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INTRODUCTION

The sixteen tracks on this album are previously
unissued pieces recorded by Blind Willie McTell, Curley
Weaver, and Buddy Moss in 1933 for the American
Record Corp. Test pressings of these recordings were
preserved by Art Satherley, who directed the sessions
from which they derive, and ultimately were donated by
him to the John Edwards Memorial Foundation and the
Country Music Foundation. These recordings are in no
way inferior to the issued pieces from the same sessions,
and their lack of appearance on record in the 1930s can
probably best be ascribed to the depressed state of the
American economy at the time. Altogether twenty-three
previously unissued takes of sixteen different pieces
were available to us. In almost all cases alternate takes
were virtually identical to each other, and in a few cases
the original test pressings contained skips or volume
fluctuations. In view of these facts as well as the limita-
tions of space on an LP record, a decision was made to

issue the best available take of each piece on this album. -

It is hoped that most or all of the remaining seven takes
can eventually be issued.

The greater part of this booklet is devoted fo
biographical sketches of the artists. Information on
Buddy Moss comes primarily from himself and second-
arily from various friends and musical associates. Infor-
mation on Curley Weaver comes almost entirely from
relatives, friends, and fellow musicians. Blind Willie

McTell gave three short interviews during his lifetime, .

but most of the information on him also comes from
relatives, friends, and musical associates. Very few con-
temporary documents on these three men exist apart
from their recordings, and even some of the documents
that we do have, such as McTell's marriage and death
certificates, contain false or misleading information.
Consequently the bulk of our information consists of
people’s recollections. Not all of these recollections are
reliable, and some are inconsistent with each other or
with known facts. We cannot, therefore, vouch for the
accuracy of all of the information presented here, but
we have utilized that from those sources who seem most
reliable and closest to the events that they describe, and
wherever possible we have cross-checked our informa-
tion. The biographies of Weaver and Moss presented
here are more complete than any previously published,
while the biography of McTell represents the first
substantial body of information on this artist covering
his entire life. Previous research on McTell was
hampered by the fact that he traveled widely
throughout his career, was known on record and in
person by several nicknames, and used several different
spellings of his surname.

Many people have helped with the production of this
record. First we must thank Art Satherley for having the
foresight to obtain and preserve the test pressings of
these pieces and for generously making them available
for scientific and historical research as well as for the
pleasure of listeners. We are also grateful to John
Hammond of Columbia Records for expediting the
release of this material as well as to Eugene Earle. Norm
Cohen, and Paul Wells of the John Edwards Memorial
Foundation and the staff of the Country Music Founda-
tion for their help in locating the material and encourag-
ing the completion of this project. Most of the material
on Blind Willie McTell could never have been collected
without the untiring efforts of the late David H. Evans,
Sr., and Mrs. Anne M. Evans of Savannah, Georgia,
who located and interviewed many relatives and friends

of that singer. Other researchers who gave generously of
their time and collected information are Peter Lowry,
John H. Cowley, Cheryl Evans, Beth Parrish, Bez
Turner, Karl Gert zur Heide, and George and Cathy
Mitchell. Previously published information has been
drawn upon freely, and the sources are listed in the
Bibliography. Indispensible to this project has been the
hely and information provided by the following people
who knew and recalled McTell, Weaver, and Moss:
Pearl Bellinger, Olliff Boyd., Ruby Boyd, Cora Mae
Bryant, Randolph Byrd, Eddie Colquitt, Ira Coney, Roy
Dunn, Frank Edwards, Henry Ellis, Nathanial Ellis,
Ethel Floyd, Robert Lee “Sun" Foster, Robert Fulton,
Emmett Gates, Larry Gaye, Johnny Guthrie, Judge Carl
M. Hair, Gold Harris, Albert Noone Hill, Edward
“Snap" Hill, Shorty Hobbs, Willie Hodges, Willie Mae
Jackson, Bradford Johnson, Naomi Johnson, Edward
Jones, Mittie Jones, Reverend Patrick Jones, Herman
Jordan, Laura Ann Jordan, Buddy Keith, Mr. and Mrs.
L. “Big” Lewis, Mr. and Mrs. James Baxter Long,
Clarence McGahey, Hazel McTear, Mr. and Mrs.
Horace McTear, Mr. Bonnie Morris, Eugene “Buddy”
Moss; Mae Ola Ouwens, Robert Ouwens, Willie
Perryman, Charlie Rambo, C. W. "Dusty” Rhodes,
Ernest Scott, Ruth Kate Seabrooks, Judge Calvin M.
Simpson, Mamie Faisson Owens Smith, Mrs. Willie
Battie Smith, Emma Stapleton, Alfred Booth Story,
Lavinia Strictland, Irene McTear Thomas, Richard
Trice, Willie Trice, Saul Wallace, Jack Watts, George
White, Reverend W. A. Williams David Wylie, and
Sister Susie Weaver Young. Finally, we wish to thank
the National Endowment for the Arts for funding this
project.

Bruce Bastin
Ifield, Sussex, England

David Evans
Memphis State University

ATLANTA BLUES
by
Bruce Bastin

This album is a study of a few Georgia bluesmen who
came together in Atlanta and who epitomize the black
secular style of the region as well as any. It is not pro-
posed to make a specific case for a Northeast Georgia
regional style of blues, although such a style might well
exist. Writing in the 1930s, Alain Locke reminded us
that “we must never forget that Negro folk music is
regional. That is, it belongs to a particular locality and
has many local differences.”! On the basis of the selected
group of sessions documented on this album, it would
be inappropriate to attempt to analyze the specific
characteristics of this region within the spectrum of the
Piedmont blues in general, for the existence of which a
case has already been postulated.?

Culture may be defined as “a common way of life
which characterizes some or all of the people of many
villages, towns and cities within a given area.” This
culture system will be shared by persons within the
social system or society. “In a rural setting the folk
stratum is coterminous with the entire community; in an
urban setting the folk stratum is merely part of the com-
munity.”® In the Piedmont region in the 1920s and 1930s
such a society based on a common culture was still

largely valid for the poorest black socio-economic
groups. It grew out of an earlier antebellum and subse-
quent post-Reconstruction culture, but the historical
bases for this geographical division are practical rather
than arbitrary.

The common feature of the blues scene in Atlanta in
the 1920s and 1930s was its mobility. Although many
musicians lived there for years, many others passed
throug}x, stopping over briefly, as part of the general
migration patterns: rural to urban, Deep South to the
northern east-coast cities such as New York. The first
country bluesman to be recorded on location—in
AtlanFa as it happens — was Ed Andrews. * His recording
there in April 1924 suggests that by this date the influx
of rural musicians had commenced. It is interesting, too
that he was listed in the City Directory in Atlanta o
1924 only, probably one of the continuous stream, like
Fred McMullen, who travelled through. the city, ever
h'opt_eful of finding a more permanent home. The date is
significant in terms of prevailing economic conditions in
northeast Georgia.

Between 1910 and 1920, in every Georgia county
except two, there was an increase in black farm owners,
but a subsequent decline between 1920 and 1925. For the
state as a whole, there was a 2.1% increase in black farm
owners between 1910 an 1920 but a 37.4% decrease over
Fhe next five years. Similarly, there was a 6.7% increase
in black tenant farmers in the decade after 1910 but a
sharp decrease of 35.4% between 1920 and 1925. Not
gn]y was there a drastic change in status and job occupa-
tion among rural blacks but judging from interviews
conducted among white owners at the time, there was a
sudden migration of blacks from farms between 1920
and 1925. This was more marked than the earlier period
of migration for Southern blacks during the war years of
1915-1916. Of seventy white farmers interviewed
75.7% gave the years 1921 and 1922 as those of black
lr'mgraricn from the farms. The report concluded that
the principal movement began in the fall of 1921 and
extended up into the spring of 1922.5
) This relates directly to cotton production in these
black-belt” counties. As the following table shows, the
total acreage of cotton and cotton production fell
between the years 1919 and 1922.

YEAR ACREAGE PRODUCTION
OF BALES
191S 4,825,000 1,907,000
1917 5,195,000 1,884,000
1919 5,220,000 1,660,000
1920 4,900,000 1,415,000
1921 4,172,000 787,000
1922 3,418,000 715,000
1923 3,421,000 588,000

One of the main reasons for leaving the farm was the
advent of the boll weevil. Entering the United States
from Mexico in the 1890s, it continued its inexorable
spread‘ across the southern states. It reached Northeast
Georgia as early as 1920 and by 1922 was firmly
established.® 55.7% of black farmers stated they had left
the land because of poor farming conditions, low yields,
§nd decreased profits. The total reliance on a one-cro;;
lien systems, is indicated by the fact that the cotton
acreage remained high during the advent of the boll
weevil despite a sharp reduction in production. It seems
that as much as 54.9% of the land might have been lying



idle as a result of the lack of labor.”

There was therefore a migration of rural black labor
from the land, and Atlanta would be an obvious center
of attraction, with anticipated higher wages and better
economic conditions. The following table gives the
population of Atlanta between 1910 and 1940:

1910 154,839
1920 200,616
1930 270,366
1940 302,288

The greatest increase is in the decade 1920-1930, despite
the fact that it has been estimated that between 1920 and
1940 over 50% of Georgia's young people had left the
state because of the lack of job opportunities.® That
Atlanta was not to be the Mecca for the underprivileged
rural influx, both black and white, rapidly became ap-
parent. The panic of 1921 coincided with the spread of
the boll weevil and with depletion of the land through
poor husbandry, an overworked monoculture in cotton,
and soil erosion. Hardly surprisingly, Georgia failed to
ride out the troubles despite the supposed boom of the
Coolidge Era as Atlanta was mainly dependent on
agriculture. Not only was cotton unable to withstand
the economic collapse of 1929, but many persons had
quit farming, though they continued to live in rural
areas, earnirg 2 livelihood in non-agricultural occupa-
tions. Later, they moved to Atlanta in search of jobs and
relief benefits. Small, locally prosperous market towns
of that period, such as Shady Dale (Jasper County) and
Willard (Putnam County), both to the east of Atlanta,
are almost ghost towns today.

These were the socio-economic circumstances which
led the Walton/Newton/Morgan County bluesmen to
join the migration into Atlanta. In 1923, Peg Leg Howell
came to the city from Madison, county seat of Morgan,
with a rougher, older blues style and rapidly teamed up
with fiddler Eddie Anthony (who was probably from
Macon) and guitarist Henry Williams. This group
tended to remain separate from the Walton/Newton
County group of Curley Weaver, harmonica-player
Eddie Mapp, and the guitar-playing Hicks Brothers,
Robert and Charlie. Musically there are few links
between the Howell “gang” and the Newton County
bluesmen, except inasmuch as all their music was part of
the broad fabric of the Piedmont blues.
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Negro Quarre.r" AHRn’la“M‘chh, 1936 (Walker Evans,
Courtesy of Library of Congress)

Atlanta rapidly became a center for blues recordings,
featuring not only Georgia artists, but also artists from
other southern states, and became a blues melting-pot.
The Mississippi Sheiks, Memphis Jug Band, Blind Willie
Johnson from Texas, Ed Bell from Alabama, Lil
McClintock, Blind Gussie Nesbit, Willie Walker and
Pink Anderson from South Carolina all recorded in
Atlanta. Following the Ed Andrews session, Columbia
and Okeh recorded sessions in Atlanta on eighteen occa-
sions between 1925 and 1931, making it their favorite
recording location. Victor and Bluebird recorded
sessions there twelve times between 1927 and 1941.
Brunswick's first field-recording trip was to Atlanta in
1928. The American Record Company never bothered
to record under field conditions in Atlanta but took its
artists from that region, such as Buddy Moss, Curley
Weaver and Fred McMullen, and its artists from the
Carolinas, such as Josh White and Blind Boy Fuller, to
their New York studios to record. However, by the time
of the sessions documented on this album, the boom of
field recording of “race records” was past, especially for
Atlanta. Only five further field trips were made there,
all of them for Bluebird. Apart from one 1940 Bo Carter
session, they were all of gospel material.®

Thus, within a period of only a decade, Atlanta had
experienced the urban compression of a flood of rural,
undereducated workers. Transitory or permanent, they
brought with them such aspects of their own sub-
cultures as would facilitate this traumatic shift in life-
style, so easy for sophisticated, socially mobile,
ethnocentric critics of the 1970s to overlook. These
musical sub-cultures, linked only within the general
pattern of the blues scene of the Piedmont, merged into
a series of unmistakable “schools” or “cells” of musical
styles. Peg Leg Howell and Eddie Anthony, with their
rougher, rural heritage did not really fit with the
smoother guitar style of Buddy Moss, who felt more at
home with the proficient Curley Weaver. The
remarkable twelve-string style of Barbecue Bob and
Charlie Lincoln (the Hicks brothers), perhaps a Newton
County style, had nothing in common with the more
melodious style of Blind Willie McTell, although the
enigmatic Willie Baker, reportedly from Patterson in
southeastern Georgia, sounded uncannily like Barbecue
Bob. The oft-mentioned twelve-string guitar “school” in
Atlanta was less a “school,” in the sense of shared close
musical characteristics, than a number of idiosyncratic
musical styles, loosely grouped within the Piedmont
blues framework.

Charles Keil stated that “pragmatic explanations of a
musical style will define it in terms of the common
features of the situation in which it is used.”® The
release of these previously unissued items from 1933 will
bring that possibility one step closer.

FOOTNOTES

' Alain Locke, The Negro and His Music
(Washington, D.C.: The Associates in Negro Folk
Education, 1936), p.30.
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4 John Godrich and Robert M. W. Dixon, Blues and
Gospel Records 1902-1942 (London: Storyville Publica-
tions, 1969), p. 48. Tony Russell, “The First
Bluesman?”, Jazz and Blues (June, 1972), p.15.

5 John William Fanning, “Negro Migration,” Bulletin
of the University of Georgia, 30, (June 1930), pp. 12-13.
Fanning cites only eight Georgia counties specifically, as
they were those in which he was involved in his
research, vet they seem generally typical for the state as
a whole. Those that he cites are Jackson, Jasper, Jones,
Madison, Morgan, Oconee, Oglethorpe and Putnam.
They are contiguous and historically and geographically
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¢ Ibid, pp. 20-21.

7 Ibid, pp. 38-39.
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pp. 11-20 and R.M.W. Dixon & J. Godrich, Recording
the Blues (London: Studio Vista, 1970), pp. 106-107.

10 Charles Keil, Urban Blues (Chicago: University of
Chicago Press, 1966), p.209.

CURLEY WEAVER
by
Bruce Bastin

His death certificate states that Curley Weaver was
born on 25 March 1906, to Jim Weaver and Savannah
Shepard in Newton County, Georgia. Newton County
was some 25 miles east of Atlanta, and Curley grew up
on his cousin Tom Brown’s farm at Liviston Chapel, just
outside Porterdale, to the south of Covington. Curley’s
mother, Savannah, better known as “Dip” to her
friends, was an accomplished guitarist and played both
guitar and piano in church. Curley certainly learned
“good songs’ from his mother, although he never
recorded religious songs under his own name. He began
to learn the secular music of the region at an early age,
and there were plenty of fine musicians in and around
Newton County to hear.

Curley’s parents were close friends of Charlie and
Mary Hicks. Originally from near Athens in Clarke
County, the Hicks had moved about the turn of the cen-
tury to Walnut Grove in Walton County. Their elder
son, Charlie, was born in 1900, possibly in Clarke
County but their second son, Robert, was born in
Walton County in 1902. In the 1920s these two brothers
became well-known blues artists, recording for Colum-
bia under the names of Charlie Lincoln and Barbecue
Bob. The three boys were great friends and soon started
playing around Newton County. The Hicks Brothers’
sister, Willie Mae Jackson, thought that Robert learned
to play from Charlie, while Albert Noone Hill, who
went to school with Robert Hicks “three months in the
summer and four in the winter” believed that Robert
began playing before Charlie. Whichever was the case,
Robert was to become the better known. It is entirely
likely that they both learned some of their playing from
Savannah Weaver. A close childhood friend of Curley
Weaver's, Edward “Snap” Hill, knew him from the time
Weaver was ten years old, and never knew him when he
wasn't a musician. Weaver's own daughter, Cora Mae



SRS = x
Curley Weaver as an Infant
(Courtesy of Cora Mae
Bryant and Peter Lowry)

Jim Weaver, Curley's Father
(Courtesy of Cora Mae
Bryant and Peter Lowry)

Curley Weaver and his Mother (Courtesy of Cora Mae
Bryant and Peter Lowry)

Bryant, vaguely thought her father first began playing at
a rather later date. However, she was not born until
1926, and in view of other evidence, it is quite possible
that Weaver was playing guitar reasonably well by
1916.

Besides his close association with the Hicks Brothers,
Curley was exposed to a great deal of music in an ex-
tremely musical county. There is detailed documenta-
tion about the black secular music scene within the
county both from interviews with local musicians who
were playing at that time and from a unique collection
of black secular material collected in Newton County
between 1906 and 1908 by Howard W. Odum, a
remarkable sociologist teaching then in Atlanta.’ Sadly,
Odum collected only lyric transcripts and at no time
took down the names of his informants, but a perusal of

his listed songs and his perceptive appreciation of the
changing pattern of black rural music more than
suggests that Newton county was a musically
stimulating area for a young man with an ability to play
guitar.

Robert Lee “Sun” Foster was born on Christmas Day,
1894, and moved to Covington in 1915. He had begun
to play banjo as early as 1903 and was playing guitar by
1912. He had known Curley Weaver almost all his life
and, like most other friends of Weaver's, had been
located by Cora Mae Bryant herself, only too helpful
and anxious to fill out the picture of her father for whom
she had a very real affection. Foster lived in Porterdale,
almost next door to his brother-in-law George White,
who was born in 1901 and moved to Newton County in
1907. They used to play together as early as 1915 and
were playing almost every night of the week for white
audiences. As such, they never really ran with the
nucleus of musicians like the Hicks Brothers and
harmonica-player Eddie Mapp, who moved in from
Social Circle, just over the county line in Walton
County. Foster and White would play at any time;
“we'd just pass the hat round and whatever they took
up they’d give to us.” Perhaps their music was also some
distance from the blues of the others. When Weaver was
still at school, White and Foster taught him to tune a
guitar, perhaps in tunings unfamiliar to his mother.
They also helped him with tunes. One of Weaver's
favorites even at a later date was “Candy Man.” This
had been the first tune that both Foster and White had
learned, Foster as early as 1903.

There were many other good musicians for the young
Curley Weaver to hear. Foster claimed that Weaver used
to go and listen to Judge Smith, an older man than
Foster, and also to Nehemiah Smith; both were fine
guitarists but unrelated. Both of these men were recalled
by Blind Buddy Keith, resident in Atlanta since 1924 but
born in Newton County in 1894. Keith was from
Mansfield and mentions no musicians there. However,
the two Smiths and Spencer Wright were fine early
musicians. Keith knew Robert Hicks while in Coving-
ton— George White never did meet him! —and in view
of the reputation Keith had among both neighbors and
Atlanta bluesmen, it is quite possible that Weaver
learned some from him. In later years only Keith ever
played with Blind Willie McTell, himself a close friend
and associate of Weaver. He recalled both Jim and Doc
Smith in Covington, while Buck and Tom Smith were
recalled as guitarists before 1920 by Sun Foster and
George White; surely some of these must have been
related to either Judge or Nehemiah Smith! George
White was taught by guitarist Joe Berry who died as
recently as 1969-70. He was “all the time pickin’ at
home, y'know,” and it is possible that Weaver also knew
him. White also thought that Weaver learned a great
deal from Harry Johnson, a fine guitarist and mandolin-
player. They became close friends and often played
together, though Johnson had been playing some years
before he met Weaver. Another close friend of Weaver's
in his Covington days was guitarist Charlie Jackson,
who apparently did not move to Atlanta. There is no
doubt that Weaver's playing flourished in this sort of en-
vironment. It was a very close group of the Hicks
Brothers, Weaver, and Mapp. As Sun Foster said of
Mapp:

He used to get blowin’ in Covington, and folks would
get to crowdin’ 'round. and. if they didn't give him no

money, he'd just walk on away. But he sure could blow
a harp!

Mapp moved into Newton County about 1922-23 and
the family lived on the Smith farm. The family came to
know the Hicks and Weaver families well, and naturally
the boys, all musical, helped one another. Mapp was
playing harmonica well by the time he arrived in
Covington and moved on to Atlanta in 1925-26, about
the time that Weaver went. The song for which he was
best remembered was “Careless Love,” which he even-
tually recorded with guitarist Slim Barton in 1929, and it
is interesting to note that Odum had collected “Kelly's
Love” in Newton County back in 1906-08, perhaps even
from the same source as Mapp.

Before long the country offered less to the restless
musicians than did the big city of Atlanta, still a good
journey away in the years before surfaced roads; but
Covington was linked to Atlanta by a railroad. Charlie
Hicks led the way in 1923 and was soon followed by his
brother. Weaver was to follow in 1925, age 19. During
the 1920s and 1930s, many other of Weaver's musical
friends came to town: Buddy Moss, Eddie Anthony,
Eddie Mapp, Buddy Keith, Harry Johnson, Johnny
Guthrie, and Blind Willie McTell.

Once in Atlanta, the Hicks boys quickly came to the
notice of Dan Hornsby, talent scout in Atlanta for
Columbia Records:

They worked at a Drive-In [restaurant| near Buckhead,
a suburb of Atlanta about five miles out, and were
heard by Mr. Hornsby as they went about singing as
they worked. He employed them to make records for
the studio.?

Robert, using the pseudonym “Barbecue Bob” was to
become Columbia’s most popular country bluesman,
and it is no surprise that he was able to arrange for
Curley Weaver to record for Columbia in October 1928,
immediately preceding two more recorded numbers by
Robert. On “No No Blues,” whether by choice, out of
deference to Barbecue Bob, or because of Columbia
policy, Weaver plays guitar in the same idiosyncratic,
flailing guitar style that marked Robert Hick’s playing.
He was to return to this style on subsequent occasions,
notably “Tippin’ Tom” and “Birmingham Gambler” for
the American Record Company session of 19 January
19833

Although Weaver did not remain with Columbia, his
1928 session marked the start of an extensive recording
career, for which he has never received full credit.
Within some three years, he had recorded under his own
name for both QRS and Okeh. In 1930 Barbecue Bob
brought Weaver back into the Columbia studio along
with a young harmonica player from northeast Georgia,
Eugene “Buddy” Moss. As the Georgia Cotton Pickers,
they made four superb small group numbers, and
Weaver gained a reputation as an accompanying
guitarist. The following year he was used by Columbia
to back two female singers, Ruth Willis and Lillie Mae.
However, music was still not his Full-time employment,
and he was listed in the Atlanta City Directory in 1929
as a laborer— the usual occupation for a black male if
without a trade—and his address was given as 144
Fulton SE; the street next to where Buddy Moss lives
today, although 144 has vanished under the Atlanta
Stadium. It is interesting to note that an Anderson
Mapp then lived further down the same street at 132.

