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The immediate predecessors of blues were the Afro-Ameri-
can/American Negro work songs, which had their musical
origins in West Africa. The religious music of the Negro
also originates from the same African music. However, while
the general historical developments of Negro secular and
religious music can be said to be roughly parallel, i.e., they
follow the same general trends in their development, and in
later forms are the result of the same kind of . accultural

processes, a Negro reh"gious’ music contingent on Christian- .

ity developed later than the secular forms. An Afro-Ameri-
can work song could come about more quickly in slavery

than any other type of song because even if the individual.

who sang it was no longer working for himself, most of the
physical impetuses that suggested that particular type of

singing were still present, However, Afticans were not Chris-
 tians, so their religious music and the music with which they

celebrated the various cultic or ritualistic rites had to un-
dergo a distinct and complete transfer of reference.
For the African in the United States there was little op-

portunity for religious syncretism (the identification of one

set of religious dogma or ritual with analogous dogma or
ritual in a completely alien religion). In the essentially
Catholic New World cultures, the multitudes of saints were

easily substituted for the many log or deities in the various - .

West Adfrican religions. But in Protestant America this was
not possible.

So the music which formed the link between pure African-

music and the music which developed “after the African
slave in the United States had had a chance to become ex-
posed to some degree of Eurc-American culture was that
which contained the greatest number of Africanisms and yet

was foreign to Africa. And this was the music of the second -~

generation of slaves, their work songs. The African slave had
sung African chants and litanies in those American fields.
His sons and daughters, and their children, began to use
America as a reference. '
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As late ‘as the nineteenth century, pure African songs
could be heard and pure African dances seen in the South-
ern United States. Congo Square, in New Orleans, would
nightly rock to the “master drums” of new African arrivals.
In places like Haiti or Guiana, these drums still do remind
the West that the black man came from Africa, not Howard
University, But in the United States pure African sources
grew scarce in a relatively short time after the great slave
importations of the eighteenth century. .

The work song took on its own peculiar qualities in Amer-
ica for a number of reasons. First, although singing to ac-
company one’s labor was quite common in West Africa, it is
obvious that working one’s own field in one’s own land is
quite different from forced lahor in a foreign land. And
while the physical insistence necessary to suggest a work
song was still present, the references accompanying the work
changed radically. Most West Africans were farmers and, I
am certain, these agricultural farm songs could have been
used in the fields of the New World in the same manner as
the Old. But the lyrics of a song that said, “After the plant-
ing, if the gods bring rain,/ My family; my ancestors, be rich
as they are beautiful,” could not apply in the dreadful cir-

cumstance of slavery. Secondly, references to the gods or
religions of Africa were suppressed by the white masters as
soon as they realized what these were—not only because
they naturally thought of any African religious customs as
“barbarous” bt because the whites soon learned that too
constant evocation of the African gods could mean that
those particular Africans were planning on leaving that

plantation as soon as they could! Thé use of African drums
was soon prevented too, as the white man learned that
drums could be used to incite revolt as well as to accom-
pany dancers, '

So the work song, as it began to take shape in America,
first had to be stripped of any purely African ritual and some
cultural reference found for it in the New World. But this
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was -difficult to do within the African-language songs them-
selves. The diverse labors of the African, which were the
sources of this kind of song, had been funneled quite sud-
denly into one laber, the cultivation of the white man’s

fields. The fishing songs, the weaving songs, the hunting

songs, 2ll had lost their pertinence. But these changes were
not immediate. They became the realized circumstances of

a man’s life after he had been exposed sufficiently to their :

source and catalyst—his enslavement.

And this is the basic difference between the first slaves
and their offspring. The African slave continued to chant
his native chants, sing his native songs, at work, even though
the singing of them might be forbidden or completely out of
context. But being forbidden, the songs were after a time
changed into other forms that weren’t forbidden in contexts
that were contemporary. The African slave might have re-
alized he was losing something, that his customs and the
memory of his land were being each day drained from his
Life. Still there was a certain amount of forbearance. No one
can simply decree that a man change the way he thinks,
But the first black Americans had no native cultural refer-

ences other than the slave culture. A work song about fishing -

when one has never fished seems meaningless, especially

when one works each day in a cotton field. The context of -

the Africans’ life had changed, but the American-born slaves
never knew what the change had been.

It is impossible to find out exactly how long the slaves
were in America before the African work song actually did
begin to have extra-African references. First, of course, there
were mere additions of the foreign words—French, Spanish
or English, for the most part, after the British colonists
gained power in the United States. Krehbiel lists a Creole
song transcribed by Lafcadio Hearn, which contains both
French (or patois) and African words (the italicized words
are African): '
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Ouendé, ouendé, macayal
Mo pas barrasse, macayal
Ouendé, ouendé, macayal
Mo bois bon divin, macayal
Ouendé, ouendé, macayal
Mo mange bon poulet, macayal
Ouendé, ouendé, macayal
Mo pas barrasse, macayal
Ouendé, ouendé, macayal
Macayal

Hearn’s translation was:

Go on! go on! eat enormously! .
I ain’t one bit ashamed—eat outrageously!
Go on! go on! eat prodigiously! _
I drink good wine!l—eat ferociously!
Go on! go on! eat unceasingly!
I eat good chicken—gorging myself!
Go on! go on! ete.

It is interesting to note, and perhaps more than coincidence,
that the portions of the song emphasizing excess are in Afri-
can, which most of the white men could not understand,
and the portions of the song elaborating some kind of gen-
teel, if fanciful, existence are in the tongue of the masters.
But there was to come a time when there was no black man
who understood the African either, and those allusions to ex-
cess, or whatever the black man wished to keep to himself,
were either in the master’s tongue or meaningless, albeit
rhythmical, sounds to the slave also.

Aside from the actual transfer or survival of African words
in the songs and speech of the early slaves, there was also
some kind of syntactical as well as thythmical transfer since
Africans and their descendants tended to speak their new
languages in the same manner as they spoke their West Afri-
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can dialects. What is called now a “Southern accent” or
“Negro speech” was once simply the accent of a foreigner

trying to speak a new and unfamiliar language, although it
was characteristic of the white masters to attribute the

slave’s “inability” to speak perfect English to the same kind
of “childishness” that was used to explain the African’s be-
lief in the supernatural. The owners, when they bothered to
listen, were impressed that even the songs of their native
American slaves were “incomprehensible” or “unintelli-
gible.” However, as Herskovits says of early Afro-American
speech: :

“ .. since grammar and idiom are the last aspects of a
new language to be learned, the Negroes who reached the
New World acquired as much of the vocabulary of their
masters as they initially needed or was later taught to them,
pronounced these words as best they were able; but organized
them into aboriginal speech patterns. Thus arose the various
forms of Negro-English, Negro-French, Negro-Spanish and
Negro-Portugese spoken in the New World, their “peculiari-
‘ties” due to the fact that they comprise European words cast
into an African grammatical mold. But this emphatically
does not imply that those dialects are without grammar, or
that they represent an inability to master the foreign tongueé,
as is so often claimed.” 2 ‘ '

A few of the “unintelligible” songs are not as unintelligible
as their would-be interpreters would have it. For instance,
Mr. Krehbiel lists as unintelligible two “corn songs’—songs
sung while working the corn fields. Only a fragment of one
song remains, the words “Shock along, John.” It seems to me
incredible that Krehbiel could not see that shock is the word
shuck, meaning to strip the corn of its outer covering, which
is what the slaves did. ' ‘ :

Five can’t ketch me and ten can’t hold me—
Ho, round the corn, Sallyl

2 Op_. cit., p. 8o.
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Here’s your iggle-quarter and here’s your count-aquils—
Ho, round the corn, Sally! :
I can bank, "ginny bank, ’ginny bank the weaver—
Ho, round the corn, Sally!

