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MAP 2

1840s-1860s

EX-SLAVE NARRATIVE REFERENCES
TO THE BANJO

banjo tradition was apparently less
strong in Arkansas, Kentucky, and
Texas, where the ratio is 40-50%, and
quite weak in South Carolina and
Mississippi, where the ratio is 25-
309%. The data for the other states are
too sparse to hazard this analysis.

Map 2 shows the distribution of the
banjo references in the narratives.
Once again, absence of dots means
absence of data. The map does seem
to show, however, that black banjo
playing was to be found over roughly
the same wide area as black fiddle
playing, only at a lighter density.

A similar ratio approach to other
instruments. would suggest that the
use of percussion was strongest in
Louisiana, South Carolina, and Geor-
gia, and that quill playing was more
common in Georgia and South
Carolina than elsewhere. The third
map shows the distribution of quill,
guitar, accordion, and fife references,
and the fourth shows the distribution
of the various percussion instru-
ments.

Under what circumstances were
these instruments played by blacks on
the plantations? Only occasionally
are they said to accompany just sing-
ing. Almost universally, instrumental
music was discussed in the context of
dancing, though this might also in-
clude singing. The frequency of danc-
ing ranged from none for the slaves on
some plantations to just about every

Saturday night for those on others,
with no pattern discernible in the way
these differences were distributed.
Many plantations had their own resi-
dent musicians, who in some cases
had been purchased strictly for that
purpose, while others had to depend
on musicians from neighboring plan-
tations.

The dances most commonly re-

membered were ones primarily as-
sociated with white culture. The vast
majority of references, either by name
or by description, are to contra-
dances or square dances, with those
two types appearing in about equal
numbers. Other specifically named
types of white dances include, espe-
cially, the cotillion, and also the waltz
and the quadrille. In addition, the in-
formants also referred to a number of
fancy step dances which generally
seem more Afro than Angloin origin.
The most frequently mentioned was
“cutting the pigeon wing,” followed
by “buck dancing,” and then “"knock-
ing the back step” and various kinds
of “‘jubas,” “shuffles,” and “jigs.”
These might be done as solo dances,
sometimes in a contest situation
(“*cakewalks’” were refered to a
number of times), or, more com-
monly, as embellishments indulged
in while square or contra-dancing.
The emphasis on white dances was
summed up in the comment of one
ex-slave, who said, “"Some of the men
clogged and pidgeoned, but when we
had dances they were real cotillions,
like the white folks had.”” The kinds of
dances, of course, influenced the
kinds of music played on the instru-
ments.

The narratives also provide enough
data tobegin tosketch outa repertoire
of songs and tunes played. Here is a
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MAP 4

1840s-1860s

EX-SLAVE NARRATIVE REFERENCES
TO PERCUSSION
DRUMS (x), DRUM-LIKE INSTRUMENTS (o),
BONES (o), TAMBOURINE { = ),

AND PATTING (s)

list of the most frequently remem-
bered dance tunes and songs played
on instruments.
10 Turkey In the Straw

6 Run Nigger Run

4 Arkansas Traveller

4 Molly Put the Kettle On

4 Old Dan Tucker

3 Dixie

3 Hop Light Ladies

3 Miss Liza Jane

3 Sally Ann

2 Swanee River

2 Sally Goodin

2 Swing Low Sweet Chariot

2 Cotton Eyed Joe
The following are a representative
selection of those mentioned once.
Home Sweet Home

Cackling Hen

Yankee Doodle

Devil’s Dream

Amazing Grace

Buffalo Gals

Natchez Under the Hill

Black Eyed Susan
Coffee Grows on White Qak Trees
Taint Gonna Rain No More

Billy in the Low Ground
Eggnog, Sugar and Beer

These are only the songs mentioned
in connection with instruments; the
narratives contain many others just
for singing.

This list can lead us into a discus-

sion of the relationship between black
tradition and the early minstrel show.

The first point of comparison is in
strumentation, which for the early
minstrel show (1840's and 1850's) was
fiddle, banjo, bones, and tambourine.
It would seem that this does accu-
rately reflect contemporary black folk
tradition, since the top three items on
our list were fiddle, banjo, and per-
cussion, Minstrel performers prefer-
red the bones and tambourine over
other possible forms of percussion.
The accordion, guitar, and jew’s harp
also were sometimes played on the
minstrel stage. In fact, one could say
that of the more important instru-
ments in contemporary black tradi-
tion, the only one not incorporated
into the minstrel show was the quills.