By 1933 Weaver was close friends with Moss and
Blind Willie McTell. Barbecue Bob was dead. Charlie



Hicks never recovered from the trauma of losing his
brother at the age of 28, As Pete Lowry states:

The Geargia Cotton Pickers....as well as his last solo
dates, indis tiat Robert was capable of mare than
just distinctive frailing He appears ta have died just
<ohen, his abiliry as @ guitarist was broadening in scope.
for death came an October 21, 1931, 4 year after his
wwi ud passed away and two years after the loss of his
miother. >

Within a month of Robert's death, Eddie Mapp was
“found dead in street: brachial artery left arm severed,”
as his death certificate blandly states. He had been killed
on the corner of Houston and Butler in a rough section
of town and where bluesmen often gathered to play.
Thus the three sreat Newton County friends with whom
Weaver had begun to meld his stvle were dead before he
was to make his more distinctive mark upon the Atlanta
Blues scene
In Atlanta there were a number of distinctly different
“sets” of musicians with whom Weaver ran. Sometimes
he would play with Buddy Mass, fiddler Eddie Anthony.
(but not with Anthony's regular recording partner,
guitarist Peg Leg Howell), and harmonica player Slim
Kirkpatrick. He would aften return to Covington.
Harry Johnson would also return from Atlanta and the
two would team up. Weaver also frequently backed
non-playing Charlie Stinson, a good singer, who used to
stay at Jack Wright's pool-hall in Covington. Perhaps a
testimony to this friendship was recorded at the 18
January 1933 ARC session on the unissued track,
Charlie Stimpson” (which could be the correct
spelling). Another Covington musician with whom he
wyed in the 19305 was harmonica player Joe Tucker.
eaver really only roomed in Atlanta, returning most
z ends to his home town. In 1932 he roomed at 595
Edgewood Avenue SE: the following year he was living
2 the rear of 62 Butler Street NE, both addresses in the
eart of the Atlanta blues scene. In 1033 he was living
with one of his many different girlfriends, Mary, and
. . was the peak year of hi
recording career and the vear in which the trocbe :h‘}:;
sE o this album were recorded
it mid-January 1933, Weaver travelled to New York
m}é uBu“dd;y Moss, Ruth Willis and the shadowy Fred
dd;m:nmm:\ Macon. a superb slide guitarist with
e at o ofthese e S T e
o « sions. The American Record
cpany files of Art Satherley. the A&R man at the

ullen from these
# no doubt that earlier discographical
the harmonica was played by Eddie
o be inaccurate. The second take of
has never been issued befory

o e sl i SR B

5.4 There
Suggestions that
Mapp can be
Nex

25 3t the fime. i
sescion. o ~ along with the of
on the regular ARC labels, A note is scribbled in

the margin stating that there was to be a name change
when issued on Vocalion, which was the case, as the
tracks were issued as by “Jim Miller” on its sole label
issue on Vocalion 1737, Quite possibly the whole
Georgia Browns session was a conscious atlempt by

Satherly to recreate the fine Georgia Cotton Pickers
had incaded both Moss and Weaver.

ns, whic}

. as the session was
apart from a single unisssed track by Ruth Willis.
These January 1933 sssions must have been suc-
cessful, for within eight months Moss and Weaver were
invited to return, Fred McMullen had been listed as a
musician in the 1932 Atlanta City Directary. rooming at
1537 Rushton NE. but by the time of the September 1933
sessions, he had vanished. Moss remembers little of him,
and he is niot recalled with any certainty by anyone who
knew Weaver. No ane in the Covington area had ever
heard of McMullen, and Moss felt that he had perhaps
returned to his home town of Macon. He does not
appear to have died there. but there is no further trace of
this excelient musician, Kate McTell, however, recalls
him living in Atlanta through the 1930s. Although he
was issued as Fred McMullen he was listed in the ARC
files as Fred MacMullin. Somehow it is fitting that such
an element of doubt should cloud his history.
Blind Willie McTell replaced McMullen for the
September sessions, which lasted a full week from
Thursday the 14th to Thursday the 21st, although there
were no recordings made either on the weekend or on
the Wednesday. Weaver made seven recordings, only
two of which were issued at the time. All three selections
on this anthology, “You Was Born To Die,” “Dirty
Mistreater,” and “Empty Room Blues" are issued for the
first time. Art Satherly’s ARC files lists these two
numbers as “vocal with guitars” by “Curley Weaver &
Partner,” without being specific as to whom the
“Partner” was. Moss stated that each backed one
another with no special plan and felt any one of the two
not singing could have been backing the named artist.
Aurally it is Moss who supports Weaver on "Dirty
Mistreater” and “Empty Room Blues," for not only are
his well-known guitar patterns there but there is no
evidence of McTell's easily recognizable twelve-string
guitar. McTell does obviously play and sing on “You
Was Born To Die” Whether it is Moss or McTell on
other tracks we may never know for sure, but nowhere
was McMullen's guitar featured, as suggested in all
discographies to date.* These songs by Weaver are
superb blues and give immediate lie to the too-common
suggestion that he was really only a second-man, albeit
good. They carry far more emotional conviction than
do the bulk of Moss’ pieces from the same sessions, even
those included here. 1f Weaver's skill was not previously
evident, rather. lost in the fine small groups of the
Georgia Browns and Georgia Cotton Pickers or bur-
dened under the image of Barbecue Bob on those tracks
in which he played either in emulation of his friend or
out of respect, his quality a5 a bluesman on these 1033
sides stands out clearly for all to see
For whatever reasons, it was Buddy Moss who
emerged from these sessions as a steady seller for ARC
Weaver recorded only one further session before the
war— in the middle of a 1935 Decca session of
McTell's— although he was recorded extensively after
the war. In Atlanta he continued to play with Moss but
also ran with 2 wider group of musicians, including his
old friend Harry Johnson. Roy Dunn, born in 1922, had

‘moved into Covington and met Weaver in 1935, At that

time Weaver was playing a good deal with Jonas Brown,

reputed by many local musicians to have been a better
guitarist than most of the Atlanta men who had re-
corded. Weaver and Jonas Brown frequently played asa
trio with the enigmatic “Bo Weavil" about whom
staries are legion in Atlanta. His real name was never
known to any local bluesman, although there is an out-
side possibility that i have been Freeman
Walker.” Like Weaver and McTell, his repertoire was
very broad and he mainly played on the streets for
whites.

The young Roy Dunn soon began to run with
Weaver, and they truck up a gaod relationship. Roy
sembers that in the late 19305 “Candy Man" and
Come On Down To My House Baby* were stil great
favorites with Weaver's ‘set” Weaver's daughter recalled
an incident when her father was working in Atlanta
with the Georgia Power and Railroad, and she was
living with him and his then-current girk-friend, Mae
Lizie Narwood, in Lizzie Walker's house at 457 Bedford
Place. Late one evening Weaver was out on the streets
playing “Come on down to my house, baby, there ain't
nobody hame but me,” when the sherift broke up the
playing with “We're here tonight Edward “Snap” Hill
recalled that while Weaver regularly played on the
sidewalks and in friends’ houses, he never plaved at
clubs. Kate McTell, however, recalls that Weaver did
sometimes play with Blind Willie McTell for whites at
the Pig 'n Whistle drive-in barbecue restaurant.
Johnnie Guthrie, born 1915 in Walton County, use
to come into Covington on weekends and ran across
Weaver in the 1930s. This friendship remained for years.
and he made up a trio with Weaver and Moss "‘h."’“
19505 which played as far away as Greensboro, thirty
miles east of Covington, and remained Buddy Moss
<econd guitar until about 1972. Charlie Rambo was 31
Atlanta-born guitarist. :hz was p;ymga:?
formed a small string band, the Star Band, which B
very fluctuating personnel. This mcgudgg g_m;l;x:s
Guitar Slim who recorded for ARC in BITiRgR
Alabama, in 1937; Leroy Dallas. whe followed BECC0
coast migration route to New York, recording ere 0
n 1049; and fine local men like CIif Lee, Ollie GEE,
Jonas Brown, and Johnny Price. Although WesiCr
never actually took part in the band, he kng}; L
clans well and played with them all except RS
11 seems that in the 1940s and early 19508 e HET 0L
continuing to live both in Atanta and back S50 0
home town with his mother in Almon. He i/ L,
Jiving at 716 South Bayard in Atlanta on threz &
between 1942 and 1950, but as R
associate still alive left the ares 10 12
il 1050, we may not know
S es was able t returm 10 Covirgion b9
Fary Johnson and lacal musician Heena? 190000 s
plays closer to Weaver's style than
bluesman.
In August 194
came to Atlanta in searc]

o Fred Mendelsohn of Regal Re‘,‘\’:f
h of country bluesmen. {8 S
New Jersey-based label. BEES

o surprising move by a New Iersi D38 b
cventually. secorded McTell Weare

wards—an idiosyncratic gui
e mecorded in 1941 for Okeh—

the final tracks we

besl Much mater

Edgewood Avenue



were ever issued on 78 rpm discs. Six
oy B e MIcTell— four o them gospel — and
four that Wylie recorded were celeased,

ause they had something of the flavor o

}’:{,:af:zbﬁ;uker Sbout them and Mendelsohnthought
\hey might be commercial. The other material remained
\iniesued for years, but most are now issued on alburms.
N doubt Wylie would consider Weaver instrumental in
getting him the session. but as Frank Edwards laconical-
ly commented, “we all knowed about it; all of us
together” for it appears that Mendelsohn advertised
over the radio for bluesmen.

Within a year of the Regal sessions Weaver recorded

for Bob Shad's Sittin' In With label, presumably in New
York. Four issued tracks emerged but, like the Regal
<essions, others might well remain unissued in the SIW
vaults, which are rumored to contain many unissued
items. The whole session is unclear, but it could relate to
a session that David Wylie recalls. It seems that within
three months of the Regal session, Weaver, Wylie,
Harry Johnson, and Atlanta's Washboard Sam made the
journey to New York to record. Wylie did not think that
any of the material had ever been issued, but it seems
logical that this is the session at which Weaver cut the
SIW material. To add further confusion, Wylie referred
1o Harry Johnson as “Slick” Johnson—a name no one
else ever used—and a Harry “Slick” Johnson recorded
many sides at the ACA Studios in Houston in 1951,
om which only one record was issued. | know of no
one with a copy. Even more mysterious, Weaver's
daughter has a card, dated 1958, from a photography.
firm in Chicago—sadly no photograph remains—and a
button from the Chicago Racetrack. These were brought
back by Weaver, and she felt that it had been after a
recording session but was unsure. It was patently not
the SIW session, in view of the date, but it poses an in-
teresting question. Why else would he be there?

About this time Weaver began to lose total sight in the
one eye that had always given poor visibility, and his
sight was deteriorating rapidly in the other. By the late
19505 he and McTell ceased to travel, and McTell began
to play mainly church music. Weaver returned to
Porterdale to Sun Foster's home but then moved back to
Almon, where he stayed with his halfbrother Eddie
Colquitt. It was here that he died on 20 September 1962.
He was taken to the Sanford-Young Funeral Home on 5.
West and Clark in Covington and was buried in the
quiet rural churchyard in Almon. Ten years later, when
Peter Lowry and | were collecting information on
Weaver and his associates, as well as the whole north-
east Georgia blues scene, Curley Weaver was
remembered with affection by all who knew him. [
heard no unpleasant word about him; people heard and
recognized his music with delight. Cassettes of his music
literally opened doors: but then, he had really been
opening doors all his life.

sides
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Curley Weaver's Gray

BUDDY MOSS
by
Bruce Bastin

Buddy Moss was, without doubt, the most influential
East Coast bluesman between Blind Blake and Blind Boy
Fuller. In Atlanta he was central to the group of musi-
cians swhich incluyded Curley Weaver and Blind Willie
McTell.

Born in Jewell, Georgia on 26 January 1914, he was
christened Eugene, but he was always known around
Atlanta as Buddy. About 1918 his parents moved to
Augusta, and as a teenager Buddy joined the increasing
flow of young men moving from rural communities into
the fast-expanding city of Atlanta. He arrived in 1928
and seems to have quickly met the Walton/Newton
County musicians in town. becoming firm friends with
Curley Weaver, whose guitar style was very similar to
that which Buddy had heard as he grew up. At that
time, Buddy was playing harmonica and began to listen
to Curley and especially to Barbecue Bob, who had
already begun to record. He had always admired Blind

Blake's guitar playing and Blake's Par.
were easily obtainable in the South, eithes fr e orSS
by mail-order via such papers as the Chicago Depecie.
Although Moss states that he first loamed s
Dethecie Bob, hus gutar style by January 1933, when he
first recore i i "
S led on that instrument, certainly owed more
By 1930, Barbecue Bob was well
w established wi
Columbia and obviously a solid seller. Probably sy 11,
instigation, he brought a trio under the name of the
eorgia Cotton Pickers to record at the Campbel Hoty]

this effect, proves his presence. He was thus j

his seventeenth birthday when he mzdselux:eﬁn?x;:
records. They remain superb examples of small-band
blues. This may seem young, but Eddie Mapp was the
same age when he recorded, if his death certificate can
be believed. Moss thinks he was probably older than
twenty in 1931 but it was true that young men grew up
fast in the pace of the city environment.

Nothing more is heard of Moss on record until he
travelled to New York for a series of sessions in January
1933 for ARC in the company of the elusive guitarist
Fred McMullen and the fine singer Ruth Willis. Indeed,
Ruth appears on Moss' first recording under his own
name, “Bye Bye Mama," exhorting him to “Play it for
Miss Willis!” Whereas the McMullen and Willis records
are very rare, the Moss sides are more commonly found.
Undoubtedly the sales from these sides resulted in Moss
being recalled to the recording studio in September of
the same year along with two of his best friends, Weaver
and McTell, both of whom would have been well
known to the recording executive Art Satherly, from
earlier recordings for other labels. Moss was unable to
repay his debt ta Barbecue Bob, for he was dead by that
date

Moss recorded under his own name on every day on
which recordings were made at these sessions, apart
from the first, which was a relatively short session by
McTell of some numbers on which Moss might well
have played second guitar. He clearly recalls that all
three musicians played behind one another with no real
pattern, and while an attempt has been made to unravel
some of the possible combinations of guitarists,! the
final picture is far from clear. What it does show quite
clearly is that they were three fine guitarists, each quite
capable of playing behind the others and enhancing
their music. Moss himself, one of the finest East Coast
guitarists of the Piedmont school, stated:

I thirk (people) liked Curley best. Curley was a guy, he
could really raise behind you and he could take up the
slack. You didnt have to wait for him, he to0k up the
darmn slack. sev. You didr't have to worry about kim. |
tell you.*

It seems that Curley more often than McTell backed
sense ci

Moss at these sessions and his fine chyth
heard on the selections on this anthology.

“The Moss sides must again have sold well, for it is he
alone whom ARC recalled to their studio the following
Summer to record eighteen more items, only one of




\which remained unissued; This time Moss recorded
2 his singing style became rather more bland,
2 emminding one somewhat of Joshua White, whose 19
records Moss zer\mnlv heard. Hardly surprising, then,
That when Moss returned almost exactly a year later in
August 1935 he was feamed up with Josh White and
they atcompamm: each other on sessions. Buddy's
ontracts for 1934-1935 khm« that he was paid
im.an rzmrdbd W'xel}ver ued sides or as
White. His Jist seasion was on 28

P
<econd guita
August 1935, " which time he signed a new contract for
one year at a flat payment per selection of S10. He was
bvicusly set to become a major recording artist for
ARC . whatever one might think of the small recording
feel — but Buddy was not to return
To use every bluesman's euphemism, Buddy Moss
“got into trouble” and went to jail. It destroved his
chance of real fame, and he remains an embittered man
because of it. He did not lose his friends, and Roy Dunn
remembers passing Moss cigarelters via a warden while
he was still in Atlanta awaiting trial. He was found
guilty and spent the next five years in jails in Greensboro
and Warrenton. His recordmg contract shows that he
ywas paid an advance against future recordings on $25 on
12 December 1935 and this could well have been to help
with legal expenses. It is our collective loss that he was
never able to complete the session to repay that
advance. Roy Dunn claims that Moss played himself out
of il which is partly true, and staved with Dunn’s
fami

In fact, Moss was released on parole in 1940 or
pesibly early 1961 an the word of James Baxter Long,

o was at that time an agent for ARC, and
“manages"of Blind Boy Fuller Long had tried to obtain
Moss release in 1939, offering work and a recording
contract, but he was forced to resubmit the following
vear. Moss went to Elon College, just west of Burling-
ton, North Carolina, where he worked in the Long
home for ten years, leaving suddenly in March 1951

Buddy Moss in New ¥

‘ork (Peter Lowry)

There he was Gene to Mrs. Long but still Buddy to his
musician friends nearby. He made few close friends but
regularly play:d with the Trice brothers from Durham,
Richard and V sreat friends of Blind Boy Fuller
Fulle heever. dhed o February 1941, too late for
Mass to team up with him. Much has been said in the
past about Moss having le
tial Fuller. but the rev

Srovinie McGhue Nicites v g ik o
Webb on harmonica and Robert Young on washboard,
but after Fuller died. he also recorded with Fuller's

demen, Sonny Terry and George Washington, the
latter better known as Bull City Red or Oh Red. All six
musicians travelled to New York in October 1941 to
record for Okeh/Columbiz and Moss showed that he
had lost none of his ability. producing some of his very
finest recorded blues. The addition of his guitar on a
couple of McGhee tracks enhanced their quality, and it
seemed that he could well return to prominence. Fuller
was dead, McGhee was beginning to make a name, and
Moss was playing as well as ever

However, the Imperial Japanese Navy cared little for
Moss’ possible return to recording fame, and the
outbreak of war destroyed )m chances. Not only did
recording sessions drop av
shellac required for other wartime needs meant that the
recording industry went through a bad period, further
exacerbated by the Petrillo ban on recording in 1943.

d disillusioned in North Carolina

McGhee and Terry moved to New York and subsequent
international fame. and Moss finally returned to At-
lanta, saddened by his missed opportunities. He is fully
aware that his own musical abilities are the equal of
McGhee's, and perhaps but for a sequence of events he
might well have achieved similar success

Moss' subsequent career is not really relevant to d
study, but he still attends festivals and concerts when he
feels like it. He still played small black country parties
into the early 1970s, with chh loca] Atlanta bluesmen as
Roy Dunn and Johnnie G and his ability remains
as ever. A fine singer and mag i guitarist, Buddy
Moss fully deserves the real break that has constantly
cluded him
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BLIND WILLIE McTELL

by
David Evans

Willie Samuel McTell was born in McDuffie County.
Georgia, about nine and a half miles south of Thomson,

the county seat, between Big Brier
Creeks. The weight of e\,xdu:lcgc 3'(:(:'\;]31[1\‘]:,‘:1553:‘”
the year of his birth but the day i lese certan, The

fetropolitan Atlanta Associati i
that McTell was borm 5 May ‘,23{*’“,5”;1}2‘;5;‘,*“
Georgia. Although the place and vear are certainty iy
coprect it s pasible tht the day i theright one

Willie's mother was named Minnie Wat
was apparently only in her teens when Willk v b
Her family was from around Wadiey, hirty-five
s south of Wille bithplae. His father was from
the local area and was named Ed McTear or MeTior
Both spellings ace used by various members of his family,
and Some even g0 by the mame of Moo or a2
similar variant. Willie's wife Kate says that the variation
in spelling wias delibeate because one branch o the
family was notorious for distilling illegal whisks
just as likely, however, that the variants represent
tempts at phonetic spellings resulting from 2 low level of
literacy among some members or branches of the family
and in the community in general. There are many
MecTiers and McTears in this part of Georgia, bath black
and white Apparenly mu,l was the only one to spell
his name : e he may have been taught at
G bbb o e T
names are pronounced identically with an accent on the
Mc and no distinction between 2 final r or

Willies birthplace was about thirty-seven miles west
of the city of Augusta in rich cotton farming country of
gently rolling hills. In the late nineteenth century the
area’s rural population was predominantly black. and
before the Civil War this region was a stronghold of
plantation slavery with one of the biggest slave markets
in the South at nearby Louisville. Not much is known of
Minnie Watkins' family background except that she had
at least three sisters: Mattie, Lillie, and Carrie. All of the
sisters eventually became town dwellers and appear to
have been relatively secure financially in later life
Although Ed McTear was a rather unsetded person
known to drink and gamble, most of the other membe:
of his family were respectable farming folks, many of
whom owned their own land. The fact that Willie's
family on both sides lived somewhat above the
desperate and chaotic economic and social conditions
that characterized the lives of many southern blacks was
t0 prove important for him in later e, fo although his
smmediate family broke up, he always had 2 large
o rlaives oho o concerned fox s welfre
and were in a position to offer him help and security
Willie frequently visited his mother' sisters and lived
with some of them for long periods of time. Ed McTear
had twa younger brothers, Harley and Cleveland, an
two ssters, Belleand Dol All emained n the area ey
Thomson except Belie, who married 2 man also named
e e to Louisvile, Kentucky. Despitethe
distance, Willie occasionally visited his Aunt Belle on
his travels. Ed's father died, and his mother remarried
ore chidren Willie
uncles in later

she

Tom Harris and had several @

life, but he was especial

McTear, | known as “Coot

T i o related hebigh mar
e ahe became important figures in Georgi .
Circles, Willies wife Kate states that his father’s uncle
was Reverend Thamas Dorsey. one of Adlaniss most
t Baptist preachers and the father of Gecres

<ey, a very successful blues singer of the 19205

prominent
Tom'" Do



one of the country's leading
and 19308 who Iter BeE B e Wille's uncle Gol
e e felated to some D
Fafriage. Buddy
he elder Thos
s e i distantly related to Moss. Buddy was
pouldma el sbout tikeen miles west of Wille
g i d is said to_have visited wit
Lth :gtlhg:lla::;l::d McTear. Cleveland was aiso
Willies o s a fact that further suggests a elation-
married 0 2 K0 es singers. Buddy Moss, incidental-
ship betieen B tionship to either Dorsey o MeTell,
4 been notably cooperative with blues
2 Meent years, the question can still be con-
e ome. Funally, Willie was distantly related
e iania blues singing brothers Charlie and Robert
e ). Willie's half-sster Ola McTear
ey, whose cousin was married
‘or Charlie Lincoln as he was also
12 owin, These relationshi veprovided he
Vilie McTell with a ready-made networ
F N eiane who could give him help and support
“hen he was in Atlanta.
e eeage of Will's parents was shont and
anstable, T i qui possible that they were o leglly
e ihat he was an “outside child” born out of

i stepfather’s name. This would seem to be
?nl::—gadlxcd b the fact that Minnie had a sister named
Watkins and by a strong physical resemblance between
Willie and his cousins on the McTear side. In any case,
the McTears acknowledge Willie as one of the family,
and it is unlikely that he would have been so close to
them if he had not been related by blood. Minnie and Ed
McTear split up not long after Willie was born, and
Minnie moved south a few miles to Stapleton with her
baby. She reverted to the surname Watkins, though
Willie kept his father's name. Many years later Minnie
remarried and had another son before her death in 1920.
Ed McTear also remarried to a woman named Pearl Hill
and had a daughter Ola, now deceased. Ed McTear died
around 1936.
Willie abways told peaple that he was born blind, and
all of his relatives on bath sides of the family concur in
this. A woman who used to help nurse Willie as an
infant, however, says that he had sore eyes as a baby
and that his mother tried to relieve the discomfort by
putting powdered calomel an them, thus blinding him.
Calomel is a salt of mercury, once popular as a remedy
for syphilis but also taken internally as a purgative and
spring tonic. Probably it would have harmed the eyes if
applied directly to them. but we can not be certain
whether this was dene. Even if it was, Willie may have
had extremely poor eyesight to begin with. The
Metropolitan Atlanta Association for the Blind reported
that he could only perceive light, and his half-brother
states that he could only perceive it out of one eye. After
Willi€s mother settled in Statesboro, Georgia, he was
given many examinations by doctors, which were paid
For by Mr. Lannie Simmans. a local white philanthropist
and neighbor of the family for whom Minnie Watkins
worked. Willie continued to have exa ns at
Grady Hospital in Atlanta after he began living there in
the 19205 and even at Johns Hopkins Hospital in

Baltimore. He also had operations, possibly for
cataracts. but following one of these his half-brother
says he lost even his ability to discern light. According
to a whi in Savannah, who may have mistaken
Willie McTell for another biind street singer, Willie was
also "boxtoed” on his left foot and had to have his shoes
stretched when he bought them. Other relatives of
McTell have denied this. however.

As he grew up. Willie showed a remarkable ability to
adapt to his blindness, so much 5o that it could hardly
be said to have been a serious handicap. Everyone who
knew him was impressed with his extraordinary powers
of perception. understanding, and memory. He had ex-
cellent hearing and could understand the lightest
whisper in the same room. People would call to him
from across the street,
v

te m.

car and tell when it was passing a house. His hands were
also very sensitive. He could thread a needle and sew
buttons, and one friend has reported that he could tell

. model. year, and even the color of an
automobilé by feeling the front fender. Many people
have reported that he could count his own money. His
wife Kate says of his blindness:

He said that e felt like he could see m his world just like
we could see in our world. And he could tell you how
long my hair was. what color | was. And if you walked
up to him and spoke 1o him, he could tell you whether
ou were a black persan or & white person. And he
could tell you how tall you were. or whether you were
shart. just by listening to your voice. And he could tell
ou whether vou were-a heavy set person or a thir

person. He was marveloust

Willie McTell never nesded anyane to guide him
around. He was able to make his way about the streets
solely with the aid of a cane, which he would tap against
the ground or the curb. He also made a clicking sound
with his tongue as he walked along, listening for the
sound to echo off objects or people. His cousin Horace
MecTear calls him “ear-sighted”:

He was ear-sighted. That's what he was. He'd waik that

road out there. If a de tg. e know it ‘fore he ot

to him or anything. He'd i his head I

K-K-K-K.' he make a little woise. And he could tell if he

e

5. He
Whers I'd be walking with kom. I say. ‘Hold my fand,’

know, like how vou leading a biind person. He'd
e to ot iy fand. A lot of tintes
Iike that. You'd be t

wouldet sy @ word. He'd sir iis head arond
side like that. And he had suc
re how long it twas

il you everuthing you sau, . But

i thers. long as you sit tll

he swaddn't But if You just moved
there a listle bit. lf.

st shake sourse
5 exacely where Gou wiee. He could shoot o oy
1 i it e ke s old pocal. He i miss when e

shot. If vou nove. hie wi

Dogs are usually the scoutze of blind people, but they
never gave Willie much trouble, even on country roads
where they were allowed t run free. He kept a cane
with a lead weight on the 5p that he called his “dog
stick” and would hit any aninals with it that gave him 3
ime. His uncle Gold Harris tells an anecdote about
Willie's ability to walk costry roads and deal with
dogs. The time is before Wo#d War I out in the country

from Thomson.

