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This thesis explores the life and music of blueisagist Freddie King. The
Introduction to the thesis chronicles my interesthe music of Freddie King. The first
chapter chronicles King'’s prolific early career atedineates influences and his musical
aesthetic. The second chapter explains Freddig'&orossover success in the context of
the blues revival movement of the middle 1960se frd chapter takes an in depth look
at Freddie King’s use of rhythm and metric dissaeanith examples from the
instrumental tune “Sidetracked,” while chaptersrfand five are in-depth interviews

with a Texas music scholar and notable blues author
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Introduction:

Entering the Palace of the King

Years ago, | was in the coveted position of wgtiar a local newspaper. Far
from the promising career | thought | had entetdbcame dissatisfied with paying dues
in an industry that, as a young reporter eagerakena name for myself, seemed to profit
from the suffering of others. | wrote about castres, house fires and environmental
disasters. If that wasn’t enough, a large part pfresponsibility was to sit through the
interminable proceedings of town meetings at séwéidew Jersey’s thousands of small
towns. Each one is a little fiefdom with a litking and court and would-be deposers
who debate for hours about how much it costs tavepoads or worse, endlessly
congratulate each other for allocating money fgivan project, necessary or otherwise.

Not exactly exciting stuff, but I liked being a feesional writer so | stuck it out
for as long as | could, which did not turn out Buery long. | just could not stop myself
from performing music on weeknights when | showgédnbeen staying past five p. m.
working unpaid hours for the paper, the way alldkieer writers were doing. While |
loved writing professionally, | realized nothingogted me more than being on stage,
even though it rarely paid. This desire for thenediate self expression that one gets
from performing music in a live venue cost me theus and attention | needed in order
to succeed at my writing gig. Soon | was called ithie boss’s office and—you know the
rest.

| never once regretted the decision to follow mgaain rather than write for the

paper but | realized that I still needed an odtetwriting and that the best way | would



enjoy writing was if | wrote about something | acdwabout, music, more specifically —
blues and rock music. I've been listening to aratning to play blues for the better part
of my life. In the context of becoming proficieattblues changes as a young guitarist in
the mid-1990’s it was impossible not to recogntze talent and long shadow of Freddie
King. In the liner notes to New York City bluessker Popa Chubby, whose CD |
purchased at the now-defunct Philadelphia b&sedr Bluedestival where he
performed, | read about how he thought Freddie Kiag the “King of the Kings:"At
around the same time, Eric Clapton releasedrfom the Cradlealbum featuring blues
standards including King's “I'm Tore Down”. In Augt 1995 and again in October of
1997, Guitar Player magazine capitalized on FreHehg’'s growing appreciation by
blues fans with cover stories, many of those faesevike me and did not grow up
listening to him. As | was to discover later, ié\wwad been alive while King was playing
and recording in the early 1960s, it is just asliikve wouldn’t have heard of him then
either.

The more | listened to Freddie King the more | usti®d the power of his
playing, his soulful singing and mastery of thedsludiom that convinced me he truly
was, to borrow the title of one of his final recertiLarger Than Life.” In this thesis, |
will attempt to tell the Freddie King story and dHght on exactly why, all these years
after his death, people are still hailing him asaor influence on blues, rock and the

hybrid music that combines them both.

! Popa Chubbysas MoneyLaughing Bear, 1996, compact disc.



Chapter 1

“If You Believe (In What You Do)
The Early Life and Career of Freddie King

Well this is a story, a story never been told.
You know the blues got pregnant
and they named the baby rock and roll.

“The Blues Had a Baby and They Called It Rock
and Roll” as sung by Muddy Watérs

In 1961, Texas-born guitarist Freddie King rosadmber five on the Billboard
R&B charts with his hard-driving blues hit, “I'm Te Down.” The same tune, credited to
bandleader and composer Sonny Thompson, rose tberwme on Billboard’s
“Mainstream Rock Tracks” chart in a 1994 cover i@mrperformed by Eric Clapton.
Since his unexpected death in 1976 at age forty-Bseddie King has received praise
from blues guitarists and rock performers intewradily and influenced guitar players
such as Jeff Beck and Stevie Ray Vaughan, as wé&lapton, who counts himself as an
early disciple of King’s, if, at first, from afar-urther evidence of King’s continued
relevance to rock and guitar communities is hitusion in such canon forming lists as
the Rolling Stone magazine’s list of “100 Greatesitar Players of All Time” — King
was number twenty-five. The publication of suclslisy the most recognized rock
magazine underscores King’s musical significangmbe the blues that has garnered
him “rock guitar god” status.

