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What advice would you 
give students who are 
considering becoming 
playwrights? 
 
Frank: Write on a regu-
lar basis, read a lot of 
plays, see a lot of plays, 
persevere. Take an inter-
est in producing your 
own work in black box 
spaces, so that you can 
see your writing on its 
feet. 
    by Joel Markowitz 
 from www.dctheatrescene.com 



 3 

 

�

����
 �����������!�"�����#��$��

When Franklin Delano Roosevelt was inaugu-
rated as this country’s thirty-second president 
in 1933, the country was in economic dire 
straits.  The Great Depression had left fully 
one-quarter of America’s laborers unem-
ployed, hundreds of thousands of people 
homeless and many banks in the position of 
collapsing or being forced to close.  The wide-
spread poverty had cast a pall of hopelessness 
over the country.  The morale of the nation had 
sunk so low it was hard to imagine that it 
could bounce back.  Roosevelt, however, had a 
plan to restore both the economic and spiritual 
health of the nation.  His plan involved invest-
ing in the citizens of the nation, declaring in 
his inaugural address, “the measure of the res-
toration [of our nation] lies in the extent to 
which we apply social values more noble 
than mere monetary profit.” 
Roosevelt’s comprehensive recovery plan 
was known as the New Deal.  The New Deal 
was a multipart economic stimulus package, 
designed to get the nation back on track.  
Despite an attempted filibuster by a conser-
vative U.S. Senate, who believed that the 
key to economic recovery lay in tightening 
our belts rather than increased government 
spending, on April 8, 1935, the United States 
Congress passed the Emergency Relief Ap-
propriation Act, which made good on Presi-
dent Roosevelt’s belief in stimulating the 
nation’s economy by investing in its people. 
The most important accomplishment of the 
Emergency Relief Appropriation Act was the 
creation of the Works Progress Administration 
(WPA).  This government agency hired unem-
ployed Americans and put them to work on a 
wide variety of government projects.  Many of 
these were infrastructural projects.  In fact, 
under the WPA, more than 600,000 miles of 
roads were constructed, more than 124,000 
bridges were built or repaired, more than 
125,000 public buildings were erected or re-
furbished, more than 8,000 parks were created 
or revitalized, and more than 850 airport run-
ways were laid or improved.   
In addition to these projects that employed 
traditionally working-class individuals, the 

WPA created jobs for artists, actors, academ-
ics and musicians.  The Federal Arts Project 
(FAP) paid visual artist to catalogue art, teach 
art classes and paint murals in public build-
ings across the United States.  The Federal 
Theatre Project (FTP) hired actors and direc-
tors to bring live theatre productions to towns 
and cities throughout the country.  The Fed-
eral Writers Project (FWP) hired individuals 
to compile the histories of many of the na-
tion’s communities.  The Federal Music Pro-
ject (FMP) paid musicians to provide free and 
low-cost concerts to the public, music lessons 
for poor adults, music appreciation programs 
for children and training for music teachers. 
Under the WPA’s cultural programming, a 

resurgence of interest in American folklore, 
music and history ensued.  When Charles 
Seeger became deputy director of the Fed-
eral Music Project in 1937, the project began 
to promote a wide variety of American mu-
sic, rather than just limiting it to “highbrow” 
music by a select group of composers.  The 
project promoted recreational music and folk 
music, and sponsored fieldwork on folk mu-
sic, mostly throughout the South and the 
Appalachian Mountain area where, despite 
terrible rural poverty, there was a vital and 
rich folk music tradition.  Further, the FMP 
helped bring about social change by hiring 
many women and placing them in charge of 

arts projects which, in that day and age, was 
truly progressive. 
Through the efforts of the WPA, a wealth of 
cultural material was funneled into the Library 
of Congress, to preserve this nation’s cultural 
history.  It was because of President Franklin 
Delano Roosevelt’s vision that, in this time of 
America’s greatest need, people were put back 
to work, in more than 1.4 million projects em-
ploying 8.5 million people.  Perhaps more im-
portantly, though, the WPA provided a sense 
of self-worth and cultural identity to many 
who, not long before, had felt worthless and 
forgotten.  These were the social values FDR 
spoke of in his inaugural address, and the 
promise he made good on during his tenure in 
office. 

�
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John Avery Lomax (1867- 1948) was an American teacher, a 
pioneering musicologist and folklorist who did much for the 
preservation of American folk songs. 
John Lomax was born September 23, 1867.  He grew up in cen-
tral Texas on his family’s farm. The cowboy songs he was ex-
posed to during his childhood influenced what would later be-
come his career and his legacy. About 1876, the nine-year-old 
Lomax met and became close friends with Nat Blythe, a former 
slave who had just been hired as a farmhand by James Lomax. 
The friendship, "which perhaps gave my life its bent," lasted 
three years, and was crucial to Lomax's early development.  Lo-
max, whose own schooling was sporadic because of the heavy 
farm work he was forced to do, taught Blythe to read and write, 
and Blythe taught Lomax songs like "Big 
Yam Potatoes on a Sandy Land" and dance 
steps like "Juba."  
He attended Granbury College, after which 
he worked as a teacher until he entered the 
University of Texas at Austin, majoring in 
English literature, undertaking almost a dou-
ble course load (including Greek, Latin and 
Anglo Saxon) and graduating in two years. 
In his memoir, Adventures of a Ballad 
Hunter, Lomax recounts how he had arrived 
at the University of Texas with a roll of 
cowboy songs he had written down in child-
hood. He showed them to an English profes-
sor, Morgan Callaway, only to have them 
discounted as "cheap and unworthy," 
prompting Lomax to take the bundle behind 

the men’s dor-
mitory and 
burn it. His 
interest in 
folksongs 
thus re-
buffed, 
Lomax 
focused his 
attentions 
on more 

acceptable 
academic pur-
suits. In 1903, 
he accepted an 

offer to teach English at Texas A&M University beginning in 
September.  In the meantime, Lomax decided to enroll at the 
University of Chicago for a summer course. Upon his return to 
Texas he became engaged to Miss Bess Brown and they married 
on June 9, 1904, in Austin. The couple settled down at College 

Station near the A&M campus. Their first 
child, Shirley, was born on August 7, 1905.  
In 1906, Lomax attended Harvard Univer-
sity as a graduate student, studying under 
Barrett Wendell and George Lyman Kit-
tredge, two renowned scholars who actively 
encouraged his interest in cowboy songs. 
Harvard, in fact, was the center of American 
folklore studies (then viewed as a subsidiary 
of English literature, itself a novel field of 
scholarship in comparison with the more 
traditional study of rhetoric focused on clas-
sical languages and geared to preparing 
lawyers and clergy).  It was Kittredge who 
pioneered modern methods of ballad study, 
and who encouraged collectors to get out of 
their armchairs and library halls and to get 
out into the countryside to collect ballads 
first hand. When he met John Lomax in 
1907, this was what he encouraged him to 
do; the cowboy songs Lomax had been 

writing down were glimpses into a whole new world, and Lomax 
should follow up on his work. "Go and get this material while it 
can be found," he told the young Texan. "Preserve the words and 
music. That's your job."  
Soon after his return to Austin, John Lomax's son, John, Jr., was 
born, on June 14, 1907. Galvanized by Kittredge's advice and 
support, Lomax had begun collecting cowboy songs and ballads.  
In June 1910, Lomax accepted an administrative job at the Uni-
versity of Texas as "Secretary of the University Faculties and 
Assistant Director of the Department of Extension." In Novem-
ber 1910, the result of his collecting labors, the anthology, Cow-
boy Songs and Other Frontier Ballads, was published by Sturgis 
and Walton, with an introduction by President Theodore Roose-
velt. Among the songs included were "Jesse James," "The Old 
Chisholm Trail," "Sweet Betsy From Pike," and "The Buffalo 
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Skinners.” From the first, John Lomax insisted on the 
inclusiveness of American culture. Some of the most fa-
mous songs in the book — "Git Along Little Dogies," 
"Sam Bass," and "Home on the Range" — were credited 
to black cowboy informants. 
Cowboy Songs and Other Frontier Ballads emerged as a 
major collection of Western songs and had a profound 
effect on other folk song students.  Its success transformed 
John A. Lomax into a nationally known figure.  Around 
the same time, Lomax co-founded the Texas Folklore 
Society.  He then used his prestige as a nationally-known 
author to travel the country raising money for folklore 
studies and to establish other state folklore societies. His 
lectures on cowboy songs, ballads and poetry took him all 
across the eastern United States.   Lomax's abiding inter-
est in African-American folklore was also in evidence, for 
he had plans to publish another book containing black folk 
songs within a year. Although the book failed to material-
ize, he did publish (in the Journal of American Folklore, 
December 1912) "Stories of an African Prince," a collec-
tion of sixteen African stories, which he had obtained 
through his correspondence with a young Nigerian stu-
dent, Lattevi Ajayi.  In 1912, with the backing of Kit-
tredge, John A. Lomax was elected president of the 
American Folklore Society.  
His second son and third child, Alan, was born on January 
15, 1915. In time, Alan Lomax would prove a worthy 
successor to his father. A second daughter, Bess, was born 
in 1921, and she too had a distinguished career, both as a 
performer and teacher. 
In 1917 Lomax lost his job at the university as the result 
of a political battle between the Texas Governor and the 
University President. Lomax moved to Chicago and took 
a job working at a bank.  He continued to work in banking 
until the Dallas bank at which Lomax then worked, failed.  
Around this same time, Lomax's beloved wife Bess 
Brown died at the age of fifty, leaving four children (the 
youngest, Bess, only ten years old).  In debt and unem-
ployed and with two school-age children to support, the 
sixty-five year old went into a deep depression. In hopes 
of reviving his father's spirits, his oldest son, John Lomax, 
Jr. encouraged him to begin a new series of lecture tours. 
They took to the road, camping out by the side of the road 
to save money, with John, Jr. (and later Alan Lomax) 
serving the senior Lomax as driver and personal assistant. 
In June 1932, they arrived at the offices of the Macmillan 
publishing company in New York.  Here Lomax proposed 
his idea for an anthology of American ballads and folk-
songs, with a special emphasis on the contributions of 
African Americans. It was accepted. In preparation he 
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traveled to Washington to review the holdings in the Archive of 
American Folk Song of the Library of Congress. Lomax found 
the recorded holdings of the Archive woefully inadequate for his 
purposes. He therefore made an arrangement with the Library 
whereby it would provide recording equipment, obtained for it 
by Lomax through private grants, in exchange for which he 
would travel the country making field recordings to be deposited 
in the Archive 
of the Library, 
then the major 
resource for 
printed and 
recorded mate-
rial in the 
United States. 
Thus began a 
ten-year rela-
tionship with 
the Library of 
Congress that 
would involve 
not only John 
but the entire 
Lomax family, including his second wife, Ruby Terrill Lomax, 
Professor of Classics and Dean of Women at the University of 
Texas, whom he married in 1934. All four of John’s children 
assisted with his folksong research and with the daily operations 
of the Archive. 
Lomax set out in June 1933 on the first recording expedition 
under the Library’s auspices, with Alan Lomax (then eighteen 
years old) in tow. Then, a disproportionate percentage of African 
American males were held as prisoners. They toured Texas 
prison farms recording work songs, reels, ballads, and blues 
from prisoners such as James "Iron Head" Baker, Mose "Clear 
Rock" Platt, and Lightnin’ Washington. In July 1933, they ac-
quired a state-of-the-art, 315 pound acetate phonograph disk 
recorder. Installing it in the trunk of his Ford sedan, Lomax soon 
used it to record, at the Louisiana State Penitentiary at Angola, a 
twelve-string guitar player by the name of Huddie Ledbetter, 
better known as "Lead Belly," whom they considered one of 
their most significant finds.   The following year (in July 1934), 
they visited Angola once again. This time Lead Belly begged 
them to make a recording of a song he had written to take to the 
Governor requesting parole, which they did. In September 1934, 
Lead Belly wrote to Lomax requesting employment, since he 
needed to have a job in order not to be sent back to prison. At the 
urging of John, Jr., Lomax engaged Lead Belly as his driver and 
assistant and the pair traveled the South together collecting folk 
songs for the next three months. Then, in December 1934, Lead 