All,of the above seems obvicus {0 me except the third and
fifth lines. But iggle is, of course, eagle, and an eagle quarter
was American money. It would also seem that count in the

 phrase “your count-aquils” is either a reference to that money

or the count of merchandise being harvested—in this in-
stance, the corn. Aqguil could be either an appropriation of

 the Spanish aqui, meaning here, or more likely an appropria-
tion of the French word kilo, which is a term of measure.,

Another less “obscure” song of probably an earlier period:

Arter you lub, you lub you know, boss. You can’t broke
lub. Man can’t broke lub. Lub stan’—he ain’t gwine
broke—Man heb to be very smart for broke lub. Lub is
a ting stan’ just like tar, arter he stick, he stick, he ain’t
gwine move. He can't move less dan you burn him,
Hab to kill all two arter he lub fo’ you broke lub.# '

Though the above shmﬂd be considered an American
song, it still retains so much of the African that it might be

- difficult for some people to understand. Yet I think the

references quite American. But now, however, by African,
I do not mean actual surviving African words, but rather
the African accent and the syntactical construction of cer-
tain West African dialects. It is relatively easy to see the
connection in the syntax of this song and the literal transla-

‘tion into English of African phrases. For example, the literal

English rendering of an Ashanti (Twi dialect) phrase mean-
ing “to calm a person” is “cool he heart give him.” (And
here, I think, even the word cool should bear further con-
sideration. )

& From Maud Cuney-Hare, Negro Musicians and Their Music { Washington,
D.C., Associated Publishers, 1936), p. 27.
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African speech, African customs, and African music all
changed by the American experience into a native American
form. But what was a pure Affican music? Were there sim-
ilarities between African and European music before the
importation of the slaves? What strictly musical changes
occurred to transform African music into American? How
did this come gbout?

The role of African music in the formulation of Afro-Amer— '

ican music was misunderstood for a great many years. And
the most obvious misunderstanding was one that perhaps
only a Westerner would make, that African music *. . . al-
though based on the same principles of European music,

suffers from the African’s lack of European ‘technical skill

in the fashioning of his crude instruments. Thus the strange-
ness and out-of-tune quality of a great many of the played
notes,” Musicologists of the eighteenth and nineteenth cen-
turies, and even some from the twentieth, would speak of
the “aberration” of the diatonic scale in African music. Or
a man like Krehbiel could say: “There is a significance which
I cannot fathom in the circumstance that the tones which
seem rebellious [my italics] to the negro’s sense of intervallic
propriety are the fourth and seventh of the diatonic major
series and the fourth, sixth and seventh of the minor.” * Why-
did it not occur to him that perhaps the Africans were using
not a diatonic scale, but an African scale, a scale that would
seem ludicrous when analyzed by the normal methods of
Western musicology? Even Ernest Borneman says: “It seems
likely now that the common source of European and West
African music was a simple non-hemitonic pentatone system.
Although indigenous variants of the diatonic scale have
been developed and preserved in Africa, modern West Afri-
cans who are not familiar with European music will tend to
become uncertain when asked to sing in a tempered scale.
This becomes particularly obvious when the third and sev-
+Ibid., p. 73. l
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enth steps of a dlatomc scale are approached The singer al-
most invariably tries to skid around these steps with slides,
slurs or vibrato effects so broad as to approach scalar
value,” 8. _

These sliding and slurring effects in Afro-American music,
the basic “aberrant” quality of a blues scale, are, of course,
called “blueing” the notes. But why not of * scalar value?” It -
is my idea that this is a different scale.

Sidney Finkelstein, in Jazz: A People’s Music: “. . . these
deviations from the pitch familiar to concert music are not,
of course, the result of an inability to sing or play in tune.
They mean that the blues are a non-diatonic music. . . .
Many books on jazz . . . generally describe the blues as a
sequence of chords, such as the tonic, subdominant and
dominant seventh. Such a definition, however, is like putting
the cart before the horse. There are definite patterns of
chords which have been evolved to support the blues, but
these do not define the blues, and the blues can exist as a
melody perfectly recognizable as the blues without them.
Neither are the blues simply a use of the major scale with
the ‘third’ and ‘seventh’ slightly blued or flattened. The fact
is that both this explanation, and the chord explanation, are
attempts to explain one musical system in terms of another;
to describe a non-diatonic music in diatonic terms.” ©

The most apparent survivals of African music in Afro-
American music are its thythms: not only the seemmg em-
phasis in the African music on rhythmic, rather than me-
lodic or harmonie, qualities, but also the use of polyphonic,
or contrapuntal, rhythmic effects. Because of this seeming
neglect of harmony and melody, Westerners thought the
music “primitive.” It did not occur to them that Africans
might have looked askance at a music as vapid rhythmmally
as the West's,

5 “The Roots of Jazz,” in Nat Hentoff and Albert J. McCarthy, eds., Jazz
{New York, Rinehart, 1950), p. 13
8 Jazz: A PeoplesMusw {New York Citadel, 1948), p. 68.
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The reason for the remarkable development of the rhyth-
mic gualities of African music can certainly be traced to the

fact that Africans also used drums for communication; and

not, as was once thought, merely by using the drums in a
kind of primitive Morse code, but by the phonetic reproduc-
tion of the words themselves—the result being that Africans
developed an extremely fine and extremely complex rhyth-
mic sense, as well as becoming unusually responsive to tim-
bral subtleties. Also, the elaborately developed harmonic
system used in the playing of percussion instruments, i.e.,
the use of drums or other percussion instruments of different
timbres to produce harmonic contrasts, was not immediately
recognizable to the Western ear; neither was the use of two
and three separate rhythmic patterns to underscore the same
melody a concept easily recognizable to Westerners used to
less subtle musical devices. .
Melodic diversity in African music came not only in the
actual arrangements of notes (in térms of Western trap-
scription) but in the singer’s vocal interpretation. The “tense;
slightly hoarse~sounding voeal techniques” of the work
songs and the blues stem directly from West African musical
tradition. (This kind of singing voice is also common to a
much other non-Western music.) In African languages the
meaning of a word can be changed simply by altering the

pitch of the word, or changing its stress—basically, the way = -

one can change the word yeh from simple response to stern
challenge simply by moving the tongue slightly. Philologists
call this “significant tone,” the “combination of -pitch and
timbre” used to produce changes of meaning in words. This
was basic to the speech and music of West Alricans, and was