Despite his early induction into the Blues HalFaime in 1983, as well as his

countless citations as an innovator and musichalente, there is scant scholarly

2 Muddy WatersHard Again Blue Sky, 1977, compact disc.



attention to Freddy King, the “Texas Cannonbally’&@®ntrast, there are three books
celebrating his blues-king peer and his own majtluénce, B.B. King. In fairness, B.B.
is older, still alive (one of the books is his éutgraphy) and without his contribution to
the modern blues style, Freddie King would likedwa developed into a very different
musician. B.B. King has also been more successftihe Billboard charts and in record
sales but with Freddie King'’s legions of famouddwafers, it is hard to understand why
his contribution to blues and blues-rock has yetreaw a full-length biography.
Nevertheless, a frequent characterization of eaffgthe early career of Freddie
King is the story of a player, no relation to BK8ng, whose singular guitar prowess
helped him rise above the shoulders of many otbtatie blues artists. Few blues
musicians loom larger than Freddie King in the fation of blues rock and hard rock—
two idioms of popular music that are still widelypaeciated and reinvented, as can be
heard in the music of bands like the White Striples,Black Keys and Gary Clark Jr.
This thesis will tell how an obscure blues artisiowhad a few hits in the early 1960s
became universally acclaimed, inspiring blues ao#t musicians the world over. It will
attempt to explain his enduring significance andrpret the importance of his body of
work in moving from a primarily African American rai¢ to a primarily white idiom and

succeeding in both.

The Blues Had a Baby
Freddie King was born September 3, 1934 on a far@ilmer, the county seat of
Upshur County, Texas. On the map Gilmer is a sdwlin eastern Texas about half

way between Shreveport, Louisiana and Dallas, TeRasording to census data for the



year 2000, only 4,799 people lived thérelittle over seventy five percent white with
African Americans making up twenty percent of tlopylation. An article on the
Upshur County website boasts that “as of July D,72€he city of Gilmer had an
estimated population of 5,208, up 8.5 percent ftioen2000 census figure of 4,799.”
Gilmer hosts an annual event called the “East T&&asboree” which features a beauty
contest, quilt show a yam pie contest a home cgncontest and on Saturday night a
barn dance but also hosts a Gospel Stage withffEsatit acts scheduled to perform.
Freddie King’'s given name was Freddie Christidierdnis father, J. T. Christian,
who was a harmonica player. On a website run bgidieeKing's estate, a short
biography says that Freddy King was the name heatvasth? However, in a 1994
interview with Guitar Player Magazine Wanda Kingnés daughter, says her father
“was a Christian, and then he decided to be a Kargl added that:
He was born Freddie Christian. My father’s fatleenot the same as my uncle’s
father. My grandmother’s side of the family, theame is King. They had a
fallout or a family feud, like most things happ@&md he took his mom’s name.
To this day | don’t know if he legally took it drwas just ‘I'm going to be a King
from now on.” He was a Christian and then he detidebe a King. And my
grandmother married a Turner and all the other wiele Turners’

King's brother Benny Turner , who played electrass in King’s 1970s touring

band, offered a more pragmatic reason for the ndrarge in that same article: “He was

3 “American Fact Finder.” United States Census Buy&etrieved April 20, 2013.

% “Census Bureau Estimates Gilmer Has 5,208 Peopleshur County Economic Development
Corporation, accessed April 25, 2013.
http://www.upshuredc.org/index.php?option=com_cot&&iew=article&id=5:census-bureau-estimates-
gilmer-has-5208-people&catid=7&Itemid=12

> “Growing up in East Texas,” The Estate of Fredgiieg, www.freddiekingsite.com accessed on April,
20, 2013.