Belly famously performed, illustrating John Lomax's scheduled 
lecture of folk songs at a smoker and sing-along held at the na-
tional MLA meeting in Philadelphia. The result was a sensation 
and the rest is history. After his three-months as a performer 
illustrating John A. Lomax's lectures, Lead Belly went on to a 
fifteen-year career as an independent artist, championed and 
assisted by Alan Lomax. 
John A. Lomax’s contribution to the documentation of American 
folk traditions extended beyond the Library of Congress Music 
Division through his involvement with two agencies of the 
Works Progress Administration. In 1936, he was assigned to 
serve as an advisor on folklore collecting for both the Historical 
Records Survey and the Federal Writers' Project. As the Federal 
Writers' Project's first Folklore Editor, Lomax also directed the 
gathering of ex-slave narratives and devised a questionnaire for 
project fieldworkers to use.  The WPA project to interview for-
mer slaves assumed a form and a scope that bore Lomax's im-
print and reflected his experience and zeal as a collector of folk-
lore. His sense of urgency inspired the efforts in several states. 
And his prestige and personal influence enlisted the support of 
many project officials, particularly in the deep South, who might 
otherwise have been unresponsive to requests for materials of 

this type. Lomax's instruc-
tions to interviewers em-
phasized the necessity of 
obtaining a faithful account 
of the ex-slave's version of 
his or her experience. "It 
should be remembered that 
the Federal Writers' Project 
is not interested in taking 
sides on any question. The 
worker should not censor 
any materials collected 
regardless of its nature." 
Lomax constantly reiterated 
his insistence that the inter-
views be recorded verba-
tim, with no holds barred. 
In his editorial capacity he 

closely adhered to this dictum.  
Lomax died of a stroke in January 1948, at age 79. On June 15 
of that year, Lead Belly gave a concert at the University of 
Texas, performing children's songs such as "Skip to my Lou" 
and spirituals (performed with his wife Martha) that he had first 
sung years before for the late collector. In 2010, John A. Lomax 
was inducted into the Western Music Hall of Fame for his contri-
butions to the field of cowboy music. 
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Born January 15, 1888, on the Jeter Plantation near Moor-
ingsport, Louisiana, Huddie William Ledbetter became in-
terested in music when he was five years old. His uncle Ter-
rell gave him his first instrument, an accordion.  He took up 
the guitar in 1903, which together with his singing and danc-
ing soon had him playing parties in Mooringsport. The next 
year Ledbetter, known as a "musicianer" for his instrumental 
prowess, began to prowl St. Paul's Bottom, a notorious red 
light district in Shreveport, Louisiana. Ledbetter was ex-
posed to a variety of mu-
sic on Fannin Street, a 
row of saloons, brothels, 
and dance halls in the 
Bottoms. Between 1906 
and 1908 he drifted 
through Louisiana, hear-
ing Jelly Roll Morton at a 
Rampart Street dive in 
New Orleans, before ar-
riving in Dallas, Texas. 
In 1908, Huddie suffered 
a serious illness and re-
turned to his parents' 
home in Louisiana. Two 
years later he was back in 
Dallas and had acquired a 
twelve-string guitar. In 
1912, Ledbetter adopted 
the working name 
“Leadbelly” and took up 
with Blind Lemon Jeffer-
son, a blind singer/guitarist who would become the 
most commercially successful bluesman of his time. 
The partnership lasted perhaps five years, exposing 
Leadbelly to a variety of blues that he would incorpo-
rate into his work. His twelve-string cut through the 
crowd noise at dances and provided the perfect coun-
terpart to his high, clear vocals. 
Leadbelly began to have serious troubles with the law 
beginning in 1915, and by the following year he was 
an escaped criminal living under the alias of Walter 
Boyd.  Leadbelly shot and killed Will Stafford in De-
cember 1917, while on the run from the law. He was 
quickly arrested, convicted, and sentenced to Shaw 
State Prison in Huntsville, Texas. Leadbelly spent the 

majority of the next seven years in the Texas penal system, 
becoming a legend for his labor ability and his singing. 
While in prison, he sang a ballad for Governor Pat Neff in 
January 1924, begging for a pardon that was granted a year 
later in one of Neff's last official acts. Soon after his release, 
Leadbelly first heard blues records by Bessie Smith, his 
friend Blind Lemon, and Big Bill Broonzy. He soon incorpo-
rated these songs into his repertoire, recasting them as his 
own. Leadbelly lived in Shreveport and Houston from 1925 

to 1930 but, unlike Blind 
Lemon Jefferson, the 
Memphis Jug Band, and 
Jim Jackson, who all had 
hit records during this 
period, he did not make 
commercial recordings. 
Leadbelly was arrested 
for attempted homicide in 
1930 and was sent to the 
notorious Angola Prison, 
the state penitentiary of 
Louisiana. Huddie played 
his guitar on Sundays and 
in his spare time while 
imprisoned, gaining 

popularity with 
prisoners, 
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guards, and Warden L. A. Jones. When folklorist John Lomax 
arrived at Angola with his son Alan in July 1933 to record 
"Negro work songs" for the Library of Congress, Warden Jones 
recommended Leadbelly. The Lomaxes were so impressed with 
Leadbelly's ability that they returned a year later to record him 
again, several months before his release for "good time." After 
his release, Leadbelly wrote to John Lomax requesting a job.  
John Lomax took him on, and Leadbelly accompanied them to 
other prisons around the South, helping with the recording 
equipment and demonstrating to the prisoners, with impromptu 
concerts, the type of songs they were interested in recording. The 
prisons included state work farms in Pine Bluff, Tucker, and 
Gould, Arkansas, where Leadbelly first heard "Rock Island 
Line.” 
Then, in December 1934, Leadbelly famously performed, illus-
trating John Lomax's scheduled lecture of folk songs at a smoker 
and sing-along held at the national MLA meeting in Philadel-
phia. The result was a sensation and the rest is history. After his 
three-months as a performer illustrating John A. Lomax's lec-
tures, Lead Belly went on to a fifteen-year career as an inde-
pendent artist, championed and assisted by Alan Lomax.  He 
made his first commercial recordings for the ARC label in Janu-
ary 1935 and recorded the majority of his work in New York 
City over the next fourteen years. Leadbelly became a symbol of 
the burgeoning "folk movement" during the late 1930s and 
1940s, recording and entertaining until his death. 

Leadbelly died on December 6, 1949, in New York City and is 
buried in the Shiloh Baptist Church graveyard near Moorings-
port. 
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A prison farm is 
a large correctional facility where 
hard labor convicts are put to 
economical use in a 'farm' (in the 
wide sense of a productive unit), 
usually for manual labor, largely 
in open air, such as in agriculture, 
logging, quarrying, etc.  Its his-
torical equivalent on a very large 
scale was called a penal colony. 
The agricultural goods produced 
by prison farms are generally 
used primarily to feed the prison-
ers themselves and other wards of 
the state (residents of orphanages, 
asylums, etc.), and secondarily, to 
be sold for whatever profit the 
state may be able to obtain. 
In addition to being forced to 
labor directly for the government 
on a prison farm or in a penal 
colony, inmates may be forced to 
do farm work for private enter-
prises by being farmed out 
through the practice of convict 
leasing to work on private agri-
cultural lands or related industries 
(fishing, lumbering, etc.). The 
party purchasing their labor from 
the government generally does so 
at a steep discount from the cost 
of free labor. 

Depending on the prevailing doc-
trine on judicial punishment and 
penal harm, psychological and/or 
physical cruelty may be a con-
scious intent of prison farm labor, 
and not just an inevitable but 
unintended collateral effect. 
Convicts may also be leased or 
enslaved for non-agricultural 
work, either directly to state enti-
ties, or to private industry. For 
example, prisoners may make 
license plates under contract to 
the state Department of Motor 
Vehicles, or may perform data 
processing for outside firms. 
However, these practices tend to 
be referred to as prison industries 
rather than prison farming. 
The 13th Amendment to the 
United States Constitution, which 
ended slavery, specifically per-
petuated the concept of "penal 
servitude" — i.e., unfree labor as 
a punishment for a crime. 
Britain had a long history of pe-
nal servitude even prior to the 
passage of the Penal Servitude 
Act of 1853, and routinely used 
convict labor to settle its con-
quests, either through penal colo-

nies or by selling convicts to set-
tlers to serve as a slave for a term 
of years as indentured servants. 
This type of penal institution has 
mainly been implanted in rural 
regions of vast countries, often 
with a tradition of physical pun-
ishment, such as the Deep South 
of the United States and Canada. 
For instance, the 1911 Encyclo-
paedia Britannica reported on the 
North Carolina penal system 
(which at the time still openly 
separated inmates by race): 
"The state prison is at Raleigh, 
although most of the convicts are 
distributed upon farms owned 
and operated by the state. The 
lease system does not prevail, but 
the farming out of convict labor 
is permitted by the constitution; 
such labor is used chiefly for the 
building of railways, the convicts 
so employed being at all times 
cared for and guarded by state 

officials. A reformatory for white 
youth between the ages of seven 
and sixteen, under the name of 
the Stonewall Jackson Manual 
Training and Industrial School, 
was opened at Concord in 1909, 
and in March 1909 the Foulk 
Reformatory and Manual Train-
ing School for negro youth was 
provided for. Charitable and pe-
nal institutions are under the su-

pervision of a Board of Public 
Charities, appointed by the gov-
ernor for a period of six years, the 
terms of the different members 
expiring in different years. Pri-
vate institutions for the care of 
the insane, idiots, feeble-minded 
and inebriates may be estab-
lished, but must be licensed and 
regulated by the state board and 
become legally a part of the sys-
tem of public charities." 
 