- definitely passed on to the N egroes of the New World.
Another important aspect of African music found very
readily in the American Negro’s music is the antiphonal
singing technique. A leader sings a theme and a chorus an-
swers-him. These answers are usually comments on the lead-

ers theme or comments on the answers themselves in im-
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| provised verses. The amount of improvisation depends on

how long the chorus wishes to cont.inu.e. And.improvisation,
apother major facet of African music, is ce-rtamly one of the
strongest survivals in American Negro music. The very char-
acter of the first work songs suggests that they were Ia.rgely
jmprovised. And, of course, the very structure of.]azz is .thg‘
melodic statement with an arbitrary number of improvise
answers or comments on the initial theme. . . ‘

Just as some of the African customs survwed'm America
in their totality, although usually given just a thin veneer of
Euro-American camouflage, so pure African songs, dances,
and instruments showed up on this side of th.e water. How-
ever, I consider this less significant because’ it seems to me
much more important, if we speak of music, that‘ features
such as basic rhythmic, harmonic, and melod.lc devices were
transplanted almost intact rather than isolated songs,
dances, or instruments. S :

The very nature of slavery in America dictated the way in

which African culture could be adapted. Thus, a EDahomey
river god ceremony had no chance of survival in this country

at all unless it was incorporated into an analogous rite that

was present in the new culture—which is what. happened.
-The Christians of the New World called it baptism. Just as
the African songs of recrimination survive as a highly com-
petitive game called “the dozens.” (As any young Harlemﬁg
can tell you, if someone says to you, “Youl;‘father s 2 woman,
you must say, as a minimal comeback, “Your mother likes
it,” or a similar putdown.) And in music: where the use.of
the African drum was strictly forbidden, other percussive
devices had to be found, like the empty oil drums that led
to the development of the West Indian steel bands. (?r the
metal wash basin turned upside down and floated in an-
other basin that sounds, when beaten, like an African hollow-
log drum. The Negro’s way in this part of the Western worlfi
was adaptation and reinterpretation. The banjo (an Afri-
can word) is an African instrument, and the xylophone,
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used now in all Western concert orchestras, was also brought

over by the Africans. But the survival of the system of Afr-

can music is much more significant than the existence of a

few isolated and finally superfluous features. The notable

fact is that the only so-called popular music in this country
. of any real value is of African derivation. .

Another important aspect of African music was the
use of folk tales in song lyrics, riddles, proverbs, ete., which‘,
even when not accompanied by music, were the African’s
chief method of education, the way the wisdom of the elders
was passed down to the young, The use of these folk stories
and legends in the songs of the American Negro was quite
common, although it was not as common as the proportion
of “Americanized” or American material grew. There are
however, definite survivals not only in the animal tales

which have become part of this country’s tradition (the

Un,de Remus/Br'er Rabbit tales, for example) but in the
- lyrics of work songs and even later blues forms, |
And just as the lyrics of the African songs were usually

as important or more important than the musie, the lyrics |

of the work songs and the later blues were equally important
to the Negro’s concept of music, In fact the “shouts” and

field hollers” were little more than highly rhythmical lyrics.
Even the purely instrumental music of the American Negro
contains constant reference to vocal music., Blues-playing is
the closest imitation of the human voice of any music Tve
heard; the vocal effects that jazz musicians have delighted in
from Bunk Johnson to Ornette Coleman are evidence of
this. (And it seems right to conclude that the African and
blues scales proceed from this concept of vocal music, which
produces note values that are almost impossible to réproduce
- on the fixed Western tempered scale, but can nevertheless

be played on Western instruments, )

If we think of African music as regards its intent, we must |

- see that it diﬁ:gred from Western music in that it was a
purely functional music. Borneman lists some basic types of
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songs common fo West African cultures: songs used by
young men to influence young women (courtship, challenge,
scorn); songs used by workers to make their tasks easier;
songs used by older men to prepare the adolescent boys for
manhood, and so on. “Serious” Western music, except for
early religious music, has been strietly an “art” music, One
would not think of any particular use for Haydn’s sympho-
nies, except perhaps the “cultivation of the soul.” “Serious
music” (a term that could only have extra-religious mieaning

in the West) has never been an integral part of the Western-
. er’s life; no art has been since the Renaissance. Of course,

before the Renaissance, art could find its way into the lives
of almost all the _people because all art issued from the
Church, and the Chwreh was at the very center of Western
man’s life. But the discarding of the religious attitude for
the “enlightened” concepts of the Renaissance also created
the schism between what was art and what was life. It was,
and is, inconceivable in the African culture to make a separa--
tion between music, dancing, song, the artifact, and a man’s
life or his worship of his gods. Expression issued from life,
and was beauty. But in the West, the “triumph of the eco- -
nomic mind over the imaginative,” as Brooks Adams said,
made possible this dreadful split between life and art. Hence,

. a music that is an “art” music as distinguished from some-

thing someone would whistle while tilling a field.

There are still relatively cultivated Westerners who be-
lieve that before Giotto no one could reproduce the human
figure well, or that the Egyptians painted their figures in
profile because they could not do it any other way. The idea
of progress, as it has infected all other areas of Western
thought, is thus carried over into the arts as well. And so a
Western listener will criticize the tonal and timbral quali-
ties of an African or American Negro singer whose singing
has a completely alien end as the “standard of excellence.”
The “hoarse, shrill” quality of African singers or of their
cultural progeny, the blues singers, is thus attributed to their
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lack of proper vocal training, instead of to a conscious desire,
dictated by their own cultures to produce a prescribed and
certainly calculated effect. A blues singer and, say, a Wag-
nerian tenor cannot be compared to one another in any way.
They issue from cultures that have almost nothing in com-
mon, and the musics they make are equally alien. The West-

ern concept of “heauty” cannot be reconciled to African or

Afro-American music {except perhaps now in the twentieth
century, Afro-American music bas enough of a Euro-Ameri-
can tradition to make it seem possible to judge it by purely
Western standards. This is not quite true.) For a Westerner
to say that the Wagnerian tenor’s voice is “better” than the
African singer’s or the blues singer’s is analogous to a non-
Westerner disparaging Beethoven’s Ninth Symphony be-
cause it wasn’t improvised. : _

The Western concept of the cultivation of the voice is
foreign to African or Afro-American music. In the West,-only
the artifact can be beautiful, mere expression cannot be
thought to be. It is only in the twentieth century that West-
ern art has moved away from this concept and toward the
non-Western modes of art-making, but the principle of the
beautiful thing as opposed to the natural thing still makes
itself felt. The tendency of white jazz musicians to play
“softer” or with “cleaner, rounder tones” than their Negro
counterparts is, I think, an insistence on the same Western
artifact. Thus an alto saxophonist like Paul Desmond, who
is white, produces a sound on his instrument that can almost
be called legitimate, or classical, and the finest Negro alto
saxophonist, Charlie Parker, produced a sound on the same
instrument that was called by some “raucous and unculti-
vated.”, But Parker’s sound was meant to be both those ad-
jectives. Again, reference determines value. Parker also
would literally imitate the human voice with his cries,

swoops, squawks, and slurs, while Desmond always insists

he is playing an instrument, that it is an artifact separate
from himself. Parker did not admit that there was any sepa-
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ration between himself and the agent he had chosen as his
means of self-expression.

By way of further illustration of this, another quote from
Mr. Borneman: '

“While the whole European tradition strives for regularity
—of pitch, of time, of timbre and of vibrato—the African

-tradition strives precisely for the negation of these elements.