® Mark Humphrey, “Freddie King’s Daughter Remembéirs|iner notes for Vestapol 13014
videocassette, 1994, p 18.



inspired by B.B. King, and King was a cool namee Whs rightfully entitled to it.”
Whatever the reason behind the change, the mamwabkdorn Freddie Christian would
be known as Freddy King and later, after his warkking Records, he reverted the
spelling of his first name the way his parents néimen and that is how he will be
referred to in the rest of this thesis.

By all accounts, his mother, Ella May King, anatlenLeon King played guitar.
“There was always two or three guitars laying aobtire house,” Freddie King told
Guitar Playef. In an interview with Living Blues Magazine, an iorfant blues
information source that has been publishing siheestarly 1970s, King told interviewers
“| been playing guitar since | was siXAnd that he learned finger picking from both his
mother and his uncle Leon, who died in a car actidden he was only around eleven
years old. In that same interview, King said Imst fguitar was “a Silvertone acoustic,
and then later | got a Kay. Since then I've nesxgitched from Gibson™®

The Silvertone was a “Roy Rogers” guitar manufeedlby the Harmony
Company based in Chicago and sold by Sears anduRlo&om 1954 through 1958.
Family legend has it that King picked cotton inertb get up the money for his guitar
but as soon as he had it, that was the end obltisrepicking careet* The “Roy
Rogers” model had a stencil on its body depictimgn@some cowboy sitting beside a

campfire holding a guitar. Below that, it bore RRggers’s signatur, a fitting first

" Humphrey, “Freddie King,” 101.

& Humphrey, “Freddie King,” 100.

® Jim O’'Neal and Amy Van SingeThe Voice of the Blues: Classic Interviews FronmirgwBlues
Magazing(New York, NY: Routledge, 2002), 360.

12 O'Neal and Van SingeVoice of the Blues360.

1 Bill Dahl, Liner notes td-reddie King: Taking Care of Business 1956 to 1%@ar Family Records,
16979, 2009, 3.

12 Steve Evans, “The Cowboy Guitars,” article andgescopyright, www.cowboyguitars.net, accessed on
April 20, 2013.



guitar for the man later known as “The Texas Cabafihand who wrote a song about
himself called “The Texas Flyer.”

Freddie King's earliest influences included Samhtnin’ Hopkins, the
aforementioned B.B. King, T-Bone Walker and Lowsdan who King claimed to have
studiously translated his saxophone licks to gu#itaa boy. By the time of his sixteenth
birthday, he sang in a choir and jammed with allouasician Shorty Browr® as the
records from his aunt’s collection filled his edrsDecember of 1950, King and his
family moved to the Windy City: Chicago, lllinoia,town his uncle had already moved
to in search of work. Young Freddie King's arriualChicago would expose him to the
burgeoning blues scene where, before he knewrnig Kiould be rubbing elbows with
some of those same bluesmen from his aunt’s rezmilection.

Freddie King also had an unorthodox finger pickstyge, in 1971 he spoke to
Living Blues Magazine:

Interviewer: Your tone, you sound, it's a differaaund from almost anybody.

Freddie King: It comes from the wrist, from thedars here, and then | don’t use

any straight pick, 1 use two. | use fingerpickeges, on this, and a plastic pick on

the thumb. And then I knock the tone down with ek of my hand. A lot of
these rock groups, they hit it wide open, whergas,see, | can hit it open, | can
turn it all the way up to 10, and it still won'’t b@o loud, see, because | can keep

the sound down with the back of my hand like that.

Interviewer: How did you start playing with two §jars when most of the guys on
the West Side play with a flat pick?

Freddie King: Well, | never played with a straigintk, man. | used to play with
my fingers, and | met Jimmy Rogers [guitarist inddy Waters band] and | seen
he and Muddy Waters using those two picks, so sheyved me how to. | used
to use three, but then Eddie Taylor, he showed ometh get the speed out of it,
see. He’s fast, man, Eddie is. But in a way lastfin some things, you know.