Though the prison farms of the 
American South were notorious 
for their cruelty and corruption, 
northern states also have a tradi-
tion of prison farming. In 21st-
century Illinois, several prisons 
continue to run farms to produce 
food for wards of the state, in-
cluding the prisoners themselves. 
The 1911 Britannica also re-
ported that the state of Rhode 
Island had a farm of 667 acres in 
the southern part of Cranston 

City housing (and presumably 
taking labor from) "the state 
prison, the Providence county 
jail, the state workhouse and the 
house of correction, the state 
almshouse, the state hospital for 
the insane, the Sockanosset 
school for boys, and the Oaklawn 
school for girls, the last two be-
ing departments of the state re-
form school." 
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What is Musicology? 
Musicology is the scholarly study of music. The word is used in narrow, broad and intermediate 
senses. In the narrow sense, musicology is confined to the music history of Western culture. In the in-
termediate sense, it includes all relevant cultures and a range of musical forms, styles, genres and tradi-
tions. In the broad sense, it includes all musically relevant disciplines and all manifestations of music 
in all cultures.  
In the broad definition, the parent disciplines of musicology include history; cultural studies and gen-
der studies; philosophy, aesthetics and semiotics; ethnology and cultural anthropology; archeology and 
prehistory; psychology and sociology; physiology and neuroscience; acoustics and psychoacoustics; 
and computer/information sciences and mathematics. Musicology also has two central, practically ori-
ented sub-disciplines with no parent discipline: performance practice and research, and the theory, analysis and composition of 
music. The disciplinary neighbors of musicology address other forms of art, performance, ritual and communication; linguistics, 
literature and theater; religion and theology; and sport. Musical knowledge and know-how are applied in medicine, education and 
music therapy, which may be regarded as the parent disciplines of Applied Musicology. 
Traditionally, historical musicology has been considered the largest and most important sub-discipline of musicology. Today, his-
torical musicology is one of several large sub-disciplines, historical musicology, ethnomusicology, and systematic musicology 
being approximately equal in size.  

The American  
Musicological Society 
(AMS) 
The American Musico-
logical Society was founded in 1934 as a non-profit organization to advance 
"research in the various fields of music as a branch of learning and scholarship." In 
1951 the Society became a constituent member of the American Council of Learned 
Societies. At present, 3,300 individual members and 1,200 institutional subscribers 
from forty nations are on the rolls of the Society.  
The Society is governed by a Board of Directors, elected by the membership at 
large, consisting of six directors-at-large and five officers. An elected Council of 
sixty regular members and thirty student members advises the Board of Directors 
concerning the general policies of the Society.  
To fulfill its declared purpose and to create a community of scholars, the AMS con-
ducts a variety of enterprises. From the very beginning the Society has held annual 
meetings. These consist of the presentation of scholarly papers relevant to the field, 
study sessions, panel discussions and forums on a variety of topics. Concerts, exhib-
its, and social and business functions engage the time and interests of members be-
yond the scholarly sessions. The meetings are held in metropolitan centers from 
coast to coast in both the U.S. and Canada.  
In addition to its formal association with the American Council of Learned Socie-
ties, the AMS cooperates with the International Musicological Society, the Music 
Library Association, the Society for Music Theory, the Society for Ethnomusicol-
ogy, the Society for American Music, and the College Music Society in undertak-
ings of common interest. Joint meetings with one or more of these societies are held 
from time to time. In 1948 the Journal of the American Musicological Society was 
established.  It is published three times a year and contains articles, book reviews, 
and scholarly communications. By giving permanent form to the best in musicologi-
cal research, the journal makes manifest the growth and vitality of the profession 
and reflects the scholarly interests of members.  
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What is Ethnomusicology? 
Ethnomusicology, formerly comparative musicology, is the study of music in its cultural context. 
It is often considered the anthropology or ethnography of music.  Ethnomusicology encompasses 
the study of music-making throughout the world, from the distant past to the present. Ethnomusi-
cologists explore the ideas, activities, instruments, and sounds with which people create music. It 
has been called the study of "people making music." Although it is most often concerned with the 
study of non-Western musics, it also includes the study of Western music from an anthropological 
or sociologIcal perspective, cultural studies and sociology as well as other disciplines in the social 
sciences and humanities. Though some ethnomusicologists primarily conduct historical studies, 
the majority are involveod in long-term participant observation. Therefore, ethnomusicological 
work can be characterized as featuring a substantial, intensive ethnographic component.  
European and Chinese classical musics, Cajun dance, Cuban son, hip hop, Nigerian juju, Javanese 
gamelan, Navajo ritual healing, and Hawaiian chant are a few examples of the many varieties of 
music-making examined in ethnomusicology. Ethnomusicology is interdisciplinary—many ethno-
musicologists have a background not only in music but in such areas as anthropology, folklore, 
dance, linguistics, psychology, and history. 
Ethnomusicologists generally employ the methods of ethnography in their research. They spend 
extended periods of time with a music community, observe and document what happens, ask 
questions, and sometimes learn to play the community’s types of music. Ethnomusicologists may 
also rely on archives, libraries, and museums for resources related to the history of music tradi-
tions. Sometimes ethnomusicologists help individuals and communities to document and promote 
their musical practices. 
Most ethnomusicologists work as professors at colleges and universities, where they teach and carry out research. A significant 
number work with museums, festivals, archives, libraries, record labels, schools, and other institutions, where they focus on in-
creasing public knowledge and appreciation of the world’s music. 

The Society for Ethnomusicology (SEM) 
The Society for Ethnomusicology was founded in 1955 to promote the research, 
study, and performance of music in all historical periods and cultural contexts.  
SEM is a U.S.-based organization with an international membership of over 1800 
individuals dedicated to the study of all forms of music from diverse humanistic and 
social scientific perspectives. They examine music as central to human experience 
throughout space and time, and explore its profound relationship to cognition, emo-
tion, language, dance, visual arts, spiritual belief, social organization, collective 
identity, politics, conflict and peace, economics, the physical body, and mental 
health. Through SEM programs and the work of its individual members, SEM seeks 
to advance academic and public understanding and appreciation of music as a cul-
tural phenomenon of unlimited variety and as a resource that is fundamental to the 
wellbeing of individuals and communities.  
SEM’s individual members include scholars, teachers, students, performers, media 
professionals, museum specialists, archivists, librarians, and administrators from 
such disciplines as musicology, anthropology, folklore, cultural studies, ethnic and 
area studies, acoustics, and music education. In addition, they have more than 900 
institutional members, consisting primarily of libraries.  
SEM holds an annual meeting that attracts over 1000 participants. This meeting 
features scholarly presentations and discussions, films, workshops, concerts, and the 
award of prizes for outstanding work in ethnomusicology. SEM’s ten regional chap-
ters also hold annual conferences. 
SEM publishes Ethnomusicology, one of the leading journals in the field, and the 
SEM Newsletter. Their website offers a variety of resources related to ethnomusicol-
ogy, as well as information about the Society. 
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� Lorenzo Dow Turner, an African-American academic and linguist, was born in Elizabeth City, 
North Carolina on August 21, 1890.  Turner was the youngest of four sons of Rooks Turner and 
Elizabeth Freeman. His father completed his masters degree at Howard University, although he 
had not begun first grade until he was twenty-one years old. His mother gained the education 
allowed to black women at the time (six years). Two of Turner's brothers earned degrees in 
medicine and law. Turner's family's strong emphasis on education inspired him and helped him 
achieve academic success. 
Turner earned a master's degree from Harvard and a Ph.D. in English literature from the Univer-
sity of Chicago. He taught at Howard University from 1917 to 1928, and during his last eight 
years, he served as Head of the English Department.  From 1929 to 1946 Turner served as Head 
of the English Department at Fisk University. There he designed the curriculum for the African 
Studies Program. 
When Franklin Delano Roosevelt’s New Deal brought about the Works Progress Administration 
and with it a resurgence of interest in American folklore, music and history, much of which was 
being captured and preserved by the Library of Congress, it created possibilities and opportuni-
ties that had not previously existed.  Lorenzo Dow Turner used this opportunity to research Afri-
can American music and folklore, with a particular focus on tracing the origins of black Ameri-
can culture. 
Turner was primarily interested in studying the Gullah people, a close-knit subset of the African 
American community in the coastal south, centered in the Carolinas, but extending into Georgia 
and Florida.  These coastal peoples shared common traditions and folklore, and a particular dia-
lect that seemed common to this group.  Being a linguist, Dr. Turner was especially interested in 
the dialect, and the strong African influence he detected in their language.  His twenty years of 
research in this area culminated in the publication of his book, Africanisms in the Gullah Dialect. 
In the course of his research into the connection between the Gullah culture and their African 
ancestry, Turner found that singing and storytelling, passed down among the women in particu-
lar, seemed to carry distinguishing cultural characteristics.  Accompanied by musicologist Lydia 
Harris, Turner recorded songs from some of the women in this community.  These songs were 
really just bits and pieces of things that the women remembered, with maybe a word or two that 
sounded African, and the meaning of these words and songs had been lost to these women.  
Turner enlisted the assistance of a graduate student researcher named Solomon Coker.  Coker 
listened carefully to the wire recordings Turner had collected and, in doing so, recognized words 
from his own Mende language.  Here was the glimmer of a connection between the Gullahs and 
their ancestors in West Africa. 
Then, in 1931, in Harris Neck, Georgia, a small fishing village near Savannah, Dr. Turner met 
Amelia Dawley.  Dawley was born in 1881.  Her ancestors had worked the rice plantations of the 
coastal south and her family had settled in the area after emancipation.  She felt connected to the 
culture and the community, and remained in the region all her life.  What’s more, Amelia Daw-
ley had a song that she had learned as a child.  She didn’t know the meaning of the words, nor 
the name of the language in which it was sung – only that she’d learned it from her grandmother, 
and sung it all her life.  Dr. Turner recorded this song and, upon consultation with Solomon 
Coker, confirmed its African origins, as it contained words in the Mende language. 
Lorenzo Dow Turner’s research was some of the most significant work that had been done con-
necting an African American community with its cultural ancestry across the Atlantic Ocean.  
For the first time, there was evidence of a link to a specific African peoples.  For, while black 
Americans knew that their ancestors had arrived in the U. S. on slave ships, they had, in most 
cases, forcibly relinquished ties to the rich cultural heritage that bound them to their ancestors in 
Africa.  Dr. Turner’s work served to reconnect these severed ties. 
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Despite the importance of the work Dr. Lorenzo Dow Turner 
completed in documenting the history of the Gullah, and trac-
ing their linguistic origins back to the Mende people of Sierra 
Leone, particularly through the recording of the song that 
Amelia Dawley had remembered from her grandmother, his 
work lay relatively dormant for over forty years.  Then, in the 
1980s, a researcher by the name of Joseph Opala, who had 
worked with Sierra Leonian farmers during his time in the 
Peace Corps, became interested in the impact of rice as a 
commodity crop and its effect on the slave trade.  He knew 
that skilled laborers were needed to cultivate the crop in the 
west, and so he followed the archives of sale from Sierra 
Leone, particularly from the slave fortress on Bunce Island, 
to ports in North Carolina and Georgia. 
In 1989, Joseph 
Opala rediscovered 
the recordings that 
Dr. Turner had made 
of Amelia Dawley 
singing, and the lec-
tures he gave that 
made the linguistic 
connection between 
the Gullah and their 
ancestors on the 
“windward coast” of 
Africa.  In an effort 
to pick up where 
Turner had left off, 
Joseph Opala went 
to Harris Neck, 
Georgia in search of 
people who might 
remember the song that Turner had recorded Amelia Dawley 
singing.    In the intervening years, however, the federal gov-
ernment had built an air base on the island, and members of 
the Harris Neck community had scattered.  Fortunately, a 
Gullah native by the name of Lauretta Sams knew the where-
abouts of Mary Moran, Amelia Dawley’s only surviving 
child.  As luck would have it, Mary Moran remembered her 
mother’s song.   
Opala then recorded Moran singing the song.  Drawing on 

Turner’s work documenting the connection (as verified by 
Solomon Coker) between some words in the song and the 
Mende language, Opala engaged the efforts of Tazieff 
Koroma, a linguist in Sierra Leone, to help translate the song 
into modern Mende.  Opala shared the translation, of what 
was clearly a funeral hymn, with Moran.  Moran had no idea 
about the song’s significance.  “I just thought it was a little 
something to dance by,” she said.  “I did not know that it was 
a funeral hymn.  Probably if I’d known, I never would have 
danced to that little old song, but I didn’t know no better.  My 
mother didn’t know what it was herself.  That was the way 
my grandmother taught it to her.  She taught it to us.”  And, 
indeed, Moran had taught the song to her own children and 
grandchildren. 