You know, o, long years
woulie be out thars yon bt

that tire, ca
. you ko, e i

et in the roud and sy hon Lo
gt o ot 10 Thomsen. A oo
. 3ay. T sonme Kl s g e scunc e e ol

ith a s k i

e

el

Sommashont e skl L et it s

and he killed that dog. That dog came out ther, 5
: =

and e shot him and Killes s B,

hat road. the Wrens Higham dors there on
= Higiruey doun thare =
oy he wwent 1o Thomson when e oathess 401 25
Well, § g0t 10 50 15, toams e i e sy,
night out there oo A e i spend the

And ke walked to town and
Willie also had a remarkable bili
towns or cities. After a short it o

folklorist John A. Lomax marvel
direct him around Atlanta in a
Harris tells the following typical a
ability to get around in Atlanta:

n automobile. Gold
necdote about Willie's

L wwent up tivere and stayed arourd there with

. you
Know, a day or sz i

oo fe zwas
the streetcars was ranning, And [d catch mighty near
any streetcar. And he'd stand there and listen Apd [
5y, ‘Come on. lets take thisn. ‘No. no. that's wrong
We don't catch that, We'd be going across foun o
Konezs oe dic'tcatch that, [ just stay there il he say,
Let's catch it Haha fa. Yeah. he told nie. Id carch f

Willie had an independent mind, and his wife Kate
affirms:

He was a very self-independent, persan, He could tell
money too. tens. fives. ones—I don't knows how e di
#t—an

tscenties. a nickel, dimes. quarters, fifty cents
If somebody walked up arid gave him a penny. he'd tell
them. What can | do with a penny? And if they gave
it @ nicked, he'd put it in the juke box.

After his parents split up, Willie's mother lived on a
place called “Spread” at Stapleton. Willie stayed with
her but probably continued to visit with his father's
people. Around 1907, when Willie was nine years old,

[
Statesboro in Bulloch County, a place that Wilie came
to cansider his home town. Later Minnie persuaded her
mother and some of her sisters to join her in Statesboro:
This move was part of 2 large migration of blacks there
around the turn of the century, most of them attracted
to the town's prosperity brought about by the local
lumber and turpentine industries. After a time the other
sisters moved away, but Minnie stayed on in
Statesbora. At first she and Willie ived in a little shack
near the S and S railroad tracks. Young Willie was ap-
parently a fairly mischievous child. One woman
remembers him throwing stones at passers by. Another
incident is quite well remembered by older people in
Statesboro. It seems that Willie and another boy were
playing on the railroad tracks. either on a trestle or in
some boxcars. Willie heard a train coming and warned
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the other boy to get off the track but it was too late and

the boy was hit by the train, ¥ w\n,e escaped injury
but his companion

e pethaps a fow years, quu- : s bainea

job a5 a cook for the Elis ¢, who owned a
Howntown pharmacy and shi illie moved across
town to a house on Elm Street * provided for them by the
Elises.. Willie s well remembered from this period in his
ife and had many friends. There was even 2 blind girl
named Watts living down the street from him, who
B ect Braille and srite and who encouraged him to
receive an education. Some people around Statesboro
Knews him as Willie, and one man remembers calling him
W.S... but most of the people by far knew him as Doogie
or simply Doog, His father's relatives around Thomson
also used this nickname, though in Atlanta he seems to
have gone mainly by Willie McTell. Considering the
many nicknames he was later to use on his records, it is
odd that he never recorded under the name of Blin
Doogie:

It is not known when Willie first started playing a
guitar, but his earliest musical memory (expressed in an
interview with John A. Lomax) went back to 1908. This
seems a likely date, for he would have been ten years old
at the time. Actually the guitar may not have been his
first instrument. A friend of his in Statesboro says that
he started on a harmonica, an instrument he was known
to play in Jater life, and his wife Kate says that he played
an accordion befare he started on guitar. In any case
the guitar soan became his chosen instrument. Willie
told most of his relatives that he learned to play from his
mother. His wife Kate says:

His mother played a guitar. you knotw. She taught b

oays told me that. and his Auni Matti
B e e g i gocd
My mother alays said that se

Jshe playe
& lot of people thought Memphis Mir
u Ko, cause s

er. v
el i
it they gt that-eas his mother, She tomon'
Cause fis mother. the

suitar. work with it

wy say. could really toar up a

Another person wha is recalled as influencing the young
Willie McTell was Josephus (“Seph”) Stapleton, a man
who had moved from the town of Stapleton to
Statesboro as part of the same migration that brought
Willie's mother and her family there, Willie's earliest
playing also appears to have been influenced by his
father Ed and uncle Harley McTear. Willie's uncle Gold

Harris. who is  younger half-brother to Harley and E¢,

He just started at iome. you know. His daddy used to
vlay guitar then. That's the way he started. Botl of e
had one. you know. They used to didr't do nathing but
laying. They sias pretty good sports, gamble all the
i Thesd s go s Pl sonig A oo
00k it up from iis daddy. fooling with a guitar

Willie was on his w:
blind and physically
who traveled all over
this century,

2y to joining the ranks of the many
lundx:apped black folk musicians

Carolina; and Blin,

el msny L Sonny Terry fro

m
among the most illustrious of

McTell's contemporaries wha made recordings, and
many of them became Willie's friends and playing
partners. Even within the vicinity of Statesboro there
were three other blind musicians whose stature was
almost equal to McTell's

Wle, ¥ the cap ke dyaysiene and bis gt
soon became a familiar sight on the strects of
Statesboro: Mrs. Ethel Floye, 5 white lady a few years
older than Willie. recalis him well as a young teenager:

fing fo et for hm

He used to come to

Bur that was the mmws of
Well, | imagine

always Doag.

McTell told John Lomax that he quit playing guitar
for a period of eight years. This may have been from ap-
proximately 1914 to 1922. An old friend of his in
Statesboro who knew him well between 1914 and 1918
doen't recall him playing guitar during this period. But
possibly Willie simply slacked off in his playing 2 bit at
this time, It ie doubtful that he quit altogether, for he

told Edward Rhodes in 1956 that as = boy “I run away

and went everywhere, everywhere | could

re | coul 0 without
S money e G e
get grown.” Samuel Charters ik seports that Wille

played with the John Roberts P) 0w in 10
and 1917. This doesnt sound e e
given up music!

S qimetime dating his period Willi's mother marsied
a man named Owens and in 1917 had another child
named Robert Owens. People in Staesbore remerb
that Willie would take care of his baby brot e
while his mother worked for Mr. and Mrs. El
Ellis, their son, was a young boy at x‘ns time i'\d
remembers Willie well

At the rear of our fot
diveling for Wille M
s ook for ol fox vt

father constructed a frame
ier's mother to

e in. as she
Ber o

il ety

as e becam irave

iyt foga viont | ce i ths or
its,

muity. A
periods of tin
longer. and then
Thernete
ut he seemed 10 ha y:
was not the type that Yo 1
s cup i s hand, A

at. He had the
ing by iy

Kto it

Th ym., wnnml:!
e honing abou Errli

Of course. Lonly saw ki o
on the weekends, because m

necessarily have 1o come i ¢
days. but he jad an wnca
the rememiering and assoc 4 ce
th their woice. He was up @ pretty §00
ws s 0 pliay with fiom. Fou might say

cain lvulv:‘uium
1 boy

1n 1920 Minnie Watkins died, leaving a thres-year-old
Robert Owens and Willie, who was ther a young man
Willie could nat possibly have taken o of Rober; by
himself, and in any case he was eager S
perience something of the world i him. At Lihe
Ellises Kept Robert and wanted to raise him, but &

Minnie’s sister Lillie came from \hdwllu and took h‘:r‘ n
ed and took the

s r.\hed by

nd t
B in
Despite a nineteen-year difference in age, ‘Wille kept 1



ouich with his brother and visited him often when
e his travels.

e returned to Statesboro on i

Ao e mother died, Willie began spending much of

son.
iy with his uncle Cleveland “Coot” MeTear,

McGahey

o y

e M e staying swith him for long periods of
e playing his sistring guitar locally. From
e e he would sometimes make trips to Atlanta to
oo he also often returned to Statesbaro to visit

Pl friendls and his brother Robert. It must have been
B e tane of these visis that Lannie Smith, a neighbor
e Bies, offered to send Willie to the state blind
o dermy i Macon. Simmons was a self-made man from
exground who had done well in the construc-

iness and. had 2 clthing store in Statesboro.
e had not forgotten his own struggle to

Evidently he 8 i had developed a philanthropic
disposition towards others who were also less fortunate.
Willie had received some informal instruction earlier

close t

Jearning to read Braille and eventually became guite
good at it. He also learned various craft skills, such as
the making of brooms, purses, and clothing. His brother
Robert remembers Willie making toys for him on his
visits to Statesboro, and Willie's wife Kate says that he
could madel in clay and once made her an ashtray in the
<hape of a human hand.

Willie would visit Thomson about once a month
while he was attending blind school. His cousin Horace
McTear, "Coot” McTear's son, remembers Willie as a
very studious young man:

1 soas a litthe old boy about the age of swwen or eight
yours old. | can remember it good. He came to our
house. And e had been going to school. He had &
pretty good head, He was going to school then, and he
ad his books and things with hin. So he sat down there

and-
Doog? That's when | was going to school.

He'd tell me. Hed tell me Fow to spell it. Anything |

asked i o t0 spell, e could ell me hozo to spell i

He siire could. [id be studuing my lesson for the next

day. Hod be there at ome. He'd stay there studying

But he said, after lie started playing guitar. he couldn't

reaid mich then. Them strings got hes fingers a lttle

cough. You knos, these fingers. when they was tender
heid fexl them dots.

Willie had begun playing guitar more when he entered
blind school, as he himself later told John Lomax. He
also began making frequent trips from Macon to play
guitar in various towns and cities in Georgia. Samuel
Charters even reports that he operated a whiskey still in
South Georgia in the early 1920s. In Senoia, which is
about forty miles south of Atlanta and sixty-five miles
northwest of Macon, he 2ot involved in what may have
been the first of many reputed “marriages” Emmett
Gates, wha was later to be Willie's landlord in Atlanta
in the 1950s. remembers Willie marrying a girl named
Taylor in Senoia around 1922, though the union did not
ast 160 long. Very likely they were not legally married
but simply lived together for a while. Willie evidently
had girlfriends in many towns and cities throughout
Georgia who would take care of him when he was

passing through on his musical rounds. These girifriends
served to supplement his network of other friends and
relatives in places like Atlanta, Statesboro, Midville,
and Thomson. whom he would also visit. Thus he
would have a place to stay almost anywhere he chose to
2o. Naturally the local people considered him “married”
when he visited a particular girlfciend over a period of
time. and perhaps some of these women did too, but so
far as is known Willie only had long-term relationships
with two women.

Willie came back to Statesboro often to play and visit
with his relatives, friends nefactors. The variety
of places and audiences that he would play for was
remarkable, as recalled by Willie Battie Smith:

1 was born and raised here in Statesboro. And in my
childiood days we girls,. would go sit and listen to
him. you know. piay the guitar for us. And he would
play and entertain for Mrs. Ellis. His mother cooked for
the Ellises. Whenever she fhad a club or something very
important. you know. he would play, entertain during
the. you know,. club meetings. Ard he'd walk the streets
with lus guitar. and lied sit on the conner. We
would gather around him. you know. And he'd play
that guitar. He could catci your voice easily. And youd
say, “Hello. Doog. Who is this?’ ‘Oh. this is Wil or
Rabbie. or Rillie, or something like that. That was our
little gang. you know. And hed play the guitar, and
swe'd dance and do all those funny thirgs. When he got
to be professional, vou know. when he started to
plaving and was playing, # was kind of like air. But
after e went to Macon to biind school. e was playing
You can. you
o

children

i, you know. And right along the same street, from
Elon right along here on around. circle around. was his
main place of going. They know ke would have that

o

that. And he was friendly. And you know. like some
peoples, you ask “em to play and they don’t want fo
play. But f you asked him, he was aiwoays ready. He
ou asked him to

ladies there asked him for the hymn.
itow sweet it sound.” And thats wi
know. And those notes almost spoke ti tself.
vou know. It wasn't like air music, hitting hore and
there. But the notes. they almost spoke the words
themseles.

Willie may well have had some formal music training
in Macon, but it does not seem to have affected his per-
formance style on his recordings. His brother Robert
says that he knew the names of all the notes on a piano,
and his wife Kate recalls him reading songbooks printed
in Braille.

After spending three years at Macon, Willie went, a
cording to his own account, “to a little independent
blind school” in New York. Kate McTell recalls that it
was in New York City, as Willie later took her there for
2 wisit in the 1930s, On one of his trips to New York,
possibly when he was attending blind school, he was
offered a steady job playing music, but he turned it
down. He was unhappy 10 New York, as he later told
Kate and his brother, and didn't like the heavy street
tratfic and found it difficult to get around. After a short
time he left with a friend 10 attend another blind school

in Michigan, Kate thinks he
struction in New York, illie 1
studied Braille in Miduga'.._méi m"{;z;‘f‘““ said e
Georgia to make his first commercial recons 1 o™
Willie's traveling in the 19205, although oo
on,
Famble for the st of i e, Buen em Kyl 35
about his life, we could tell from his recerdeg mr oL i
he liked to travel. In them h 206 e
Statesboro, Macon, Savannah, Rome,
tate of G
distance Baltimore, East St. o
icmingham, Newport News,
Ningara Falls, Alabama, Florsta, Mo oo o
Tennessee, and Ohio. These w e
the landscape of his imagination, He
the e ot o oo B b o
and cities in Georgia where Willie used to glan
Thomson, Wrens, Warrenton, Dearing, Hafer,
Augusta, Savannah, Louisville, Sandersoille.
Milledgeville, Macon, Washington, and Athens, To,
these we could add Statesboro, Midville, Miller
Sylvania, and many others. Willie told John Lomax thal
after a period of record making in the 1920s and 1930s
he followed “medicine shows, carnivals, and all dif.
ferent types of funny little shows.” These shows usually
ran in the summer and fall. In July and August he would
usually follow the tobacco seasan in towns like
Statesboro in the eastern part of the state and in the
Carolinas, playing in the tobacco warehouses. In the
winter he often followed the tourists and vacationers to
the Georgia Sea Islands and Florida, especially Miami,
There were girlfriends in many of these places, and
Willie told his wife Kate that he had had a son in Florida
before he married her in 1934. He also headed north and
west a great deal. Paul Oliver reports that McTell and
is partner Curley Weaver traveled to Nashville and
elsewhere in Tennessee and the Carofinas, a fact that
others have confirmed. He also knew the great Texas
celigious singer Blind Willie Johnson. McTell told John
Lomax that he and Johnson played together in many
states, “from Maine to the Mobile Bay.
ly he mentions Union, Missouri, and Little Rock.
Arkansas. Johnson and his wife Angeline had recor
in Atlanta for Columbia in 1930 in the same session as
McTell, and this is where they may have first mel.
McTell did play a number of religious songs with slide
guitar in the manner of many of Johnson's recordings.
and his playing may have been influenced by Johnson's,
although it should be noted that this approach is a
common one in the playing of spiritual songs among
many black folk guitarists. Willie also met some of the
other famous blind musicians who were recording at this
time, such as Blind Blake and Blind Lemon Jefferson. In
fact, according to Willie's uncle Gold Harris, it was
Jefferson who got Willie to switch from a six-string to
twelve-string guitar. Harris says that Jefferson was
playing a twelve-string and showed Willie hos to pla
too. Although Jefferson never played a twelve-string
suitar on his many records, this story is not 5o strange a5
it first sounds. fefferson had played with the great
twelve-string guitarist Leadbelly in the eacly 1920, and
it may be that he wanted to recreate the sound of this
combination of instruments with McTell. Texas is also a
Togical place to pick up the twelve-string guitar, as it is &
favorite instrument of Mexican musicians there and
blues singers would have been likely to come in contact
with it. Perhaps McTell brought it from Texas and in-

eceived some musical in.

a




troduced it 1o the Atlanta blues scene. Certainly it was 2
n;

other area in the 1920s. It is not known exactly when
McTell began playing the twelve-string, but it must have
been before his first recording session in late 1927.
Although al of his recordings were with a twelve-string
and people remember him best for this instrument, he
always kept a six-string guitar at his home for the rest of
his life.

‘Although he began to spend more time in Atlanta
after he started making records, he never gave up travel-
ing, Because of the vast network of friends and relatives
he had built up, he had few worries about being among
seargss ol iing enough money, or having no one
to take care of His cousin Horace states that
Willes sl e o ot e i ot o i

Before e st deron e it have no special home.
1 i, el s s o, e
it i v oo long foe e e
. He Knowed soher to go. He ke the routs see.
v 5o slad ta see him that we made him stay
e ok See Zeviral cifernt peopic o want
T 0 stay with them, an
to 50 with them
g0 with him out there to Thomsan. And the time they'd
soe him ey just be all aroundithe car. want him 0 g0
Hame it e, you ki, Want i 0 80 home it
em. o they d give him @ free place 1o live everyihere
he went. [

Wilies longtime piaying pariner, Blind Log. who

worked many of the same towns in eastern Georgia that
Willie did, made an apt analogy between the itinerant
guitarist and the preacher.

Mhrurl‘cv one get to be o powerful guitar picker. you
kine of ike a preachier. If you got a preacher

ot voi e e ‘vour preachier can

dol it lke vou ks mhal o can do_other

siople i can s ' pre

secple's churches thon e el i . FT b g

That's the way it s with  person what can make msoic.

Naturally one of his favorite places to visi
Statesboro. An old friend of his there re says, Hed b
gone about two or three months, and then he'd come
back and stay a week or twa and be gone again.’ While
there in the 16205 and 1930s he would usually stay at
om Cuspard's house on Johnson Lane. Cuspard was a
bricklayer and an old friend of Willie’s who would fix

im food and take i ‘
e 20 take care of his clothes. Willie liked and
record  royalty

point where he even had some of his
checks sent to Cuspard’s house
illie stay with girlfriends in
Statesboro. Robert Owens remembers 2 woman named
people remember one named Gertrude
SR v R aron & o had

in the 1930:. She w
ught h

% ’mn.;‘lnggd o visit his old friends, both black and

Yonoe im Statesboro, and it was not until the 19405 and

Ty that he cut down on the frequency of his visits, as

¥ f the peaple he had knawn moved away or died

One friend of
Withe nend of his, Son .vx.mm

ﬁpk e mbﬂ. 'n Ska(cshuro, and =y
E m, They
ped to boost his local reputation :ons;derablv and

young people were heard to ask, “Have you heard the
latest, Doog's new record? These wese plenty of pecple
t0 take him around wherever he wanted to go. His old
friend Bradford Johnson, who was eleven years younger
than Willie, remembers driving Willie's car around to
wisit friends and play at various engagements. Johnson
also recalls that Willie would continue to play for
children. Sometimes he would drop in 1o see other musi-
cian friends at their homes. Mrs. Pear! Bellinger. a piano
teacher in Stateshoro, recalis many such visits.

it ey ol S e
see i he'd have that box nd! used to come here

the lou

Willie often played for dancing at house parties in
Stateshoro, in the smaller outlying towns like Register
Portal, and Metter, and at farm houses out in the
country. But he was equally in demand to play at
churches. He often sang and played at Tabernacle
Baptist Church in town, where he was a member, and at
Mt. Olive Church out in the country. Sometimes he
would accompany quartets in gospel programs. At the
churches the congregation would take up a collection
for him. He is also remembered as playing at 2 “school
closing” program before Christmas at the community of
Nevils in 1930. At all of these occasions he played music
o suit his audience, blues and other dance pieces at the
house parties, spirituals at the churches, and spirituals
and “classical” (i.e., sentimental) pieces at schools. For
white audiences he would play many o me
pieces as well as a repertoire of “hillbilly” songs, again
chosen to st the occasion.

Willie often came to Statesboro during “tobacco
season’” after the warchouses opened in July. The tobac-
<o sellers had money then, and Willie would get quite a
bit of it by playing for them at the warehouses, stables,
hot dog stands, and hotels. He made a regular circuit of
the towns in this part of the state during the tobacco
season. Mr. Olliff Boyd, a white man who used to own
a livery stable in Statesboro, remembers Willie playing
often at his place of business.

1 vensomber Wiilie. He used to come by my stable and
et to gathering up a crowd there and playing on his
guitar. And most of the tme hed have a coca cola
bottle, the neck of a coca colu bottle on one of his
fingers. and he'd play the blucs zoith that And then
when the songs would gt ever. somebody d collect the
i And

3
street with @
KK with Jus mout
vould turn lis head one-sided

i he'd hit an abstacle, he
and click.
go0d. He di oc nobody 10 lea
éoer seen i sith st Bt
And he liked @ drink of li
Te vewer sen hims droik

mare. But he_could get around Statesboro
ac him or noling. |
 about e

tirough there. get all the muney G Ioase charige there.
e

then he'd g0 to the other side of toton and play so

played lots around tobacco warshouses. And the

ot of people down there. and everybody
ok

Willie made guite a hn of money from the tobacco
men at Statesboro’s two main hotels, the Norris and the
Jaekel. Willie Hodges used to work at the Jaekel Hotel in
the 1930s and remembers singing with Willie for the
Ruests,

He lived araund here, and s stay around here a long
time. H didn't stay here all the time. He'd leave here
vannal; or Atlanta some place ard be &
i 1 wauld heby him o1t &
whole lot, wou knos. 1 was warking at the hotel. and
Ie'd come down, you know, and I'd be there in front of
the place and sing a song or two. He sang o
front, be playing and singing a song. draw a crowd. you
knaw, around. We was singing all kind of blues and
agtime. It sasn't to0 much to ‘em, just something (o

now and then.
Tonan We had that one Dcax o e b sing
together

Naomi Johnson also worked at the Jaekel and
remembers Willie playing there often.

In 43 | wwas working at the Jackel Hotel. And at every
tobacco season he would come and play for these tobac
co men, And he would so appreciate it: they wauld give
o ickeie Al dimes. And hed pla

utes. sometimes longer. And
Cermaiace ble and ik st o tinee days e ol
come back and pl hom. He was their entertai
et a the Jockel Hote) aftr supper. We et e he
dining room at six oilock. The fobaceo men would

ays come in and eat ym. Well, about sev

and e was i

B u the Jack
king. Bt sahen he come and oy, he was
front. and most of the time when | saw him. it wassahen
1o coming in to ork. And u e oonld s reunda
listle while and listen t 1 woorked there ter, years
and he did that every tvbnmsmsan B the las three

v would b s blind man with
fim. e sl pleg, But b Gid comé with
auan v he Taskel Hotel. | don't e e vt
ood a player s he s or e wasn th of 1
ther fellow. Doog was
Took ar this other man. |
woasn't the quality that shoul
Jaekel Hotel

Jacekel Hotel, Statesbaro (Cheryl Evans)



h 2 great many other local musi-
e sometimes played with 2 piana

willie played it
cians. In Statesboro
p]ayern.}rmd Lestes
Coney.
and [T Mener. But Willie especially played with
0% musicians, and many pecple remember how
7d them around Statesboro and try to help
ney. One of these was a piano player
unty.to the north of Statesboro named
d learned to play piano at
knew “notes: He often played at
N ches, but despite his musical sophistication he cou
e rough :';amm as recalled by his friend and

partner Blind L

two brothers

he would le:
them make mo:
from Screven C

. out there in Woodeliff, about seven miles
from Sylvania. Moore had a place there. & kome out
Fiere. Fred be playing for frofics. He'd have a big ol 53
atomatic. And when they d make lvory mad. he'd get
%o whiriing araund there or that stool, piano stool. Hed
shootthelight ou. He wouldtry o1 o body. He'd
‘out. and then when everything get dark
hear the pistol shoot arce or tice.

b sheoting g in the air, and the pecpledbe g
the windows and doors getting out of the way.

B it o, cusing . shoshing. over el
haads s some o e would go down. They woulds
et Foory hear ‘em wal

et hml o half g galor of el o e
wanted, and e’ be gone. Sometimes there d be tioo of
S sor ixe Pl get the pan of food
and get hin a jar of liguor and the other one get the
glass what the money’s in. Then when the owrer of the
house come back, he don't find nothing. Ha ha ha!

{Foon

Other blind musicians that Willie often played with
were Blind Benny Paris (or possibly Parrish) and his
wife, who were also from Woodcliff in Screven Caunty.
The Parises traveled about and sang together, he playing
guitar and she sometimes accompanying him on accor-
dion. They performed both blues and spirituals. In 1928
they recorded four church songs in Atlanta for Victor
Records in the same session as Blind Willie McTell. This
was McTell's second session for Victor, and it is possible
that he brought the blind couple to Atlanta to be re-
corded, In the late 1930s the Parises lived for a time in
Savannah, where they had several children. Benny Paris
ot around with the help of a guide dog. He died back in
Screven County probably around 1938 or 1939,

Undoubtedly Willie's closest musical companion in
this area was Blind Log, who came from around
Sylvania in Screven County. He was born in 1910, and
his real name is Lord Randolph Byrd, but to most people
he is known variously as Blind Lord, Lordie, Log.
Lloyd. or Loss. When he and McTell played together
some people even referred to them as Doog and Loog!
His first instrument was an organ, and he also played a
harmonica a5 a young man, but he was always best
known s a guitarist, He began to play guitar around the
age of thirteen or fourteen, learning first the repertoire
of his older brother but soon picking up many songs
from popular phonograph records. He often performed
solobut was also in great demand as an accompanist for
other musicians. Much of his guitar playing was done in

e o= his experience as a musician by the fact that
en and six men have been killed at frolics

where he played during the course of his career. Log met
Blind Willie McTell in Millhaven in 1928 and they
traveled together throughout Georgia for two or three
years. Before that, Log had spent tivo years traveling up
and down the eastern sesboard states between Atlanta
and Washington and plasing locally with Blind Benny
Exeo Bind HogMiors Ly Davey Coney and
ohnson, another fine guitarist from the area
sronnd Millhaven nd G, Lo continucd & play
with these local musicians and with McTell through the

paralyzed. and he has not recovered sufficiently to play
guitar. Today he lives in Savannah with his wife and
remains a storehouse of information about the musi-
cians uf Screven and Buloch Counties. Many of the
youny s in this area and in Savannah were
S e
pieces.