13 Dahl, Taking Care of Busines8.



Guitar Heaven, “Sweet Home Chicago”

The South Side Chicago blues scene that Freddig éhitered as a young man in the
early 1950s was well under way as early as the 4, 3%fped along by the passage of the
National Prohibition Act in January of 1920 bannthg manufacture or sale of alcohol in
the United States. Author Mike Rowe points out:

Prohibition had as dramatic effect on the blues disl on jazz...while the

jazzmen played for what was essentially a youngvegltdoff white audience in

the more palatial cafes and dance halls, the bleegtayed at semi-private house

parties in the black districts. The musical reswds the establishment of a lusty

and vigorous club scene that asserted Chicagais ¢tabe the home of the
blues™*

The later 1940s and early 1950s saw the furthegldpment of a “jump blues”
music popularized by such players as Big Joe Tudwermy Witherspoon and T-Bone
Walker, as well as the saxophonist/singer thatwagdtFreddie King’s attention as a kid
in Texas, Louis Jordan and his Tympany Five. EKiBg notes in his autobiography, “I
think it was Louis Jordan who made the real maeriagtween jump-band jazz and
barrel-house blues. Every musician | knew — sirggesaxist, guitarist or drummer—
idolized Louis Jordan®® Freddie King, too, was wistful about Louis Jord4rplay my
guitar like Louis Jordan used to play his horn.affithe same sound | géfAlso
relevant to the life and music of Freddie King vl popularity of Jordan with both
white and black audiences in pre-Civil Rights Aroarwho achieved the same crossover
success King was able to demonstrate later indrisec.

By the early 1950s, the pendulum had swung backrdwhe country blues style

arriving with blacks from Southern states, espécidississippi. Rowe speculates that:

4 Mike Rowe,Chicago Blues: The City and the Mugltew York: Da Capo, 1975), 40

15B.B. King and David RitzBlues All Around Me: The Autobiography of B.B. KiftdarperCollins,
1996), 123.

1% Dan Forte, "Freddie King: The Texas Cannonb@ijitar Player October, 1997.



“The modern Delta style took root in Chicago beeanisthe vast influx of Mississippi
migrants during the ‘40s — out of the total net raigpn to Chicago for these years it’s
probable that one half came from Mississippi alofieRowe admits that since census
data did not keep track of state of origin of migsaso we can never know the exact
numbers, but many of the blues players who endazhuphess were from that state. No
label would define this down-home and plugged-ytestnore than the Chess Records,
run by the brothers Phil and Leonard Chess, therms@énmigrants from Poland.

Originally, Aristocrat, the label name changed tee€s after Leonard Chess
bought a controlling stake in Aristocrat and lochtiee label on Chicago’s South Side,
where the majority of the city’s African Americanramunity was concentrated in the
early 1950s. Veteran musicians who had playedvalt the Southern states like Muddy
Waters and Howlin’ Wolf were mainstays of the lalddlese new arrivals to Chicago
modified their use of the electric guitar and otaeplified instruments from a rural
acoustic sound to an amplified sound that includeder, noisier and more dissonant
tones, a style that dominated the Chicago clubeseaed spawned a new technologically
enhanced blues.

In his bookinstruments of DesireSteve Waksman meditates on the various uses
of the electric guitar in the history of Westermpptar music. “It is with the range of
meanings that | am most concerned,” wrote Waksmathé ways in which the electric
guitar has been integrated into a diverse setisfieg musical contexts, and the ways in

which the electric guitar has reshaped those ctstard has created new fields of

" Rowe,Chicago Blues210.
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knowledge within the history of popular musi€."One of those musical contexts is
African American blues from 1941 to 1955 and thaifts and transitions” that marked

this history include:

[T]he changing concentration of blues performaraural and urban areas, as
well as between north and south; the displacenfdield recording practices in
favor of studio recording; the growing African Armeam acquaintance with
technologies of sound production and reproduciimtape recorder and the
electric guitar; and the increased potential ofidsin-American music, and of
black performers, to ‘cross over’ into success wittite audience¥’

Waxman'’s analysis centers on Muddy Waters, a foreguand inspiration for
Freddie King who was also a contemporary from aeogeneration along with Howlin’
Wolf, another friend of King’s. A song written byh€ss Records in-house
producer/songwriter Willie Dixon and recorded bywhia’ Wolf, “Wang Dang Doodle,”
describes a party in one of the many blues cluiisdbtted Chicago’s west and south
sides. The first verse introduces us to some taoginding characters:

Tell Automatic Slim , tell Razor Totin' Jim

Tell Butcher Knife Totin' Annie, tell Fast Talkiriganny...