In language, the African tradition aims at circumlocution
rather than at exact definition. The direct statement is con-
sidered crude and unimaginative; the veiling of all contents
in ever-changing paraphrases is considered the criterion of
intelligence and personality. In music, the same tendency
towards obliquity and ellipsis is noticeable: no note is at-
tacked straight; the voice or instrument always approaches
it from above or below, plays around the implied pitch
without ever, remaining any length of time, and departs
from it without ever having committed itself to a single
meaning. The timbre is veiled and paraphrased by con-
stantly changing vibrato, tremolo and overtone effects. The
timing and accentuation, finally, are not stated, but implied -
or suggested. The denying or withholding of all signposts.” ¥

7 Loc. cit., pp. 23-24.
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Primitive blues-singing actually came into being because
“the Civil War, in one sense. The emancipation of the
aves proposed for them a normal human- existence, a hu-
anity impossible under slavery. Of course, even after slav-
ery the average Negro’s life in America was, using the more
‘ehullient standards of the average American white man, a
'shabby, barren existence. But still this was the black man’s
first experience of time when he could be alone. The leisure
that could be extracted from even the most desolate share-
cropper’s shack in Mississippi was a novelty, and it served
as an important catalyst for the next form blues took.

‘Many Negroes who were sharecroppers, or who managed-
. to purchase one of the tiny farms that dotted the less fertile
* lands of the South, worked in their fields alone or with their
" families. The old shouts and hollers were still their accom-
~ paniment for the arduous work of clearing land, planting,

or harvesting crops. But there was a solitude to this work
that had never been present in the old slave times. The huge
plantation fields had many slaves, and they sang together.
On the smaller farms with fewer slaves where the older Afri-
can forms died out quicker, the eight- and sixteen-bar “bal-
lits,” imitations of the songs of the white masters, were heard
along-with "the shouts. Of course, there must have been
Iyrics to some of the songs that the slave could not wisely
sing in front of his master. But the small farms and share-
croppers’ plots produced not only what I think must have

differ very profound] ues forms . S TS ST T
Iyric - Y. not only in their form byt "been a less self-conscious work song but a form of song or ¥
yres and nten. | o thelr shout that did not necessarily have to be concerned with,
Oh, L . or inspired by, labor. Each man had his own voice and his
Oh L:v‘:g’ i’m t{red, uuh own way of shouting—his own life to sing about, The tend-
, Oh: Tawd o tfred’ uuh ers of those thousands of small farms became almost identi-
Lawd, I'm tired, uuh

fied by their individual shouts. “That’s George Jones, down

~ in Hartsville, shoutin’ like that.”
Along with this leisure there was also that personal free-
dom to coriduct or ruin one’s life as one saw fit. In the 1870’s
there were thousands of black migrant workers moving all

Oh, Lawd, Y'm tired, a dis mess,

(repeated ) .
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through the South, There were also
around from place to Place, not rea
Just footloose wanderers, There coul

ex-slaves g much fuller i
A sl T er idea of whg

By now the language of Anierica was mastered for casual
use by most Negroes. While the work song or shout had
nly a few English words, or was composed of Africanized
'.:'English words or some patois-like language that seemed more
a separate language than an attempt at mastering English,
early blues had already moved toward pure American lyrics
.{with the intent that the song be understood by other Ame-
icans).. The endlessly repeated line of the shout or holler
might also have been due to the relative paucity of Ameri-
can words the average field Negro possessed, the rhyme line
~ being much more difficult to supply because of the actual
Jimitation singing in American imposed_. The lines came
more easily as the language was mastered more completely.
Blues was a kind of singing that utilized a language that
was almost strictly American. It was not until the ex-slaves
had mastered this language in whatever appropriation of it
they made that blues began to be more evident than shouts
and hollers. : '
The end of the almost exclusive hold of the Christian
) Church on the black man’s leisure also resulted in a great
blues-type songs wil; | many changes of emphasis in his music. The blues is formed
ballad, and somet; : ' out of the same social and musical fabric that the spiritual
©_Shout as much as the African call-and ~ issued from, but with blues the social empbhasis becomes more

~S-T€Sponse

= personal, the “Jordan” of the song much more intensely a
human accomplishment, The end of slavery could be re-
garded as 2 Jordan, and not a metaphysical one either, al-
though the analogy of the deliverance of the Jews and the
Emancipation must have been much too cogent a point for
proselytizing to be lost on the local black minister. There

. was a definite change of direction in the primitive blues.

- The metaphysical Jordan of life after death was beginning

F to be replaced by the more pragmatic Jordan of the Ameri-

ental jazz as - 4 can master: the Jordan of what the ex-slave could see vaguely

E as self-determination. Not that that idea or emotion hadn’t
been with the very first Africans who had been brought
here; the difference was that the American Negro wanted
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some degree of self-determination where he was living. The
- desperation to return to Africa had begun to be replaced
by another even more hopeless one. The Negro began to feel
a desire to be more in this country, America, than chattel,
“The sun’s gonna shine in my back door someday!”
The lefsure and movement. allowed to Negroes after the

.Civil War helped to standardize the new blues form as well

- as spread the best verses that were made up. Although there
were regional differences in the way blues began to be sung, -
there were also certain recurring, soon “classical,” blues
verses and techniques that turned up in a great many
places simply because a-man had been there from Georgia
or Louisiana or South Carolina and shown the locals what
his town or region produced.

But the thousands of black blues shouters and ballit sing-
ers who wandered thronghout the South around the turn of
the century moved from place to place not only because
Negroes were allowed to travel after the Civil War, but be-
cause for a great many Negroes, emancipation meant a con-
stant desperate search for employment (although there
must also have been those people who, having been released

- from their bondage, set out at once to see what this country
was really about). Not only the migratory workers who fol-
lowed the crop harvests but the young men who wanted
any kind of work had to tramp all over the Sguth in search
of it. It is also a strange note that once the Negroes were
free, it was always t{h@,,mg_r_;w)yho had the harder time finding
wor _ngpenwéb—ﬁlamﬁf\?ﬁmfsﬁﬂﬁﬁ"ﬁé?k“é?dﬁﬁé‘é"fi’é&"“ﬁr‘ﬁé‘i‘é“{fér

‘they were. Biit “the black-man-who had done “agricultiiral
labor, as most Negroes had, found it difficult to find work
because the impoverished whites of the South suddenly had
to pay wages to their workers. The N egro had to have wages
to live: for the first time he needed money and had to enter
into the.fierce struggle for economic security like any other
Poor man in this country. Again, even the economic status’
of the Negro after his freedom proposed new changes for
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his music. “T never had to have no money befo’/And now
they want it everywhere I go.” The content of blues verse
had become much changed from the strictly extemporized
Iyrics of the shouts'and hollers. |

It seems possible to me that some kind of graph could be
set up using samplings of Negro music proper to whatever
moment of the Negro’s social history was selected, and that
in each grouping of songs rgz___ger_t‘gjg_f_rqu‘t_aﬁgx_?f‘}'gference
could ‘pretty well determine his social, economic, and psy-
Eﬁblogi‘?ﬁi ,_S,t.ét?s.._at that particular period. From the neo-

