes which 

could be broadcast without editing. It is only on e i ndication of 

how in the past Several decades the phonograph r e cords sold to 

country people, and the small ra.dio stat i ons dedicated to this 

audience , ha ve become part and parce l of traditional mus i c -

however commercial may b e thelntent - and occupy a position 

comparable to the br oadsides and ;'ba11cts " which once both borrowe d 

from and contributed to tradition. 

Percy Wilborn was fo r merly a member of 1he Friendly Five Gospel 

Singers in GladeVlat er , Tex:l.s,a group specialising in such mater ial 

as IIJob" and ULong, Rocky Road" and il l Saw a Man u, with the 

emphasis on talking- time sol os . In 1951 Wilbo rn was se rving time 

in the Texas prison, and had surr ounded himself with other si~~ers 

forming one of the several quart ets at Retrieve Farm which 

entertain or. Sundaus, and beldn wi th the wor kgang for the rest of 

the week. 

Pe rcy Wilbcrn and the other member s of the Friendly .. Five Gos.pel 

Singers made up t nis song f or their broadcas t s in Gladwater, Texas 

just following t he war. ThG baSis for it is of course the 

spiritual "Oh, Whc:.t a Time ", which suppl ies t he ch.:. Ii.lS to this song . 

The t opica l song has a lways been a l a rge part of the ·songs offerea 

by traditional sin , ~C:;! rs. Those whi ch apply to \10r .ld War . 11 would 

themse l ves constitute n sizeabl e l . s t , including Doctor Clayton ' s 

"Pearl Harbor" , John LeG Hooker's "Questilmaire Blues", Roosevelt 

Sykes ' "Training Camp Blues ll
, Champion Jack Dupree ' s uF. D. R. 

Blues ", Sonny Boy Williamson ' s "Win the War Blues", and Lightnin' 

Hopkins ' "European Bluest! . The wide distribut i on of r e cord s gives 

sucy individual compositi ons a maximum opportuni ty to be picked 

up and passed along by other s i ngers. Most are forgotten, but 

a t l east two of those mentioned h~ve in the past y~ar been sung 

by artists npresented in this set. · 

Pe rcy Wilborn and others , vocal . Recorded by John Lomax, Jr . , and 

Pet e Sccger, 12 March, 1951 , Retrieve St ate farm, Snipe, Texas. 

TOM MOORE 'S FARM ANONY!J!OUS 
. . . . . . . . . . . . . . . . 

Tom Moore is a l ean , sunburnt man with an office in the Firs t 

National Bank building ut Navasota, Texas. It's an office dedi-

. cated to brisk· conversations with the freight agent s , gin operators 

and cotton brokers t hat handle the tons of maize and cotton that 

fl ow from the Moore plantation . Displ aying aeria l photographs of 

his holding, he shows the enthusi asm of a stamp collector as he 

poinmout the cluster of neat alumin ium outbuild ings, the checker

board of fields that border the Brazos river, and the lmdi.ng st r ip 

for his cr op- dusting planes. I t ' s a mo dern medanised farm with 

sla v,"r y- like trad ition s .till in force: the big b e ll that calls the 

workers to the field \vhere it ' s a 7- hour stretch from · breakfast t o 

midday , a system of threate- and in(Jebtedness t o hold the wor ker s , 

a method of r ecruiting workers with a sense of duty by hsving the 

Texas Prisons par ol e men to his charge, and a f eudal landlord 

dtermined t o being the final authority in hi s own domai n . 



77LA12/3
11

III got 30 families on my place - and they I r e happy people ", ji 'r am 
Moore I s r espon se when he ' s asked to expl ain why he and his f. .rm have 
been bluntly accused by a f nmed song. ;'You go out there &r!d 
you 'll see they're happy people". But a moment l a t er he squirmed 
suspiciously evc.ding a direct request to visit hi s farm. tilt 
l ook s jU"st like i t doe s in those pictures I showed you. The y ' re 
happy people - they don 't always mean what they sing ll • He l aughed 
depr ecat ingly, "Only I bezt n~ve1' catch one of them singing tha t 
song . ;, 

Tom Maore is rich and powerful a man \'1hose power of life and death 
over he workmen ha s on l y i n r ecent years been curtailed. He is 
probably sincere in his belief s that Negroes are invariably lazy , 
happy, cowardly, and faithless, and i n his feeling that the only 
way t o handle them is to provide a i"ew necessities, a few pleasun~s, 
and use the whip: "How' else do you think I' d get them to do the 
work - that 's what make s ' em r espect me". 