Blind Logs reputation i Screven County s equal
to that of Blind Willie McTell in Bulloch County. Eac]
musician often played in e other's home territory, a
they generally got along very well together, ahhcugh
their local admirers somesimes tried to create competi-
tion between them. Blind Log’s wife describes one such
scene that took place before she married.

1 guitar, and Lordse

Doog used to ;lny a twelseest
lay the si

o i i e e
playing at e.am(“v & home, She told
said, Lela aid. 1 wish you could hear

d.
bt bl i i e Wy i s
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Blind Log himself provides a vivid account of the life
of a traveling blind songster and of his days spent with
Blind Willie McTell.
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Blind Log and Friend. Possibly 1940s. Log insist
played right-handed. but the caption on the sign indicates
otherwise. (Courtesy of Randolyph Byrd)

¢ o sl
b e e ek o

= hat ht. If 4
ae right. [ you s fo
S i ahere 1

the pars of 5

Sremerty fa.take
v gor there

Sl them
. they used
d

te folks

0 here in Statesboro
o ot us. IWe used 620

wup there to Stateshoro. Ar




h d rhwu old arrooms up there, you know
me o, Doogie and Log. That .;n? same

hite s ple. G ¢ got o have a little tune
ziudmv :ulwfv

they
‘Cor

played for white folks ya
3 St

et . At the colored. people's d
fme blaying about swven-thirty or eight o'clock at
it Somietinies the chickens would be coming. We'd
et rolicking st 1 neser swould miss @ day from
T4 get up. 1 played most

getting
B fing & person wanted to hear

out on'the edge
of Millse, A her white folks put up @ bet. | s
Willie e oyt o s
e alionys piaved together @
e ""‘ . 5 them bet iat he cotd bost
it never played against one
re wanting to o to work an
So me and Gt Vo e
icking togerher. Every now and then Mr. Tom Linley
would go and come back w00 pints of cane juice
from: the mill, @ pint jar apiece. Willie say. ‘Im done
runk enough novw. | want to eat somiething now.' !

wasn't gonna.eat tiat stuff nohow, He
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out fhere and serve us. He said. ‘New what vou al wan
ow? You all went a cold drink or want some juice
ek with it. what you re eating™ | said, ‘Im gonna eat
first. and then if 1 have any room, 1l drink sometiing.
We et and tiien messed around and commenced playi
the guitar. But when we left from there, | was sati
and he was too. He give us money. We had money. We
didn't never play agains orie another. We just played to
get our money,

McTell tried twice to get Blind Log to record with him
in Atlanta, once in the late 1920s and again around 1936
or 1937, but Log declined both times. He didn't par-
ticularly like Atlanta, and he didn't want to wait there
until the companies were ready to record him.
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help him cut occasionally yhen he was in town. The
boy's mother was from New Jersey and eventually
brought him back there. Willie dldnx T
however, when he was in rown, e had another
o here e B o playrd in Augusta
on Friday and Saturday nigats. One of his favorite spots
there was Good Time Charie's tavern near the Buckeye
Mill. He often played with 5 man called Blind Bubba.
who was proficient on bott piano and g Bubba is
still living in the Augusta srea and accompanies gospel
quartets on piano, but effors to i him for an inter-
view have been unsuccessfyl s
Willie especially liked to plaV 3 Hlates where he fad

close relatives who could look after him. He often
visited his mother's sister, Aunt Lillie Beasley, in Wrens
and later in Midville where she had moved in the 1940s.
He is also said to have had 3 “wife” at Midville named
Ethel. From Wrens it was only a short distance to his
relatives near Thomson, axd he would often make the
trip on foot if he couldn't catch a ride. From the 1930s
on he would usually stay with his cousin Eddie McTear,
“Coot” McTear's son, who was eleven years younger
than Willie. He would play out in the yard for relatives
and visitors, and people would give him nickels and
dimes. In the 1940 and 1950s he would sometimes visit
his cousin Horace McTez:, Eddie's younger brother,
and stay a week or two. Horace would hold barbecues,
and the combination of his cooking and Willie's music
always assured 2 large crowd, Women would crowd
around him there. Sometimes Willie would go out to the
local jukes with Horace and his wife and a local girl
named Bunchie Mae. Once in a while Willie would bring
another musician to Thomson with him, such as Buddy
Moss whose birthplace was only a few miles away.
Willie would also play with the local guitarists, in-
cluding his uncle Gold Harris, his brother-in-law
Clarence McGahey, and his cousin Horace's wife, who
could play a few tunes, He also had a cousin named
Walter Dorsey. who had quite a local reputation as a
guitarist, but, s Gold Harris tells it, he was no match
for Willie.

There was some man or anather up there that had a six-

autar. It was Walter. Walter Dorsey. Evervbody

cauld, how good he

played 1 ain 1 played a six-string

in-a long time, but lot me sec that thing. Doogie took

that sistring gtar, and he just made a fool out
of Walter with

Willie also plaved often at Jones Grove Baptist
Church down the road from Eddie McTear's house.

fomes Growe Baptist Church (D¥eid Evans, Sr.)
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Horace MeTear recalls taking Willie
e o church there

lly could sing chsongs. We'd carry
to chirch, and e seally sung for s o crcomy? it
everybody was seting happ: He'd sing on
int 10 church. He loved to o 1
50 there and e d sing. He sanig a gf abour #
it grand t0 be a Christian wont it be grand? Hel
that, and. oh man. thored be so
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¥ ot Saiey Al g e
it grand to be a Chris A

But even at church secular thoughts would sometimes
cross Wilie's mind, as related by Horace McTear's wife.

1 thought ine said, “Set me do

ha. He want to be

Willie also spent periods of time in Atlanta during the
19205 and by the latter part of that decade had begun to
make that city his base of operations. His mother's sister
Mattie lived there on Hilliard Street, and this gave him a
place to stay and someone to look after his needs. As the
largest and wealthiest city in Georgia, Atlanta must
have been especially attractive to an artist like McTell,
who could appel equally to black and white audiences
to church folks and the Saturday night crowd, During
the 1920s Atlanta experienced a tremendous growth in
population. as people facing economic problems in the
rural areas and small towns streamed in. Among them
were many musicians like Blind Willie McTell,

Besides the attraction of larger and more varied au-
diences, Atlanta offered its musicians a role in the re-
cording industry. As early 25 1924 an obscure musician
named Ed Andrews recorded two blues, accompanied
by his own guitar, for Okeh Records in Atlanta (Okeh
8137). Throughout the rest of the 16205 Okeh, Colum-
bia, Victor, and Brunswick periodically sent field re-
cording units to Atlanta and other southern ciies to
record local talent for their “hillbilly” and “race’ record
series. For the latter they recorded not only blues by,
male and female artists but also preachers, quartets.
gospel singers,fazz bands. and comedians.

The late 19205 and early 1930s are an obscure period
i Blind Willie MeTel e, documented main bine
many recordings he made a this time. We know that b
was away from Atlanta much of this time. traveli
with Blind Log and visiting many of his usual S haunis In
Atlanta he probably played at house parties, perhaps
some on the streets, and almost certainly, & the 81

nted the black

rtainment

version of vaudeville with continuots s e

strumental ensembles, dancers, and com:
he was playing with Curley Weaver and Buddy M
who had themselves recently moved into Atlants ¢ mw;‘
further cast. Undoubtedly he also knew and played with
most of the othe rominent Atlanta blues singers. mT;’\’
of whom were beginning to make recordings at L
fime. Among these artists were the brothers Robert an
< (Barbecue Bob and Charlie Lincol 0
Peg Leg Howell, Henry Williams, Becy
Willie Baker, George (_ar(efr 5 lsﬂo 24
Henry, Eddie Mapp. and Seth Richard. M¢ - e
many other blues recording ams:;‘lmy.v\ outsi el[amz oo
is travels as well as when ‘
;nd‘;' e cord. We ave already mentioned Blind




ind Willie Johnson. Others that
R W""\f:;.fpr;dngnimdsun Whittaker), who had
he e e o for a while, and Blind Blake (Arthue
Ereipe, from Jacksonville, Florida. .
L ieTell bégan his recording career for
18 Ociober 1927, the first Atlanta
i for that company. Ralph Peer pro-
o e e session, It 1s not known how McTell
Victor. Perhaps one of the
Reverend . M. Gates or Elder
d him, or perhaps he was

d by his twelve-string guitar, show him to
have been a Fully matured artist of extraordinary ex-
pressive power. Perhaps the highlight of the session was
MMama, Taint Long Fol Day” (Victor 21474) with
beautiful bottleneck playing. McTell used traditional
verses in his Iyrics, a pattern he was to continue througl
most of his 19205 recordings, and his guitar playing
featured jagged, shifting rhythms that were to become
his trademark. Although his performances were steeped
in the folk blues tradition, they mark him as an artist
with a distinctly individual style.

MecTells first records could not have sold very well.
for they are rare collectors' items today. But they must
have impressed Victor Records either through moderate-
Iy good sales or through McTell's evident artistry, for he
was back in the Victor studio in Atlanta a year later on
17 October 1928, In fact, beginning with his first ses-
sion, McTell made commercial recordings at least once
every year until 1936, a feat matched by few other blues
singers. Furthermore, McTell did this without ever hav-
ing a major hit record. His four blues recorded in 1928
equalled the high standard he had set a year earlier.
Among them was “Statesboro Blues” (Victor V38001), a
piece evidently inspired by the town where he was
raised and one that has been a favorite in folk revival
circles ever since it was first reissued in 1959 (RBF RF 1)
Also at the session were Andrew and Jim Bater, a
guitar and fiddle duo from Gordon County to the north-
west of Atlanta, and Willies old partners from Screven
County in south Georgia, Blind Benny Paris and his
wife. The Parises recorded four religious pieces accom-
panied by Blind Benny's guitar, two of which were
issued (Victor V38503). They are fine performances, and
one wishes that they had had the opportun;
more of what was undoubtedly a vast repertoire of both
sacred and secular songs.

MeTell was again in the studio for RCA Victor on 26
2nd 29 November 1929, recording eight more blues. The
Baxters were also back for more recordings, and there
was another duo. Alfoncy and Bethenea Harris. McTell
accompanied the Harrises on guitar for two pieces on 26
November along with William Shorler on banjo and an
unknown clarinetist, surely one of the more unusual in-
jirumental combinations to  record. The next day
rn;ﬁﬂ\::;\bxk with the Harrises, providing the sole

accompaniment on four more blues, In ad-

fiicn to guitar Willie played the kazoo, the only time
e did so for recordings. Only two of the Harrises' six
i‘l‘ﬁfme issued, one with the band and one with just
Seiel in accompaniment. As the Harrises had other
in Memphis and San Antonio, it is not likely
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that they were local Atlsnta artists. McTell may not
have known them before the session and may simply
have been drafted into the role of accompanist during
rehearsal. Whether McTell knew William Shorler or the

(Victor V38580). Probably RCA Victor was beginning
to feel the effects of the Depression and the consequent
decline in record sales and was exercising a policy of
caution in releases of blues records,

Less than a month before this RCA Victor session, on
30 and 31 October 1929, McTell recorded six pieces for
Columbia Records in Atlaata under the name of Blind
Sammie. This could ner really be considered a
pseudonym. as his middle name was Samuel, but it
probably sufficed to enable him to avoid his contractual
obligations to RCA Victor. Possibly Barbecue Bob per-
suaded McTell to switch companies, as he was also
recorded at the session. Frank Walker supervised the
recording for Columbia with the assistance of Harry
Charles and Wilford Brows, The talent scout had been
Columbia’s lacal agent in Atlanta, Dan Hornsby, who
made some unusua ds himself for Columbia's
15000-D hillbill Unitke RCA Victor, which had
recorded strictly blues from McTell, Columbia recorded
a much broader variety of his secular repertoire, in-
cluding at least three ragtime tunes and the remarkable
cante fable. “Travelin’ Blues” (Columbia 14484-D). The
latter piece, coupled with “Come On Around to My
House Mama,” went through an initial pressing of 2,205
copies and a second pressing of 2,000, about average for
a Columbia race record of this period. Two other pieces
were not issued until the middle of 1932 (Columbia
14657-D), and only 400 copies were pressed. The re-
maining two pieces from the session were never issued.

Blind Willie McTelL. Probably Ear

Lawrence Colir)

Only a few months later on 17 April 10
back in the Columbia studi e

1cTell was
9 10 record two more pieces

from Texas. This may be where McTell and Johmiar

knew or met any of the

first met. Whether McTell
Alabama artists is not kaow,

% Colum-
bia 14632-D), evidently a favorite piece of his. kw‘)’\Je -

curdcd‘n again in 1933 (Vocalion 02577) and in 1949
(Atlantic 891). Despite his liking for it. only 500 copies
of the record were pressed, and hi s for

cial success. McTell continued to record o5 Blod
Sammie for Columbia, but on his Okeh releases he .
called Georgia Bill. The two picces he recorded o 31
October are especially significant, for they mark the ot
time that McTell recorded with fis longtime friend and
playing partner, Curley Weaver. Weaver's second guitar
beautitully complements Blind Willie's twelve.siring
playing on these pieces. Weaver himself recarded two
vocal ducts with Clarence Moore at this session (Okeh
8928), but McTell did not play on them, The two
guitarists did get together, however, as accompanists on
two blues vocals by Ruth Wilis for Okeh in this session.
MeTell alone accompanied her on four other blues and
sang on one of them. She recorded as Mary Wills for
Okeh and Ruth Day for Columbia. Only 600 copies of
her Columbia record (14642-D) were initially pressed.
Ruth Wllis had been living in Atlanta and performing
locally with guitarists such as Weaver, Moss, and Fred
McMullen, and possibly with McTell.

All the time that McTell was recording for Columbia
and Okeh, he sill considered himself under contract to
RCA Victor. On 22 February 1932, he returned to an
RCA Victor studio in Adlanta and recorded four more
pieces, three blues and one rag. All were vocal duets
with a woman named Ruby Glaze, accompanied by
Willie's guitar. Nothing is known about Ruby Glaze.
She may have been another local singer fike Ruth Willis
who enjoyed some fleeting popularity and happened to
be performing with McTell at the time when he was
scheduled to record. She turned in creditable perform-
ances but was never again heard on record. For this
session McTell was called Hot Shot Willie on the record
labels. This was the last time he would record for RCA
Victor. He had given them twenty songs, all but one of
them blues, fourteen of which were issued over a six-
year period. McTell continued to receive royalties from
RCA Victor through 1937, probably due to the reissue
of his 1932 recordings on the RCA Bluebird label

In 1933 Willie made his first recordings outside of
Atlanta, In September of that vear he, Curley Weaver
and Buddy Mass traveled to New York to record for the
American Record Corporation (ARC). a subsidiary o
Consolidated Film Industries. [t s from this session that
all but one of the pieces on the present album :xre d?‘/‘;:‘\e
W. R. Callaway and Arthur E. Satherley directed the
session, McTell ws probably brought f the compacy &
aHention by Moss a0 e Rtk Wilis and e

ARC earlier that s
McMullen, Between 14 and 21 September Willie




corded twenty-three pieces, twelve of which were issized
on the Vocalion label. This label was actually affiliated
with Brunswick Record Corporation, another 'sub-
“idiary of Consolidated Film Industries. Moss recorded
thirteen pieces and Weaver seven. Ten of Moss' pieces
d two of Weaver's were issued simultaneously on
ARC's various labels: Banner, Congueror, Melotone,
Oriole, Perfect, and Romeo. On many of the pieces one
artist would play the role of second guilarist. Accurate
records were not kept by the company so that it is not
always possible to tell with certainty who is playing a
second guitar. An attempt has been made to deal with
such questions in the Discography which forms 2 part of
this booklet

McTell described his association with Vocalion to
John Lomax in cryptic fashion: “And after then 1
worked with the Vocalion peaple of 1933. Taken up for
odd job. They pay me a small sum of money of fifty
dollars a week, but they was getting all the records of
blues that they can, which we call ‘the alley’,” It seems
most unlikely that McTell was on a weekly salary.
unless he is refering to some kind of expense allowance
given to him by Vocalion during his trip to New York
The year 1933 was the depth of the Depression. and
Vocalian, like most companies, was barely keeping
afloat and would not have lavished money on a weekly
salary for a new recording artist. McTell's statement
that the company was especially interested in “alley’
blues is alsoa bit odd. It s true that he and the other two
artists recarded many blues for which the term “alley”
would be appropriate. but the session also marks a
significant departure for McTell from the steady stream
of blues and rags that he had previously recorded. In-
cluded in his twenty-three pieces were his first two
religious recordings, “Lord Have Mercy If You Please”
and “Don't You See How This Warld Made a Change?”
(Vocalion 02623). and the quasi-religious sentimental
song, “Lay Seme Flowers on My Grave” (unissued)

more fully in subsequent sessions. In fact, McTell ap-
peared to be displaying his breadth in three different
ways, only one of which was this stepping out from the
previous format of niothing but blues and rags. His blues
Tepertoire itself was showing greater breadth. On the
one haqd, he seemed to be reaching back to the very
Toots of the blues tradition in such songs as “Lord, Send

le an Angel” and “East St. Louis Blues,” both issued
‘here for the first time; on the other hand, he displayed a
:elf»cm\scxeus style af composition in a number of hi

lues that are textually more thematic than most of his
Previous blues recordongs and which often utilize the
:;uplehind-rzfram pattern instead of the familiar AAB
e :at;mﬂ, These latter pieces are similar in style to
Livss a‘:l uddy Moss recorded at this session. McTell's
o r“u ;Bn;l‘nmes showed the influence of previous
By Drds by such artists as Bumble Bee Slim (Amos
= and “Sloppy” Henry, bath of them fellow

rians. Another interesting f

was McTell's re-recordins of
Vocalion 02577), 5

unusual view of the folk blies singer at work on'a song
over a period of years. Adding to the interest of this
piece is the fact that Buddy \foss also recorded a “Broke
Down Engine” (Banner 33033, Congueror 8325,
Melotone 76, Oriole 8395, Perfect 0266, Romeo
) roke Down Engine No. 2 (issued here for
the first time) al the same cession. Moss' pieces show
even further variation from McTell's, indicating a
process of personal transmision from McTell to Maoss.
The two artists also each re-orded a “B and O Blues No.
2" at this session, a piece based on an earlier hit record
by Bumble Bee Slim. M:
was a version of “Talkin' to
Columbia in 1930. Finaliy it should be noted that
McTell's “Death Room Blyes* (issued here for the first
time) was a piece that he had earlier recorded for Victor
in 1929. Both Victor and Vocalion left it unissued.

Buddy Moss went on to make many more records for
ARC during the next years, as apparently his records
from this session sold well.
however, did not record further for this company
Evidently their records sold poorly, not unusual for
artists who recorded in this Depression year. Poor sales
and the generally bad econamic picture must also be the
reasons why so many of the recordings by McTell and
Weaver were never issued at all by ARC and Vocalion.
Certainly the present album proves that the previously
unissued pieces were every bit as good as the issued ones
and of a standard equal to anything else that these artists
ever recorded. It must, therefore, be considered
especially fortunate that Mr. Satherley chose to preserve
test pressings of these fine unissued pieces

Less than three months after returning from New
York Willie met Ruthy Kate Williams, who would
shortly become his wife. Kate, as Willie always called
her, was born in 1911 near Wrens, Georgia, only about
ten miles from Willie's own birthplace. Her father was a
preacher and her mother a schoolteacher, and naturally
they had ambitions for their children. Kate had gone as
far as it was possible to go in the black high school in
Wrens, finishing there in 1929. Then she went to a high
school run by Paine College in Augusta. Willie was
engaged to play there at a reception for the “school
closing” before the Christmas season in 1933 along with
a dance band from Augusia o sang 2 piece on
the program. She and Willie were attracted to each
other as well as impressed with each other's musical
abilities. 1t turned out that their mothers had been old
friends and schoolmates and that Kate had been
“promised” to Willie when she was only about four
vears old. Kate gives the following account of their
rlwind courtship and marriage
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Blind Willie and Kate McTell, 19305 {Courtesy of Robert
Owens)
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Willie and Kate applied for a marriage
at the County Court House \;Aﬁ:‘;\
 just over the state line from Augusia,
e ere pronounced married Y &
wenty-three years old. an
notary public. Kate was twenty-three yeast 60

January 1934,

Jived in an apartment at 381 Houston St N-E 808
with Willie's playing partner Curley Weatk 'a:.;'dxam
current girl friend, Cora ‘Thompson. ¥ \‘JI

also spent a great deal of time at the hous
‘Aunt Mattie on 160 Hilliard ﬁl » i, This ar-
there while Willie was out of town lravel

rangement lasted until around 1936 W S



e would perform with Willie in Atlanta when it
d,ﬁa::nzerﬂi‘:xlh her school viork, singing spiituals
tith him at church events and sometimes dancing
behind his blues and rags at places like the 81 Theatre on
Decatur Street. Sometime in_early 1935 ] Mayo
Williams, a black talent scout in charge of the Dm;
Record Company race series, came to, Atlanta, hear
Willie and Kate, and got them to sign a contract with
Decea execultive Dave Kapp. In April of that year
Williams drove to Atlanta and picked up Kate and
Wille to take them to the studio in Chicago. Kate took
fwo wecks off from school fo make the trip. Curley
Weaver made the trip with them, and Kate also recalls a

er and pianist names Gladys Knight. The latter may
actually be Georgia White from Sandersville, Georgia,
who became a Decca recording artist about this time.
The previous month White had recorded two pieces in
Chicago that remained unissued, and then on April 10
she recorded four mare pieces. [t is quite possible that
she did go with the McTells and Curley Weaver for their
ssion on April 23 and 25. MecTell told Alma Jamison,
who interviewed him in 1951, that he knew Georgia
White and that she “made records for Decca, but
MeTell did not remember under what name.” Kate also
thinks that Buddy Moss or Bumble Bee Slim (Amos
Easton) made the trip to Chicago with them. Mass pro-
bably didn't go, as he was an exclusive ARC recording
artist at the time. Bumble Bee Slim, however, had been
recording for Decca and also did a session for them in
Chicago earlier in April on the 12th of the month. Both
he and “Gladys Knight" had been performing at the 81
Theatre with Kate and Willie when Mayo Williams
came to Atlanta. A picture of Bumble Bee Slim with his
arm around Georgia White is printed in Paul Oliver's
The Story.of the Blues (p. 108). Kate recalls that "Gladys
Knight" went on to New York from the Chicago session,
and indeed Georgia White did make many recordings in
New York starting in January 1936
llie, Kate, and Curley stayed at a hotel on Lake
Michigan Avenue. In the evenings they pecformed there
as well as in a night club run by Jack Johnson, former
eavyweight boxing champion of the world, On 23
April they began recording. Curley Weaver did six
blues, five of them with Willie on second guitar, all of
which were issued on the Decca and Champion labels.
Willie did six spirituals and two blues. Two of the
spirituals had vocals by Kate oaly, three by Willie and
ate logether. and one by Willie only, Kate says that
she sang her pieces from memory rather than from
hymnbooks and that she and Willie had rehearsed these
pieces at her parents’ house in Wrens before making the
spirituals constitute some of the
et recarded and give a further
insight inta the breadth of McTell's music. On “Bell
Cazst Blues'(Decca 7078) Wil was accompanied by
sl Balson cecond guitar. This piece was a
oo et ighain which be had recorded
nised g oer for Vocalion but which remained
S bel. (It s issued here for the first
o< s dertved from “Canned Heat Blues”
8 recorded in 1928 by Atlanta artist
Sloppy” Henty. On 25 April McTall recorde
pieces. all of them secular, with Curley Weaser
them. Kate's role on this day

Flowers on My Grave" (Decca 7810) and “Your Time to
Worry” (Decca 7117) weze also pieces that Vocalion had
left unissued, though the latter is issued here. “Death
Room Blues” was left unissued by Decca, as it was
earlier by Vocalion and Victor (in 192

ocalion version is now issued here. “Dying Doubler
Blues” (almost certainly she same piece that he called
Dying Crap Shooter's Blues’) and “Cooling Board
Iues” both left unissued by Decca, were pieces that
MeTell recorded later in his career, while “Hillbilly
Willie's Blues” (Decca 7117) is a remarkable example of
McTell's repertoire designed for the southern white au-
dience, complete with yodeling. Kate recalls that Willie
also recorded with pianist Peetie Wheatstraw (William
Bunch) in Chicago. Wheatstraw was a popular blues art-
ist for Decca at this time, but there is no evidence to sug-
gest that he and McTel actually made recordings
together. Possibly the combination was tried out in the
Decca studio but rejected by the company. A similar
fate may have befallen tie combination of Willie and
“Gladys Knight.” as Kate recalls them playing together
in the studio. Ten of the sixteen pieces recorded by the
McTells were issued by Decca. Kate says that the com-
pany paid a hundred dollars per record and promised
royalties, which were never sent. They spent the money
Atlanta on clothes, furniture, and Kate's tuition.
In late June 1936 Willie and Kate again went on the
road to make recordings, this time only as far as
Georgia. Along them went Piano Red
(Willie Perryman), a nearly blind albino pianist from
Atlanta, On 1 July MecTell and Piano Red recorded
twelve blues for Vocalion in a studio of radio station
WRDW. The recording director was W. R. Callaway,
who had also been involved in Willie's earlier Vocalion
session in New York in 1933. Piano Red recorded five
pieces by himself and three with Willie backing him up.
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on guitar, while Willie did the singing o For

backed by his guitar and Red's prans, Kope (o, PlUes
may have sung on some of the pieces; thongh oo
mally only sang religious songs. None ‘of the rymprs
recordings was issued, according to Kate because Pia;
Red was to0 loud and overloaded the p &
because the two musiians could not caspin
playing very well. She says Red playot wor i,
Willie. They hadr't really played topether no

It is quite possible that this Vocalion session was done
in cooperation with Decca. The two companies were
recording many of the same artists at this time, quch o
Peetie Wheatstraw, Bumble Bee Slim, and Memphis
Minnie. This suspicion is strengthened by the fact that |
Mayo Williams of Decca wrote a letter on 27 September
1937 addressed to McTell at 182 Fort S, in Atlanta
Williams was replying to a letter from Willie and said
that he planned to be in Atlanta in October and would
stop by to see Willie about the possibility of arranging
for additional recordings. Unfortunately no further
recordings resulted from this correspondence. The
Augusta session was to mark McTells last commercial
recording effort until 1949,

Besides their Houston Street and Fort Street addresses
and Aunt Mattie’s house on Hilliard Street, Kate and
Willie also lived at 131 Jackson Street and on Highland
Avenue in front of the Stone Bakery during the 1930s in
Atlanta. All of these locations are within a few blocks of
each other in the Northeast section of the city, not far
from the downtown business district. They were also
close to Grady Hospital where Kate was receiving her
nurse’s training. All of the buildings have since been
demolished to make way for freeways and urban
renewal. Kate describes a typical apartment as having a
living room, bedroom, kitchen, and study, which
became Willie's “music room" where he kept hi
struments. Willie made a good living for the two of
them, paid Kate's tuition, and managed to buy good
clothes and furniture. He even bought Kate a guitar, but
she never learned to play it and finally gave it to Willie's
brother Robert, Willie was often out playing or visiting,
and when he would come home late, he would fix
himself a toddy in his “music room" before retiring.
During the day he would sometimes sit at home and
cead s Braile Bible o other books n Emu: that Kate
would get him at the library on Pryor Stree

Except when he was on the road, Wille wzrkvm!
regularly at the 81 Theatre and at a drivein barbecue
restaurant, the Pign Whistle, on Ponce eo

h or blacks, while
Avenue. At the theatre Willie played for b I
the restaurant was for whites only: At the Pign Whistle

he would also pick up engagements for late night p
parties and dances. Sometimes Curley Weaver would
work with him at these places, and Kate would occa-
nally dance to his music and sing along on
spirituals. The fact that her fat

her somewhat ambivalent about pur:urm\n!;‘ o
places, but, according to Kate, it was actually her

in such
her



who encouraged her to appear with her husband.