"African slave chants through the primitive and cléssical

blues to the scat-singing of the beboppers: all would show
definite insistences of reference that would isolate each
group from the others as a social entity, No slave song neet.i
speak about the slave’s lack of money; no early Afro—Afm?rl-
can slave song would make reference to the Christian
Church; almost no classical blues song would, or could,
make direct or positive mention of Africa. Each phas_eofthe
Negro's music issued directly from.the. dictates of his social
and psychological environment. Hence the black man who
‘began after slavery to eliminate as much of the Negro cul-
ture from his life as possible became by this very act a cer-
tain kind of Negro. And if this certain kind of Negro still
endeavored to make music, albeit with the strict provision
that this music not be a Negro music, he could still not es-
cape the final “insult” of this music being evaluated so-
cially, psychologically, and musically as a kind of Negro
music. The movement of the Negro into a. position where
he would be able to escape even this separation from the
white mainstream of America is a central theme of this book.
Even with the relative formalization of secular Negro
music, blues was still an extremely personal music. There
were the songs extolling the merits and adventures of heroes
or heroic archetypes, John Henry, Stagger Lee, Dupree, etc.,

- but even as the blues began to expand its references it still

remained a kind of singing that told about the exploits of .
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In come a nigger named Billy Go-helf

Coon was so mean was skeered of hisself-
. Loaded wid razors an’ guns, so they sa ,

Cause he killed a coon most every zlfay.y ’

And this intensely
v personal nature of blues-singing i
the result of what can be called the Negro’z S‘fﬁlgic{:na}aio'

perience.” African_ﬁgpgs dealt, as did the songs of a great

Plznt;sfgﬁ ,,:.%g.}s?‘ggi}fggt_fﬂa_g{__Elas'éiéﬁ'l"réiwvﬂl;zations,' with the ex:
Bt e o theimt,uliuaﬂ Lthe tribe. There were songs"
pout the god ; o works and lives, about nature and the
& pment ,CO ug:; € nature of a man’s life on the earth and
s o pre.ct after he died, but the insistence of
opon.8nC successes on the earth fs a manifestation of th
et IESZZH ion,f@gm\%t)i man'’s life, and it is a dé{?e'iébhié%; |
prat coul Ame);' e E}md in an Améfican black man’s music
o the Am; 109.:1 .ack leader’s acceptance of Adam Smith‘
s faire” Osr(ic: inferences to some less fortunate black
an's re tg:he 'oha lonely patch of useless earth in South
Caro SP(;cj_ﬁc angz% t of Western tradition, or to make it
o peclfic and c(;(:al,_ the weight of just what social cir-
o ot T Neacm ent came together to produce the Amer-
o U o g'rIc"h was part of, had to make itself part of
singing o Play‘in Z W]I;i(;fle concept of the solo, of a man
g or P mus;gc | Y self, was relatively unknown in
But if the blues was a music tha

the Negro’s adaptation to, and adop

t developed because of

also 8 oo tion of, America, it
K music that developed because of the Negro’s Pecux;;:.:

osition i i Iy bl
gle shauftnat]f}itls gﬁuntry. Es ilIes, as it came to differ from
e Afro-Christian religious music, .was also

-Pﬂrdiv%ﬁy;;sﬂthﬁq,}pﬁs.{.-FimpreSS.i_Y@,ﬁzipression.mof.ut.he Negros in- ™
Civicuality within the superstructure of American society
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Even though its birth and growth seems connected finally
to the gemeral movement of the mass of black Americans
into the central culture of the country, lg}ues still went back
for its jmpetus and emotional meaning fothe mdividual,
i his completely personal life and death. Because of this,

-lites could remain for a long time a very fresh and singular -

form of expression. Though certain techniques and verses
wame to be standardized among blues singers, the singing
itself remained as arbitrary and personal as the shout. Each
man sang a different blues: the Peatie Wheatstraw blues,
the Blind Lemon blues, the Blind Willie Johnson blues, ete. -,

Atrﬁévi)e
of how it

was to b
its strength and its weakness.

1 don’t want you to be no slave, *
I don’t want you to work all day,
I don’t want you to be true,

I just want to make love to you.

Since most Negroes before and after slavery were agricul-
tural laborers, the corn songs and arwhoolies, the shouts
and hollers, issued from one kind of work. Some of the work
songs, for instance, use as their measure the grunt of a man
pushing a heavy weight or the blow of a hammer against a
stone to provide the metrical precision and rhythmical im-
petus behind the singer. (“Take this hammer, uh,/Take it
to the captain, uh,/Take it to the captain, uh,/ Tell him I'm
gone.”) Contemporary work songs, for example, songs re-
corded by Negro convicts working in the South-—laying rail-
road ties, felling trees, breaking rocks, take their impetus
from the work being done, and the form of the singing itself
is dictated by the work. These workers for the most part do
not sing blues. The labor is central to the song: not only is
the recurring grunt or moan of these work songs some kind
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The music remained that personsl because it began with ="
, and not with formalized notions ;¢
was to be erformed. Early blues developed as a e
. music to be sung for pleasure, a casual music, and that was

-y




of metrical and rhy
-for the song. On one recent record

at the Louisiana State Penitentia
as Take This Hammer begins as
for only about three “bars” (three strokes
and then wanders irresolutely into Albert
blues verses, and a few lines from a spiritu

that the primitive blues was at once a more
since the three-line, twelve-

ardized, and was also a mor
literally more to sing about.
formalize a method of singin
sing about. (It is an interes
music that Negroes in Ame
‘quite different if the work t
‘had been different. Suppo

- the blues have developed
songs geared to those occupationsP) -

Work songs and shouts were, of course, almost always a
capella. It would have been extremely difficult for a man to
pick cotton or shuck corn and play an instrument at the same

time, For this reason pre-blues secular singing did not have

the discipline or strict formality that a kind of singing em--

- ploying instruments must have, But it is obvious from the
very earliest form of the blues that instrumenta] accompani-
ment was beginning to be taken into consideration. The
twelve-bar blues—the mare or less final form of blues—is
constructed so that each verse i
about four bars lon

g The words of the song usually occupy
about one

-half of each line, leaving a space of two bars for
either a-sung answer or an Instrumental response,

- It may seem strange that the formal blues should evolve
fter slavery, after so many years of bondage and exposure

Blues People [eeee/ 68

thmical insistence, it is the very catalyst
» the Louisiana Folklore
Society’s, Prison Worksongs recorded in Angola, Louisiana,
ry there, one song listed
that song, but lasts as that
of the hammer)
a, Beria, severa]
al. The point is
formal music
bar song became rapidly stand-
e liberated music since there was
In one’s leisure one can begin to
g as well as find new things to
ting thought that perhaps all the
rica have made might have been
hat they were brought here to do . -
se Negroes had been brought to
this country to make vases or play basketball. How might

then from the impetus of work

s of three lines, each line

stern cultural unit, into a form

b‘y-thf% Sla‘;e;:{) tizli?{%izt\eﬁ; the three-line verse form of

that 5 D s from no readily apparent Western source
the“blues Yspgh-fgi'ﬁstfﬁfﬁéﬁféwoﬂ a large scale was also some-
But b USZ: cned after the Emancipation; the very POS_<
e thaft' i?r?nnents, except those few made from African.
o msrare in the early days of slavery. The stte}:eo—
modes ot that many of the apologists for the Sou Fm
tﬂjed Pl.ctureid as flyleaves for their numerous n‘ov_els at t:;
sl O.f hlfévii depicting a happy-go-lucky b}ack emst_tt)an1 1- :
fhe Ctnlwxmm' ,mexlj*)rily on his banjo while sitting on 2 ba % }?e
- mgl’m sure, more romantic fiction than- fact. o
A W?;f’hardly hz;ve had the time to sit on his m:ast:;l 2
e of o tton during the work day, and the only ins -
bale 0£tl(130t ere in COMMON usage among th.(_a slaves er °
gﬁfs rae;tt;:s tambourines, _scragers (ﬂlia%i\gl))oz; do 2