Not many miles fr om Torn Moor e ' s farm, and well wi t hin his sphere of 
influence, t here lives a man of l ar ger dimension than Mr . Moore : a 
65 - year ol d Negro who ' s spent his l ife sharecropping a 20- a cre 
pa tch of Brazos bot toms, raising a son and two s~ t s of grandchildren 
and making mus ic fo r his neighbour s - al l with boundless energy 
and a r a r e warming spirit. His songlore is remarkable in it s 
range from ba llads to breakdowns t o bl ues. It i s t oo an index to 
hi s character: ballads which reach far back into the traditions of 

' his people, breakdowns played by old finge r s racing with undiminis 
hed inventiv.e.ness, and blues not a bly free of self pity , showing a 
blunt , honest appraisal of life . He has been burdene d but not 
l essened by his circumstances, and by some innate culture , has risen 
above the moulp o f_"_cast,~ . .wi th .. q.,u i et naturnl g r ;:tce . 

In order t o prot e,ct him anl~ his fami ly, hi s name is withheld fr om 
his recording of IITom Moo r e ' s Farm" . Though the likelihood , of 
thi s r elease ev \..' r reaching Mr . Moor e is slim, so long as the 
possibility does exist there is no reason or n eed totake that risk 
with the singer 1s welfnr e * . 

It is sufficient to say that he is a man cl early superior to the 
feudal l andlor d in whose shddow he lives . 

* Other recordings of this singe r will be r eleased i n future, a t 
which ti ~e t he col le cting f~~ rnity will be able to identify him . 
Those who do so a re urged nev(. r under any ci rcums t ances to use his 
name in connection with the song "Tom Moore ' s Farm ", how~ver 
slight the lik~lihood of its coming to the at t ention of Mr. Moore. 
The simpl e f act is that the s inger and Tom Mo'ore are neighbours , 
the onc a poor laborer, t he other a powerful and vindi ctive man who 
has long f elt t he song to be a thorn in his s id e . 

All right, 1iEre' s a boy went do\m there t o work for him am he 
treat ed hi m brutish you know and wouldn 't pay him good and he beat 
him - aw, he jus t shipped him around there terrible OV0r ther e. 
Kinda like a little penitentiary, what you might say a second 
peni tentiary. ,tnd so this boy got out in the field - he ' s a good 
songster - he got cut in the field plowing his mule and he s eed 
Mist er Tom way !lcr oss ove r yonder , he say, "Yonder big boes!1I 
and he commence t o mumblil1t; a song a bout him and he just ma de up 
an ovm song of his own and rimed it up and put verses to it a nd 
when I seed him tha t Sat urday night , he was si~ging it . .. 

. • • lover 
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Got a great big plantation out the re, man, I reckon it's 18 miles 
wide! He got ev~rything he need out ttEre, and he got some people 
come out of the penitentiary. Parol ed ' em out. But see them 
kinda places, people just you know go out there and they ~-light not 
never come to town in two months - cause they got stores, clothes 
out there. Ah- hah, you get in debt, they say you never get off, 
less you run CJff. Now I can borrow mon ey from him or anyoody, 
but you go t to go out there and work . 

Two versions of this song are includc::d because of the worth of 
the contras ting vc-rsions and 8.1so to suggest hoy~ widely known in 
:rexas is this indictment of Tom Moo r e and his brothers. 

Thus f~r a total of 27 distinct verses to this piece have been 
noted from such varied singers as barrelhcuse pianist Edwin 
Pickens of Houston, gUitarists T. Lipscomb of Galveston , Dennis 
Gainus ot Houston, Jewell Long of Sealy,a-nd the two whose 
r ecordings arc included here. It is one of the most fully 
developed narrative or ballad- like pie ces ye t encountered in the 
blues id i on, <lnd .proba bly the most im ~: ort ant traditional song 
which escaped the grasp of the Lomaxes and other early collectors 
in Texas. 