Opala returned 
to Sierra Leone, 
in search of any-
one who might 
recognize the 
song.  Accompa-
nied by Koroma 
and ethnomusi-
cologist Cynthia 
Schmidt, the 
team travelled 
around from 
village to village 
withing the Puje-
hun province, 
the area in which 
Koroma indi-
cated speakers of 
the particular 

Mende dialect identified in the song would have lived.  They 
played the song to elders in each village.  Though the villag-
ers listened intently, no one recognized the song.  Opala and 
Koroma were tremendously disheartened, and assumed that 
the song had simply been lost forever.  And so, they called 
off the search.  Cynthia Schmidt, however, decided to con-
tinue the search on her own, and tried one more location – the 
village of Senehun Ngola – just outside the border of the Pu-
jehun district in which they had been searching.  Schmidt 
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played the recording for some village women and, to her amazement, they began to 
sing along.  The connection had been made. 
It was a funereal song, part of a ritual called Tenjami, sung to gather the community 
together to help the departed “cross the river.”  It was a burial rite passed down among 
the women in the community, as it was the women who were responsible for ceremo-
nies surrounding birth and death.  Bendu Jabati, one of the women who recognized 
the song, had learned it from her grandmother, who had taught her not only the song 
itself, but how to sing it in the context of the Tenjami ceremony.  Further, not many 
women knew the song.  Her grandmother explained to her that if ever she found any-
one else who knew the song, she would know they were family. 
And so, in 1997, Mary Moran and her family travelled to Senehun Ngola, where she 
met Bendu Jabati.  Through song, the two could identify each other as family – reunit-
ing the kinship that had been torn apart by the slave trade so many years ago. Nabi 
Jah, the village’s 90 year-old chief, blind with age, called for the resurrection of a 
Tenjami ceremony for Mary Moran and her family.  When the chief was asked why 
this song would be preserved by women ripped from their homeland 200 years earlier, 
he said, “That song would be the most valuable thing she could take.  It could connect 
her to all her ancestors and to their continued blessings.”  He then quoted a Mende 
proverb, “You know who a person really is by the language they cry in.”  This impor-
tant story of reunion across continents and years, reuniting families torn apart by slav-
ery became a modestly produced documentary film entitled, The Languge You Cry In, 
produced and directed by Alvaro Toepke and Angel Serrano. 
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The Gullah peoples (or Geechee, as they are known in Charles-
ton, South Carolina) are a distinctive group of Black Americans 
from South Carolina and Georgia in the southeastern United 
States. They live in small farming and fishing communities 
along the Atlantic coastal plain and on the 
chain of Sea Islands which runs parallel to 
the coast. Because of their geographical 
isolation and strong community life, the 
Gullah have been able to preserve more of 
their African cultural heritage than any 
other group of Black Americans. They 
speak a creole language similar to Sierra 
Leone Krio, use African names, tell Afri-
can folktales, make African-style handi-
crafts such as baskets and carved walking 
sticks, and enjoy a rich cuisine based pri-
marily on rice. 
Indeed, rice is what forms the special link 
between the Gullah and the people of Si-
erra Leone. During the 1700s the Ameri-
can colonists in South Carolina and Geor-
gia discovered that rice would grow well 
in the moist, semitropical country border-
ing their coastline. But the American 
colonists had no experience with 
the cultivation of rice, and they 
needed African slaves who knew 
how to plant, harvest, and process 
this difficult crop. The white plan-

tation owners purchased slaves from 
various parts of Africa, but they greatly 
preferred slaves from what they called 
the "Rice Coast" or "Windward 
Coast"—the traditional rice-growing 
region of West Africa, stretching from 
Senegal down to Sierra Leone and Li-
beria. The plantation owners were will-
ing to pay higher prices for slaves from 
this area, and Africans from the Rice 
Coast were almost certainly the largest 
group of slaves imported into South 
Carolina and Georgia during the 18th 
century. 
The Gullah people are directly de-
scended from the slaves who labored on 
the rice plantations, and their language 
reflects significant influences from Si-
erra Leone and the surrounding area.  

As late as the 1940s, a Black American linguist found Gul-
lahs in rural South Carolina and Georgia who could recite 
songs and fragments of stories in Mende and Vai, and who 
could do simple counting in the Guinea/Sierra Leone dia-
lect of Fula. In fact, all of the African texts that Gullah peo-
ple have preserved are in languages spoken within Sierra 
Leone and along its borders. 
The connection between the Gullah and the people of Sierra 
Leone is a very special one. Sierra Leone has always had a 
small population, and Sierra Leonean slaves were always 

greatly outnumbered on the plantations by slaves from more 
populous parts of Africa—except in South Carolina and 
Georgia. The rice plantation zone of coastal South Carolina 
and Georgia was the only place in the Americas where Sierra 
Leonean slaves came together in large enough numbers and 
over a long enough period of time to leave a significant lin-
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guistic and cultural impact. While Nigerians may point to Brazil, 
Cuba, and Haiti as places where Nigerian culture is still evident, 
Sierra Leoneans can look to the Gullah of South Carolina and 
Georgia as a kindred people sharing many common elements of 
speech, custom, culture, and cuisine. 
South Carolina is about the same size as Sierra Leone and has a 
roughly similar geography and climate. There is the "Low Coun-
try" which consists of the Sea Islands, the swampy southern 
coastline, and a wide and fertile arc of coastal plain stretching up 
to a hundred miles in the interior. Beyond that is the 
"Upcountry," a region of rolling hills rising gradually to moun-
tains three thousand feet high in the far northwest. Much of the 
state is humid and semitropical with long, hot summers and mild 
winters and abundant rainfall reaching seventy inches in some 
areas. Three-fifths of the state is covered in forest, and a series of 
rivers flows down in parallel lines to the Atlantic coast. 
The first English-speaking settlement in South Carolina was es-
tablished on the coast in 1670. For the first thirty years the colo-
nists had little success, but by about 1700 they discovered that 
rice, imported from Asia, grew well in the inland valley swamps 
of the Low Country. Throughout the 1700s the economy of 
South Carolina was based overwhelmingly on the cultivation of 
rice. This product brought consistently high prices in England, 
and the colony prospered and expanded. Rice agriculture has 
been called "the best opportunity for industrial profit which 18th 

century America afforded." South Carolina became one of the 
richest of the North American Colonies; and Charlestown (now 
Charleston), its capital and principal port, one of the wealthiest 
and most fashionable cities in early America. Later, because of 
the extraordinary success in South Carolina, the rice plantation 
system was extended farther south into coastal Georgia, where it 
also prospered. 
The South Carolina planters were, at first, completely ignorant of 
rice cultivation, and their early experiments with this specialized 
type of tropical agriculture were mostly failures. They soon rec-
ognized the advantage of importing slaves from the traditional 
rice-growing region of West Africa, and they generally showed 
far greater interest in the geographical origins of African slaves 
than did planters in other North American colonies. The South 
Carolina rice planters were willing to pay higher prices for 
slaves from the "Rice Coast," the "Windward Coast," the 
"Gambia," and "Sierra-Leon"; and slave traders in Africa soon 
learned that South Carolina was an especially profitable market 
for slaves from those areas. When slave traders arrived in 
Charlestown with slaves from the rice-growing region, they were 
careful to advertise their origin on auction posters or in newspa-
per announcements, sometimes noting that the slaves were 
"accustomed to the planting of rice." Traders who arrived in 
Charlestown with slaves from other parts of Africa where rice 
was not traditionally grown, such as Nigeria, often found that 
their slaves fetched lower prices. In some cases, they could sell 
no slaves at all and had to sail away to another port. 
The South Carolina and Georgia colonists ultimately adopted a 
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system of rice culti-
vation that drew 
heavily on the labor 
patterns and techni-
cal knowledge of 
their African slaves. 
During the growing 
season the slaves on 
the rice plantations 
moved through the 
fields in a line, hoe-
ing rhythmically 
and singing work 

songs to keep in uni-
son. At harvest time the 

women processed the rice by pounding it in 
large wooden mortars and pestles, virtually 
identical to those used in West Africa, and 
then "fanning" the rice in large round win-
nowing baskets to separate the grain and 
chaff. The slaves may also have contributed to 
the system of sluices, banks, and ditches used 
on the South Carolina and Georgia rice planta-
tions. West African farmers traditionally culti-
vated local varieties of wet rice on the flood 
plains and dry rice on the hillsides. During the 
1500s the Portuguese introduced superior 
types of paddy rice from Asia, and travellers 
in the 1700s noted that West African farm-
ers—including the Temne of Sierra Leone—
were constructing elaborate irrigation systems 
for rice cultivation. In South Carolina and 
Georgia the slaves simply continued with 
many of the methods of rice farming to which 
they were accustomed in Africa. 
The Gullah people are the descendants of the 
slaves who worked on the rice plantations in South Carolina and 
Georgia. They still live in rural communities in the coastal re-
gion and on the Sea islands of those two states, and they still 
retain many elements of African language and culture. Anyone 
interested in the Gullah must ask how they have managed to 
keep their special identity and so much more of their African 
cultural heritage than any other group of Black Americans. The 
answer is to be found in the warm, semitropical climate of 
coastal South Carolina and Georgia; in the system of rice agri-
culture adopted there in the 1700s; and in a disease environment 
imported unintentionally from Africa. These factors combined 
almost three hundred years ago to produce an atmosphere of 
geographical and social isolation among the Gullah which has 
lasted, to some extent, up until the present day. 