’ i iece ood was scC ,
v W}};K;l;l ngilgff; i;i;ument as the banjo was vez);
o eve’?‘hsuc aitar was not commonly played ’!:)y ﬂeg;oar_
il o hea%ter the Civil War. An instrument like Jlt\r e o
untﬂ' g w in popularity among a great many egraS
II_10111C3- 'bgrle use it took up almost no space .and was 50 € tz
A e d. But even the harmonica did not come I
commor arounn.til after slavery, and certainly the 13055(355121{11
corémrlr(l):s’:tlai; té)f European’ instruments did not occur un
an
mt{;]:}f::e;rﬁnitive or country blues did Ef,géu;] :g Efe Tﬂﬁoxzt
i nitar thal

e SStﬁﬁiitxngaﬁsex? :heg great masses of l\llegroslas
et s tbe Siniiné to learn the instrument, the re .el’avle1 y{’:
sionp IuSth ed%s of the country blues were probably vihar
e 0];1 Conceivably, this also brought about ano en
s lefrﬁf .S 3 _vocal music, W%S..._,.IQadQWIQ,_EQPf?FE?,.%19.{; .
s ’t"}:}:néé- But, of course, thebl“es“’ldzllle e
I,Eﬁqmsgﬁheumstrument,too Blues guitar ‘was 11:110’21 5 : Isn e
\ ;zgcgl%ss;caior “legitimate” guitar: the strings ha :

g e @ & 9
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vocal sounds, to imitate the human voice and it i
cacophonies. Perhaps the reason why the guitar Was1 :.t om
zgnP?S:tiar was not only .because it was much like the fol;e
£ inStI_uumené,l the.ban]o .(.or banjor), but because it wa
ment that still permitted the performer to sing, :

i When the Negro finally d;

o oten the y did take up the b i
if?.r SmCd Y nstramental Blves or jEfS ﬂi'eéwfr[&;iis =
sisted in singing in the “breaks,” his eonla b 3

s still
in the blues tradiiion

pt truments

“breals” This could by dong s
with the call—and—response form' of

=
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. Jazz began in New Orleans
river to Chicago,” is the annoy

-and worked its way up the
ncement most investigators of - |
make when dealin
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the Emancipation make it extremely difficult to say just ex-
actly where and when jazz, or purely instrumiental blues
(with European instruments ), originated. It s easy to point
out that jazz is a music that could not have existed without
blues and its various antecedents. However, jazz should not

“pe thought of as a successor to blues, but as a very original
. susic that developed out of, and was concomitant with,
" plues and moved off into its own path of development, One
_ interesting point is that although jazz developed out of a

kind of blues, blues in its later popular connotation came to

mean g way of playing jozz, and by the swing era the wide-
spread popularity of the blues singer had already been re-
Placed by the jazz player’s. By then, blues was for a great
many people no longer a separate music.

Even though New Orleans cannot be thought of with any
historical veracity as “the birthplace of jazz,” there has been
so much investigation of the jazz and earlier music charac-
teristic there in the first part of the twentieth century, that
from New Orleans conclusions may be drawn concerning the
social and cultural phenomena that led to the creation of
jazz. Also, the various effects of the development of this
music upon Negroes in the area can be considered and cer-
tain essential analogies made.

I have mentioned Congo Square in New Orleans as a
place where African Negroes in the earlier years of slavery
met to play what was certainly an African music. Marshall
Stearns quotes an architect, Benjamin Latrobe, who visited
Congo Square in 181g:

. “The music.consisted of two drums and a stringed in-
strument. An old man sat astride of a cylindrical drum
about a foot in diameter, and beat it with incredible quick-
ness with the edge of his hand and fingers. The other drum
was an open staved thing held between the knees and beaten
in the same manner, ... The most curious instrument,
however, was a stringed instrument which no doubt was
imported from Africa. On the top of the finger board was
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the rude figure of a man in 4 sitting posture, an o
behind him to which the strings wgerlc)a fastened.d'lflio Iiecig x
was a calabash , . . One, which from the color of the Woogiﬁ'f
seemed new, consisted of a hlock cut into something of the
form of a cricket bat with 3 long and deep mortice down
th.e center . . . being beaten lustily on the side by a short -
stick. In the same orchestra Was a square drum, looking Jike |
at s?gld. .. t}fl%o a calabash with a round hole in it, the hole -
scudaed with brass nailg i v :
it o it sticks,”lﬂ , whlch. was bea?en by a woman
This kind of athering in Congo Square was usually the
only chance Negroes had to sing and play at length. And
of course, even this was supervised by the local authorities:
the slaves were brought to the Square and brought back by

The black man must have been impressed not only by the
words and dances of ‘the quadrilles and minuets he learned
from the French settlers of New Orleans, but by the instru-
ments the white Creoles employed to play them. So New Or-
leans Negroes became interested in the tubas, clarinets, trom.-
bones, and trumpets of the white marching bands, which
: were also popular in New Orleans as well as in many other
* Southern cities. (In the time of Napoleon, the popularity
. of the military band soon spread from France to all the settle-
“ments in the New World influenced by French culture.) The
“exotic” thythms of the quadrilles (2/4 and 6/8) and the
military marching bands (4/4) also made a great impression
on the slaves, and they tried to incorporate these meters into
their own music. The black Creoles, however, tried to adopt
these elements of French culture completely, learning the
quadrilles by rote. Still slavery. and the circumstance of the
- Negroes’ bondage played a big role-in this kind of assimilation
as well. Many of the Creoles were freedmen by virtue of the
- accident of their birth, or at least were house servants long
before the Emancipation. They had direct access to European
music and instruments long before the rest of the Negroes
in the area.

The marching bands that were started by Negroes in
imitation of the Napoleonic military marching bands of the
white Creoles also fell into two distinct categories. There
were the comparatively finely trained bands of the Creoles

Patois ditties in addition to the more African chants that
they shouted above the “great drums.”