Wille used to ulay at Pig's Whistle Gat on Ponce de
Leon, We used 1o put on sitews there too. Curley and
iself and Willie, ‘because every once in a while
Zomehody would want o hear a spiritual. | wouldns
Sing: the hiues with them, vou know. | used to dance

preacher has to preac to ma

save Willie that gift to make bis liing. And fie has my

Gaigiter. and just because e has my daughter doesn't
ks

ped saving anuthing abo
daughter on the show and duncing. vou knors.

I xoas @ barbecus sandwich place, vou knoto. We call
it curkiop. Different cars swould call for him. you knovw.
Well; this car would say, I got i
would say. | want the misician over here.” you know.
And they'd sav, "Well, I got him for an howr, or so long.
wou kuow. And they would just pay him far that length
f time. An fhen another car wouid call for him. And

continually playing unless they requested certain songs
for him 0 play. !d sing sometimes with hini out there
He'd sing @ lot of elassical songs too. like “Blue Sky.

Willie sang a lot of classical songs. Hed sing most
amything that o would, you kno He knew o
ot of songs. Hed busy these records and fe'd learn ‘em
off of ‘em. Tie Pig'n Whistle paid him t00. I've seen him
<ome home from Pig'n Whistle with over a hundred
dollars. He'd play there every night and at the 81
Theatre onli on Saturday nights. We'd say. Saturda

evening from about four until nine. and then he would
8010 Pign Whistle. We'd do & show from four to nine,

either. Soon as that would get ver. e'd get through
slaying, and e would say, “Where you at, baby doll?

d say. “Right here.” Of course. he'd play on Auburn
Svmur Hed play at Yates' Drug Store on the corner of
m:lnl’rr’ nr:d, A:;bx:;.ﬂ:vm::sl:s’xdr if nv'yyhndy would

i i the stréet and sk hin to play a pis

e Wl 7 o e bl i e
and dimes. but Il piay.” he says. you know. And he'd

lay for ‘em. You'd net
;“;:'Ior i Youd never soe him hardly wwithout that

Willie also played dayti
1 ytime concerts at the all-black
m«:n;s Brown College and sometimes ;Ia:n-d En
onday nights at their coliseum. Buddy Moss elaime

Church on Piedmont Avenue v
. pastored by
le. Reverend Thomas Dorsey. Snmetimr)s

M an ordained m;
inister.

SETMOn at his great uncle's church

in cvervbody's

fe at one time or
i vour cariy age.
@ certain age. Jf you
' davs. you will v

There's o' chamgo
another if o o

4 o ol e e
‘”‘"lu;w‘; mwself ang
a0t 10 live a Chy; oeig

lee 'r- I want to dic a Christian, and
have been comserted He says. I e

o't want fo
o die

knou

that 1 have been converipd, b God spake t
ted, because God spake to me
said that “You are my child." And he said. "My
™Y

speaking to you. ! can svad Brail w said, ‘and m
Bl aricnn Dot ‘Bt o vesding o

Braille Bible to you. I'm spegking from my heart to-you

Say, ‘God has showon me e right road to travel on.

McTell had many playing partners in Atlanta, but by
far his favorite was Curley Weaver. The two played fre-
quently together from the ate 1920s through the 1950s
both in Atlanta and on the road, and, as we have
already noted, Curley and his girl friend Cora even lived
with K_zm and Willie in the same. apartment building for
a number of years. Kate says that Willie taught Curley
to accompany him. gelting Curley to play his guitar
more softly in the secondary role. On the other hand, it
should be pointed out that Willie accompanied Curley
on a number of records, and in live performance one can
imagine that the two antists exchanged the lead role

often. Still, the recorded evidence suggests that McTell
was the more versatile musician and singer, and accord-
ing to Kate he was also the more dominant personality.

They wauld play togetier most of the time. Willic did

Kate recalls. his trial

most of the leading. and he was aliays the manager
w. He would always book the recordings or

vou
wahereser they would play at vou know. And thew

Know. and. tien they would tell Curley he oas  litle
100 loud or sometking. vou know. And they wouldn't

cut them together. Some they got together, and same
they didn't

Curley Weaver, of course, did not perform all of his
music with McTell. In fact, he made frequent trips back
to his home town of Covington to the east of Atlanta,
where he would visit friends and family and play with
local musicians. Weaver also played quite a bit with
Buddy Moss until the latter began serving a prison term
in late 1935 or 1936. In fact, Buddy too som es acted
as McTell's accompanist. Kate says that Willie also ex-
perienced some difficulty. in training Moss to play
behind him

Of course. e played real worried wntil they could
Kindly gof hims toned in vou know, real high, you
knouw, rattling like. wntil Willie calmed him. toried hin
down, you knotw, He plaved real loud anviway. Buddy

did

Apparently the three artists shared quite a bit of
repertoire, some of which we have already noted in con-
nection with their 1933 ARC session. Kate says that
Curley Weaver got most of his songs from Willie. pro-
bably an exaggeration but at least indicative of some
borrowing. Certainly Weaver's “Ticket Agent.” which
he recorded in 1950 (Sittin In With 547) appears to be a
borrowing from the piece that Willie recorded as “Ticket
Agent Blues” (Decca 7078 in 1935. The other side of
Weaver's 1950 record, “My Baby’s Gone,” may also be
related to a piece with the same title recorded by McTell
in 1933 (Vocalion 02668). Weaver's “Some Cold Rainy
Day.” recorded in 1930 (Banner 32685, Melotone 12621
Oricle 8204, Perfect 0226, Romeo 5204), is alsa related
to McTell's “Cold Winter Day” (Decca 7810). recorded
in 1935. Kate says that Curley and Willie together com-
posed “Oh Lordy Mama.” Weaver recorded a version of
this piece for ARC in 1033, But it was never issued. Then

in 1934 Buddy Moss had a big hit wit ;
33247, Melotone MI3234. Sheh onbons Rt
Perfect 0302, Romeo 5402). Curley recorded it again i
1935, backed by McTell, and this time the piece wae
issued (Champion 50077, Decca 7664), McToll's friomat
Bumble Bee Slim alsa recorded it in 1935 ¢ “Hey Lordy
ama* (Decca 7126). Many similarities could aiss by
pointed out in the guitar styles of these artists, par.
ticularly between Weaver and Moss.
Another artist who was closely associated with
McTell, Moss, and Weaver in the 1930s was guitarist
Fred McMullen, who is believed to have been from the

81 Theatre and frequently backed up female singers,
particularly the pianist “Gladys Knight” and Ruth
Willis, whom he and Curley Weaver accompanied on
record in 1933. Ruth Willis performed with all of these.

artists in the early 19305, but Kate told her not to come
to the house after she married Willie. Willie played with

many other Atlanta musicians during the 1930s and in
some cases later. Among those who have left recordings
of their work were Piano Red and pianist “Gladys
Knight” (if she really is Georgia White), and guitarisis
who never record

Richard, and Willie Baker. Otl

were a Piana Slim and guitarists Blind Buddy Keith from
Mansfield, Georgia, “Bo Weavil" Clifford Lee, the

Roy Dunn, Harry “Slick"” Johnson, Guy Lumpkin, Seth
ar

brothers Jonas and Hollis Brown, Bunny Tiller, Ollie
Griffin, Charlie Stinson, and Paul McGuinnis. Wilie
also made it a point to meet other blues singers and
‘musicians who were passing through Atianta, and Kate

remembers entertaining many of them at their home.

Noto Biind Blake and Willie sounded more alike. If yoi
walked up in the dark. vou couldn’t tell one from the.
other. A lot of ‘em called Willie Blind Blake. It wasi's
i | think he swas from Florida. Willie, you krow. e
dovn in Florida. That's when he had this
vaudesille show at the 81 Theatre. We fad 4 stage
show, and | remember a lot of them passed through. All
1 did was dance mostly then, Charleston, Black Bottoni

‘e for i and breat e all
wice. Most of the feliows were older than me. age
didn't matter then,

Willie continued to spend much of his t
Atlanta during the 1930s. Willie would
booking by telephone and while on t
quently call back to Kate, who stays

do

jme away from

e didn't need to travel

Mattie. Kate points out that Wi ,
in order to make a living, as he was doing quite well it
Atlanta. .
He just loved to go. He didn't fike to stay. I/;mh hesai
e had a wandering mind. i e
et bored. and hed say. T oing bock
o and | migi be back i g ol L
it "‘:’l;'h: .,-’lxym’ Bur what | told H’iV' :
vou s s i s
schpol, and stay gone @ll te time. sl
borm a o sonna ramble it
‘it 1 m preparing you to liwe after { L
Willie made his usual rounds to \;'suwr:l:nvrs o2
in Thomson and Statesboro. He

e tobacco season
e men at
playe

id usual
n the late

the warehous
& with Bumbie



Bee Slim, who was from Brunswick, Georgia, at the Sometime between 1935 and 1937 Willie and Kate o We it Kty
tabacco markets around Brunswick and Statesboro.  played for two summere. i a medicine show that il st st ourshose s
Jobn Lomax noted in 1940 that McTell had been follow- traveled through a number of towns and cites in o0d. We met this i
ng vactionsts to Florida and the Georgia Sea sands,  Georgia and brought them as far 38 Louisille, Ken we did go 1
ev)denllv to play at the resorts and on the beaches. ucky, where w,nm ad 2 s, Belle McNiair Along e ,“ i Jis aunt, And
ol et s R R e the white owners of the show e ey e o theny
olidays she  and Stovepipe Slim and another m ho told jokes. 2

u summer vacations and other
: n:gu::: : Willie. Sometimes they would visit Kate recalls her travel:
her parents in ‘«\'ens md nlhe' relatives in Matthews
and Augusta. Willie a k her to Statesboro and
Florida and even further ety places like Memphis
New Orleans, New York, and Oakland, California. In
New York they visited the blind schoal where Willie had g s e
attended in the 1920s. Kate still has very vivid recollec- el scisal
tions of their travels together. S uwf
7

i the o it plesstre

owed in Louisuill

shen Willie swouid go
sither unless | was with
somebody se wyar om that medicine

1t would be
1 think they joined that medicine show down .uFmr.du
or someplace, they
Knouw, S

tell @ lot of jokes. hin: and the other ane
wore make 5. One of the
dl, and the

s By 1940 Willie and Kate were livi 6 Feltor
Drive, and Willie was continuing to play regularly at the
Pigin Whistle. It was there that the wife of folklorist

U0 ey it s e o Novth Caroiins aheups

Diariss. North Corolina. Thot 41.’“ P Peckfact. you “, ” John A. Lomax spotted him on the evening of 4

Rt dNde cooh real sure onough black And November 1940. Lomax was in Atlanta on a field trip
Cherlestored i BlackBttomed a o dance. T fo the Archive of Folk Sops at the Library of Coogres

He had heard about McTell from a friend only two

hours before his wife spotted him with his guitar at the

barbecue stand. Willie got into the Lomaxes' car and

suided them back to their hotel room, naming all e

ms, stop lights, and buildings on the way.

sked MeTell o record for him the next day, promising
m a dollar and taxi fare. The next morning Willie

s the head of 1

times. Now wher I would be tra

sing b
ant I

or play fo
Disjed sty ao it bt e oot e 3

markets in the fall of the year. Car
s, i and Buddy Moss more

Weaver tra

everyth m; And then
they wo: selling me:

“ k. We
ith him wp there at the _:mall Fannlls. [ xnew
bt e s’ i string guitar

We had a car. but we
Yau kngw. a lot of time

o 7
o bind ‘money, and then

t 20 sit i the st
<a/.. out rh.'u' w0 quw J Valtey

road here a little pi

Andd

rary of Congres

Tell Recording it n Atlanta Hotel Room, 1940 (John A. Lomaz, Courtesy of



omobile accident after he left Lomax the night
Hefase Fie filled four and a half discs for Lomax. Some
writers have suggested that McTell was dissatisfied with
the payment that Lomax offered. Certainly it was far
below the amount that he would usually have gotten for
this amount of playing. But since Lomax made the ar-
rangements in advance and McTell showed up for the
<ession voluntarily, it would appear more likely that
Lomax had persuaded him of the scientific interest and
value of his music and that Willie was satisfied, like
hundreds of other singers and musicians, to aid the
governmen's effort to document American folksong
traditions for a nominal payment.

McTell's session for the Lomaes truly displays his
ability to tailor his music to his audience. The fourteen
pieces he recorded included five narrative ballads, the
kinds of songs that were then most highly prized by
folklore fieldworkers. Another piece was “King Edward
Blues,” not really a blues at all but a version of a popular
song hit of 1938 recorded by Bob Howard (Decca 1721)
This was probably the kind of song that the more
sophisticated white audiences in Atlanta liked and one
which McTell considered appropriate for the Lomaxes.
McTell also recorded six spirituals, which he problably
also considered appropriate for a respectable elderly
white couple. Included among them was “Amazing
Grace," in which Willie reproduced the singing of the
long meter hymn on the guitar strings with his slider.
This piece was a favorite of his religious audiences and is
well remembered by people who saw him perform
Willie recorded only one blues and one rag toward the
end of the session. He may have considered these kinds
of pieces too “rough” for the collectors, especially Mrs
Lomax, though more likely he simply gauged accurately
john Lomax' greater interest in other forms of folksong
Considering the fact that McTell had already had more
than three dozen blues and rags issued commercially. it
must be considered fortunate that Lomax emphasized
spirituals and ballads in this session, for these pieces ex-
posed some previously undocumented aspects of the
singer's repertoire.

This session also marks the first time that McTell was
interviewed about his Jife and music. He told Lomax
that he associated his spirituals with the older genera-
tions and that people sang these songs “in remembrance
of their old foreparents that come up before them.” He
contrasted his songs with the modern religious pieces,
which he s3id were “too fast” He also
v of the develop-
ment of falk and popular blues, including the blue yodel
of southem white tradition, and he discussed his own
il i :xr:xd.,.z"ﬁ . h%:-JTm:m and his career asa

el e latter discussion was com-
Flete with accurste names, dates, places, and  titles
areatiopnowsred @ number of questions about his
fisoctation with the Texas guitar evangelist Blind Willie
possibly someane whom Lomax was especially
Misrened in because of his own Texas background
Tell showed himself to be highly in

<howed up promptly, despite having been involved in
ac

m:
we must be glad to have
ihe way of first-hand information on
I '€ MOst interesting part of the inter-
Yiew was the oddly titles M, i

y i onologue on Accidents’
(AFS 4069 B3). Certainly it is the mﬁs. re\‘zah:u: uén(he

attitudes and character of McTell, and perhaps of
Lomax also.

Lomax: onder i vou

i Baing hard times J

MeTell:

Lomax:

abos

of thie whites? Have you g

mistreatmen
v sangs that talk about that
aaven

MeTell:
cople’s mighty
i fr as 1k

Lomax:

McTell:

Lomax: “Ain't It Hard o B Nigger? Do

you know that one?
McTell: not in our time. Not

Lomax:
McTell:
Lomax

MeTell:
Lomax

McTell:

night and was a ittle shook,
ot hurt, but it s all jostled up
i . b

bad, shake sore fron

Lomax:

Considering the fact that white people had often looked
out for McTell's welfare ané education and constituted
the chief source of his incorre from music, it is not sur-
prising that he answered Lomax in this manner. Un-
doubtedly McTell was as avare of racism and injustice
as anyone, but he chose not0 sing about them in any of
his known songs. In fact, hiswhole life and musical pro-
duction was a testament to ‘e fact that he was able to
overcome these and other hindic

Kate McTell had received her nursing certificate in
1939, but there were no jobsin nursing available in the
Atlanta area. Sometime in @rly 1941
Wrens to visit her parents and see o
Augusta and then went on a0 extended visit to New
York City. where she had san€ sisters living. When the
Japanese bombed Pearl Hartor in December 1041, her
mother called up and advise! her to get out of the city
and return to Georgia. Cami} Gordon, later to become
Fort Gordon, which is just oii$ide of Augusta, was sud-
denly activated for the war ¢fort- Kate had applied for
a nursing position througt SVl Service and was
assigned there in February 142 This meant that Kate
and Willie were to see each 6he only infrequently
that time on, Kate had a g job near Augus
her family. and Willie had ©£00d job in Atlanta. He
didn't want to move to Augi!®

where he would make
t have any other relatives.
his travi

to Augusta on

year and would visiiKate at these times. She

fwice a i i
would occasionally travel to *tanta. and Willie would

meet her at the house of 7 brother. who was a

b= 5N < 8
Ruth Kate Seabrooks (Formerly Kate McTell) with her
Childrer and Late Husband, 1976.( d Evans)

I to r.. Helen's sister, Blind Willie McTell, Helen. ca I
This photo probably captures McTell's usual playing positior:
el McTear)

(Courtesy of Hi

preacher there. Kate retired from nursing in th
emergency room at Fort Gordon in September 1971
Sometime in the 1940 Willie took up with a we
ed Helen Edwards. She was born in 1905, probad!
daughter name

nar
in or near Covington, and had a grow med
‘Alice in Atlanta by a previous marriage and a son living
in the North, Helen came to be known as Helen McTell

d most people assumed that she and Willie were
mmarried. In194% and 1945 they were lised in the Atlanta




s ~
ini Willie McTell. Atlanta, ca. October, 1955. The girl is
Wilie and Helen's adopted daughter. (Courtesy of Hazel
MeTear)

City Directory as living at 248 Houston Street and later
in 1945 at Ellis Street. Both are
neighborhood as Willie's previous addresses.
however, Willie was listed as living with a wife named
Rachel in the rear of 335 Sams in Decatur, a suburb on
the east side of Atlanta. This could be simply a mistake,
as there is no Sams Street indicated on a map of
Decatur. McTell is, however, said to have an "ex-wife”
still living in Decatur, although attempts to interview
her have so far been unsuccessful. Willie's brother
Robert Owens also reports that Willie had a daughter
named Ethel born around this time and that Willie per-
suaded Robert and his wife to name their own daughter,
born in 1948, Ethel after her. Possibly the woman
named Rachel in Decatur was Ethel's mother. In any
case, Willie was soon back with Helen, and it appears
from all accounts that he stayed with her until her death
in 1958. Sometime around 1950 Willie and Helen
“adopted” alittle girl, who may have been Ethel or some
other child of Willie, though it is not clear whether the
airl lived with Willie and Helen on a regular basis. A pic-
ture exists of Helen with the girl and the girl's mother.
Willie and Helen's landlord Emmett Gates remembers
the girl's mother's name as Josie. These facts are con-
fusing and contradictory and indicate a need for further
research into McTell's complicated domestic life. At any
rate it is clear that he remained with Helen for most of
the time between 1944 or earlier until 1958 and that
during this time he had at least one. daughter by another
woman. His daughter is now said to be a pianist in
Atlanta, but it is not known whether this is Ethel or the
adopted daughter or whether these two girls were, in
fact, the same.

Willie continued to work at the Pig'n Whistle in the
19405, apparently making a good income. Sometime
during this period the state passed a faw designed ¢

Somewhat by. the 1940, although he still got out of
Wil ey now and then. Kate McTell thinks that
illieand Curley recorded in Nashville in the 19405 N

Kate a picture of a
performer that he had met. and

farm between Portal and Metter near Statesboro, and
they stayed for a while in Statesboro with Mamie
Owens, wha had helped to raise Robert after his and
Willie's mother died. She recalls that Willie was singing
mainly church songs in Statesbora in the 1940s. [t would
indeed appear that Willie was taking a greater interest in
religious music in the 1940s. Around 194546 he spent
some time traveling with a spiritual singing group from
Atlania consisting of several other blind men and
women. They went from town to town in a van with a
driver who acted as their manager. Willie sang and
played guitar with the group, and apparently one of the
women played piano. They came to Statesboro and
stayed with Robert Owens for a short time. The group is
remembered as singing at First African Baptist Church
there as well as Thomas Grove Church. On at least one
occasion Blind Log joined in with them.