The climate of coastal South Carolina and Georgia was excellent 
for the cultivation of rice, but it proved equally suitable for the 
spread of tropical diseases. The African slaves brought malaria 
and yellow fever which thrived on the swampy coastal plain and 
especially around the flooded rice plantations. The slaves had 
some inherited resistance to these tropical diseases, but their 
masters were extremely vulnerable. The white planters moved 
their houses away from the rice fields and adopted the custom of 
leaving their farms altogether during the rainy summer and au-
tumn months when fever ran rampant. The plantations were run 
on a day-to-day basis by a few white managers assisted, quite 
often, by certain talented and trusted slaves working as foreman 
or "drivers." The white population in the region stayed relatively 
low, but the importation of African slaves increased as the rice 

plantation system expanded and generated 
more and more profits. By 1708, there was a 
black majority in South Carolina, a unique 
situation among the North American Colo-
nies. A European arriving in Charlestown in 
the 1730s remarked that "Carolina looks more 
like a negro country than a country settled by 
white people." 
The Gullah slaves in coastal South Carolina 
and Georgia lived in a very different situation 
from that of slaves in other North American 
colonies. The Gullahs had little contact with 
whites. They experienced a largely isolated 
community life on the rice plantations, and 
their isolation and numerical strength enabled 
them to preserve a great many African cul-
tural traditions. By the early 1700s the Gullah 
slaves were already bringing together distinc-
tive language, rituals, customs, music, crafts, 
and diet drawing on the cultures of the vari-
ous African tribes they represented. The 

emergence of the 
Gullah was due, 
above all, to the 
isolation of black 
slaves in a disease 
environment hostile 
to whites and to 
their numerical pre-
dominance in the 
region—but another 
important factor was 
the continuing im-
portation of slaves 
directly from Af-
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rica, and especially from the rice-growing areas along the West 
Coast. The South Carolina and Georgia planters realized that the 
specialized nature of their crop required a constant influx of 
slaves born in Africa, not in the West Indies or in the neighbor-
ing colonies. So, a black community, already isolated from 
whites, was being 
constantly renewed by 
forced immigration 
from Africa. 
The isolation of the 
Gullah community 
lasted throughout the 
period of slavery and 
continued even after 
the U.S. Civil War 
(1860-65) and the 
emancipation of the 
slaves. The Gullahs 
on the mainland con-
tinued to work on the 
rice plantations as 
wage laborers after 
gaining their freedom, 
but the rice economy 
of South Carolina and 
Georgia collapsed 
after about 1890 due to competition with rice farmers farther 
west in Louisiana, Arkansas, and Texas. By 1900, the rice plan-
tations were all abandoned, and the fields were returning to 
swampland. The Gullah people were left in an area of little com-
mercial importance and of little interest to the outside world. On 
the Sea Islands, the rice and cotton plantations were abandoned 
after the Civil War, leaving the Gullahs there in one of the most 
geographically isolated regions in the United States. The first 
bridges were not built until the 1920s, and a decade later there 
were still adults on the islands who had never visited the U.S. 
mainland. But World War II and the great changes in American 
life since then have had a profound impact on the Gullah com-
munity. Many people have found economic opportunities out-
side the area, and return only occasionally for holidays and fam-
ily gatherings. The Gullah people are no longer as isolated, and 
there is increasing influence through the media of American 
popular culture. But the Gullah continue to regard themselves as 
a distinct community, and they continue to cherish their unique 
heritage. 
The Gullah still form a strong, cohesive community in South 
Carolina and Georgia. It is true that their isolation has been 
breaking down for the past forty years. Many have left the rural 
areas for jobs in the cities. Young people are attending univer-
sity and finding professional positions away from home. Televi-

sion, telephones, bridges, good roads, and ferries have come to 
the once, most remote parts of the Gullah area—and many "old-
fashioned" customs have been lost. But the Gullah still hold to 
their special identity, and they still take pride in their common 
heritage. Those who have moved away often return for family 
gatherings to expose their children to grandparents, to Gullah 
lore, and to the local life. Indeed, Gullah traditions still continue 
in many rural areas of coastal South Carolina and Georgia. In 
1979, representatives of the Summer Institute of Linguistics 
conducted a survey in the region to determine how many people 
still speak the Gullah language. To their amazement, they found 
over one hundred thousand Gullah speakers, of whom ten thou-
sand spoke only Gullah—no English at all. The Institute con-
cluded that the Gullah community and the Gullah language are 
viable and will continue to be so for the foreseeable future; and 
it has embarked on a ten-year project to devise a system of writ-
ing for Gullah, to translate the New Testament into Gullah, and 
to teach Gullah people to read and write their own language. 
The Gullah are also showing an increasing spirit of community 
service and self-help. There have been problems in recent years 
on the Sea Islands, once the most remote part of Gullah country, 
where land developers have made huge profits constructing 

tourist resorts, luxury housing, 
golf courses, and country clubs 
for wealthy people attracted to 

the mild climate 
and island scenery. 
Land values 
jumped from a few 
hundred dollars an 
acre to many thou-
sands; and some 
Gullah people, who 
sold their land, felt 
that they had not 
been paid the fair 
market value. But 
educated Gullahs 
have established 
Penn Center on the 
site of an early mis-
sion school on St. 
Helena Island, 
South Carolina. 

The Center is devoted to community service—to advising Gul-
lah people about their legal rights and the economic problems 
confronting them. The Center has also established a museum 
displaying Gullah arts and crafts, and has recently begun a pro-
ject to collect and preserve Gullah folklore and oral traditions. 
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Until quite recently, it was commonly believed that those who 
spoke Gullah were speaking what many termed broken Eng-

lish.  Few realized that this language is living evidence of a 
remarkable transformation that took place from Africa to Afri-

can American culture. People speaking Gullah is a testimony to one of the great 
acts of human endurance in the history of the world, the survival of African peo-
ple away from home. 
In the early times, slave holders and their visitors on the rice plantations often 
commented on the presence of the distinct language among the slave population. 
They had no idea that they were witnesses to a cultural phenomenon. Right be-
fore their eyes were the transformation, adaptation and persistence of a culture. 
During the times, our people came from different language and culture groups, 
and geographical regions. They were brought here to be the main labor force in 
the rice and cotton industries, responsible for the planting, hoeing, ditching, 
pounding, plowing, basket making, winnowing, picking, and threshing. It goes 
without saying 
that communica-
tion was neces-
sary for survival 
and execution. 
The language that 
we developed 
was born on Afri-
can soil as a pidgin, an auxiliary language. As is the case with pidgins, it was 
developed for communication purposes, spoken among various African groups 
in business transactions and intertribal affairs. By the height of the slave trade, 
pidgins were firmly placed among African groups. When different Africans were 
captured and housed together in West Coast holding cells, the pidgins spoken in 
freedom, became their method of communication in captivity. 
As time went on, the main auxiliary language combined the most prominent 
pidgins, other linguistics features and speech patterns common among them with 
the English words and vocabulary spoken to and about them by the master class. 
This creolization set the stage, on African soil, for what is now still spoken and 
called Gullah. It was sustained because of the large numbers of Africans on rice 
and Sea Island cotton plantations, the isolation that characterized the regions 
along the coast and the continued influx of pure Africans smuggled into these 
isolated areas after the slave trade was prohibited. 
The lanuage as it exists today still contains African words and language features 
that  can be traced to African groups today.  The absence of the verb to be, final 
t's , and the use of only two pronouns 'e ( he, she it) and onna (you, us, them)  
bears witness to the fact that what ever its history, the Gullah language has its 
own flavor, rules and regulations. 
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Between about 1750 and 1800, Bunce Island (also spelled 
"Bence," "Bense," or "Bance" at different periods) was one of 
the major slave trading operations on the Rice Coast of West 
Africa. Bunce Island is located in the Sierra Leone River about 
twenty miles above modern Freetown. It is a small island, only 
one-third of a mile long and uninhabited today, but in the days of 
the Atlantic slave trade it was an economically strategic point. 
Because Bunce Island was at the limit of navigability for ocean-
going vessels, it was the natural meeting place for European 
slave traders arriving in large sailing ships and African traders 
following the rivers down from the interior. As early as 1672 the 
Royal African Company of England established a commercial 
fort on Bunce Island, but that company was poorly managed and 
abandoned its operation. Then, about 1750, the London firm of 
Grant, Sargent, and Oswald took control of Bunce Island and 
made it into a commercial success. The London partners rebuilt 
the fort, established a shipyard, assembled a fleet of small ves-
sels to cruise the Rice Coast in search of slaves, and expanded 
the African work force. They also concentrated heavily on sup-
plying slaves to one particular market—Charlestown, South 
Carolina where local rice planters were eager to purchase slaves 
from Sierra Leone and the neighboring areas. 
Richard Oswald was the principal partner in the London firm 
that operated Bunce Island. About 1756, Oswald established a 
close personal and business relationship with Henry Laurens, 
one of the wealthiest rice planters and slave dealers in the Col-
ony of South Carolina. As Laurens' papers have been preserved 
by the South Carolina Historical Society (and recently pub-
lished), we can reconstruct the complicated business arrange-
ments between these two men. Oswald's agents at Bunce Island 
dispatched several ships a year to Charlestown, each containing 
between 250 and 350 slaves and goods such as ivory and cam-
wood (a red dyewood). Laurens advertised the slaves, then sold 
them at auction to local rice planters for a ten percent commis-
sion. He used the substantial earnings from the sale to buy lo-
cally produced Carolina rice which he sent to Oswald in London, 
together with the ivory and camwood, and often in the same ship 
that brought the slaves from Africa. If Oswald's ship were 
headed directly back to Sierra Leone, Laurens sometimes loaded 
ship building supplies such as masts, spars and plank-the prod-
ucts of South Carolina's forest industry. At times, the wealthy 
Laurens sent his own ship directly from Charlestown to Bunce 
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Island to obtain Sierra Leonean slaves for his expansive rice 
plantations in South Carolina and Georgia. In a letter to 
Oswald, Henry Laurens once noted that slaves from Bunce 
Island were "as advantageous as any" imported into South 
Carolina. 
The profitable slave trade connection between Oswald and 
Laurens—between Sierra Leone and South Carolina—was 
significant enough to affect the course of American history. 
During the Revolutionary War Henry Laurens served as 
President of the Continental Congress (the provisional gov-
ernment) and was later appointed American envoy to Hol-
land. Laurens was captured en route to his post by the British 
Navy and imprisoned in the Tower of London on a charge of 
high treason—the highest ranking American official ever 
captured during the Revolutionary War. Richard Oswald 
posted bail for his American business partner; and Laurens 
remained in London until the conclusion of the War, when 
he was freed in exchange for the British commander in 
North America. Laurens was then appointed as one of the 
four American Peace Commissioners who negotiated United 
States independence under the Treaty of Paris. But, amaz-
ingly, it was Richard Oswald who was named to head the 
British negotiating team, no doubt, because of his American 
business contacts and friendship with Laurens. United States 
independence was, thus, negotiated, at least in part, between 
a British slave trader with operations in Sierra Leone and his 
agent for rice-growing slaves in South Carolina. The slave 
trade connection, based on rice, had helped to boost both 
men into positions of wealth and international prominence. 
For a number of years after the Revolutionary War, Ameri-
can merchants could not buy slaves and goods arriving on 
British ships—but slaves from Sierra Leone were far too 
valuable in South Carolina to be turned away, and other ar-
rangements were soon found. Reports from the 1780s show 
that Danish merchants were buying two thousand slaves a 
year at Bunce Island, and during the same decade newspaper 
advertisements in Charlestown were announcing the arrival 
of Danish ships with slaves from the "Windward Coast." At 
"Bunce Island" today one can still find a cannon from a Dan-
ish ship dated 1780 and the grave of a Danish sea captain 
who died in 1783. There was money to be made by anyone 
who could bring slaves from Sierra Leone to South Carolina. 
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Hoodoo is an American term, originating in the 19th century or 
earlier, for African-American folk magic.  Hoodoo consists of a 
large body of African folkloric practices and beliefs with a con-
siderable admixture of American Indian botanical knowledge 
and European folklore. Although most of its adherents are black, 
contrary to popular opinion, it has always been practiced by both 
whites and blacks in America. Other regionally popular names 
for hoodoo in the black community include 
"conjuration," "conjure," "witchcraft," 
"rootwork," and "tricking." The first three are 
simply English words; the fourth is a recogni-
tion of the pre-eminence that dried roots play 
in the making of charms and the casting of 
spells, and the fifth is a special meaning for a 
common English word.  
Hoodoo is not to be confused with Voodoo. 
Voodoo is a West African religion that began 
in West Africa as “Vodun,” was transplanted 
to Haiti as “Vodou,” and came to the United 
States as “Voodoo.”  It is its own religion, 
whereas hoodoo is not the name of a religion 
nor a denomination of a religion, although it 
incorporates elements from African and Euro-
pean religions in terms of its core beliefs. 
Hoodoo is a system of primarily Central Afri-
can magical belief and practice.   
In African American communities along the 
Eastern seaboard, the word "witchcraft" is 
often used as a synonym for hoodoo. While 
the work described is more African than Euro-
pean in character, the terminology follows the 
old British sense of the word, wherein 
"witchcraft" is viewed as both a healing art 
and a harmful activity. However, whereas in 
mainstream English "witch" and "witchcraft" 
are purely nouns, in many black communities, 
"witchcraft" can be a verb when used in a 
negative context:  thus, a witch is said to 
"practice witchcraft" and his victim is said to 
have "been witchcrafted," rather than the 
mainstream English "been bewitched." Thus it 
would be proper to say, "She witchcrafted that 
old man until she just about run him crazy."  
In some areas, people reserve the word 
"hoodoo" to refer to harmful magic and have 
another term, like "spiritual work," for benefi-
cial magic, but in other regions, hoodoo is said 
to include everything from love spells to pro-
tection magic. Likewise, in the Carolinas, 
where the word "witchcraft" is more popular 