Nowhere else in the United States is the French influence

S0 apparent as in New Orleans; it was this predominantly

' Fre.nch culture that set the tone for the Europeanization of

African slaves in the area, The mulattoes, or light-skinned

Negroes, in New Orleans, who were the result usually of

some less than legal union between the French masters and

black slave women, even adopted the name Creole to distin-

suine, for instance, that there were no black Creoles dancing
in Congo Square, ‘

iThe Story of Jazz (New York, Oxford University Press, 1956), P 43.
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and the untutored, raw bands of the Uptown, darker New
Orleans Negroes (which did not begin until well after slav-
ery was abolished ). These bands were used for all kinds of
affairs; in addition to the famous funeral processions, they
played for picnics, dances, boating trips, and the like, One
reason for the formation of these bands was the organiza-
tion of a great number of clubs and secret societies and
fraternities in the ‘Negro communities (white and black)
atter the Emancipation. These societies and fraternities were
an important part of the Negro’s life, and drained a lot of
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| ' ' ' . iv whi Is. Certainly a great many
the black’ community away from the Christian Churceh “pmulating their white Creole models. Ce yag

: ) ed on the antics the
which had been the sole place the slaves could spend the ~self-respecting Creofles n;gs;gzzebfgy\:;lg a member of their
leisure time. But it was not unusual for g Negro to belog darker Negroes Pelr o r eriod of jovial mourning, complete
to the Christian Church (in New Orleans, after the Blac ‘community. The do:; & Pin was certainly outside the pale of
Codes of 1724, Negroes were only allowed to become Catho:: with banquetsf an Pan:estga,nt religious practice. Herskovits
lics) and to also belong to a number of secret societies; either Catho}l? o tr oms as originating in West Africa, espe-
These societies still thrive today all over the country in mosgt. cites these burial f;ls Y Dahomey tribes. (An interesting note
Negro communities, though for the most part their actiy cially among the Orlge ns funeral is that recently, in 1955,
“secrecy” is the secrecy of any fraternal organization. The" about the NeW_ 1r e? American middle-class Negro aspira-
Masons and the Elks have claimed most urban and North - Ebony, the Vehl:i: ihot when PaPa Celestin, the great New
ern Negroes, and the old vodun-tinged secret orders, tions, announce la er, died, no jazz was played—"out of
times banned by whites, have for the most part ( except in- Orleans trumpet player, ’

the rural areas) disappeared completely, :
One example of the way Negroes used European rhythms -
in conjunction with their own West African rhythms was the
funeral processions. The march to the cemetery was played
in slow, dirgelike 4/4 cadence. It was usually a spiritual that -
was played, but made into a kind of raw and bluesy Napole- -
onic military march. The band was followed by the mourn-
ers—relatives, members of the deceased’s fraternal order or
secret society, and well-wishers. (ANl night before the burial,
Or on as many nights as there were that intervened between
the death and the burial, the mourriers came into the house
of the deceased to weep and wail and kiss the body. But
these “wakes” or “mourning times” usually turned into houge
parties.) After the burial, the band, once removed some good
distance from the cemetery, usually broke into the uptempo
part of the march at some approximation of the 2/4 qua-
drille time. Didn't H. ¢ Ramble and When the Saints Go
Marchin’ In were two of the most frequently played tunes—
both transmuted religious songs. Even in this kind of march

t for PaPa.”) .
res]%a);cthe time the marching and brass ballidsswe;e u& V;%Zi
' ‘parts of the South, Ne
in New Orleans and some other par
I}itd z\.‘lrveady begun to master a great ?Ilany ot‘her rl]:fgxercg)j:il

il i d the harmonica. M-
instruments besides the guitar an ; he trum,
d tubas of the brass bands were play
B e f skill, though when a man has
ith a varying amount of skill, gh when a man has
izztrneagi engu'g% about an mstrumenttoplaythemusm he
wants to play, “SKF” becomes an arbitrary consideratio :
%%e black braj‘;{ba;ldsof New Orleans around the turn o
the century had certainly mastered the European b1§ss E—;—
struments as well as the Downtown Creole bands, but By
now they were simply “doing it the way they felt it t g
the time the first non-marching, instrumental:hblufs-oilgfﬂte d
roups started to appear in numbers, i.e., the “jass” or blr )C_ils
ngands the instrumentation was a pastiche_of the brass ; gnn’s
and tl,le lighter quadrille groups. In 11897, ]Stzctigy ﬁlii;)t rz i
onsisted of comet, trombone, clarine e reed
ig;s?muplmcent Negroes began to play with any frequency ), violin,

b ] ) innovation over the tuba, the
music the influence of the bluas was very heavy, at least for g | gmtaf’,Stmlg ba}ss ( aiirse;gifnzitni? these bands), and drums.
the Uptown or “darker” brass bands—the Downtown Creole . o first ume-keeplﬂ% hite supremacy” measures that were put
bands would have nothing to do with the “raw and raucous - The repressive “23 il Wgr had a great deal of effect on the
Playing of those dark folks.” The form of the Creole funerals into effect after the Civ By 1894, there was a legislative act

.must bave differed also if the Downtown mourners were music qf New Orleans. By 1894,

i
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ive blues is much more a Negro music than a great deal of
usic it grew out of. .

thizlni;isigltn%e in her diary reports hearing Negroes singing
‘2 song “while they labored” on river boa.ts thiﬁlt was very
f.a sohglike Coming Through the Rye. It is quite pr(?bable
_mu:' i£ was Coming Through the Rye. Most slaves in the
thEtl art of the nineteenth century could not hf.ve sung the
o )(;.spto the song, but could change them into: “Jenny shake
;:):' toe at me,/Jenny gone away;/Jenny shal:e her toe at
me /]emﬁy gone away./Hurrah! Miss Susy, oh!/ lfeilny _goie-

2y /Hurrah! Miss Susy, oh!/Jenny gone away. soTre
o ty ;lre the best of Miss Kemble’s observations about Negro
;ﬁ:asio—-presumably their work songs, since she would hardly
have observed them at any other time: . homor .
“Except the extemporaneous chants in our hono d; .ﬂ.lat
have mever heard the Negroes . .. sing. any Wortremel
could be said to have any sense. To one, abn ex ne gf
pretty, plaintive, and original air, t‘}{ere was but one A
which was repeated with a sort of wailing chorus—

Oh! my massa told me, there’s no grass in Georgia.

enforcing segregation which hit the black Creoles hardest
It also, 'in the long run, helped redirect their social and mus;
cal energies. Up until the time of the infamous discriminative
_codes, the Creoles enjoyed an autonomy of social and eco.
nomic status; to a certain extent they had the same economic -
and social advantages as the whites, Many of them had been
educated in France and also sent their children to France to
be educated, where many remained. Quite a few Creole
families were among the richest families in New Orleans, and

- still others were well-known artisans and craftsmen. In a
great many cases Creoles worked side by side with whites,
They also enjoyed the cultural side of eighteenth- and nine-
teenth-century  New Orleans life: Creoles had their own
boxes at the opera, and they participated in all the Down-
town or white parades with their own highly trained mili-
tary-style marching bands, But with the segregation, acts of
the late nineteenth century, Creoles began to lose the jobs.
where they had been working with whites, and they were no
longer permitted to play Downtown, neither in the homes

-of the rich whites nor in the military parades.