The other point of comparison is
repertoire. Most of the songs noted
more than once in the narratives as

being played on instruments are also
minstrel songs. Most of these, in turn,
probably came to the minstrels from
black tradition, though a few, notably
“Dixie’" and “Swanee River,” origi-
nated in the shows.

Anotherinteresting pointis that the
narratives provide some evidence for
the idea that southern plantations had
built-in minstrel shows, in terms of
the attitude of the white owners to-
ward the music and dance of their
black slaves. Quite a few ex-slaves
stated that their masters and mistres-
ses, and sometimes their white guests
as well, would come down to the slave
quarters to witness and to be enter-
tained by a slave dance, and that the
slaves played up to this.

The final topic [ want to touch on is
black-white musical interaction. In
the narratives, one finds references to
blacks listening to white musicand, as
just noted, whites listening to black
music. One can also find a few refer-
ences to whites teaching blacks how
to play an instrument, mostly the fid-
dle. Quite frequently, black musicians
are noted as playing for white dances
as well as their own. Much less ex-
pected are the references to whites
playing for black dances, which
apparently was not all that rare. The
usual situation involved a plantation
owner who loved to play the fiddle,
and who regularly played it for his
own slaves to dance to. All of these
interactions, plus the instruments the
black musicians most often played,
the kinds of dances they played for,
and the repertoire noted above, indi-
cate that in the mid-nineteenth cen-
tury, just before the Civil War, black
instrumental music traditions repre-
sented a considerable amalgamation
of Anglo and Afro elements.
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RESEARCH NEWS & ANNOUNCEMENTS

Mother of the Blues: A Study of Ma
Rainey. Sandra R. Lieb, assistant pro-
fessor of literature and popular cul-
ture at the University of Illinois at
Chicago Circle, has written the first
substantive biographical study of
“Ma’" Rainey (Gertrude Pridgett,
1886~1939), America’s first major
woman blues singer. Recording star,
songwriter, actress, dancer, and com-
edienne, Rainey was one of the
greatest blues artists of the 1920’s,
reaching a wide audience of both
blacks and whites through her im-
mensely successful recordings and
stage performances. A central if over-
looked figurein black culture, she was
highly respected by her blues con-
tempories and has had greatinfluence
on singers and musicians throughout
the twentieth century.

Rainey was a pioneer of the Classic
Blues, a synthesis of country blues,
black minstrelsy, and vaudeville per-
formed almost exclusively by women.
Her recorded songs drew heavily on
black folk culture for attitudes about
men, women, and especially love, ar-
ticulating a clearly female perspective
and showing a stronger affinity to
these folk traditions than the work of
any other contemporary female blues
artist of equal stature.

In addition to biographical material,
Mother of the Blues contains accurate
transcriptions for 74 of Rainey’s re-
corded song lyrics (authenticated at
the Copyright Division of the Library
of Congress), an examination of her
recording style, and a scholarly
analysis of women'’s lives as reflected
in blues lyrics. Lieb discusses Rainey’'s
love songs—which show women re-
sponding assertively to mistreatment
by men—as svell as her songs of com-
edy and cynicism, which place the
women narrators in broader social
and communal environments.

The University of Massachusetts
Press has announced that Mother of
the Blues is available in hardcover for
$17.50. The book includes a discog-
raphy and photographs. Write P.O.
Box 429, Amherst, Massachusetts
01004; Telephone (413) 545-2217.

* L

Lawrence Gushee is interested in col-
lecting information on The Creole
Band and its members, espedally any

recollections from musicians (for
example, those who were in the thea-
ter orchestras where they appeared),
but also reviews in the local papers,
theater programs, handbills, posters,
photographs, and so on. He will, of
course, pay any copying and postal
charges.

The Creole Band (1914-1918) was a
vaudeville act which toured the Un-
ited States and Canada from coast to
coast between August, 1914 and Ap-
ril, 1918. It usually comprised six
musicians and a dancerin a traditional
Southern plantation routine called
“Uncle Joe's Birthday.” The leader
was violinist James Palao, and the
manager was bassist William Manuel
Joehnson. Although singing and danc-
ing were featured, the ragtime in-
strumental music seems to have been
the most appreciated feature of the
act. This is no wonder, as the players
included such eventually famous jazz
musicians as Freddy Keppard, Jimmie
Noone, and Bill Johnson. Between
January and June, 1916, the band left
vaudeville to tour with the Shubert
brothers’ revue Town Topics as a fea-
tured act and as accompanying band
for tap dancer Mabel Elaine.