than the word "hoodoo," "witchcraft" generally means harmful 
(hoodoo) magic, and "helping yourself" means performing 
(hoodoo) spells that may increase your happiness, draw money, 
or enhance gambling luck.  
The hoodoo tradition places emphasis on personal magical 
power and thus it lacks strong links to any specific form of theol-
ogy and can be adapted to any one of several forms of outward 

religious worship. Although an individual 
practitioner may take on students, hoodoo 
is not an obviously hierarchical system. 
Teachings and rituals are handed down 
from one practitioner to another, but there 
are no priests or priestesses and no divi-
sion between initiates and laity.  
Like the folk magic of many other cul-
tures, hoodoo attributes magical properties 
to herbs, roots, minerals (especially the 
lodestone), animal parts, and the personal 
possessions and bodily effluvia of people.  
Hoodoo makes use of Native American 
botanical folklore, but usually for magical 
rather than medical purposes. American 
plant species like the John the Conqueror 
Root (Ipomoea jalapa) have taken on 
great significance in hoodoo --- a signifi-
cance that precisely parallels their usage 
among Native herb doctors. The influence 
that Natives had on rootwork is openly 
acknowledged, for the concept of the 
"powerful Indian" or "Indian Spirit" is 
endemic in hoodoo and crops up again and 
again in the names given to hoodoo herbal 
formulas and magical curios. Many of the 
most famous rootwork practitioners of the 
19th and 20th centuries came from mixed-
race families and proudly spoke of learn-
ing about herbs from an "Indian 
Grandma."  
Hoodoo also freely incorporates European 
botanical folklore -- e.g. the notion that 
carrying a buckeye nut will cure rheuma-
tism, which is German and Dutch in ori-
gin. Furthermore, since at least the early 
20th century, most hoodoo practitioners 
have familiarized themselves with Euro-
pean-derived books of magic and Kabbal-
ism. The use of Moon phases in spell-
casting, astrological signs of the Zodiac in 
magical symbolism, and Planetary days of 
the week for timing of magic spells and 
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recitation of Psalms, and 
Prayers -- derived from Jewish 
and Christian magical sources -
- are all to be found in conjure, 
and more so among practitio-
ners who are urban or who have 
had access to books on those 
subjects.  
However, although many Afri-
can-American root doctors 
work with information about 
herbs and astrological magic 
derived from Mediaeval and 
modern European folklore, the 
typical hoodoo practitioner 
does not place as much empha-
sis on European systems of 
word-magic (gematria), num-
ber-magic (numerology), or 
astronomical magic (astrology) 
as European-American practi-
tioners do.  Also, while main-
taining an altar for candles and 
incense are almost invariably 
part of any hoodoo practitio-
ner's set-up, hoodoo conjura-
tions themselves require none 
of the typical neo-pagan accou-
trements such as knives 
(athames), cauldrons, chalices, 
or wands.  
Divination from dreams is an 
important part of hoodoo, too. 
Practitioners consult "dream 
books," alphabetical listings in 
which each dream image is 
accompanied by a short inter-
pretation and a set of lucky 
numbers to use in gambling.   
Probably the one thing that 
most distinguishes hoodoo 
from other systems of folk 
magic is the centrality of the 
mojo bag or mojo hand. This 
item, also known as a conjure 
hand, toby, trick bag, jomo, or 
nation sack, frequently takes 
the form of a flannel bag filled 
with roots, herbs, minerals, and 
other "curios." The mojo bag is 

usually carried on the person, but it can also be hidden in the 
bedroom or at a place of business, or placed behind a doorway. 
There is a taboo against anyone who is not the owner touching it.  
While numerous other cultures also utilize personal magical bags 
-- the so-called "fetish" bags of Native Americans and the red 
woolen bags used by "witches" in Tuscany -- the mojo hand is 
essentially African; its closest cultural relatives are the Afro-
Caribbean wanga or oanga bag used in Obeah magic and the 
pacquet used in Voodoo.  
Like European magic, hoodoo makes use of ritual candles, in-
cense, conjure oils, and sachet powders -- to which are added, 
due to the African emphasis on footprint magic and spiritual 
cleansing, floor washes and spiritual baths. A hoodoo spell -- 
called a "job" -- consists of "fixing up" a mojo or prescribing a 
ritual for bringing in good luck or diagnosing metaphysical prob-
lems and then countering them. These metaphysical problems 
are called "conditions." The formulae for hoodoo oils, incense, 
sachet powders, floor washes, baths, and candles used to bring 
about luck and to "stop evil conditions" are named after the con-
ditions themselves. Among these are such traditional and colour-
ful titles as "Money Stay With Me," "Compelling," "Kiss Me 
Now," "Hot Foot," "Follow Me Boy," "Law Keep Away," "Fast 
Luck," "Court Case," and "Fiery Wall of Protection."  
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In Black Pearl Sings!, Susannah Mullally plays the autoharp.  
An autoharp is a musical stringed instrument having a series 
of chord bars attached to dampers which, when depressed, 
mute all the strings other than those that form the desired 
chord.  Despite its name, the autoharp is not a harp at all, but a 
chorded zither. 
Autoharps have been used in the United States as bluegrass 
and folk instruments, perhaps most famously by Maybelle 
Carter and Sara Carter of The Carter Family. They are rela-
tively easy to learn to play as a rhythm instrument, but offer 
great rewards to the more committed player as a melody in-
strument.  Outside of bluegrass and country music, both 
acoustic and electric autoharps were occasionally used in the 
folk-influenced parts of late 1960s/1970s progressive rock, 
psychedelia and related genres by such groups as Genesis, 
Renaissance and Led Zeppelin.  Janis Joplin also played the 
autoharp, which can be heard in her early, unreleased re-
cording "So Sad to Be Alone." 
There is debate over the origin of the autoharp. A German 
immigrant in Philadelphia by the name of Charles F. 
Zimmermann was awarded a US patent in 1882 for a design 
for a musical instrument that included mechanisms for muting 
certain strings during play. He named his invention the 
"autoharp."  Unlike later autoharps, the shape of the instru-
ment was symmetrical, and the felt-bearing bars moved hori-
zontally against the strings instead of vertically. It is not 
known if Zimmermann ever commercially produced any in-
struments of this early design. Karl August Gütter of Mark-
neukirchen, Germany, built a model that he called a 
"Volkszither," which most resembles the autoharp played 
today. Gütter obtained a British patent for his instrument circa 
1883-1884. Zimmermann, after returning from a visit to Ger-
many, began production of the Gütter design in 1885 but with 
his own design patent number and catchy name. Gütter's in-
strument design became very popular, and Zimmermann has 
often been mistaken as the inventor. 
Modern autoharps have 36 or 37 strings, although some ex-
amples with as many as 47 strings, and even a rare 48-string 
model exists. They are strung in either diatonic (1, 2 or 3 key 
models) or chromatic scales. Standard models have 15 or 21 
chord bars, or buttons, allowing for a selection of major, mi-
nor, and dominant seventh chords. These are arranged for 
historical or systemic reasons, as for example: 
Eb  Bb  F   C   G   D   A 
 F7  C7  G7  D7  A7  E7  B7 
  Ab  Bb7 Cm  Gm  Dm  Am  Em 
Although the autoharp is often thought of as a rhythm instru-
ment for playing chordal accompaniment, modern players can 
play melodies on the instrument. Diatonic players are able to 

play fiddle tunes by using open-chording techniques, 
"pumping" the damper buttons while picking individual 
strings. Skilled chromatic players can perform a range of 
melodies.  Grand Ole Opry star Cecil Null was the first to 
develop the upright style for playing the autoharp that was in 
turn used by the Carter Family.  Though the instrument itself 
is quite versatile, its niche has remained in folk music. 
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Leeches are annelids 
comprising the subclass 
hirudinea.  Essentially, 
leeches are 'worms' with 
suckers on each end. 
There are freshwater, 
terrestrial, and marine 
leeches. They live just 
about anywhere where 
there is water.  Leeches 
can range in size from a 