By the late 19405 a number of small record companies
had become active in the fields of jazz, blues, thythm
and blues, and gospel music, filling a void created by the
major companies, who had either become disinterested
in this sideline of the business or had lost touch with
black popular tastes. The activities of the smaller in-
dependent companies resulted in a great deal of black
music of all kinds being recorded in this period and on
into the 19505, including some blues in traditional and
older styles. In 1949 Blind Willie McTell had two
lengthy recording sessions in Atlanta. The first was for
Fred Mendelsohn of Regal Records who came to Atlanta
and advertised the session over the black radio station.
McTell and Curley Weaver, never ones to miss an op-
portunity to record, showed up. Frank Edwards and
Little David Wylie also appeared, and each recorded
two blues at the beginning of the session, Edwards ac-
companying himself on guitar. Seventeen of the next

y-one titles were recorded by McTell, the others
being by Weaver. Willie also duetted on the vocal part
of Weaver's “Wee Midnight Hours.” a blues based on a
1932 hit by Leroy Carr. Their two guitars were heard on
all of the pieces, and this session presents some of the
finest examples of their playing together ever recorded
As in his 1940 session for John A. Lomax, McTell
displaved a remarkable variety of repertoire but with
considerable emphasis on religious pieces. Seven of his
pieces were church songs, three of them ones he had
recorded previously and the others composed gospel
tunes of recent popularity. They may well be the kinds
of pieces he performed with the blind group, as some of
them seem to need additional vocal parts. In fact,
Curley Weaver did sing on three of them. Curley also
sang on the refrains of three of the eight blues recorded
by McTell. These blues came from a number of sources.
Five of them were new versions of pieces that Willie had
recorded in the 1920s and 1930s. “Don't Forget” is either
an original or derived from some obscure record, more
likely the latter. “A to Z Blues” is based on a 1924 re-
cording by Butterbeans & Susie or a cover version from
the same year by Josie Miles and Billy Higgins or
possibly on a later 1937 version by “Uncle Skipper
(Charlie fordan), and “You Can't Get Stuff No More'
comes from a 1932 hit by Willie’s friend Tampa Red and
his cousin Georgia Tom Dorsey. McTell's other two

9

pieces in the session were popular songs, “Pa| o,
and “Honey It Must Be Lover The Ty = s
piece as “King Edward Blues” that McTell recorda ro.
the Lomaxes. Regal issued only four records from th
session. One was by Wylie under the name of Litde
David, and three were by McTell. Two blues sides
combined on a record
spiritual songs were issued as by Blind Wille (Rega;
3260) and Blind Willy (sic) McTell (Regal 32725, Al of
these records are very rare and must not have sold very
well or else received poor promotion. Around 1969
Savoy issued an album called Living with the Bl
(Savoy MG 16000) containing one piece by each of the
four artists from the 1949 session. McTell was isted g
Pig ‘v’ Whistle Red. McTell's remaining pieces bave.
recently been made available on two Biograph albirme
(BLP 12008 and 12035)

Later in 1945 McTell recorded for Atlantic Records in
the studio of radio station WGST. Ahmet Ertegun of
Atlantic, a Turkish immigrant who became a jaz record
collector and researcher and who formed Atlantic with
his brother Nesuhi Ertegun, heard about McTell from
his company’s Atlanta distributor and undoubtedly
recognized him as the man who had made many fine
records of blues and gospel music in the 19205 and
1930s. McTell became one of the first artists to record
for Atlantic, a company that was later to become very
successful in the jazz, rhythm and blues, and popular.
music fields. The session found Willie at the top of his
form both vocally and instrumentally. and he typically
recorded an astonishing variety of pieces. At first,
Atlantic only issued one record from the session, com-
bining a blues and a rag (Atlantic 891), but almost the
entire session has recently been issued on a 127 LP,
Atlanta Twelve String (Atlantic SD 7224), The fifteen
pieces included six blues, two rags, two ballads, and five
spirituals. Nine of the pieces were ones he had recorded
at various sessions previously. The other pieces included
a spiritual, “Pearly Gates,” done in a relatively modern
gospel style, and the traditional “Motherless Children
Have a Hard Time, h had been popularized by
McTell's friend Blind Willie Johnson in 1927 (Columbia
14343-D, Vocalion 03021). “Blues around Midnight"
was probably derived from an earlier popular record, as
were McTells other three blues: "Pinetop’s Boogie
Woogie” from a 1928 record by Pine Top Smith, “Last
Dime Blues” from Blind Lemon Jefferson’s 1927 “One
Dime Blues” and “Soon This Morning” from a 1929
record by Charlie Spand. Four alternate takes from this
session remain unissued. .

In 1950 Curley Weaver recorded four pieces in either
New York or Atlanta for the Sittin' In With label
opérated by Bob Shad. McTell may have played second
guitar on two of them (Sittin' In With 547). Oddly
enough they were both pieces that McTell himself had
recorded in earlier sessions, “By Baby’s Gone” (Vocalion
02668) and “Ticket Agent” (Decca 7078). Weaver's other
two pieces were done without a second guitarist and
may have been recorded at a different session.

In 1950 Willie and Helen moved to 1005 Dimmock
Street and then shortly after that to 1003 Dimmock next
door. This was a small_apartment building in the
southwest section, about three miles from Willie's of
neighborhood. The house was owned by Emmett Gates,
who had known Willie in the early 19205 in Senoi
Georgia. It was to be Willie's last address in Adlanta,

In 1951 Willie was interviewed over the telephone by




Atianta librarian Alma Jamison, who was pursuing
<ome record research for British jazz writer Ed Paterson.
Unfortunately for our knowledge of McTell, Paterson
happened to have inguired about some records by other
artists. recorded in Atlanta, and Ms. Jamison duly
followed up this line of research. MeTell told her abot
sarious men who supervised secordings for Columbia
Records in Atlanta and about blues singers Tampa
Blind Blake, and Georgia White, but he said very e
about himself. Ms. Jamison reported that Willie had
been playing on the streets and moving from address to
address, probably more a reflection of her difficulty in
catching up. with him than of McTell's actual cir-
imstances. Paterson published the information she sent
him in an article in the 26 May 1951, issue of The
Meiody Maker, but it does not seem to have prompted
any other researchers to look for McTell. Serious biues
research was only sporadically pursued at that time,
senerally as a sideline to jazz research, and a concerted
effort to document the blues and relaleu raditions was
not 1o begin until the year McTell

ol oo o e even o
towards religious singing and to have become involved
with helping other blind people and singers. He is re-
called as playing gospel music with a guitarist named
Little Willie from Florida. He alsa sang spirituals over
radio_stations WGST in Atlanta and WEAS (now
WERD) in Decatur. Around 1957 he visited Kate in
Augusta and told her that God had called him to preach.

He afuays used 1o call me Baby Doll. So e said. Baby
r e e e play biues any
more. but | kno is vour favorite song. and'so I'm
gouna play this for yow: And | said. 'Ok, please do.
And e say.

Wake up, mam dont you seep so sound.

Wake up, mama, don't you sleep so sound

These ol e walking il sve. your yard

Blues mb me at midnight. didn't turn me loose

Blids oab et midnight, didn't turn me loose
till day.

1 didn't have nobody to drive these blues away.

And thy

e said. This is my favorite song now. |

i 0 Yo A he said. Al g now i
o the Lord. I gon

s A e i T e ing

spiituals” And | said. Okay, what s your favorite’ He

4msending up my limber every day.
< Im sending up my timber o heaven every

Somtt\mn 1 don't knaw which way that
But when I bow down or A

nding up my timber ev
This love L have for you. my dear, will always

No matier where | heep
e be. 1 will keep you in my

n‘::iy sehen we part, 11| be traveling on my

very day

e it along the w,
T why Im smam; up my timber every day
er. then again we are

Sometimes we are toge
apar v

Bt ity

love you, dear. and that

Thl 5 hh\ 1 m sending. “f‘ my timber every day.

ery day

Willie's increasing nt with other blind
people i indicated by the faqy :rmr he sang in the tenor
section of the Glee Club of the Metropolitan Atlanta
/A,«uua:m for the Blind. h,,m.m Gates says he also
went e -ar in the 1950¢ ¢ 3 blind school in North
C:rolma mdcmb to study rather than 1o entertain,
Robert Owens recalls that arsund 1952 Willie brought a
blind albino piano player with him to Statesboro and
that the two musicians visited for a few days at Robert's
house on Mulberry Street The other man played
Robert's piano, and Willie accompanied him on an elec-
tric twelve-string guitar. Okie might assume that the
other player was Piano Red, but Robert claims that
Willie later told him that the man died. One of Willie's
most interesting friends was the guitarist Blind Clifford
from Macon, Recent re‘ear(l by Bruce Bastin and Peter
Lowry in the Macon and Fort Valley area has revealed
that Blind Clifford (o Blind CLiff) v probably named
Clifford William Smith and was a prominent string band
musician in and around Macon in the 1940s. He and
Willie would often visit each other back and forth, as
Emmett Gates recalls

He'd go

Loo someimes, There s a follow

bettr thin e swas about gong e
Fims and Willie was good friesds, But he's been dead twa
here. Hed catch the

and come
e
up here and go wup the
cey. you know, catch the
ie never did do that

McTell still kept up some of his old activities in the
1950, including visits to dis relatives. Paul Oliver
reports that he and Curley Weaver were seen in the
1950s in Louisville, Kentucky. where Willie had an aunt
living. Kate McTell also repests that Willie mentioned a
trip to Tennessee around 197 or 1958. In Atlanta he
was seen by Roy Dunn in 1939 playing at Henry's Grill
on Auburn Avenue. People would turn off the juke box

v

Peachiree Stneet. I appeats ¥at he p]ayed both inside
and for drive-in customers in the parking lot. Evidently
this job replaced the one at the Pign Whistle. He is
known to_have worked at e Blue Lantern between
1949 and 1956, and he may }eve been there before and
after also. Emmett Gates remimbers Willie's work there

(Courtesy of Hazi I MeTear)

wight. It was a cli
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car. They didn't bea
gutar. T
m down th

and roblcd
Wite duin’ et e

o'ciock the next

moming. And 50, g at

out there. tiey

Ville liked to socialize with Emmett Gates and play

B A he sven gave it lesions 1o
eenage son

o hect are persistent reports that McTells health
began to decline during the 1950s. He suffered from
disbetes and received treatments for it at the hospital
His weight had also increased to around 200 pounds
from about 160 in his younger days. [t appears that he
aiso began drinking more heavily, though apparently it
didn't interfere with his ability to produce fine music.
Hie had always liked his “toddy.” and Emmett Gates
recalls that e would have a drink every evening on his
way to work. Atlanta disc jockey Zenas “Daddy” Sears,
who attended the Atlantic recording session, told Mike

microphone. This hard! s
outstanding music he produced at the session, but it
does indicate that Willie was having some problems at
the time.

MecTell had one final recording session in the fall of
1956, Edward Rhodes had a record shop on Peachtree
Street. within walking distance of the Blue Lantern
Club. The shop catered largely to the students at the
nearby Georgia Institute of Technology. Rhodes played
a recording of the great twelve-string guitarist Leadbelly
for a foreign student, and later that evening the student
reappeared in the shop saying that there was a guitar
player down the street who sounded just like Leadbelly.
Rhodes went over to the Blue Lantern and found Willie
playing for the customers in the parking lot. He returned
there for several nights and finally approached Willie
about the possibility of recording. McTell was at first
uninterested, claiming that some previous record com-
panies had treated him unfairly. Perhaps he was disap-
pointed that so many of his recordings had remained
unissued, or he may simply have felt that nothing would
come of recording for Rhodes, as he had not yet pro-
duced any records and had only bought some equip-
ment with the intention of making recordings of local
talent. Finally, however, after he got to know Rhodes
better and had dropped inta his shop several times to
chat, he agreed to record. Rhodes had the machine set
up and got Willie some whiskey. He recalls that Willie
was drinking heavily at this time and would sometimes
fall over backwards when he walked, No doubt his
blindness was just as responsible for these falling
episodes as was his drinking

Rhodes recorded one hour of music with a little bit of
talking by Willie about himself. Since his interests were
primarily commercial, it is to Rhodes' credit that he did

Y interviewing at all. Willie gave some details about
his early life and some of his songs. As had become
_uw;l in his last few sessions, McTell's pieces covered a
broad spectrum of his repertoire and probably
800d idea of the varied pieces he was called upon to
perform at the Blue Lantern. The only missing element
in the session was r His singing and guitar

eic usual high standard. Five of the
Seventeen pieces were popular songs, including jazz and
wing standards like “St. James Infirmary” and “Basin
Street Blues.” Some of the others he had recorded in

earlier sessions. “Wabash Cannon Ball” and “If | Had
the Wings" had been popularized in earlier hillbilly
recordings by Roy Acufi and Vernon Dalhart. “Dyin
Crapshooter's Blues’ was a blues ballad that he had
recorded earlier, as were the blues “Don't Forget It” and
‘A to Z Blues” and the rag "Kill It Ki Dog’ was

piece known in both black and white folk traditions
and one that had been popularized on several earlier
records. Other pieces recarded by McTell for the first
time at this session came from ealier records, such as
“That Will Never Happen No More" from a 1927 record
by his friend Blind Blake nd “Beedle Um Bum” from a
1928 record by the Hokum Boys featuring Willie's
cousin Georgia Tom Dersey. McTell told Rhodes of
these pieces, "I jump ‘em from other writers. but |
arrange ‘em my way." Willie also recorded an “In-
strumental” and a “Good Bye Blues," which is related to
the “Loving Talking Blues” that he recorded in 1928
(Victor V38032). One of the most interesting aspects of
the session was McTell's commentary on some of his
songs. He associated "Pa of Mine” with World War
One and said he “figured out" Blind Blake's “That Will
Never Happen No More” in Chicago. He told how he
composed “Kill It Kid" from the exclamations of a
northern white man named Josh Barber who was vaca-
tioning in Miami and used to listen to McTell’s playing
in the servants’ quarters of a resort. McTell said he put
together “The Dyin' Crapshooters Blues” from other
songs between 1929 and 1932 in honor of a gambler
friend named Jesse Williams. Willie's friend was shot in

Atlanta, and Willie brought his body back to New York

derived from the h  ballad e
Rake," though McTells more ,mm-:fr.b;z.i
version copyrighted by Porter Grainger and
1927 by Martha Copeland, Violet McCoy. R
son and perhaps others. The ses
McTell's recording career, which h last
years. Rhodss did not issue o
session. but blues researcher Samuel Char,
the material’s existence in 1960 s srmere corTed of
most of it issued on an LP, Blind Willie McTell: [ 1;
Session (Prestige PR 7809) L
Sometime during the summer of 1958 Helen McTell
tv»:z:m experiencing internal bleeding. On October 31 she
suffered a heart attack and died the next day at Grads
Memorial Hospital in Atlanta at the age of fifty-threc
e was buried in Covington, Georgia. Willie was quite
shaken by this turn of events. and his own health began
to_decline. Helen's daughter Alice took the girl that
Willie and Helen had adopted. and Willie went off to
Statesboro to visit his brother Robert Owens, Robert
and his family were preparing to leave Statesboro and
move to Plainfield, New Jersey. They tried to persuade
Willie to come and live with them, but he declined and
said he prefered to live in Atlanta. Robert and his wife
remember vividly Willie's departure from Statesbors
and the unusual thing that happened at that time

and sang the song at his fun
Brit

eral. The song is ultimately

there was something

did before. When her and
the train at Dover. Georgia,

Wife.
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eryl Evans)
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Gates recalls that about three weeks after
Hotone: death Wie brought another woman named
Josie to live with him. Willie called her his “wife,” and
<he had 2 daughter by Willie who was about six years
‘old at the time. Whether this was the girl that Willie and

last very long. y :
et drpking arly heavily, diabetic, and suffer-
ing from high blood pressure. Sometime in the spring of
1952 he had a light stroke that caused his health to
decline further and affected his speech slightly. Josie was
evidently unable to cope with the situation and con-
tacted Willie's relatives in Thomson and also Robert
Owens, who had moved to New Jersey in December,
1055. Wille’s causin Eddie McTear and a friend named
Alired Booth Story drove to Atlanta to pick him up and
found him sitting on his porch step. They brought him
back to Thomson and later hired  man with a truck to
pick up Willie's furniture and other possessions. Robert
Owens alsa came to Atlanta and learned that Willie had
been take to Thomson, When Robert arrived there,
Willie didnt recognize him at first. He and Eddie talked
things over and agreed that it would be best for Willic to
stay there ather than g0 to New Jersey with Robert.
Eddie’s father “Coot” McTear had had diabetes for
thirty years, and Eddie was fully experienced in giving
insulin injections. He assured Robert that Willie would
be no trouble for him to take care of and said that he
would keep Robert informed of his condition. Robert
went back to New Jersey, and Willie's health began to
improve under the good care he received from his
relatives. His speech returned nearly to normal, and he
even played the guitar out in the yard. Eddie's wife
Hazel says that people would stop by and give him
nickels and dimes for playing, but Horace McTear says
that some peaple would give as much as two or three
dollars.

In the summer of 1959 Willie's health took a sudden
turn for the worse. His cousin Horace McTear gave a
barbecue, probably on August 11, that Willie attended
Horace describes what happened:

He done hiad one stroke in Atlanta and come home. And.
hie swas out there wnder that pecan © © o
barbicue. and you dor't supposed 1o
that when vou have o stroke. And ! just
wlate and give him all
barbicue And | g
iad- arther strok,
Bressire up so i
didn s get o

believe | Killed i

at nothing like
filled fim up a
Yeah, he

ed his
i of it, and he
rieci run his
troke he
that. That's the reason | say | a
Lt &

Hazel McTear describes how the stroke took place:

e Juim @

O might zoe has ko pus i i thie tub and
i when | e slipped

Baili Aud I 3ot p. andvohen I ssent in there.

el i up
17 Arid he
id a stroke

1 can't stand up.” And h
o 1 went on to Thoms

about getting #im in a kospita!
e haven't beee living dowr here. He be
Atlanta” Say,
et him in down here is M
have to pay money 10 put sim

ed o they
Hhere

aint got

e had got bt about one check
Then he paid the people for moving
and everything. He uy

said. ‘Do you know Willic McTell
ilie MeTell ive with me” A
say he dore passed n the fiospi
dowen. Nobody f
1t was a white man stayed down th
went o down there and called f
wasn't in the hospital o time

Eddie McTear and Willie's uncle Gold Harris were the
who took Willie to the state hospital in
Milledgeville about fifty miles away. This is actually @
mental hospital, but they were justified in taking him
there, as his mind had “gone bad” from the effects of the
stroke. He was admitted on 12 August under the name
of Willie McTier and his occupation listed simply as
“patient”” He died on 19 August of cerebral hemor-
rhages. Gold Harris came to pick up the body and
delivered il to Haines and Peterson Mortuary in War-
senton. Helen's daughter came from Atlanta the day
before the funeral, apparently to notify the McTears
about an insurance policy Willie had taken out. She
returned to Atlanta the same day. The funeral was held
at the cemetery of Jones Grove Baptist Church where
Willie had attended and sung many times. A Reverend
Bradshaw preached the sermon. Many people from the
local area attended. Robert Owens and his wife came.
down from New Jersey, and Kate McTell came with her
cousin. She had not known that Willie was even in
Thomson and had not been informed about the funeral
arrangements until shortly before the funeral was

uncle Cleveland “Coor” MeTear. whor pog £ to his

o auite 3 bit. Eddie and Horace MeTeas o
Gold Harri paid the costs of the funeral but wers |
Willie's policy.

Willie's personal effects and furnitire were stoed
his cousin Irene’s house next dooy. '.':'Edﬁ.'e'“ g
McTear's, but this house later burned down aag eros.
thing was lost. Kate had besn offered Wi,
guitars at the time of the funeral but didn't pick the & o
then. She was upset because Willie had wanteq 1o,
twelve-string guitar buried with him and thic wieh o
overlooked in the funeral arrangements. Willie hati 4f;
three guitars when he died, the twelvestring. o s
string. and an electric guitar with an amplifer. 1
brother-in-law Clarence McGahey took fhe el
string, but his grandchildren tore it up a few years ago
and the pieces were thrown away. Another cousin of
Willie's named George Harris got the six-string guitar
but Harris died a few years ago, and the whereabute of
the guitar now are unknown. No one seems to know
what happened to the electric guitar. One of the fon
possessions of Willie's that still remains in use & his
metal tipped cane that his uncle Gold Harris uses to help
himself get around.

Willie McTell's death was announced over a gospel
radio program in Atlanta, and word of it eventully
reached most of his friends and associates in Statesboro,
but most people outside the Thomson area remained
very vague about the' details. Willie had been taken
from Atlanta suddenly, and few people there knew what
had become of him. Legends persisted among blues
players and others that he was still alive into the 1950s.
He was reportedly seen at Curley Weaver's funeral in
Covington in 1962, and the Metropolitan Atlanta
Association for the Blind stated that he died in 1966 and
was taken by his brother to Statesboro for burial
Tronically the year of his death, 1959, was also the year
in which Samuel Charters' pioneering study, The
Country Blues, was published. Charters devoted three
pages to McTell, whom he characterized as “a brilliant,
but elusive blues singer, with an almos! indestructible
quality about him' (p. 93). Charters’ book was an enor-
mous stimulus ta serious blues research, and undoubted-
Iy if McTell had lived just a few years longer, he would
have had a very successful career in folk music revival
circles

Some discussion of McTell’s style and repertoire is in
order at this point. We have already noted that he could
play several instruments. Kate McTell says that he
started on the accordion and could also play banjo and
violin. There is some disagreement among informants
over whether he could play 2 piano, though he did
know the names of the notes o it. In any case, he rare-
ly, if ever, played these instruments publicly after he

an to travel. He did. however, frequently play a har-
monica_and/or kazoo on a rack around his neck
especially in Statesboro, and it is unfortunate that we
have nly one recorded example of his kazoo playing (o
illustrate these talents, The twelvesstring guitar, of
<

play a six-iring. the instrument he started on. In fis
later years he sometimes played electric six- and twelve-
string guitars




emely. attached to his guitars and was
<cen without one. Kate says, “He would

& far back, close his eves, and tap his foot to
:'):’:‘i:y;::::dms guitar playing shows him o have been
very much an individualist. His style does not fit clear
into any single local or regional tradition. He occa-
Sonally displays similarities to Curley Weaver and
Buddy Moss and now and then to some other Atlanta or
East Coast artist, but these similarities are confined to
individual pieces in his repertoire and do not
characterize his overall approach to the instrument. In
fact, such similarities as do exist are more often due to
MeTell's influence on others than vice versa. His in-
dividualism is probably due largely to the fact that he
traveled extensively and was able to absorb and syn-
thesize many diverse musical elements. His twelve-string
playing is extraordinary in the extent to which he picks
individual pairs of strings. Most other players of this in-
strument exploited mainly its rhythmic and harmonic
possibilities, whereas McTell used it mainly as a vehicle
of melodic expression. In a sense, he played it as if it
were a six-string guitar, and undoubtedly this approach
helped to give him such a highly individual sound.
Another feature of his playing is the sense of surprise
and excitement that he could generate by subtle and
sudden rhythmic shifts. This characteristic makes his
playing almost impossible to duplicate and probably
accounts partly for the fact that he was so lttle imitated
by other guitarists. Anather means of creating surprise
and excitement was through extending and shortening
his instrumental lines. He was perfectly capable of
playing standard patterns, such as the twelve-bar blues,
but he generally chose to vary these, especially when
performing alone. He would usually use a great number
of different variations in the same performance. Three
of McTell's guitar parts are transcribed in tablature
notation in Woody Mann's Six Black Blues Cuitarists
(pp. 22-35).

On some pieces, both blues and church songs, McTell
played guitar with 2 slider. Early in his career he used a
bf)kden!ck. but during the 19205 he switched to a metal
Ting worn over ane of the fingers of his left hand. This
style of playing had an especially striking effect on
people who heard him, and ‘many people remember how
he could make his guitar “talk Naomi Johnson, who
first met Willie in Statesboro in 1936, was especially
moved by his playing of “Amazing Grace” as were
many other people, and she makes a number of cogent
observations on his performance style.

He came over to see this here Cousin L.
¢ this Here Cousin Laura, and he had
His box. ie knew her from Stapleton, Georgia. That
suas my first time séeing him. And they <was talkin
albout ol Himes. and.then they asked hin 0 play o
Z’Wld':‘m:‘w,'layeduivymn ‘Amazing Grace. and it
neee Uik @ chiurch full of pecple. Peopies rows fram
the giitar. but e ployed 41 And he i
e most beautiful thing
think he had something like :
was metal. | dont frink I
ST qince e eft. heard a guitar sound ke he aid, Se
s ek It yally talk: Anid e could oy thet
o gk ot You just coulde't hardly stand it. ft
e e peole used 10 sing. something ik fty or
S Years ago. with that harmany i & They st

=
)

havethe harmony in it \pday, They have @ holler and &

eat. That's right. And lip had that harmony, and i was

Just 50 mellow and all ffug now he had a blucs, but |

0 100 much abyut the blies. But fie never did

play what you might call s hard blies or a siing bles.
He aiways played somethiing nellos

Nothing could describe McTell's style more perfectly. It
was llow, no matter what kind of a song he was
performing.

significant textual and musical variation, an analysis of
which would make an interesting study in itself. His
pieces are listed, with the exception of some of his 1949
Atlantic recordings, in the two discographical works. by
Godrich and Dixon and by Leadbitter and Slaven cited
in the Bibliography. Almest all of his pieces could be
classified in one of the following categories: blues, rags,
ballads, popular songs, hillbilly songs, and religious

songs.

McTell considered his rags to be part of his larger
category of blues. The blues for him included at least six
sub-categories, as he explained to John Lomax in his
“Monologue on History of the Blu

1. "Blues” before 1914. McTell seems to be refering to
the earliest kind of folk blues.

2. “Original blues” from 1914 to 1920. McTell possibly
means the blues that were published in sheet music
and sung in vaudeville theatres and cabarets, The
first blues song, in fact, was published in 1912, so
that McTell was not far off.

“Jazz blues” since 1920. McTel plays an example in a
triple rhythm. The first bles recording with a jazz
accompaniment by a black artist was indeed made in
1920.

@

“Fast pieces” beginning after “jazz blues.” McTell
plays an example with a fast ragtime i

from traditional material, and sin
Shorty Hobbs. a white man who kaew i
nah in the 19305, tells how Willie oy
“Saturday night specials.”

m memory,
ie in Savan-
1d improvise his

All Negro players

at sa0uld twis

€ and oring sheiy
sonigs arund (o fit the occasion, They'd fune
sonething they could make up words o, | think i e

in that time
cammaon

e 10as)a $00d improniser
old sound and put it 70 music
Kate, however, describes how Willi
some pieces more deliberately.