The origin of the song has been fairly conclusively placed as having 
been in the mid 30s, at which time the song was one of the most 
frequently r equested pieces at country s uppers and dances 
throughout the Texas cotton belt - a unique position for a song to 
attain in mod.ern times, without benefit of radio and r ecords to 
establish it as n "hit " . The present singer feels qui to certain 
the song was actually originated by a field hand named Yank 
Thornton who worked on the Nioor02 plantation (and who is now 
believed t o be in ,!iichi t a Falls, 'JlCXo.s). Thornton w~~ s a good 
II s ongst er :t but he played ··-no···1..net rument , so his first act Wet S to 
take the song to one of the most resp~ctcd people and best 
guitarist in the region - the man who is heard on this j.:ecording -
and thru' him· the song was v'i'idely disseminatod t o other singers~ 
one of whom carried it to Grapeland, Texas where Lightnin' Hopkins 
learned it about 1939 . Thus in these two r ecord ings one has the 
raw f olk product much as it ) roba bly originated, from a man who 
is essentially a shi.::.r e croppcr, contrasted with the song as developed 
by an effective stylist Vlho h ::-.s c C'mc to depend en h i s voice and 
guitar for · his living. Though. neither mun has worked for Tom Moore, 
both a r e singing of conditions wit tJ which they are intimately 
acquamted. . 

.This is a true .song of protest, but it is important to appreciate 
exactly what it is protesting . It is not protesting the evi·ls of 
sharecropping system on any broad economic l evel. It is not 
protesting Tom Moo r e ' s wealth gained from the sweat of others. It 
is ·sif::ply a ·brutally truthful characterisation of one partioular 
hardened opportunist who ha s taken advantuge and mistreated his 
l abu.r er::; . r ·1; is a prul;~st against Hthem bad f<:tI"lllS" whe r~ a .farlller 
can gl2t st.::rted with only n borrowed five or ten dollur bill, the 
ease of which dUPed him into working against un ever increas i ng 
debt, his life circumscribed by f ear of the big boss , and the b2l1s 
·dhich call him from t he field to meals and then cull him back to 
the fi eld where the landlord stands with lIspurs in his ho rse" s 
flnnk" and th~ "whip in his hand tI. 

And, most pOintedly, it is protesting the landlord's philosophy by 
throvling b4ck in his face his m'm words to the men who work his 
land: rrKeGl~· yourself out of the graveyard and I'll keep you out of 
the penitentiary." 

•. . /eont. 
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13 This i s n tr~ditlonal phrase used - in all s~riOU8ness - by 

Southern pl a nters. Mo:l'€ than r:,ny othe r single st :::.t ement it 
characterises the relationship between landlord and fieldhand, 
which the property owners hope to pr~ serve. It implies the 
essential bargain st ruck following abolition: work and loyalty from 
the Negro, s ubsistence and protection from the whi to mall. 

Having no choice but to enter this bargain, the Negr o has adjusted 
t o its t e r ms, zcc~pting t o a n enormous degree the i dea of his own 
inferiority, clinging to and often reluctant t o a lt e r his 
dependency status. An in~ight int o how deeply r ooted is this 
acceptance is given by Alar.. ,Lomo.x ' documentary L.P . aBlue~ in the 
Mississippi Night:1 in which a noted blues sing~r comments on one 
of the itm IJ rcy mc:n", saying "He was r eally a friend - 11. I rilmediatc ly 
the- speaker r ealises his statement r eflects only his youth, when he 
accepted and depended on the relationships of the caste system, and 
bringing in what l ate r expc:rience had taught him, h~ shifts gear s 
to qualify the sta t.Jmi.mt, saying 11 - at least we thought so then ". 

This f actor , the Negro ' s own acceptance of th .;,;o whit e man ' s terms, 
~s a ma~or ferce in forcing integration to a painfully sloV! pa ce. 
Of the l egro artists represented in thi s set, most arc of t his 
at titude , being the older rura.l peopla. Joel Hopkins has commented: 
"Whit e peoples has fair got more knowledge than some coloured 
people." Dudley Al exande r has said , IIf t ell you the., trouble th ..:: se 
days is all out of us not do ing what white f olks say f or us t o d0 4 
That I d how I was r a ised und taugtt, and that ' s the way I believe . 11 

Bcth statements were in c~nvers~tion wi th oth0r Negr oes. Liku all 
men who h<."'.ve come t o accept a simple scheme of things, they r esist 
change . 

--Th'e: -Negf'o has Bven--t:hnract e:rtsed his ' own sense of incompetence ftnd 
infc-riority in this V6'rse from "The Dirty Dozens": 

White man was born with a v ei l ('ver hif-: f nce , 
Hr S..;:en the trouble b<: for c: it taken place; 
Nigger was born with a rag in his ass , 
Nev0r seen troubl0 till it don e pass 'd. 