half inch to ten inches long. They are brown or black in color. 
Some feed on decaying plant material. Others are parasites, feed-
ing on blood and tissue of other animals.  Some species of leech 
will nurture their young, while providing food, transport, and 
protection, which is unusual behavior amongst annelids. 
Blood sucking (or hemotophagic) leeches suck your blood using 
one of two methods: they use a proboscis to puncture your skin, 
or they use their three jaws and millions of little teeth. They at-
tach to their hosts and remain there until they become full, at 
which point they fall off to digest. A leech's body is composed of 
34 segments. They all have an anterior (oral) sucker formed from 
the first six segments of their body, which is used to connect to a 
host for feeding, and also release an anesthetic to prevent the host 
from feeling the leech. They use a combination of mucus and 
suction (caused by concentric muscles in those six segments) to 
stay attached and secrete an anti-clotting enzyme, hirudin, into 
the host's blood stream.  Leeches find you by detecting skin oils, 
blood, heat, or even the carbon dioxide you breathe out. 
Leeches do not feed often. This is because they take in a big 
amount of blood when they feed.  
Historically, doctors used leeches to draw blood. Some barbers 
used leeches to do surgery as well as cutting hair. When a barber 
finished surgery, he would take the bloody bandage and wrap it 
around a pole to show he did surgery, too. That’s how the white 
and red swirled barber pole came into use. 
Today, maggots and leeches are being used for different reasons. 
Scientists are studying leech saliva. They believe the substance 
that stops or prevents blood clots will one day be able to be used 
on humans. Researchers have also identified several medical 
compounds which can be developed from leech saliva. The anti-
coagulant and clot-digesting properties of these substances make 
them potentially useful as drugs for the treatment of cardiovascu-
lar diseases such as heart attacks and strokes. Leeches can be 
"milked" for their secretions without being harmed, and research 
is continuing into the possibility of synthetically engineering 
leech saliva. 
But leeches are still being used to suck blood.  Doctors are now 
turning to leeches to help restore blood circulation to grafted tis-
sue and reattached fingers and toes. For example: microsurgeons 

in a Boston hospital used leeches to save the ear of a 5 year old 
boy that had been bitten off by a dog. The leech can remove 
any congested blood to allow normal circulation to return to the 
tissues, thus preventing gangrene from setting in.  Today, hun-
dreds of thousands of leeches are sold in USA to hospitals, 
clinics and individuals.  The European market is much bigger: 
millions of leeches are sold every year. 
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In Black Pearl Sings!, Susannah asks 
Pearl about the significance of the color 
blue in hoodoo culture.  Indeed, blue is 
significant.  It’s not just any blue, but a 
particular shade of blue known as 
“Haint Blue.”  The actual shade of 
"Haint Blue" varies, as the formulas 
were mixed by hand with local pig-
ments.  It can range from a pastel violet
-blue, such as a periwinkle, to a rich 
shade of warm turquoise, and every-
thing in between. 
The use of “Haint Blue” originated in 
the deep American South. Today, in 
cities and towns throughout the south, 
one will find these blues and blue-
green tints on shutters, doors, porch 
ceilings and windowsills, gracing many historic homes. The pretty blues and greens compliment 
any grand old Victorian mansion, but the first painted strokes of “Haint Blue” adorned not the 
homes of the rich, but the simple shacks of African slaves. 
The Gullah or Geechee people, the original “Haint Blue” creators, were descendants of African 
slaves who worked on rice plantations in South Carolina and Georgia. They are well-known for 
preserving their African heritage more than any other African American community.  They kept 
alive the traditions, stories, and beliefs of their ancestors, including a fear of Hags and Haints. 
Hag and Haint tales hold a respectable place in Gullah Folklore.  Hags are witches who live nor-
mal lives during the day but by night they shed their skin and haunt people in their sleep. Haints, 
or haunts, on the other hand, are spirits trapped between the world of the living and the world of 
the dead. These are not your quiet, floaty, sorrowful ghosts, they are the kind you don’t want to 
mess with, and the kind you certainly don’t want invading your humble abode looking for re-
venge. Luckily, the Gullah people remembered an important footnote to the Haint legend. These 
angry spirits have a kryptonite; they cannot cross water. The safest thing to do would be to sur-
round your house with a moat. But the Gullah people had a much more elegant solution. They 
would dig a pit in the ground, fill it with lime, milk, and whatever pigments they could find, stir 
it all together, and paint the mixture around every opening into their homes. The Haints, con-

fused by these watery pigments, are 
tricked into thinking they can’t enter. 
As if to bolster their belief in the repellant 
properties of “Haint Blue,” it was noticed 
that bugs wouldn't land on the dried paint.  
Most likely, it wasn't the power of the 
color that the bugs were avoiding, but the 
lime the paint was made of, or the lead 
content of the pigment.  Nonetheless, the 
tradition of painting doors, shutters and 
porch ceilings in the American South re-
mains.  From necessity to fashion, folks 
still love to “paint it Haint.” 
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By 1911 Andrew Carnegie had endowed five organizations in 
the United States and three in the United Kingdom, and had 
given away over $43 million for public library buildings and 
close to $110 million for other purposes. Nevertheless, ten years 
after the sale of the Carnegie Steel Company, he still had more 
than $150 million and, at the age of 76, was tiring of the burden 
of philanthropic decision making. On the advice of Elihu Root, a 
long-time friend, he decided to establish a trust to which he 
could transfer the bulk of his remaining fortune and, ultimately, 
the responsibility for distributing his wealth after his lifetime. 
Having already used the conventional labels for his previously 
endowed institutions, he selected "corporation" for this last and 
largest. It was chartered by the State of New York as Carnegie 
Corporation of New York. The Corporation's capital fund, origi-
nally donated as a value of about $135 million, now has a market 
value of $3.0 billion. 
During 1911 and 1912, Carnegie gave the Corporation $125 mil-
lion, making it the largest single philanthropic trust ever estab-
lished up to that time. As the residual legatee under his will, the 
Corporation received an additional $10 million when the estate 
was settled.  In the Corporation's early years, Carnegie himself 
was president and a trustee. James Bertram, his private secretary, 
and Robert A. Franks, his financial agent, were also trustees and, 
respectively, secretary and treasurer of the Corporation. These 
three comprised the first executive committee and made most of 
the funding decisions. The other seats on the board were held ex-
officio by the presidents of the five previously established Carne-
gie organizations in the United States-Carnegie Institute (of 
Pittsburgh) (1896), CIW (1902), Carnegie Hero Fund Commis-
sion (1904), CFAT (1905), and CEIP (1910). Shortly after Car-
negie's death in 1919, the trustees elected a full-time, salaried 
president as chief executive officer of the Corporation and made 
him an ex-officio member of the board. 
Initially, grants followed the pattern of Carnegie's personal phi-
lanthropies. Until 1917, gifts for the construction of public li-
braries and for the purchase of church organs were continued. 
The other Carnegie organizations in the United States also re-
ceived substantial grants for their programs, as did universities, 

colleges, schools, and general educational agencies. 
In his letter of gift to his original trustees, Carnegie 

wrote: "Conditions upon earth inevitably change; 
hence, no wise man will bind Trustees forever 
to certain paths, causes or institutions. I dis-
claim any intention of doing so. On the con-

trary, I give my Trustees full authority to change 
policy or causes hitherto aided, from time to time, 

when this, in their opinion, has become necessary or de-
sirable. They shall best conform to my wishes by using 

their own judgment."  Thus, over the years, the Corporation's 
priorities for grant making have changed, while always remain-
ing broadly educational. 
Over the years, the Carnegie Foundation has provided funding 
tens of thousands of organizations, including such notable pro-
jects as the National Academy of Sciences, the Brookings Insti-
tution, the Educational Testing Service, the White House Fel-
lows program, Project Headstart and the Children’s Television 
Workshop, among many, many others. 
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Greenwich Village in 
New York,  often simply 
called "the Village," is a 
largely residential 
neighborhood on the 
west side of Lower Man-
hattan in New York City. 
A large majority of the 
district is home to upper 
middle class families. 
Greenwich Village, how-
ever, was known in the 
late 19th to mid 20th 
centuries as the bohe-
mian capital and the East 
Coast birthplace of the 
Beat movement. The name of the village is Anglicized from the 
Dutch name Groenwijck, meaning "Green District", into its near 
homonym Greenwich, a borough of London. 

 The neighborhood is bounded by Broadway on the east, the 
Hudson River on the west, Houston Street on the south, and 
14th Street on the north. The neighborhoods surrounding it are 
the East Village to the east, SoHo and Hudson Square to the 
south, and Chelsea to the north. The East Village was formerly 
considered part of the Lower East Side and never associated 
with Greenwich Village. The West Village is the area of Green-
wich Village west of 7th Avenue, though realtors claim the di-
viding line is farther east at 6th Avenue. The neighborhood is 
located in New York's 8th congressional district, New York's 
25th State Senate district, New York's 66th State Assembly 
district, and New York City Council's 3rd district. 

Into the early 20th century, Greenwich Village was distinguished 
from the upper-class neighborhood of Washington Square – 
based on the major landmark Washington Square Park or Empire 
Ward in the 19th century. 
Most parts of Greenwich Village comprise mid-rise apartments, 
19th-century row houses and the occasional one-family walk-up, 
a sharp contrast to the hi-rise landscape in Mid- and Downtown 
Manhattan, due to the lack of shallow bedrock. 
In the 16th century, Native Americans referred to its farthest 
northwest corner, by the cove on the Hudson River at present-
day Gansevoort Street, as Sapokanikan ("tobacco field"). The 
land was cleared and turned into pasture by Dutch and freed Af-
rican settlers in the 1630s, who named their settlement Noort-
wyck. In the 1630s, Governor Wouter van Twiller farmed to-
bacco on 200 acres here at his "Farm in the Woods." The English 

conquered the Dutch 
settlement of New Neth-
erland in 1664 and 
Greenwich Village de-
veloped as a hamlet 
separate from the larger 
(and fast-growing) New 
York City to the south. 
It officially became a 
village in 1712 and is 
first referred to as 
Grin'wich in 1713 Com-
mon Council records. Sir 
Peter Warren began ac-
cumulating land in 1731 
and built a frame house 
capacious enough to 
hold a sitting of the As-
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sembly when smallpox rendered the city 
dangerous in 1739. His house, which sur-
vived until the Civil War era, overlooked the 
North River from a bluff; its site on the 
block bounded by Perry and Charles Streets, 
Bleecker and West 4th Streets, can still be 
recognized by its mid-19th century row-
houses inserted into a neighborhood still 
retaining many houses of the 1830-37 boom. 
The oldest house remaining in Greenwich 
Village is the Isaacs-Hendricks House, at 77 
Bedford Street (built 1799, much altered and 
enlarged 1836, third storey 1928). In 1822, a 
yellow fever epidemic in New York encour-
aged residents to flee to the healthier air of 
Greenwich Village, and afterwards many 
stayed. The future site of Washington 
Square was a potter's field from 1797 to 
1823 when 10 to 20,000 of New York's poor 
were buried here, and still remain. The 
handsome Greek revival rowhouses on 
the north side of Washington Square 
were built about 1832, establishing the 
fashion of Washington Square and lower 
Fifth Avenue for decades to come. Well 
into the 19th century, the district of 
Washington Square was considered 
separate from Greenwich Village. 
Greenwich Village is generally known as 
an important landmark on the map of 
American bohemian culture. The 
neighborhood is known for its colorful, 
artistic residents and the alternative cul-
ture they propagate. Due in part to the pro-
gressive attitudes of many of its residents, 
the Village has traditionally been a focal 
point of new movements and ideas, whether 
political, artistic, or cultural. This tradition 
as an enclave of avant-garde and alternative 
culture was established by the beginning of 
the 20th century, when small presses, art 
galleries, and experimental theater thrived. 
In 1914, in one of the many Manhattan 
properties Gertrude Vanderbilt Whitney and 
her husband owned, Gertrude Whitney es-
tablished the Whitney Studio Club at 8 West 
8th Street as a facility where young artists 
could exhibit their works. The place would 
evolve to become her greatest legacy, the 
Whitney Museum of American Art, on the 