50 hed take
ie would compose

He'd fust itk s s songs. and as he'd bhink the
Write that doten for me- And ther d

- No, that don't sound gaod
Pt such ansuch o thing together. And that’s jus dhe
way he di

ie also performed many blues from popul

phonograph records, some of iwhich have already pecy
noted, Kate recalls that they kept a fairly large recond
collection and that Willie would b

Any other person that put out a record, he'd put it on
the graphophone, we called it then. He'd put it on there
<hree or four times. Shucks! He'd sit there and hold his
head on the side like that. When it got out, he'd put it on
and play it over. Then he plaed the other side. He had
nis liead like that. Three or four times. Then he'd go in
there and get his guitar and play it just like he played it
sing it t00. He'd learn that song just that quick

It is interesting to note that many of the pieces that
McTell learned from records were by artists that he also.
knew personally, such as Tampa Red, Georgia Tom
Dorsey, Bumble Bee Slim. Blind Blake, and Blind Lemon
Jefferson. Und these personal associati

Papa Charlie Jackson began recording raggy pieces
with guitar accompaniment starting in 1924, and
Blind Blake began recording similar pieces in 1926.

Blues of change” or “the alley” beginning after “fast

pieces.” McTell plays a blues progression in the key
of E featuring the use of blue notes. The first major
artist to record pieces of this sort with guitar accom-

paniment was Blind Leman fefferson in 1926.

. “Yodeling songs" of the white people. which McTell
compares to the blacks' “alley blues” The white
singer Jimmie Rodgers recorded the first “blue yodel”
in 1927.

The majority of McTell's recorded blues appear to be
original compositions. Some of these draw heavily from
traditional elements, which McTell arranged to suit

self. Often the verses are only loosely related to each
other in an associational way. Blues of this sort occur
particularly frequently in his earliest recordings. By the
early 19305 McTell's compositions were becoming in-
creasingly thematic and self-conscious, drawing less
upon the folk tradition and more on his original artistry.

The same trend is observable to some extent in his rag

compositions. MecTell also began perfarming more blues

in the couplet-and-refrain form rather than the AAB
stanza form. Kate McTell states that Willie could both
improvise during performance, most likely drawing

@
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made the songs more memorable and attractive to
McTell. Among the pieces from records that he knew
but never recorded himself were “Its Tight Like That”
from a 1928 record by Tampa Red and Georgia Tom
and “Mamie” from a 1937 record by Blind Boy Fuller.
McTell also played “Careless Love.” which is a tradi-
tional piece, though McTell's version may have been
adapted from Blind Boy Fuller's popular 1937 recording
of it. Another traditional piece that McTell knew was
“Red River Blues." This song is well known among blues
singers in Georgia and the other East Coast states and
has been recorded by Joshua White, Blind Boy Fuller,
and others. McTell's uncle Gold Harris remembers him
singing the song's characteristic opening couplet:

Which way the Red River run?

From by back window to the rising sur:

As in the case of the above couplet, many of McTells
blues present particularly striking visual imagery. a fact
all the more remarkable since he was blind from infan-
cy. He was a folk poet of extraordinary talent, 3¢ 3
survey of hisIyrics wil ndicate, The eight pieces by him
on this album are a good representative sampling of his

se of both traditional and original material. Others
recall further the striking traditional lines and phrases
that he sang. Horace McTear remembers the following



verses.
Therws a house over yonder painted all aver ir green
Somie of the prettiest young womer: @ man most ever

Mrs. McTear remembers how Willie adapted a tradi-
tional couplet to their local community near Thomson.

If wou g0 to Happy Valley. put your maney in vour
o

BC 5 o Pl alley-soonien will ke it wisey
from vou

Willie's friend near Thomson, Alfred Booth Story,
recalls another especially striking couplet.

You see them ittle thindericads risig in the West

1t gonna rain fore vou can take vour rest
And finally, Willie’s brother-in-law Clarence McGahey
sings the following piece that he ascribes to Willie.

Says, mama was talking. and the baby was crying
Hello, sister. o't you want to be mine”
{imt gomna loave you an the next train going.
00d-bue. babe I’ fare you well
I'm goiri ey rio mare to see wou: <ount the days I's

gon

Im gonna leave you sure us you bor

{'m gorna roost in the trectops till the weather got
warn,

MeTell recorded only a few ballads, most of them for
the folkorist John Lomax. These included the well
known “Boll Weevil" and “Dela.” His “Chainey” seems
o be distantly related to a ballad that turns up occa-
sionally in tradition, known as “Stavin’ Chain.” “Dying
Crapshooter’s Blues” is, as noted earlier, ultimately
derived from a British broadside ballad, though McTell

original composition of McTell's. He is known to have
composed at least one original ballad about the killing of
his friend Son Mozelle in Stateshorg. McTell is also said
to have sung a piece called “Old Frank James.~ possibly

§ version of the ballad of “Jesse James,” which is wel
knovn in both black and white folksong traditions.

o L al of Mine,
 § recalled as har
Performed “Get Out and Under the Moon,” “Blue 5‘:

" recording them in 1933 and sang them
‘quent sessions. Some of these pieces
and he could make the guitar

modern gospel com-
w But never recorded

were “Swing Low, Sweet Chariot.” “We Are Our
Heavenly Father's Children,” “Don't You Want to Be 2
Worker for the Lord,” “I'm in My Saviour’s Care,"
“Precious Lord,” "Meet Moths 'm
My Way to Heaven Anyhow
Better Run" “Standing on the Highway Wondering
Which Way to Go,” “What a Friend We Have in Jesu
“Nearer, My God, to Thee” “There's a Handwriting on
the Wall” and “Don't Never Drive a Stranger from Your

ome.” Reverend Patrick Jones of Statesboro recalls
that Willie had one special religious song. possibly
related to the version of “Standing Up My Timber” cited
earlier from Kate McTell.

1 neard of a song he used to sing. | never did hear him
sing the song, but | heard a fot of people talk of . that
he had a song that he sang about, 'l can’t see you
through my eyes. but | can see you through my heart
and when [ sce you tirough my heart. | feel that we're
never to part. some way he kad it. They told a whole fot
about him singing that soug. 1 never did hear it. And |
leading @ biind i, yo ko And 50 fere's
@ man that s supposed to be blind. leading the biind.
And that was when they made mention of the fact that

Hhe'd sing this song. He said. T'm only blind throu,

eves. but | have a heart that | can see through A

iwas alioays amazing fo e

One aspect of McTell's performance that was not
fully presented in his recordings was his ability to talk
while playing the guiter. This is suggested in the
“Monologue on History of the Blues” that he recorded
for John Lomax and shown even better in the
remarkable hobo cante fable “Travelin' Blues” (Colum-
bia 14484-D) that he recorded in 1929. Horace McTear
says, “He could tell all kind of jokes and be playing
guitar at the same time.” McTell s said to have had quite
2 good sense of humor, and it must be considered unfor-
tunate that we have only traces of it in his songs but not
in his prose narratives as well.

With such a broad repertoire McTell was able to aim
his songs to 2 particular audience. He had blues and rags
for frolics and his appearances in places like the 81
Theatre. He could play spirituals in the churches and in
people’s homes. For the mare urbane white people, such
as those who probably Frequented the Pig'n Whistle and
Blue Lantern, he had his “classical” songs, though many
of them probably also liked some of his blues, rags, and
spirituals. For the whites = the country and smaller
towns he had hillbilly piecss. Naomi Johnson makes a
typical observation about McTell when she says, “He
respected people, and | think he played to what you call
according to his zudience. And he knew what they lik-
ed.” Willie even manifestated this quality in some of his
recording sessions. He himielf noted that some of the
companies wanted mainly ues, and he was certainly
ready to supply their nees. When his wife Kate, 4
devout churchgoer, was with him at the 1935 Decca ses.
sion, he recorded many spirfuals. For the folklorist John
Lomax he contributed five grized ballads. Naturally in
some social situations he wasld get conflicting requests.
Apparently in such cases hewould ustally come out on
the side of respectability. s Reverend Patrick Jones
recalls from a time when Wilie played for a school cloe.
ing at Nevils before Christrrus in 193

He'd sing auvthing vou wantising, ‘Cause just like the
we had He had

time wwe had fim around theschoal you Ao,

o, that mest of ‘em cansidered very
ow. That wndd be called Tight
vou know, Bis they aked hins o ploy it ot the

wulgar,
That,

scivol, but e wouldns do it He considere
dience when he was playing, i et e

It is hoped that this sketch of the lif

Blind Wille McTell has cleared ap o oo 5
misconceptions that are prevalent about him. Most
writing in the past, based on Tittle factual informatia
beyond McTell's records themselves, has suggested that
he was a street singer who lived in poverty, that he
wandered continuously and at random, that he simply
drifted into recording sessions and courted anonymity
by using a variety of pseudonyms, and that he lost
whatever popularity he had in the 1950s and faded into.
obscurity, dying probably sometime in the 1960s. All of
these notions are false and ascribable largely to overly
romanticized conceptions of the “typical” blues singer.
He was above all a professional, a fact which, it must be
emphasized, was not inconsistent with his being essen-
tially a folksinger. It appears that he actually ex
perienced little true poverty in his life, though no doubt
he found himself temporarily out of funds a few times.
But in this respect he was no different from most other

tobacco warehouses, hotels, house parties, clubs, and
theatres. He often booked his engagements in advance,
and his travels usually took him either to familiar places
where he had friends and relatives or where he knew he
could make money. Although he might take off sudden-
ly and be gone for long periods o time, he cestainly did
not travel randomly. His recording sessions likewise
were carefully planned and his songs well polished. He
probably the variety of names—Blind Sammie,
Georgia Bill, Hot Shot Willie, Blind Willie, Barrelhouse
Sammy, and Pign Whistle Red—mainly for the pur-
pose of increasing record sales through the use of in-
teresting monickers or in some cases to avoid contrac-
tual obligations to a company that he had recorded for
previously. Certainly he was not trying to court
anonymity. None of these names are, in fact, truly
pseudonyms. His given name was Willie Samuel
McTell, and all of these noms du disque can be viewed
as derivatives from it or nicknames. Finally, McTel
could never be said to have lost popularity or faded into
obscurity. It simply happened that his heilt
deteriorated, he was taken in by relatives, and he died a
few months fater. Prior ta this turn of events he was per”
forming music regularly and doing quite welL g
chosen profession, Certainly many lovers of blues 200
other forms of folk music today wish that McTell b
survived longer to be “rediscovered” in the 19507 270
swept up into what undoubtedly would have been
enormously successful career in U
aircuit. McTell could easily have pl
colleges, concerts, and folk festival

he folk music revival
layed coffee houses.
1s to packed au-

erlock the fact that in his

bu i
lind Willie McTell did el
for probably hundreds of thousands of people o £

walks of life and o
rest of us he left an extraordinary legacy o

enjoy.

f recordings 1o



The Songs

Side I, Band 1 NEXT DOOR MAN (12953-2)

Georgia Browns: Buddy Moss, vocal and harmonica; Curley Weaver,
guitar in standard tuning, key of G: Fred McMullen, slide guitar in open G
tuning. New York, Thursday, 19 January 1933.

Take 1 of this piece was issued on Vocalion 1737 as by “Jim Miller.” a pseudonym
used for Buddy Moss on two other Vocalion records. The above lineup is not ab-
solutely certain but seems most likely. The harmonica is not played behind the
singing and thus would appear to be played by the vocalist, who seems to be Moss
The slide guitar is probably played by McMullen, who played in this style on other
pieces. The specificity of stanza 4 indicates that this song may be based on a real
event. The first two stanzas are traditional, and the third may be also. The issued
take 1 contains the same four stanzas but in a different order. The high number of in-
strumental choruses is probably a reflection of the fact that the Georgia Browns
probably considered themselves largely an instrumental group. Two of their six
pieces fram this session are instrumental workouts, and the other four all have many
instrumental charuses.

Instrumental chorus
1. Now tell me, baby, who can your sweet man be?

Now tell me, baby, who can your sweet man be?

Say, the reason why I ask you, would you please make ‘rangements for me?
2. Mmmm, Lord, Lord, Lord, Lordy, Lord.

Mmmem, Lord, Lord, Lord, Lordy, Lord.

Ilove you, my baby, but I just can not be your dog.
Instrumental chorus
3. Said, my babe, my baby, she don't treat me good no more.

Mmmm, my babe, my baby, don't treat me good no more.

Aaah, she's a' got another man, and he's living next door.

4. Says, this |§sl day of August, well, it will be one vear ago,
imumm, this last day of August, wel, it will be one year ago,

Aaah, when my babe. she told me she didn't want me no more.
Instrumental chorus
Spaken (Moss): Aw shucks. play that thing.

Side I, Band 2 IT'S YOUR TIME TO WORRY (14009-2)

Blind Willie McTell, vocal and twelve-string guitar in standard tuning, key
of G: Curley Weaver. slide guitar in open D tuning (probably capoed). New
York, Thursday. 14 September 1933,

This piece’s reftain appears to be original, though the stanzas themselves are
maiply traditional verses. This blues was unissued by Vocalion, and MecTell re-
?}f it again in 1935 (Decca 7117) with the same refrain and guitar part but with a
difeene melody and Sply 640 of seven stangas similar to stanzas in this 1933

er - Both versions, however, maintain the the i
Lon e e theme of the singer putting down his
1 | don't need nothing but my ovecals

3 Jone trmmed these women, and they bound ta fal.

Your time to worry. my time to live alone.

ut your ceckless disposition. mama, drove your daddy ‘way from home,

1 don't want no woman
v woman gon’ run around,
{nd deink her whiskey and act like a fanfoot clown.
Bour time to worry, my time to live alone,
ut your réckless disposition drove your baby 'way from home.
3. w::-a {20t 00 woman with a face like a natural man.
But oy, Somes in your home, there'll be trouble in the land.
Sl bnec:rr time to worry, my time to be alone.
: vour reckless disposition, mama, drove your daddy ‘way from home.
poken: Aiw, play it for me, boy, ‘cause I'm worried.
Guitar chorus

Spoken: Aw. so lonesome.

4. Now, woman, if | had your heart in my hand,
1 would teach you exactly how to treat a real good man.
Because it's your time to worry, my time to live alone.
But your reckless disposition drove your daddy ‘way from home.

»

Says, | tried to treat you good. tried to treat you right,
But you stayed off from me. woman, both day and night,

Now it's your time to worry, my time to live alore.

But your reckless disposition, honey, drove your daddy ‘way from home
Now, it's a mighty sad story, but it's understood.

Everybody in Atlanta in my neighborhood

Says it's your time to worry, woman, it's my time to live alone.

But your reckless disposition drove your daddy ‘way from...

Side 1, Band 3 YOU WAS BORN TO DIE (14024-1)

Curley Weaver, vocal and slide guitar in open D tuning (probably capoed);
Blind Willie McTell, vocal (refrains only), speech; and twelve-string guitar
in open G tuning. New York. Monday, 18 September 1933.

Weaver has combined several traditional stanzas with an apparently original
refrain. McTell used Weaver's first stanza in his “It's Your Time to Worry."
isstied on this album. The dueting of Weaver and McTell on the refrains presents a
fine example of too seldom heard blues harmony singing
Guitar chorus
Spoken (McTell): Aw, play that thing, boy. I know you're blue,

Play it for your black beauty (7).
1. Don't want no woman that run around,
Stay out in the streets, act like a fanfoot clown.
You made me love you, and you made me cry.
You should remember that you was born to die.

2. Some scream high yellow, some says black and brown.
I got 2 black woman, she's the sweetest woman in town.
You made me love you, and you made me cry.

You should remember that you were born to die.

Spoken (Weaver): Play it now for me.

Guitar chorus

Spoken (McTell): Aw. do it, Auburn Avenue gal.

3. Come home this morning, face full of frowns.

I know by that, baby, you been ridinig around.

You made me love you, and you made me cry

You should remember that you were born to die.
. Now look here, woman. Give me your right hand.

11l go to my woman, you go to your man.

You made me love you, and you made me cry.

You should remember that you was born to die.

Side I, Band 4 DIRTY MISTREATER (14025-1)

Curley Weaver, vocal and guitar in EBGDAD tuning,
Moss, guitar in EBGDAD tuning, key of D (7). New Yo
September 1933.

This appears to be Weaver's original combination
contrasts the singer's present mistreating woman witl
who is in jail. McTell's off-mike comments can be faintly
stanza.

oy of D; Buddy
. Monday. 18

of raditional verses. The sonE
b the woman he really loves
heard in the hummed third

Guitar chorus

1. And you a dirty mistreater. You don't mean no one man no
And you a dirty mistreater. You don't mean no one man no
I.don't blame you, mama. I'd da the same thing if 1 could.

go0d.
good.



. the woman | love, she stays “hind the cold iron bars.
t hard, ain't it hard? She stays "hind the cold iron bars.
Tain't got nobody to get my ashes hauled.
3. Mmmm. (Spoken [McTelll: Aw, boy, low and lonesome.)
Mmmim. (Spoken [McTelll: Play that thing, man.)
Mmmm, mmmm.
4. And you mistreated me, baby, you drove me from your door.
And you mistreated me, baby. you drove me from your door.
/And the Good Book tell you, baby, mmmm. you bound to reap just what you

2. Mmm
Ain'

5. When | used to love you, baby, what a fool I used to be.
Spoken (McTell): You was 2 big fool, wasn't you?
When [ used to love you, baby, what a fool I used to be,
I'don't love nobody. That's 2 fool that do love me.

Side I, Band 5 BACK TO MY USED TO BE (14031-2)

Buddy Moss, vocal and guitar in standard tuning, key of A: Curley
Weaver, guitar in standard tuning, key of A. New York, Monday, 18
September 1933

tional blues cauplet. This piece is a good example of Weaver's “busy” accompani-
ment style on the bass strings, also heard on many of the recordings he made with
McTell. The twa takes of this piece are virtually identical.

Guitar chorus

1. You mistreat me once, babe, say, you mistreat me twice.
Seem like you want me to be a dog all my life.
I'm leaving you, baby, going back to my used to be.
1 done got tired the way you treat poor me.

2. When | was with you, baby, I did all I could.
Seemed to me, woman, that you didn't mean me na good.
So I'm leaving you, baby, going back to my used to be
T'done got tired the way you treat poor me.

Guitar chorus

4. 1 begged you, woman, to come back home.
10 scknowlede, babe, that 1 done wrong.
ut now I'm leaving you, woman, going back to my used
1 done got tired the way you treat pon’n"sme, el

Sidel, Band 6 CANT USE YOU NO MORE (14032-1)

puddy Moss, vocal and guitar in standard tuning key of G: Curley

Wea r i
52:;::5‘-5“11;3 in standard tuning. kev of G. New York. Monday. 18

This is an alternate take of a
n issued version of this piece (Banner 32093, Con-
:l::r:e:sfb' Melotone M12043, Oriole 8313, Perfect 0271, Rome: Nioss
i ?g:;ns:‘;m l0‘r1 ARC (5-12-64). All three versions show major textual
< i similar musically to Moss’ earlier hit, “Daddy Dot Care.”
reco dzd:': the January. 1933, session. It uses a standard ragtime VITIVA! chord

Gitar chors

1. Baby,
B:t; 3&: made you come back to me? I just can't use you no more.
Usnot = ol oo e You come back to me? 1 told you, you could go
Ay Eal say. that want to lay in my bed,
* 89ing away for no other's else.

Now, woman, what made you come back to me? I just can't use you no

more.
Imean, I just can't use you no more.

2. Baby, what made you come back to me. I just can't tse you o more.
Baby, what made you come back to me? 1 told you, you could go.
You left me sick, couldn't even raise my hand.
You quit me, woman, for 2 no good man
So now. woman, what made you come back to me? I just can't use you no

more.
1 mean, never. 1 just can't use you na more.

Guitar charus

3. Baby. what made you come back to me? I just can't sise you no more.
Baby, what made you come back to me1 I told you, you could go.
You were pretending but really didn't like.
But this is one time I ain't gon’ take you back.
So now, baby, what made you come back to me? I just can't use you no

more.
I mean, | just can't use you no more. I mean, never.
I just can’t use you no more.

Spoken: Aw, play that thing, boy.
Guitar chorus

Spoken (McTell): Play it real rowdy.

Side I, Band 7 BROKE DOWN ENGINE NO. 2 (14037-3)

Blind Willie McTell, vocal and twelve-string guitar in standard tuning, key
of E. New York. Monday, 18 September 1933.

Another take of this piece exists (14037-1). It is like the take issued here through
the first three stanzas but then has five stanzas that are different. It lacks the
whistling of take 3. It mentions “Hudson” (probably he means the Hudson River),
Tennessee, Long Island, and Virginia. At this same session, immediately before this
piece, McTell recorded a “Broke Down Engine” (Vocalion 02577) with different
Iyrics but with falsetto moaning similar to the whistling in stanza 6 of the version
issued here. McTell's 1931 recording of “Broke Down Engine Blues™ (Columbia
14632-D), however, combines lyrics from bath of these 1933 Vocalion pieces. McTell
also recorded a shortened “Broke Down Engine Blues' in 1049 (Atlantic 891), follow-
ing the lyrics of Vocalion 02577. Buddy Moss recarded a “Broke Down Engine” and
“Broke Down Engine No. 2” at this same 1933 session, the latter being issued on this
album for the first time. The lyrics of McTell’s version issued here are partly lfadx-
tional and partly original. He used the same melody and guitar part on “Runnin’ Me

razy"” (Vocalion 02595) from this same session.

1. Feel like a broke down engine, mama, ain't got no drivers at all.

Feel like a broke down engine, mama, ain't got no drivers at all.
What make me love little Sara, she can do the Georgia Crawl.
Lordy, Lord, Lordy, Lordy, Lord. Eeeeeeh, eeeech. Lord, Lord, Lord.

Feel like a broke down engine, mama. ain't got no whistle or bell.
Feel like a broke down engine, baby, ain't got no whistle or bell.
1f you's a real hot mama. come and drive away Willie's weeping spell.
. But it's Lordy, Lord, Lordy, Lordy, Lord. Eeecceh, ececeh.
Spoken: Lord, have mercy.
5. Everybody screaming in Hudson, and, mama, you know | ain't drinking no

@

Everybody crying in Hudson, baby. and you know | ain't drinking no booze

‘They got me wandering around in the North with the broke dawn engine
blues.

‘s Lordy, Lord, (whistles). Lordy, Lord, Lordy, Lordy, Lard.

Lord, have mercy.

7. Everybody's screaming and crying, drive away my Georgia.—.
Everybody's screaming and crying, baby. drive away my Georgia blues
Must be the women around in Georgia with the broke down engine




Side I, Band 8 LOVE-MAKIN' MAMA (12045-1)

ind Willie MeTell, vocal and tweloe-siring guitar in open G tuning;
D Weaver. guitar in standard tuning. key of G (3. New York.
Tuesday, 19 September 1933,

This piece is a mixture of traditional and original verses with probably an original
refrain. It ilustrates an increasing sness in McTell's ot
Compared to most of his blues recordings at earlier sessions. A second take of this
piecs exists with a full sixth stanza. Otherwise it is virtually identical to the take
fisued here.

1. You may fall rom the mountain down in the deep blue sea.
But you ain't doing the right falling till you fall in love with me.
You's a love making mama, sweet as you can be. ]
Ab. you may be a ttle rocky, but, baby, you all ight with me.

Now for your love, baby, Il be your slave.
When Gabriel blows his trumpet, [l rise from my grave.

‘Cause you's a love making mama, sweet as you can be.

Ah, you may be a little rocky, but, baby, you all right with me.
Now I'm going to put in my order, mama. for two weeks ahead
Td rather eat your cooking than my own home bread.

You's a love making mama, sweet as you can be.

Ah, you may be a little rocky, but, baby, you all right with me.

3

Spoken: Aw, play it.
Guitar chorus
Spoken: That's the way 1 like it.

4. Now, give you all my money, your clothes Il buy.

Il give you my loving, baby. till the day I die.

You's a love making mama, sweet as you can be.

Ah, you may be a little rocky, but, honey, you all right with me.
5. Now from your feet, baby, to the top of your head,

I'll give you my loving tll the day I'm dead.

Sweet loving mama, sweet as you can be.

You may be a little rocky, but, honey, you all right with me.

6. Love making mama, sweet as you can be.
You may be a little rocky, but, baby, you all right with me.

Side Il, Band 1 DEATH ROOM BLUES (14048-2)

Blind Willie McTell, vocal and twelve-string guitar in open G tuning:
Curley Weaver. guitar in standard tuning, ke of G (7). New York.
Tuesday, 19 September 1933

Twao virtually identical takes of this piece exist. McTell also recorded versions of it
for RCA Victor in 1929 and Decca in 1935. None of the three companies chose to
issue it. The piece is possibly autobiographical. McTell's mother died in 1920 in
Statesboro. Whether the “friend I love” in stanza 3 is a different person from the
singer’s mother is unclear. The text utilizes some traditional lines, but on the whole it
appears to be an original composition.

1. Tombstories is my pillow, cold grounds is my bed.

Tombstones is my pillow, cold grounds is my bed.

Blue skies is my blanket, the moonlight is my spread.
2. Early one morning Death walked into my room.

arly one morning Death walked into my room.

Oh. it taken my dear mother early one morming soon.
She left me moaning and crying just like a turtle dove.
She left me moaning and crying just like a turtle dove,
Death walked in and taken my mother and came back and got the friend |

o

4. Eeeeeeeh, ececech
Eeeeceeh, ececceh.

Hey. crying, Lord, have mercy. She came back and got the friend I love.