While th€! burden of Co.stu i s ncY..:; r o.bsent , persona.l r~lationships 
be:twcen t he races grow UP v/ith strong individual affect i on as 
ther e must b e betvwen str ong, expr ess i ve peopl e living an inter
dependent life. Some men , JS t he singer heard here, a r e sufficient l J 
endowed with nobility to live in the rura. l South and yet remain fr ee 
of hate or obs equi ousness: h~ is cal mly assur ed of his own digni ty 
and while in his lift:.- - tili:lc he; will never earn u f a ir day ' s pay, only 
the occa8ional tyran t or pervert f a ils to respect him . 

Other st r ong wi l l ed, pr oud p~rsons - as Lightnin' Hopkins, George 
Co l eman , or Andrew ~vcrett - prefe r t o avoid contact with whites 
so as to cs cap.;,;o the pos sibility of any situation demanding 
subs ~rvience. Yet a man like Dennis Gainus who is ami ably willing 
to adopt any f l!vming a.tt itud e required may establi sh a paradoxical 
relationship. Dennis and his wife live in a. gar:::.go apartm(:nt in 
a white neighborhood and frequently entertain the two young white 
girls who occupy the n~xt door garage apD.rtment, , responding to cn.ch 
other as neighbor s and fri ends. 

In view of th~ compl~xity of r 8l ationshi ps briefly hinted G.t, Tom 
Moore ' s Farm must be s~cn as th0 Singers intend it , It comes from 
peopl e born and r aised in the rural South, people who h,lVC raminGd 
there a ccept ing to SOIDu degree the conditions imposed and the 
at titudes r equired. Itcomes from people who e xpect to be tr~at ed 

• •. / ove r 
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14 unjustly, with cru~lty a nd c ontempt, asking in turn prot ection and 

survival. Tom .Moore is castig~tcd n ot b~cause he is cruel and 
unjust , but becaus e he is too cruel and too unjust , more s o than 
the status quo I.'L: rmits. HIS c.ctions h. ve been ex treme , els e he 
would not h J.V0 c1chi ey e d this kind of r ccogni tion from t ile peop10 
of the t enant - f a r m culture . 

The joke;··f'ina lly , i s on Mr. Uoor e himself, for e v e ryone in the 
Br azos bot toms knows this song, und Mr. Moor e knows the community 
i s filled wi '(; h accusation and harsh l aught e r a t his c:xpense . 

• . • . • .•. , vocal and guit a r. 
Mack McCormick, June 30 1960 , 

TOM MOORE ' S FARM 

Reco rd ed by Chris Strachwitz and 
Navasota, Texas . 

LIGHTNIN' HOPKINS 
. . . . . . . . "-------------------

Jo e l Hopkins has said of his yOWlgcr brother ' s song a bout the 
Moore broth~ rs, IIWGll , they was kind o. r ou6h guys y ou know. 
Lightnin ' jumped up ha lf- high on e· night and mnd e him up a song 
a bout thc::m and then got scared." 

Lig htnin's singing of the piece has f orced him to giv e up playing 
in towns near th~ Moore brothers ' t e rritory a nd he was extreme ly 
reluctant t o m<:!ke t his T",,·cording, r ememberi ng the night in Conroc 
Te x<ls when Tom Moore came into a dance ha ll a nd t old him, "Boy ! 
I don ' t wanna hear no mo r e a bout that song outa you." 

Al tho he has added t o it and been assoc i ated with the song, 
Lightnin ' does not claim it as his own. IIThst I s one tha t evu r ybqdy 
sings . " Shortl-y c.ft ·c.sr he made thi s r e cording Lightnin ' -sug[~este d 
a vi s it t o a j ook j oint on Scott str~Dt whe r e ano the r gui ~ arist 
was working. At Iightnin ' s r r.;quest the man pl a yed his v e.t'si on of 
"Tom Moore' s Fa rm !' which r e lated still other incidents about the 
Maor e brothe r s . "Sac, H Lightnin ' l:xpl a ined , lilt ' s a ll· tht:! same, 
but it ' s d i fferent . And mos t of all the f ells. thnt s ings that song 
i s a guy thnt used to work for Tom Moore a nd was crippled up . Now 
he could sing that song. They d id it to him, them Moore brothe rs . " 

The only pr ..;vi ous r (;cordin6 Sl.'<::ms t o be r~ightnin ' s own v ..:.' rsi on 
r ecord ed in 1947 on Gold Sta r 640 which he sa.ng :.:s "Tim McorL:'s F:lrI!i 
( which ·r.:rlY r ank ~:s the thinnest disguise e ver employed) . The 
limit a tions e f t he 3- mi nu to r e cor d did not a l l ow him t o includ e 
four o f th~ v erses hear d here . 