It was about this time that the darker, blues-oiiented musi-
cians from Uptown New Orleans were beginning to play
their “dirty” instrumental music in saloons and dance halls, -
at parties, picnics, and some of the places where the older
brass marching bands used to hold forth. It was still a
“marchy” kind of music, but the strict 4/4 march tempo had
given way to the ragged 2/4 tempo, and the timbres and
tones that people like Bolden began to use were radically
removed from the pure sonorities of European-style march-
ing bands. Theirs was 2 much more vocal kind of playing
compared to the way brass horns had been used before,

Upon inquiring the meaning of which, T was told it was sup-
oE;ed to be the lamentation of a slave from oneloé thefr?lzi
gortherly states, Virginia or Carolina, where the a{ oro os hoe-
i they call it, is not nearly s
ing the weeds, or grass as the; nearly so sovere
i i lands of Georgia. Anc A
s here, in the rice and cotton .
;retty and pathetic tune began with words that seemed to

promise something sentimental—

Fare you well, and good-by, oh, oh!
I'm goin’ away to leave you, ohl Qh!

Again, this seems part of a definable cycle in the response of

the Negro to the cultural and social stimuli of this country,
The blues moved through much the same cycle, devéloping
out of what seemed like imitations of European music into a
form (and content) that was relatively autonomous, Primi-
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but immediately went off into nonsense verses about ge?ntlfe-
men in the parlor drinking wine and cordial, anlcli lad;les 13
awi inki ffee, etc. I have hear
drawing room drinking tea and coffee, .
ttll;:f many %f the masters and overseers on these plantat};(.)ns
prohibit melancholy tunes or words, and encourage nothing
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but cheerful music and senseless words, deprecating the ef
fect of sadder strains upon the slaves, whose peculiar mus;

cal sensibility might be expected to make them ‘especially
excitable by any songs of a plaintive character, and having -

any reference to their peculiar hardships.”

And so we have perhaps another reason why the Negro’s -
secular music matured only after the end of slavery. The -
blues, as it came into its own strict form, was the most plain-
tive and melancholy music imaginable. And the content, the
meaning, Miss Kemble searched for in vain in the work songs, -

was certainly quite evident in the later music,

Although the instrumental music moved toward an auton-
omous form only after the Emancipation, in only a few years
after the beginm'ng of the twentieth century, there was such
a thing as a jazz band. And in a few more years this kind of
band was throwing off most of its musical ties with the brass
marching bands or the string groups of the white Creoles.

When the Crecles “of color” began to lose their Downtown
jobs or found that they were no longer permitted to play for
white affairs, some of them began to make the trip Uptown
to sit in with their darker half-brothers, By this time, near
the turn of the century, there was a marked difference in the
playing and music of the Uptown and Downtown Ne-
groes. The Creoles had received formal musical training,

sometimes under the aegis of white French teachers, They

had mastered the European instrumental techniques, and
the music they played was European. The Uptown Negroes,
who had usually learned their instruments by ear-and never
received formal and technical training, developed an instru-
mental technigue and music of their own, a music that relied
~ heavily on the non-European vocal tradition of blues. Many
Creoles who had turned their backs on this “darker” tradition
now began to try to learn it again.

An important idea to consider here is that jazz as it de-
veloped was predominantly a blues-based music. The blues

20p. cit., iap. 163-64.
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timbre and spirit had come to jazz virtually unchanged, even

though the early Negro musicians using European instru-
ments had to learn to play them with the strict European

march music as a model. The “classical” timbre of the trum-

pet the timbre that Creoles imitated, was not the timbre

that came into jazz, The purity of tene that the European
trumpet player desired was put aside by the Negro trumpeter

. for the more humanly expressive sound of the voice. The

brass sound came to the blues, but it was a brass sound
hardly related to its European models, The rough, raw sound

-. the black man forced out of these European instruments was
~a sound he had cultivated in this country for two hundred

ears. It was an American sound, something indigenous to a
certain kind of cultural existence in this country. )
Creoles like violinist Paul Domingues, when he said, See,
us Downtown people, we didn’t think so much of th'is rough
Uptown jazz until we couldn’t make a living of’herm.se._ e
I don’t know how they do it. But goddam, theyll .do it. Can’t
tell you what’s there on the paper, but just play t.he hell out
of it,” ¥ were expressing perhaps the basic conﬂlcF;‘t?. arise
regarding the way the ex-slave was to make hisway in Amer-

“ica. Adaptation or assimilation? If Was fiof Tiich of a prob-
Tem for most Negroes in the nineteenth century, although,

to be sure, there must have been quite a few who had alréady
disappeared (culturally) into the white world. The Creoles,
for instance, had already made that move, but NP:W Orleans
was a special situation. Adaptation was the Negro's way ear- _
lier; he had little choice. He had not sufficient knowledge of,
or experience in, the dominant culture to become completfaly
assimilated within it. He went along the path of least resist-
ance, which was to fashion something out of that culture for
himself, girded by the strength of the still evide.nt African
culture. The Uptown musicians made jazz in this manrer.
The Creoles resisted “Negro” music because they thought

8 Alan Lomax, Mr. Jelly Roll (New York, Duell, Sloan & Pearce, 1050},
bp- 15-16. .
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reclude their bei:fg Negroes. But they were }msaccesstull :;t
Eheir attempt to “disappear” because the w}llntes thiz]nills;i .\crm,
ill_ for all their ass i
inded them that they were still, : :
‘1.‘21;2233 And this seems to me an extremely important 1d§2
since it is just this bitter insistence that 13@53%1?%}1’3}1“532 °
called Negro culture 2 brilliant amalgam of. divérse Tifi

——

'"':%;éré was always a border beyond which the Negro could

not go, whether musically or §Qciaﬂy. The.re w?i iltv‘jlesoi
ssible limitation to any dilution or excession 1;) fuxal 0F
iritual references. The Negro could not ever 3001;11 white.
and that was his strength; ?tsomepomt,alv;?g;s;n :ﬁ’g"éﬁi. ,
not participate in the dominant tenor othewk fo manis eu.
‘ture. It was at this juncture that he had to make use of

fOF 00 o 0 RBLIIEL ADLTLEY

What has been called

“classic blues” was the result of more
diverse sociological and musicél‘iﬁﬁuéﬁéégﬂ%ﬁéﬁ”éﬁ'y"td"cher
‘kind of Arerican Negro music ealled Blucs. Mausically: clss.
sic blues showed the Negro 'singéi'ss‘ai)'pfbpﬁation of a great
many elements of popular American music, notably the mu-
sic associated with popular theater or vaudeville. The instru-
mental music that accompanied classic blues also reflected
this development, as it did the Negro musician’s maturin

awareness of a more instrumenta] style, possibly as a foil to
be used with his naturally vocal style. Classic blues appeared »
in Ameriea at about the same time as ragtime, the most in- L
strumental or nonvocal music to issue from Negro inspira- -
tion. Ragtime is also a music that is closely associated with

the popular theater of the late nineteenth and early twenti-

eth centuries. Although ragtime must be considered ag a'f
separate kind of music, borrowing more European elements,
than any other music commonly associated with Negroes, it

- contributed greatly to the development of Negro music from |

an almost purely vocal tradition to one that.could begin to-
complexities of instru-_, ~?

- it
tesources, whether African, subcultural, or hermetic, And

“was this houndary, this no man’s land, that PIOWdEdﬂle

Jnclude the melodic"and harm:

mental music, | SR
. Socially, classic blues and the instrnmental styles that

it
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