In three and a half years of touring,
The Creole Band played in more than
seventy towns and cities. The focus of
their activity, however, was Chicago,
and Illinois with its adjoining states
accounted for over half of their en-
gagements. The band performed in
New York on two separate occasions,
attracting on neither of which the
acclaim they had almost always re-
ceived elsewhere. Also, for reasons
which are not entirely clear, they pas-
sed up the chance of making a record-
ing for the Victor Co., which would
have made them the first New Or-
leans jazz band to record. Write to:
Professor Lawrence Gushee
University of Illinois
School of Music
2136 Music Building
1114 West Nevada
Urbana, IL 61801

* #* *

The Johnson Reprint Corporation (757
Third Avenue,New York NY 10017)
has issued a facsimile edition of seven
works by the Chevalier de Saint-
Georges (1739-1799) as the third vol-

ume of its series, Master of the Vialin,
edited by Gabriel Banat.

The contents consist of the Sym-
phonie concertante in E flat major
(opus 12), and the violin concertos in
G major and D major (both belonging
to the opus 2 set), in C major and A
major (opus 5) and in A major and B
flat major (opus 7).

Included within the boxed mate-
rials is a reprint of the orchestral parts,
that for the principal violinincluding a
biographical introduction by
Dominique-Rene de Lerma and ex-
tensive performance notes by Mr.,
Banat, who finds a relationship be-
tween Saint-Georges and Beethoven.

Because the reprints are based on
the original editions of the 18th cen-
tury, no scores are included.

The first violin concerto (opus 2, no.
1, in G major) exists in a modern per-
formance version, edited by Dr. de
Lerma, and published in 1975 by Peer
International Corporation (1740
Broadway, New York NY 10019).

Of these works, only the Concerto
in A major (opus 5, no. 2) has been
commercially recorded. Issued on the
Arion label in France (ARN 38 253), it
is performed by Jean-Jacques Kan-
torow and the Orchestre de Chambre
Bernard Thomas.

¥

Soldier Boy, Soldier, T. ]. Anderson’s
new opera, commissioned by Indiana
University, will premiere in
Bloomington, Indiana on October 23,
1982.

W #* *

Dominique-René de Lerma wants to
know if there exists a recording of
Kathleen Battle’s National Public
Radio performance of spirituals with
James Levine, aired on July 4, 1981.
Dr. de Lerma’s address is 711 Stoney
Springs Drive, Baltimore, MD 21210,

* L »

Franz Roehmann is seeking ‘‘re-
corded and/or transcribed examples of
17th and 18th Century West African
music.”” Anyone having knowledge of
the existence of such materials is
asked to contact Professor Roehmann
at 45 N. Pine Rd., Golden CO 80401;
Telephone (303) 526-1086.



by Lucius R, Wyatt
Prairie View A&M University,
Prairie View, Texas

The music of Adolphus Hailstork
has a striking quality which invokes
the attention of the listener from the
beginning to the end. Hailstork (b.
1941) is a composer of considerable
merit who has composed many suc-
cessful musical works which have ap-
pealed toa very wide listening public.
His compositions have been per-
formed by such organizations as the
Baltimore Symphony, the Atlanta
Symphony, the National Symphony
Orchestra, the New York Philhar-
monic, the Edward Tarr Brass Ensem-
ble, the Community Chorus of Wes-
terly, Rhode Island, and the Catholic
University Wind Symphony.

Because he is interested in “many
different approaches to the craft of
composing’* without subscribing to a
single system of musical aesthetics, he
is committed to what he calls
“pluralism” in music. That is, he con-
tinually searches for “diversity” in his
music rather than a singleness in mus-
ical style.

Hailstork’s best known composi-
tion is Celebration! which was com-
missioned by the |. C. Penney Com-
pany as a Bicentennial gift to the
United States. This is a very spirited
orchestral overture with some ingeni-
ous rhythms and cleverly-written
melodic lines which capture the spirit
of America. His Epitaph fora Man Who
Dreamed, a piece composed as a tri-
bute to Martin Luther King, provides
a moving listening experience. In this
composition the composer’s treat-
ment of the strings is indicative of the
choral influence upon his writing.
Hailstork conducted the Male Chorus
at Michigan State University, and,
during his student days at Howard,
he was Student Assistant Director of
the Howard University Chorus pre-
sumably under the late Warner Law-

son.