Altho the song ma y h~ve r eached r ecords earli ~ r, n o listing is 
found in the s t a nda rd discographiee nor in th~ Libra ry of Congress 
fil es . The r e ftrenc e t c the 19 36 Texas Centennia l suggests the 
song wa s in circulation at that. time . 

TherG is an analogue in 'Nhite cOWltry tradition , "Down on Penny' s 
Fa r m", which makes int t:: r t:'s ting comparison. Sce the Bentley Boys ' 
r ecording on COlumbi a 15565 or its transcription in Lomax '''O ur 
Singing Country" • . 

Sarn "Lightn1n ' " Hopkins, vocal a nd guita r. Recorded by Mack 
i''IlcCormick, July 16 1959, Houston. 

- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -

•• • /cont . 
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John Lomax, Jr. is a person of enormous physical capacity - one 
whose presence tends to dominate a roomful of people although there 
is no specific thing which seems to bring it about. To glance at 
him, one would never guess that he was a travelling bank auditor at 
one time. One might accurately guess that he ' s bossed construction 
crews and swung tool s himself. As a young man he lea rned about 
cotton picking and r nilway tie-tamping the hard way . During the 
War years he served in the U.S. Navy "muscl e buster" program train
ing recruits, and has always crammed sports like handball and swim
ming into every spare hour. At a party he'll be sitting quietly 
off to the side, slowly crushing an empty beer can in his hands 
just t o ke ep his body aware of itself . He works as a real estate 
developer and builder but, in song, his identification is wholly 
with the music that has sprung from hard - l a boring people . 

In the 1820 1s planters from the Miss i ssippi Delta began moving to 
Texas. lt was easier to move, to chain their slaves and load them 
on wagons, than to buy fertili se r and replenish the soil burned out 
by cotton. They settled in the Brazos Bottoms where the soil and 
climate duplicated that of the Delta. Mexico which then ruled the 
area had forbidden slavery lilt the l aw was easi ly ignored. The "Deep 
South" is more a state of mind, the mind of the feudal landlord, 
than it is a geogra phic loco.tion and Brazos Bottoms Vlere quickly 
converted to the system . 

After the Civil .far, c2.rpetb&ggers and Negroes ruled the state f o r 
a bri ef period - Negro rule, or even the very existence of the 
people is seldom wentioned in local histories, making it difficult 

-.-~.;t.o gathex... in..:for wat; on ahc.u.t.. . t ,hELJ)e..r_i.o.d_ :': 9J}Q. ._encQ-,~rageJt y_he_ f~eedJ!Le_.t:l_ 
to move to the p iney Woods area of the state where the lumber camps 
and railroads were hiring. Y"then the plantation owners reasserted 
their rule, the state established a policy of renting out gangs 

.. ' 

of convict l c bourers to m~intain the plantations in the old fashion. 
Texas sheriffs saw to it that the sur ply of convicts met the damnd. 

With !lsla~les!l a,:ain in supply the plantation s ystem spread north 
along the Brazos nearly to Ce:i.ltral T'exas. The system still survives 
no longer with hired convict l abor - but with the old plantations 
turned into prison f~rms and with others operating as tenant farms . 
Today the surge- singing of the Brazos Bottoms is a direct survival 
of slavery times, telling Simple, straightforward history. . 

"Ainlt No More Cane on the Brazos ,1! as sung by Ligltnin ' Washington, 
Dave Tippen, and Mexico at Centra.l; farm is published in Lomax ' 
"American Ball ads & l!"olk SOl'@!I. .J.:he Library of Congress has issued 
Ernest Williams and group ' s singing of it on 11 3 and LP 11 3. 
Related recordings are "01 Hannah" by Doc Reese, Folkways LP 53; 
UGo Down Old Hannah" by Andrew Crane and group at Retrieve Farm, 
Folkways LP 4-75; "Go Down old Hannah" by J ames '![ronhead" Baker, 
Library ef Congress 11 38; and Lightnin' Hopkins use of lines from 
the songs in lPenitentiary Blues", Folkways LP 3822, and in IIGo Down 
01 Hannah", in Tradition LP 1035. 