We gonna romp and tromp till midnight

We gonna fuss and fight till daylight

We gonna pitch a wang dang doodle all night long

Waksman continues, “these were the years thatlsawverlapping development
of electric blues and rock and roll, two musicglest that were significantly affected by,

and even derived from, changes in amplification #uedrole of the electric guitar.”

Chuck Berry is “a more familiar sort of guitar sisloby contemporary standards” says

18 Steve Waksmarnstruments of Desire: The Electric Guitar and Sieaping of Musical Experience
(Cambridge, MA: Harvard University Press), 1999, 10
9 Waksman|nstruments of Desirel 15.
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Waksman because he fits the archetype of the wailimes soloist but artists like B.B.
King and T. Bone Walker created this image for édn American musicians to look up
to before Chess Records artists became internéifidamous. Chuck Berry brought
Chess from a regional to a national audience wgthih “Maybellene” in 1955 and at the
height of his fame Berry was a thirty-year-old aan playing to mostly white,
teenage crowds.

Freddie King's first job upon moving to Chicago washe steel mill, but it did
not take long before he was involved in the vibransical life around him. In addition
to this, by 1952 he married Jessie Burnett, a yatex@n who “proved to be the
foundation and maturity he needéfand who eventually gave birth to King’s seven
children. King met and worked with both Chess staite/\Wolf and Waters as a teenager
and young man in the mid 1950s, going out nightsr d&fe put in his shift at the steel
mill. In an interview, King recounts what life whke in Chicago when he was seventeen
years old. “We were living right by the Zanzibarldlues club on Chicago’s west side],
so | started hanging around Muddy Waters. I'd snedke side door. Muddy would
sneak me in, you know, and | would sit there astfi to the cats?!

In another interview, Freddie claims to have beagipg on studio sessions at
Chess Records when Howlin’ Wolf recorded “Spoonanit on Muddy Waters’ “I'm
Ready.” There is no evidence that can back up tblagas and the guitarist, Freddy
Robinson, listed on the same recording date whekeliH' Wolf recorded “Spoonful”,
had the following to say about it. “I think Fredding spread some of those rumors

himself,” said the late Robinson known later in taseer as Abu Talib. “But he never

% Unsigned article, “Sweet Home Chicago,” The Estdtereddie King, www.freddiekingsite.com
accessed on April 20, 2013.
2L O0’Neal and Van SingeVoice of the Blues362-363.
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was in any session that | was on. | played the taat®poonful,” and | recorded ‘Back
Door Man’ and this song that | hate, ‘Wang Dang fled”*? Despite King's potential
myth making he is credited with playing guitar dreast one Howlin’ Wolf tune “I've
Been Abused” a tune that would be featured in nEn#olf's live sets with Freddie
King playing the signature guitar answer to Wolysc “All my life, I've caught it
hard.?®
King found acceptance and camaraderie with oldesicrans like Eddie Taylor
and Jimmy Rogers (not the country singer, but thesbguitarist who was a member of
Muddy Waters’ band). This helped shape the youagkbblues musician who would
later play in front of mostly white crowds. JimrRpgers, who also recorded as a leader
on Chess, scoring two hits on tB#lboard R&B charts, recounted that he first saw King
while playing with Muddy at those Club Zanzibargid'He was a boy then, a
youngster,” said Rogers, who died in 1997.
He wasn’t even playing. He was trying to learn Howplay...He used to come in
and sit and look at us play, me and Muddy. Hetwas/oung to come in but the
bouncers there knew us, and by Freddie being sdlsgister could bring him in
there. ... He’d sit there all night, from the tintet he came in there until maybe
one o’clock, and we closed at two. He’d sit thenel watch me play. Then he'd
go back home and practice. He’'d go back home aactipe until he got those
licks sounding pretty good. Every time he’d pldy,d be around. He would
laugh and hit some of my licks there. He reakgtl what | was doing®
Mississippi born Jimmy Rogers was a huge inspinafio the young Freddie
King, so much so that he made sure to credit hirhistshelter Records comeback

record, 1971’s “Getting Ready” with a cover of Rigjd 954 R&B chart hit “Walkin’ By