Since Adolphus Hailstork enjoys
writing for chorus, his creative ability
is remarkably evident in his Psalm 72
for chorus, brass instruments, and or
Ean. In this piece jazz-like lines are

eard in the voices as well as some
novel sonorities in the brass instru-
ments and the organ. His Out of the
Depths, a composition for concert

“COMPOSERS CORNER"

band, was judged in 1977 by the Col-
lege Band Directors National Associa-
tion as the first place winner of the
Belwin-Mills Max Winkler Award.
This composition is an intriguing one
because its overall plan of dynamics is
one of soft-loud-soft and its tonal
structure progresses upwards
chromatically. It is a very dramatic
piece which holds the attention of the
listener.

Adolphus Hailstork is Composer-
in-Residence at Norfolk State Univer-
sity in Norfolk, Virginia. He previ-
ously served on the faculty of
Youngstown State University in
Ohio. During his tour of duty witf‘\' the
Armed Forces, he served as Captain
in the United States Army.

Hailstork graduated from Howard
University where he was a composi-
tion student of Mark Fax. Sub-
sequently, he received both the
Bachelor's and Master’s degrees in
Composition from the Manhattan
School of Music, where he studied
composition with David Diamond
and Vittorio Giannini. He has the dis-
tinction of having studied with Nadia
Boulanger in France. At Michigan
State University where he received
the Doctorate in Composition, he was
a student of H. Owen Reed.

Heis the recipient of many commis-
sions and awards. His piece, Spiritual,
was commissioned by the trumpet
virtuoso, Edward Tarr, for his Brass
Ensemble in Europe. His choral com-
position, Psalm 72, was commissioned
and performed by the Community
Chorus of Westerly, Rhode Island on
its recent tour of Great Britain. Mourn
Not the Dead was the co-winner of the
1970-71 Ernest Bloch Award for
choral composition.

Adolphus Hailstork has produced a
body of successful musical works
which deserves attention.

THE MUSIC OF
ADOLPHUS HAILSTORK

ORCHESTRA

Statement, Variations and Fugue, 1966,
10 min.

Phaedra for orchestra, 1965, 10 min.

Capriccio for a Departed Brother: Scott
Joplin (1869-1917), 1969, 6 min.

From the Dark Side of the Sun, 1971, 8
min.

Bellevue, 1974, 3 min.

Celebration!, 1975, 3% min., pub-
lished: ]. C. Penney Company.

Concerto, solo horn, solo violin, and
orchestra, 1976, 10 min.

Epitaph for a Man Who Dreamed, 1979,
8 min.

Sport of Strings, 1981, 8 min.

CHORUS

In Memoriam: Langston Hughes,
SATB, 1968, 3 min.

The Race for Space, a musical for
chorus, 2 solo sopranos, 2 solo
tenors, speaking parts, 1963, 2
hours.

Mourit Not the Dead, SATB, 1969, 3
min.

Cease Sorrows Now, Madrigal for
SSATB, 1970, 2 min., published:
Piedmont Music.

The Silver Swan, Madrigal for SATB,
1968.

The Battle, Madrigal for TTBB, 1970,
2 min.

Spartacus Speaks . . . (If We Must Die),
TTBB, brass ensemble and percus-
sion, 1970, 5 min.

Serenade, SSA, soprano solo, violin
solo, and piano, 1971, 10 min.

My Name is Toil, SATB, brass, and
timpani, 1973, 10 min.

Set Me As a Seal Upon Thine Heart,
SATB, 1979, 5 min.

The Cloths of Heaven, SATB, 1979, 5
min.

Seven Songs of the Rubaiyat, chorus,
1981, 10 min.

Psalm 72, chorus, brass, and organ,

CHAMBER WORKS

Sonata for Horn and Piano, 1966, 12
min.

Elegy and Dance, clarinet and piano,
1970, 5 min.

Sextet for Strings, 2 violins, 2 violas, 2
cellos, 1971, 10 min.

Sonata for Violin and Piano, 1971, 10
min.

Sonatina for Flute and Piano, 1972, 10
min.

Duo for Tuba and Piano, 1973, 6 min.,
published: Fema Music.

Bagatelles for Brass, 2 trps., 2 trbs.,
1974, 5 min., published: Fema
Music.

Scherzo, percussion, 2 fls,, 2 ds., 2
trps., 2 trbs., 1974, 7 min.

Pulse for percussion ensemble, 1974, 5
min.