"Ain ' t No more Cane on the Brazes" and !lGo Down Old Hannah" share 
a number of verses v/hich occure in these two as well as other f:longs 
from the Texas prisons. 

John Lomax Jr., unaQcompanied vocal. Recorded by Mack McCormick, 
Jul y 1 , 1959, Houston . 

• • • Iover 
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16 THE BOOGIE WOOGIE MACHINE WILL lAM SPROSS & HARVEY KRUEGER . . . 

In the early 1800's, German nobles began settling in Texas, followed 
by people fro iT! Poland, Bohemia, and Austria, who now compose a string 
of homogenous communities in Central Texas lying between Houston and 
San Antonio. 

It resembles the Negro population of East Texas in that it is an 
area in which a singer or country dance group can disappar, returning 
weeks later to report that an enthusiastic audience was found in 
every hamlet and town. 

Obviously such a community will produce artists and songmakers who 
reflect the distinctive culture, and its symbol of succulent well
being, the sausage. 

William Spross is such a songmaker, whose letterhead identifies 
himself: 

William Spross , Piano Tuner, Zither Player 
Song Writer and Recording Artist 

Heard Sundays at 12:30 P .M . over KWHI 
Brenham, Texas. 

He plays an ancient Schwarze Table Zither which he believe s to be 
the l ast one built in America before the makers all passed away. 
"This instrument was built in 1903 and when my mother ' s cousin died 
who owned it in 1917, r bought it andhave played it ever since . . • 
r have been writing songs, all kinds for many years. I have. 100 
compOSitions of my own." 

':.L'he singer, Ha rvey Krueger, is a teenager of the community •. 

The term I'boogie woogie" is not a musical refuoence but an outgrowth 
of bogie or boogie man. Here the B00gie Woogie man is the owner 
of a sausage shop und inventor of a grinding machine. The subj e c-c 
has been given fascinated attention not only in chi l dren's songs but 
in the world's chief literature. Shakespeare has written, in 
"Titus Andronicus", of two children chopped into a meat pie and 
served to unwitting mother, e choing lege~dary incidents in the house 
of Atreus where !lA f a ther feasted - and the flesh his children. 
Not only cannibalism, but the subject of ground me a t is of endless 
concern to children, as indicated by one of their jump rope rhyme$ . 

My father owns the butcher shop, 
My mother cuts the meat, 
And I'm a littl~ meatball 
That runs around the street. 

And in IIChj. ldren's Dreams : an Unexplored Land", C. W. Kimmins re ports 
a child's dream : "There was a fire, and a kettle over it full of 
boiling water . 'ihey throvme into it and once in a while the c ook 
used to come over and stick a fork into me to see if I was cooked. 1t 

The curiosity and suspicion att~ched to sausage meat once gripped 
the n ,"!tion with rumor . One such tale wa s to the effect that a· 
midwestern sausage maker's wife had disappea red, that he ha d conf
essed to her murder but was free of prosecution a s no body wa s ev er 
fiscovered. During 'torld ~/ar I when this rUInor circula ted, while 
other ::neats we r e rising in price , the price of sausage was sorely 
depressed. 

William Spross, zither ; Harvey Krueger, vocal . Recorded 1957, 
Brenham, Texa s . 

. .• /eant. 
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17 TIN CAN ALLEY R . C. FOREST &: GOZY KILPATRICK . . . . . . 

The doctors at Jeff Davi s, the city- county hospit a l, have told 
R. C. Forest he'll 800n be dead if he doe sn't cut down on his 
drinking. This song is his r eply . 

The buria l-ground theme runs strong: in the blues t redi tion, usually 
with a sense of trying to gllBp the . r eality of "marble town". It is 
an effort to project into the event, rising above the i mpulse which 
Lightnin ' Hopkins char acteris es in "Death Bell s " . 

Othe r songs in which the singer looks towards his own personal dea th 
are Rob ert Johnson ' s liMe and the Devil Blues ", Bukka White ' s 
i'Fixin ' t o Die Blues ", Leroy Carr's "Six Cold Feet i n . the Ground", 
and Blind Lemon Jefferson I s "See that my Grave is kept Clean " . 