Myself,” which King played on acoustic. Roger'sreg with seminal harmonica player

22 Dahl, Taking Care of Busines0.

%3 James Segrest and Mark Hoffm&tpanin' At Midnight: The Life and Times of HowNNolf, (New
York: Thunder Mouth Press, 2004,) 161.

24 Dahl, Taking Care of Business.
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Little Walter (born Marion Walter Jacobs), forméw tcore of Muddy Water’s first band
in Chicago in 1947 called the Headcutters or HeatHrg, which was taken from their
practice of stealing gigs from competing bandghihistory of the blues, Jimmy Rogers
guitar playing will be remembered just the sam#addy Waters singing and
songwriting because it's Rogers’ licks you heatead breaks on much of Waters’
material, the same band King went to sneak in mtehl too after moving to Chicago.

Eddie Taylor was just as important a figure toybang Freddie King. A self
taught guitar player, also a Mississippi nativeyl®ais credited with teaching Jimmy
Reed to play so it's not surprising that King peiotut that Taylor showed him how to
play fast. Not only did Taylor give lessons to dignReed, who was one of the era’s
most financially successful and popular blues dmishe accompanied Jimmy Reed on
guitar as well as musicians such as John Lee Hp8leen Lay and Big Walter Horton.
Jimmy Reed himself had a huge influence on subse@emnerations of rock, blues and
soul acts but his career was marred by alcohok#iddiand he died of respiratory failure
at the relatively young age of 51 in August 1876.

A daughter of Freddie King’s (presumably Wandadibut the article is
unsigned) tells the story of King’s experience wittnmy Reed on the road. Reed
suffered for many years with undiagnosed epilep$ych was compounded by his
alcoholism.

My father and Jimmy Reed were booked togetherdoresUniversity shows.

Jimmy Reed during this time was one of the ho®&B performers around but

he was not popular among his fellow artists. Jinwowld fight with the other

artists, he sometimes would be a no show or hedvoeiiform so drunk at times
he would pass out on stage.

% «Jimmy Reed,” article on Allmusic, http://www.allmsic.com/artist/jimmy-reed-mn0000076881,
accessed April 26, 2013.
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My father knew of Jimmy's reputation but they going well together. My father
pranks and jokes kept Jimmy laughing. One nighk$iage in the dressing room
while getting ready to go onstage Jimmy went imt@pileptic seizure. People in
the dressing room panic and did not know how tp heh. My father grabbed
Jimmy forced a drum stick between his teeth to @néhim from biting off his
tongue 2°

Freddie King would trace a different trajectoryniduddy Waters after moving
to Chicago, he was years younger than Muddy anthhgy made their home on
Chicago’s West Side, which was home to a new géparaf young musicians coming
of age in the late 1950s and early 1960s. Pldier8uddy Guy, Otis Rush, Magic
Sam, and Luther Allison (whom Freddie King claimedave given lessorféblazed a
blues trail of their own in the wake of the Chesx®ds Mississippi Delta-imbued
sound. There was considerable overlap between fesrations, the West Side players
being the last generation of young African Ameribéuires musicians who learned blues
directly from the acknowledged masters of the gamakreinterpreted a new style in
significant ways. Later called the “West Side Sihiithe music was one of the primary
moving forces in the blues revival movement thaddemed on both sides of the Atlantic
among white youth in major urban centers.