site of today's New York Studio School of 
Drawing, Painting and Sculpture. The Whit-
ney was founded in 1931, as an answer to 
the then newly founded (1928) Museum of 
Modern Art's collection of mostly European 
modernism and its neglect of American Art. 
Gertrude Whitney decided to put the time 
and money into the museum after the New 
York Metropolitan Museum of Art turned 
down her offer to contribute her twenty-
five-year collection of modern art works. 
In 1924 the Cherry Lane Theatre was estab-
lished. Located at 38 Commerce Street it is 
New York City's oldest continuously run-
ning off-Broadway theater. A landmark in 
Greenwich Village’s cultural landscape, it 
was built as a farm silo in 1817, and also 
served as a tobacco warehouse and box fac-
tory before Edna St. Vincent Millay and 

other members of the Provincetown 
Players converted the structure into a 
theatre they christened the Cherry Lane 
Playhouse, which opened on March 24, 
1924, with the play The Man Who Ate 
the Popomack. During the 1940s The 
Living Theatre, Theatre of the Absurd, 
and the Downtown Theater movement 
all took root there, and it developed a 
reputation as a place where aspiring 
playwrights and emerging voices could 
showcase their work. 
In 1936, the renowned Abstract Expres-
sionist artist and teacher Hans Hofmann 

moved his art school from E. 57th Street to 
52 West 9th Street. In 1938, Hofmann 
moved again to a more permanent home at 
52 West 8th Street. The school remained 
active until 1958 when Hofmann retired 
from teaching.  
During the golden age of bohemianism, 
Greenwich Village became famous for such 
eccentrics as Joe Gould (profiled at length 
by Joseph Mitchell) and Maxwell Boden-
heim, dancer Isadora Duncan, writer Wil-
liam Faulkner, and playwright Eugene 
O'Neill. Political rebellion also made its 
home here, whether serious (John Reed) or 
frivolous (Marcel Duchamp and friends set 
off balloons from atop Washington Square 
arch, proclaiming the founding of "The In-
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dependent Republic of Greenwich Village"). In Christmas 1949, 
The Weavers played at the Village Vanguard. 
The Village again became important to the bohemian scene dur-
ing the 1950s, when the Beat Generation focused their energies 
there. Fleeing from what they saw as oppressive social confor-
mity, a loose collection of writers, poets, artists, and students 
(later known as the Beats) and the Beatniks, moved to Green-
wich Village, and to North Beach in San Francisco, in many 
ways creating the east coast-west coast predecessor to the 
Haight-Ashbury-East Village hippie scene of the next decade. 
The Village (and surrounding New York City) would later play 
central roles in the writings of, among others, Jack Kerouac, 
Allen Ginsberg, William S. Burroughs, James Baldwin, Truman 
Capote, Marianne Moore, Maya Angelou, Rod McKuen, and 
Dylan Thomas, who collapsed while drinking at the White Horse 
Tavern on November 5, 1953. 
Off-Off-Broadway began in Greenwich Village in 1958 as a 
reaction to Off-Broadway, and a "complete rejection of commer-
cial theatre." Among the first venues for what would soon be 
called "Off-Off-Broadway" (a term supposedly coined by critic 
Jerry Tallmer of the Village Voice) were coffeehouses in Green-
wich Village, in particular, the Caffe Cino at 31 Cornelia Street, 
operated by the eccentric Joe Cino, who early on took a liking to 
actors and playwrights and agreed to let them stage plays there 

without bothering to read 
the plays first, or to even 
find out much about the 
content. Also integral to 
the rise of Off-Off-
Broadway were Ellen 
Stewart at La MaMa, 
originally located at 321 
E. 9th Street and Al Car-
mines at the Judson Poets' 
Theater, located at Judson 
Memorial Church on the 
south side of Washington 
Square Park. 
The Village had a cut-
ting-edge music scene. 
The Village Gate, the 
Village Vanguard and 
The Blue Note (since 
1981), hosted some of 
the biggest names in 
jazz on a regular basis. 
Greenwich Village also 
played a major role in 

the development 
of the folk music 
scene of the 
1960s. Music 
clubs included 
Gerde's Folk 
City, The Bitter 
End, Cafe Au Go 
Go, Cafe Wha?, 
The Gaslight 
Cafe and the 
Bottom Line. 
Three of the four 
members of The 
Mamas & the Papas met there. Guitarist and 
folk singer Dave Van Ronk lived there for many years. 
Village resident Bob Dylan was one of the foremost popular 
songwriters in the country, and often developments in New York 
City would influence the simultaneously occurring folk rock 
movement in San Francisco, and vice versa. Dozens of other 
cultural and popular icons got their start in the Village's night-
club, theater, and coffeehouse scene during the 1950s, 1960s, 
and early 1970s, notably Barbra Streisand, Peter, Paul, and 
Mary, The Lovin' Spoonful, Simon & Garfunkel, Jackson 
Browne, James Taylor, Eric Andersen, Joan Baez, The Velvet 
Underground, The Kingston Trio, Richie Havens, Maria 
Muldaur, Tom Paxton, Phil Ochs, Joni Mitchell, Laura Nyro, 
Jimi Hendrix and Nina Simone. The Greenwich Village of the 
1950s and 1960s was at the center of Jane Jacobs's book The 
Death and Life of Great American Cities, which defended it and 
similar communities, while critiquing common urban renewal 
policies of the time. 
In recent days, the Village has maintained its role as a center for 
movements that have challenged the wider American culture, for 
example, its role in the gay liberation movement. It contains 
Christopher Street and the Stonewall Inn, important landmarks, 
as well as the world's oldest gay and lesbian bookstore, Oscar 
Wilde Bookshop, founded in 1967. The Lesbian, Gay, Bisexual 
& Transgender Community Center - best known as simply "The 
Center" - has occupied the former Food & Maritime Trades High 
School at 208 West 13th Street since 1984. In 2006, the Village 
was the scene of an assault involving seven lesbians and a 
straight man that sparked appreciable media attention, with 
strong statements both defending and attacking the parties. 
Through the years, residents of Greenwich Village have pos-
sessed a strong community identity and are proud of their 
neighborhood's unique history and fame, and its well-known 
liberal live-and-let-live attitudes.  
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There are few addresses as descriptive as 75 1/2 Bed-
ford Street. That ''half'' tells the story of a house so 
small -- 9 1/2 feet wide -- that it has long been known 
as the narrowest in Greenwich Village.  It is a piece of 
New York history, whose famous occupants have in-
cluded Margaret Mead, John Barrymore, the cartoonist 
William Steig and, most notably, Edna St. Vincent 
Millay.  ''They say Cary Grant slept there,'' says 
Reginald Fairchild of the Brown Harris Stevens bro-
kerage, ''but I don't think he ever lay down crosswise.'' 
Following her 1923 marriage to businessman Eugen 
Jan Boissevain, poet Edna St. Vincent Millay lived at 
this address in Greenwich Village in what she nick-
named “the dollhouse.” The diminutive brick house on 
Bedford Street is only 9-1/2 feet wide, and when Mil-
lay lived there, had one room and a fireplace on each 
of the three floors. Behind the house was a beautiful 
but tiny courtyard. In 1995, New York’s Historic 
Landmarks Preservation Center installed an oval me-
dallion at the residence with the inscription, “The ir-
reverent poet, who wrote ‘My candle burns at both 
ends,’ lived here in 1923-1924 at the time she wrote 
the Ballad of the Harp-Weaver, for which she won the 
Pulitzer Prize.”  Conveniently, Millay’s house was 
only a few blocks from Chumley’s, a speakeasy (still 
in operation as a bar and eatery) that was one of her 
favorite hangouts. From Bedford Street, Millay and 
Boissevain moved to a farmhouse in Austerlitz, N.Y., 
which they renovated and lived in until their deaths. 
Though its roofline is marked by the stepped gables 
characteristic of New York's 17th-century Dutch ar-
chitecture, 75 1/2 Bedford Street actually dates to 
1873, according to the Landmarks Preservation Com-
mission's designation report on the Greenwich Village 
Historic District. It was built for Horatio Gomez, 
whose father-in-law, Harmon Hendricks, owned the 
house next door at No. 77.  
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1. Author Frank Higgins based his play, Black Pearl Sings! on individuals and events 
from history that inspired him.  Are there any historical events or individuals who 
inspire you?  Would you be moved enough by them to create a work of art (play, 
poem, story, song, painting, etc.)?  Why or why not? 

 
 

2. What impact do you think President Franklin Delano Roosevelt’s New Deal, and 
the Works Progress Administration that was part of it, had on the nation?  What do 
you imagine our country would have been like if it weren’t for that economic 
stimulus initiative?  Do you see any parallels between what was happening in the 
country then and what is happening now?  Do you think we should employ the 
same strategies now that FDR used then?  Why or why not? 

 
 

3. What do you think songs can tell us about history?  What part do songs and music 
have to play in history?  Why might it be important to preserve them? 

 
 

4. What is your cultural heritage?  How has that cultural heritage been preserved?  
Do you practice certain traditions, rituals and/or celebrations that reflect your cul-
tural background?  In what ways do you feel your cultural heritage helps to define 
you? 

 
 

5.   How did your ancestors come to this country?  Did they enter through Ellis Island?  
Or Angel Island? Did they come up from Central America?  Were they brought 
over from Africa on slave ships?  Or were they indigenous to this continent?  How 
have the stories of your ancestry been passed down to you?  Do you feel you know 
a lot about your ancestors, or do you wish you knew more?  How do you think you 
might be able to find out more information about your family? 
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1.   How do you think Susannah feels about Pearl when she first meets her?  How do 
you think Pearl feels about Susannah?  Why do you think they have these first im-
pressions of each other? 

 
 
2.   Clearly, Susannah and Pearl come from vastly different backgrounds.  What things 

do you think they have in common, though?  Particularly in the United States in 
the 1930s? 

 
 
3.   Susannah has a job and a car and the means to support herself.  However, Pearl has 

the songs that Susannah needs in order to advance her career.  Who is in a greater 
position of power in the relationship?  Does it stay constant throughout the play, or 
does it shift?  If the power dynamic shifts, when and how does it happen? 

 
 
4.   Do you think that Susannah and Pearl become friends over the course of the play, 

or does their relationship remain one of employing strategies simply to get what 
they need from one another?  If you think they do become friends, when do you 
think it happens?  If you think they don’t become friends, why do you think this, 
and do you think it’s even possible for them to be friends?  Why or why not? 

 
 
5.  What do you imagine happens after the conclusion of the play?  What happens to 

Susannah?  To Pearl?  To her granddaughter?  What kind of relationship do you 
think Susannah and Pearl have in the future? 
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