"Tin Cnn Alley" i s related to most of these; most of which empl oy 
images from the hymn "Two White Horses In a Line " (sometimes "Four 
Whit e Horses in a Line) and is widely known in its own right. The 
first r ecor.ding was probably LOIUlie Johnson ' s Okeh 8524, whilst his 
"Death Valley is just Half Way t o my Home" OK 8768 and Arthur Big 
Boy Crudup1s "Death Vall ey Blues" Bb 8858 a re closeiy r elated. 

R. C. Forest, vocal and gu itar ; Gozy Kilp~trick, h~: :rJDonica. Recorded 
by Mack McCormick. March 1959. Houston. 

"'.HE WACO GIRL J OHN Q. ,u~DBRSON 

~~~~::~~~. ~.~.~.~~.~.~.~.~.~~.~.~.~.~~~~~~~~~~ --~~ ~~-~-Altho Dr. And e rson hus achieved literary a -.;tention wTIli t wo vo lumes 
se rved as presid ent of the Texas Folklore Society, and is presently 
Prof e ss or of English at Texas A & M College, his lore der ives not 
from his scholarly pursuits but from his own youth in the Texas 
Panhandle . 

His songs, l earned from old er s inge r s , include apat on i e , Pride of 
the Plains ll a nd "Cotton- Eyed J oe " and "Bury Me Not on the Lone 
Prairie!! - allsung with a trace of the bleak winds that howl across 
the pla ins , the quality that get s into the voice of someone used t o 
talking a bove the whine of a "blue northern . 

liThe Waco Girl" was sung and accepted in the Texas Panhandle as 
the story of a young man Vlho murdered a girl in -,7aoo , Texas . The 
singer' s s ist er l earned it as early as 1910 from an aunt . It was 
on ~y l ater that Dr . Anderson disocvered the ballad was one of a seriel 
in the United St a t es, va riously known as liThe Oxford Girl" , -- "The 
Knoxville Girl ", "The Shreveport Girl" and so on, a ll of which go 
back to a British broadside of a bout 1700 known as tiThe Berkshire 
Tragedy" ; or :'The 'mttam Miller", wh i ch was published in Volume VII 
of the Roxburghe Ba l l ads collection. 

Of course it is quite possible th~t thi s variant did conc ern an actual 
murd er i n Wace . The r e a r e many ins tances in both songmaking as well 
as mythmaking i n which a pre - exi s ting na rrat ive i~ s lightly a dapted 
to apply to some contemporary inCident , thereby giving a structure 
of univer sality and t ested dramatic impact to the t elling of what 
a ppears a loca l event. Fer examp~e , two of the best known American 
folksongs -. - "Casey Jones ;! and 'Frankie & Johnny" - were in existence 
~ith different names employed) before the historical events with 
which they are now assoc i a ted. 

. . . /over 
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"The Waco Girlll is only a light adaptation of the older songs, omitting the motive o- the girl's pregnancy - which the British broadside explicity states • .• "By you l oam with child". 
A broadside sold in Boston about 1810, "The Lexington Girl" i s in the H",rvard College collection . Publ i cations include "T he Miller's Apprentice" or liThe Oxford Tragedyll in Sharp ' s English Folk Songs from the Southern Appal achians, Vol . I (5 versions); "The Wexford Girl" in Cox's Folk Songs of ~ he South; i'The Oxford Girl" in Owens ' Texas Folk Songs; liThe Noel Girl" in Rnndolph ' s Ozark Folksongs; "The Lexington Murder" in Lomax ' Our Singing Count r y; and "TlEKnoxville Girl" in Botkin's u Treasure of 0outhenl. Folklo r e. 
Reco rd lngs of the variants are "The Knoxville Girlll by George Peagram , Riverside LP 12- 617, and by drthur Tanne r, Columbia 15145 ; and "Exper~ Town (The Oxford Girl)" by Mildred Tuttle, issued by the Library of Congress, 1157 and LP 1112. 
Alt hough "The Waco Girl" does not seem to be on any previous record or published in any general anthology , there arc two versions in the Library of Congr ess files, and Dr . Anderson has heard another v ersion of the ballad . 

John Q. Ander son , vocal and guita r . Novembe r 1959 Coll ege Stat i on , Texas. 

2 .69. 