5. Every since my mother died and left me all alone,
Every since my mother died and left me all alone,
All my friends have forsaked me. People, I haven't even got no home.
5. Mmmmmmnm, feel like moaning and crying.
Mmmmmmm, feel just like moaning and crying.
And death walked in and got my mother. That was the oaly friend of mine

Side II, Band 2 LORD, SEND ME AN ANGEL (14050-1)

Blind Willie MeTell. vocal and twelve-string guitar in standard turing, key
of E. New York. Tuesday, 19 September 1933,

Two virtually identical takes of this piece exist, the only difference being that take
2 has a guitar chorus in place of the final stanza. It would appear, then, that McTell
had memorized the order of his stanzas for this session, even though they have no
overall thematic unity. The stanzas are essentially traditional ones with some adap.
tations by McTell. This piece must have been a favorite of his. He recorded it in 1050
as “Talkin' to Myself” (Columbia 14551-D), singing the same first five stanzas as in
the present 1933 version but concluding with seven completely different stanzas, He
recorded it again in 1935 as “Ticket Agent Blues” (Decca 7078) with the firct four.
stanzas of the version issued here followed by thirteen different stanzas, which shavw
only slight overlap with the 1930 version. He recorded a quite different version in
1949 as “Talking' to You Mama” (Regal 3277). Its opening stanzas are not the same
ones he recorded in the 19305, though later in the piece he sings four stanzas from the
1935 version and two stanzas (9 and 10) from the present 1933 version. McTell also
used variants of stanzas 9 and 10 in his 1928 recording of “Three Women Blues”
(Victor V38001), which is otherwise unrelated to this piece. Curley Weaver recorded
a “Ticket Agent” in 1950 (Sittin' In With 547). It contains the first five stanzas of
McTell's 1933 version printed here, several stanzas from other McTell versions, and
afew new ones never recorded by McTell. It would appear, then, that a performance
of this piece usually consists of a core of four or five stanzas, which appear at the
beginning of the piece, followed by various other traditional stanzas, some of which
frequently recur in this piece.

Guitar chorus

1. Good Lord. good Lord, send me an angel down.
“Can't spare you no angel, will spare you a teasing brown."

2. That new way of loving, swear to God it must be best,
‘Cause these Georgia womens won't let Mister McTell rest.

3. There was a crowd down on the corner. I wondered who could it be.
Weren't a thing but the womens trying to get to me.

4. 1 went down to the shed with my suitcase in my hand.
Crowd of women running and crying, say, “Mister Mac. won't you be my
man?”
5. And my mama, she told me, when I was a boy playing mumble-pes,
“Don't drink no black cow's milk, and don't eat no black hen's egg.”

6. My baby studying evil, and I'm studying evil too.
I'm gonna hang around here to see what my baby gon’ do.

Spoken: Play it.
Guitar chorus

7. Lcan't be trusted, and I can't be satisfied. -
When the men see me coming, they g0 to pinning their womens to their side

-.about my loving, take it any time of day.

T don't get my right loving, I'm going to Georgia right away.

Spoken: Play it.
Guitar charus
Spoken: Oh, sure is good.

9. 1 got three womens; that's a yellow, brown, and black.
Take the governor of Georgia to judge the one | like.

10. One’s an Atlanta yellow, one is a Macon brown.
One a Statesbora darkskin, will turn your damper down.



Guitar chorus
11. So bye bye, mama. Il see you some sweet day.
o]l be awtal sorry you done Mister Mac thisaway.

12. O Lord, Lord, Lord, Lord.

Side II, Band 3 BROKE DOWN ENGINE NO. 2 (14054-2)

Buddy Moss, vocal and guitar in standard tuning. key of E; Curley Weaver,
suitar in standard tuning, key of E. New York, Tuesday, 19 September
1933.

Two virtually identical takes of this piece exist. Moss sings a combination of
stanzas that are variants of ones used in McTell's “Broke Down Engine” and “Broke
Down Engine No. 2" from this same session. Moss must have learned the piece
through personal transmission from McTell rather than through McTell's earlier
record (Columbia 14632-D). Moss gives a close approximation of McTell's melody
and guitar part, Prior to recording Moss sang a “Broke Down Engine” (mx. 14053-1)
that may have been derived from McTell's 1931 record, as it duplicates several
stanzas from it.

1. 1 feel like  broke down engine, ain't got no drivers at all.
Feel like a broke down engine, ain't got no drivers at all.
And the reason why 1 love my baby, she can do the Georgia Crawl.

2. Feel like a broke down engine, ain't got no whistle or bell,
Feel like a broke down engine. ain't got no whistle or bell.
And if you're a real kind woman, drive away my tears.

. Lord, Lord, Lord. Lord, Lord, Lordy, Lord.
Lord, Lordy, Lord. Lord, Lordy, Lord, Lord, Lord.
Lord. Lord. Lord, Lordy, Lordy, Lord. Lord, Lord, Lord.

4. Some screaming Long Island. I'm screaming Newport News.
Some screaming Long Island. I'm screaming Newport News,
Vm still wandering around in Atlanta with these broke down engine blues.
5. Don't you hear me, baby, knocking on your door?
Don't you hear me, baby, knocking on your door?
Can ] et (d;;wn in the snake level and tap that flat, tip light “cross your
loor?

- Lord, Lordy, Lord. Lord, Lordy. Lordy, Lord.
Lord, Lordy, Lord. Lord, Lordy, Lordy, Lord.

Side I, Band 4 EMPTY ROOM BLUES (14058-1)

Curley Weaver. wocal and guitar in EBGDAD tuning, key of D; Buddy
Moss. slide guitar probably in open D tuning. New York, Tuesday, 10
September 1933, T

iis piece basically is composed of traditional verses, though the mention of

i tanza 2 may represent a personal touch by Weaver, In the manner of
5"?{ 03]( blues there is a Ih:.man: contrast between the first two stanzas and stanza
view, thoy < then. deals with the problem of unfaithfulness from fwo points of
et ma:n t; g‘r_;:r:n wistanzas 1 and 2j and that of the stealer of someone else’s
symmetry to the text’s st T Parated by an instrumental chorus, lending a

Guitar chorus

1. g::: your room feel lonesome, gal packs up and leaves?

Yo moour room feel lonesome, when your gal packs up and leaves?

may drink your moonshine. but your heart ain't pleased.

2 Mmmmmmm. mm

‘In?::\e dlnnkcd_so much whiskey. staggers in my sleep.

Spag, el in Chicago sure, Lord, worrying me.

woken: Play it low and lonesome, boy, ‘cause I'm worried.

Guitar chorus

31 ¥ ;
EOLanew way of loving. green man can't catch on.

1 got a new way of loving, green man can't catch on

When your woman get my loving, you can't keep her at home.
4. Mmmmmmm, mmmmmmmm.

Mmmmmmm, mmmmmmmm.

Mmmmmmm, mmmmmmmm.

Side I1, Band 5 SOME LONESOME DAY (14065-2)

Buddy Moss, vocal and guitar in standard tuning, key of A: Curley
Weaver, guitar in standard tuning, key of A. New York. Thursday, 31
September 1933.

Two virtually identical takes of this piece exist. The lyrics use some traditional
lines but are mostly original. The guitar part is similar to that of Moss. “Back to My
Used to Be." It is not known whether the lyrics are based on some real incident or
not. Hundreds of biues singers have sung about this kind of situation

Guitar chorus

1. Way last winter, one cold January day.
1 come to your house, baby, you shut your door in my face.
But it's coming home, coming home to you some lonesome day.
And you gonna be sorry that you did me thisaway

2. Way last winter in the rain and snow,
You put me out, babe: | didn’t have no place to go.
But it's coming home, coming home to you some lonesome day.
And you gonna be sorry that you did me thisaway.
Guitar chorus
3. Its coming home to you, baby. You ought to know
You got o reap, woman, just what you sow.
And it's coming home, coming home to you some lonesome day.
And you gonna be sorry you did me thisaway.
4. When I had money, babe, 1 saw you every day.
Meet you on the street naw, woman, you turn your head the other way.
But it's coming home, coming home ta you some lonesome day.
And you gonna be sorry you did me thisaway.

Side II, Band 6 B AND O BLUES NO. 2 (14066-2)

Blind Willie McTell, vocal and twelve-string guitar i standard tuning. kev
of E; Curley Weaver, guitar in standard tuning, key of E (2), New York.
Thursday, 21 September 1933.

This version is almost identical to the issued take 1 (Vocalion 02568) except for a
difference in the last line of stanza 4 and an extra guitar chorus at the end of take 1
Kate McTell says that Willie went to Johns Hopkins hospital in Baltimore for an eve
examination as a young man, so that this piece may have had an added personal
association for him. “B and O Blues” was first recorded, however, by McTell's friend
Bumble Bee Slim (Amos Easton) in 1932 (Vocalion 1720). Easton's piece was evident-
ly inspired by Walter Davis' 1930 it of “M. & O. Blues” (Victor V-38618). McTells
version is textually quite different from Easton’s. Buddy Moss also recorded a “B and
O Blues No. 2" (Melotone M12808, Oriole 8273, Perfect 0259, Romeo 5273) at this
same session. Moss' version is very similar to McTell's issued here.

1. I'm gon’ grab me a train, going back to Baltimore.

I'm going to grab me a train, going back to Baltimore.
I'm going to find my baby, ‘cause she rode that B, and O

™

I'm going to act like a rambler, and 1 can't stay home no more,
I'm going to act like a rambler, and I c: iy home no more,
‘Cause the gal I love, she rode that B. and O.

She said. “Daddy, I'm leaving. and I ain't coming back no more.
Spoken: Tried to not care. “
She.says, “Daddy, I'm leaving, and I ain't coming back no more.
And if she don't come back, I'm going down in Ohio.

w

Spoken: Aw, play it low and lonesome.



Guitar chorus
Aw, its bad, boy. when she's gone.
ver would have thought that my baby would treat me so.
e 15: o wer wrould have thought that my baby would have treated me so
And if she don't come back, I'l look for that B. and O.

Spolken:

oken: Aw, play it low and lonesome.
And mow if she want to come back and 1 can't use her no more,
Now if she wants to come back and I can't use her no more,

1 got another hot mama, and she lives in Baltimore.

Side II, Band 7 BELL STREET LIGHTNIN' (14068-1)

Blind Willie McTell, vocal and twelve-string guitar in open G tuning:
Curley Weaver. guitar in standard tuning, key of G (2). New York.
Thursday, 21 September 1933.

This piece was unissued by Vocalion, and McTell recorded it again with little
change in 1935 as “Bell Street Blues” (Decca 7078). Except for stanza 4 it is close to
“Canned Heat Blues” (Okeh 8630) recorded in Atlanta in 1928 by Waymon “Sloppy”
Henry, an artist whom McTell probably knew. Henry's piece is itself partly based on
Ma Rainey’s 1924 recording of “Cell Bound Blues” (Paramount 12257). “Canned
Heat" was Sterno, 2 cooking fuel with a paraffin base that could be strained and
made into an alcoholic drink. It has potentially dangerous side effects, but it was
popular in some lower class circles during the Prohibition. By 1933, when McTell
recarded, Canned Heat was no longer popular for drinking, as legal liquor was back,
“White lightnin™* (homemade corn whiskey) was probably the nearest equivalent as
a cheap and powerful drink. Bell Street was in the northeast quarter of Atlanta in
McTell's neighborhood.

1. Live down in Bell Street Alley, just as drunk as I can be.
T'm down in Bell Street Alley, just as drunk as [ can be.
Seem like them Crow Jane women, man, done got rough with me.

2. She done drinked so much of that Bell Street whiskey, they won't sell her no
more.
She done drinked so much of that Bell Street whiskey till they won't sell that

or child no more.
She got the bottles and labels laying all around her door.
. Now this Bell Street whiskey Il make you sleep all in your clothes.
This Bell Street whiskey will make you sleep all in your clothes.
And when you wake up next morning, feels like you have laid outdoors.

4. You can get some booze down on Bell Street for two bits and a half a throw.
Can get some booze down on Bell Street, two bits and a half a throw.
[tll make you cuss out the judge in the courthouse and break out the jailhouse
door.

o

Walked in my room the other night.

Man come in, he wanted to fight.

Took my gun. my right hand

Hold me, people, T don't want to kill no man

When I said that, he rapped me ‘cross my head.

The first shot [ fired, the man fell dead.

1 said, Bell Street whiskey have drove me to the county jail.

Got me laying up here on my old bunk, got nobody to go my bail.
Guitar chorus

Soken: Lord, that Bell Street whiskey's bad, boy.

Side 11, Band 8 EAST ST. LOUIS BLUES

(FARE YOU WELL) (14071-1)

Blind Willie McTell, vocal and twelve-string guitar in standa
of & Curley Weaver. guitar in standard tuning, key of £
Thursday. 21 September 1933,

McTell recorded this piece again for Savay in 1949
BLP-12035, 12° LP), singing eight of the same stanzas that he u

v tuning, koy
2). New York

lissued on Biograph
ses in this version and

Rogers, have sung versions of this traditional song. The “fare you wel” efsaiy fs
also been used by many folk blues singers, including Johnnie Head, Joe Caliewtt o,
Mississippi. and Leadbelly from Texas/Louisiana (in his version of “The Titanic"). A
version called “Fare Thee Honey, Fare Thee Well” composed by John Queen and
Walter Wilson, was recorded as a “darkey song" by white vaudeville Singer Mg
Cahillin 1916 (Victor 45125). Perry Bradford later copyrighted a version caled “Fase
Thee Honey Blues" that Mamie Smith recorded in 1920 (Okeh 4184). It was aloe
recorded by jazz groups in the 19205 and 1930s. McTell's version does ot appear to
be derived from either of these earlier published versions but seems instesd to be
purely a product of folk tradition

Guitar chorus,

1. 1 walked all the way from East St. Louis.
I never had but that one, one thin dime.

>

1 laid my head in a New York woman's lap.
She laid her little cute head in mine.

o

She tried to make me believe by the rattlings of her tongue,
The sun would never never shine.

1 pawned my silver, and I pawned my chain.
Would have pawned myself. but [ felt ashamed.

1 tried to see you in the fall,
When you didn't have no man at all.

6. T knowed to meet you in the spring,
When the bluebirds all was ready to sing.
Fare ye, honey, fare ye well.

Bl

You can shake like a cannonball.
Get down and learn that old Georgia Cravl.
Fare ye. honey, fare ye well.

Spoken: Play it. boy.

Guitar chorus

8. And I laid my head in a barroom door,
And [ can't get drunk. drunk no more.

9. Now if you can't do the shivaree,
Get yourself on out of this house from me.
Fare ye, baby, fare ye well
Guitar choris
1 1 see you in the spring,
When the bluebirds all was ready to sing.
Fare ye, honey, fare ye well.
11 And I walked on back to East St. Louis.
Never had but that one, one thin dime.

Guatar chorus
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Discography by Bruce Bastin

Angean Record Company O Oriole
Banner Pe

Label abbreviations: ARC o
Ro  Romeo
h) Cottpmero <

Mo Mclotone Vo Vocalion

THE GEORGIA BROWNS
Foed Mcbulen vocal1/speech-2/itar, Buddy Mss vocah3 harmonica,
Curley Weaver vocal-4/guitar.
New York. Thursday, January 19, 1933
2 Ba32785, Me M12720, Or 8239

Zat Pe 0242, Ro 5239, Vo 1740
5 reet 81 Ba 32785, Me M12720, Or 8239,
i Pe 0242, Ro 5239, Vo 1740
120531 Next Door Man 3 Vo1737 (as JIM MILLER)
129532 Next Door Man 3 JEMFLP 105
120541 It Must Have Been Her =4 Ba 32691, Mo M21s, Or 8210,
- Pe 0234,
2 ¥ De Loek? 1. -4 Ba 32691, Me M12615, Or 8210,
120551 Who Stole De Lox 3267, Me M
12056-1 Joker Man Blues 3 Vo 1737 (as JIM MILLER)

New York, Thursday, September 14, 1933.

BUDDY MOSS vocal/ guitar, Curley Weaver guitar.

Midnight Rambler Ba 32993, Cq 8326, Me M12943,
Jestinee Or 8313, Pe 0271, Ro 3313
140061 Best Gal Me M12608, Or 8273, Ro 5273,

Pe 0259
140062 Best Gal Me MlZBaEv Or 8273, Ro 5273,

Pe 0;
Me M12943 as BUDDY MOSS AND Pa\RTNER
ly only one guitar on 14006-2.
BLIND WILLIE vocal/guitar. Curley Weaver vocal-1/guitar.

14007 Lay Some Flowers On My Grave Vo unissued
140082 Warm It Up To Me 1 Voo2ses
14009-2 1t's Your Time To Worry JEMF LP 106
14010-1 I's A Good Little Thing 1 Voo

Friday, September 15, 1933,
BUDDY MOSS vocal/ guitar, Carley Weaver guitar

130161 Restless Night Blues. Ba 33095, Me M13060, Or 8351,

Pe 0286, Ro 5351
Ba 33023, Cq 8345, Me M12982,
O 8325, Pe 0275, Ro 5325

Ml Seplemberasi ez
‘CURLEY WEAVER vocal/ gaitar. Blind Willie McTell vocal-1/ guitar-2/ spee
Buddy Moss guitar-4

14024-1 You Was Born To Die
140251 Dinty Mistreater 3.4 JEMFLP 106
14025~ Oh Lordy Mama ARC unissued
Files suggest only one guitar on 14026-
BLIND WILLIE vocal/guitar. Curley Weaver vocall guitar.
140271 Lord Have Mercy If You Please Vo 02623
BUDDY MOSS vocal/gitar. Curley Weaver, guitar-1, Blind Willie McTell. speech-2.

14017-1 Married Man's Blues

1,2 JEMFLP 106

14030-1 Somebody Keeps Calling Me G Ba3i0 Cosis, Me Viitoer
v 8325, Pe 0275, Ro 5325

140311 Back To My Used To Be 4l ARC unissued (test exists)

140312 Back To My Used To Be 4 JEMFLP 106

140321 Can't Use You No More A2 [EMFLP 106

140322 Can't Use You No More

2 Ba 32993, Cq 8326, Me M12943,
Or 8313, Pe 0271, Ro 5313

140332 Travelin' Blues 1 Ba 309 MeMi30eo, O mast.
a6, Ko ot

Me M12943 and Pe 0275 15 BUDDY MoOSS AND PARTNER.
BLIND WILLIE vocal/ guitar, Curley Weaver vocal-1/guitar-2,

140341 Don't You See How This World -1, -2 Vo02623
Made A Change
14035 Savannah Mama Vo 02568
140362 Broke Down Engine Vo 02577
140371 Broke Down Engine No. 2 Vo unissued (test exists)
14037-3 Broke Down Engine No. 2 JEMF LP 106
140382 My Baby's Gone Vo 02668
1t is ot known whether Moss or Weave i =i
the second guitarist
140451 Love-Makin' Mama 2 JEMFLP 106
Love-Makin' Mama 2 Vo unissued (test exists)
Let Me Play With Your Yo-Yo 3 Vo unissued
14047-  Hard To Get 3 Vo unissued
140481 Death Room Blues 2 Vo unissued (test exists)
140482 Death Room Blues JEMF LP 106
14049-1 Death Cell Blues 2 Voo
140501 Lord. Send Me An Angel IEMFLP 106
140502 Lord, Send Me An Angel Vo unissued (test exists)

BUDDY MOSS vocal/guitar, Curley Weaver guitar,

140521 Bachelors’ Blues Ba 32933, Cq 8325, Me M12876,

Or 8295, Pe 0266, Ro 5295

Ba 32933, Cq 8325, Me M12876,
Or 8295, Pe 0266, Ro 5295

140541 Broke Down Engine No. 2 Vo unissued (test exists)
14054-2  Broke Down Engine No. 2 JEMF LP 106

CURLEY WEAVER vocal/ guitar, Buddy Moss guitar.

14055~ Black Woman Ba 33120, Me Mlsw, Or 8362,

140531 Broke Down Engine

14056~ City Cell Blues Ba S Muw Or8362,

Pe 0
14057 Mistreatin’ Baby Blues r\RC unissued
14058-1 Empty Room Blues JEMF LP 106
BLIND WILLIE vocal /guitar
14059-  Snatch That Thing Vo uriissued

B: Files for the above give Blind Willie and Partner with Guitar
Thus there may be two o vocalist. Godrich & Dison ives Curley
Weaver on second guit
Thursday, September 21, 1933
BUDDY MOSS vocal  guitar. Curley Weaver guitar-

140641 B'& O Blues No. 2 Me M12808, Or 8273, Pe 0259,

Ro 5273

140651 Some Lonesome Day ARC unissued (test exists)
140652 Some Lonesome Day JEMF LP 106
BLIND WILLIE vocal/ guitar. Curley Weaver guitar.
15066-1 B & O Blues No. 2 Vo 02568
14066-2 B & O Blues No. 2 JEMF LP 106
140671 Weary Hearted Blues Vo 02665
14068-1 Bell Street Lightnin® JEME LP 106
140692 Southern Can Mama Vo 02622
14070-1 Runnin’ Me Crazy Vo 02595
14071-1 Eust St. Louis Blues (Fare You

Well) JEMF LP 106
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All Reprints are $1.00

"Hillbilly Music: Source and Symbol,'" by Archie Green. From Journal of American Folklore, 78 (1965).

4

6. "An Introduction to Bluegrass,' by L. Mayne Smith. From Journal of American Folklore, 78 (1965).

9. "Hillbilly Records and Tune Transcriptions,' by Judith McCulloh. From Western Folklore, 26 (1967).
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cology, 12 (1968).

12. "The Technique of Variation in an American Fiddle Tune," by Linda C. Burman (Hall). From Ethnomusicology, 12
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Columbia University Press, 1971).

28. '"The Repertory and Style of a Country Singer: Johnny Cash,' by Frederick E. Danker. From Journal of American
Folklore, 85 (1972).

29. '"Country Music: Ballad of the Silent Majority," by Paul DiMaggio, Richard A. Peterson, and Jack Esco, Jr. From
The Sounds of Social Change (Chicago: Rand McNally & Co., 1972).

30. "Robert W. Gordon and the Second Wreck of '0ld 97', by Norm Cohen. From Journal of American Folklore, 87 (1975).

32. "Southern American Folk Fiddle Styles,'" by Linda Burman-Hall. From Ethnomusicology, 19 (1975).

33. '"The Folk Banjo: A Documentary History," by Dena J. Epstein. From Ethnomusicology, 19 (1975).

34. "Single-Industry Firm to Conglomerate Synergistics: Alternative Strategies for Selling Insurance and Country
Music,'" a study of the impact of National Life and Accident Insurance Co. on the Grand Ole Opry, by Richard
A. Peterson. From Growing Metropolis: Aspects of Development in Nashville (Vanderbilt University Press, 1975).

JEMF SPECIAL SERIES

Johnny Cash Discography and Recording History (1955-1968), by John L. Smith. $2.00.

Uncle Dave Macon: A Bio-Discography, by Ralph Rinzler and Norm Cohen. $2.00.

From Blues to Pop: The Autobiography of Leonard "Baby Doo" Caston, ed. by Jeff Titon. §1.50.

"Hear My Song': The Story of the Sons of the Pioneers, by Ken Griffis. $§6.25.

Gennett Records of 0ld Time Tunes, a Catalog reprint. $2.00.

Molly O'Day, Lynn Davis, and the Cumberland Mountain Folks: A Bio-Discography, by Ivan M. Tribe and John W.
Morris. $3.50.

(el Reflections: The Autobiography of Johnny Bond. $4.00.

9. Fiddlin' Sid's Memoirs: The Autobiography of Sidney J. Harkreader, ed. by Walter D. Haden.

10. Available soon.

11. The Recordings of Jimmie Rodgers: An Annotated Discography, by Johnny Bond. $5.00.

12. Folk Festival Issues: Report From a Seminar, prepared by David E. Whisnant. $3.00.
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JEMF SOUND DOCUMENTS
(Each LP/Booklet Combination costs $7.50)

LP 101: The Carter Family on Border Radio. ET recordings not previously available for sale.

LP 102: The Sons of the Pioneers. ET recordings not previously available for sale.

LP 103: Pparamount 0ld Time Tunes. A Sampler from the Paramount label of the 1920s and 30s.

LP 104: Presenting the Blue Sky Boys. Reissue of 1965 Capitol LP.

LP 105: New England Traditional Fiddling: An Anthology of Recordings, 1926-1975.

LP 106: Available Soon.

LP 107: fThe Farr Brothers: Texas Crapshooter. ET recordings not previously available for sale.

*** MEMBERS OF FRIENDS OF JEMF RECEIVE A 20% DISCOUNT ON REPRINTS AND BOOKS;
AND A 33% DISCOUNT ON LP/BOOKLET COMBINATIONS.

*** CALIFORNIA RESIDENTS PLEASE ADD 6% SALES TAX TO ALL PURCHASES.

FOREIGN ORDERS PLEASE ADD POSTAGE AT THE FOLLOWING RATES: Reprints - 50¢ per title; Special Serie e
Records - $1.00 per title except to Australia for which add $2.00 for the first record and $1.00 for each addi

s - 75¢ per title;
tional.