The younger players in Freddie King’s cohort on\tthest Side of Chicago had a
different approach to the guitar than the oldey@ta on the South Side. Emphasizing
the B.B. King approach and note “squeezing” théaggus made their names in all night
guitar cutting contests at West Side clubs. Bu@dy tells the story of one contest he

won because of his showmanship. Having acquireskéma long electric guitar cord

plugged into a car outside the club, he playedHerprize of a bottle of whiskey, which

% Unsigned article “Sweet Home Chicago,” www.fredktigsite.com accessed April 26, 2013.
2" Dan Forte, "Freddie King: Fingerpicking the BldeSpitar Player January 1977, 103.
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he won, only to discover it was already emfityGuy described the West Side scene this
way in his autobiography: “No way | could comparéwhe guitarists of the day. I'm
talking about Earl Hooker, the greatest slide nmatineé history of slides. ... I'm also
talkin’ ‘bout Otis Rush and Magic Sam and Freddieg They was masters, they was
monsters, they was killers. There never was -tla@ik will never be --- another time
when so many gunslinger guitarists terrorized theess of any city®

Another West Side guitarist, Jimmy Dawkins, pointed that economic factors
in part drove preference for a three-piece bant gifitar, bass and drums, a formula
later appropriated by rock musicians and becameltreprint for mid 1960s heavy rock
— the power trio.

It was the thing that we couldn’t get the moneh&ve a full band. There’s a

thing with most of the West Side boys. What weloéng is playing with a bass,

drums and guitar, but we're thinking of a hornwothorns and when we throw

those heavy chords that's what we’re doing. Ittseative thing. It makes us get

this heavy sound as we call it substituting fouldldand...we just weren’t able to

hire and we had to fill it up some king of way. ddwe’d rather play with three

pieces because it makes us work harfer.
The guitar driven power trios, together with thestV8ide player’s adoption of the
amplified electric bass were both key factors mBiues Revival that hit a few years
later.

Like Muddy Waters, Freddie King’s early experienegge in the South, just as
Waters had in 1943, King brought with him his a¢muguitar and instrument. He is
famous as a virtuosic electric blues guitar pldygrduring his later stint at Leon

Russell's Shelter Records Freddie King first reedrdn his acoustic guitar, an

instrument on which he had just as much masteyr ongs were covers of Jimmy

% Buddy Guy with David Ritz\WWhen | Left Hom®a Capo Press Inc, 2012, 81.
29 Buddy GuyWhen | Left HomeB1.
% Rowe,Chicago Blues177.
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Rogers’s. In the context of Muddy Waters, Waksnadkstabout the tension between the
rural and urban in the music. As Waksman notegh§Tmpulse to adapt to the demands
of the Chicago bars and the desire to preservedteds of the Delta...gave the...music
much of its force.” Freddie King referenced thistaposition of urban and rural, the
acoustic and electric in an interview: “...1 pickeg tlne style between Lightnin’ Hopkins
and Muddy Waters, and B.B. King and T-Bone WalHldrat's in-between-style, that's
the way | play see. So | plays country and city.”

Despite Freddie King'’s closeness with premiere €lfiecords talent, he never
received a contract offer from their managementgls daughter offered an explanation
in a 1994 interview:

Chicago was still into that Delta (blues style)t kimd of urbanized. My father

wanted a break. | think he tried several timestwrd for Chess. I've heard

different versions that he sounded too much liké. &ing. The only likeness to
him was his last name, King. His style was moreeapbHe was more what they
call now Texas blues style. He had a jump to hie$l | don’t think that fit into
the Chess mentality. My father came on the scedetarike, ‘Who's this young
guy, this maverick here? He’s a maverick on th@sctying to give blues more
of a contemporary sourid.

One contemporary blues scholar, author Elijah \Madd his reservations about
Freddie King's being snubbed by Phil and Leonard<sHor sounding too much like B.
B. King. “The reasons for turning down people bgard companies...they don’t
necessarily mean anything,” said Wald. “The Chesp[e weren’t stupid. Sounding like

BB King was pretty good economics at that timieWhatever the reasons the Chess

Brothers had for passing on Freddie King, they @adsg an opportunity to score some

31 O’'Neal and Van SingeVoice of the Blueg 366.
32 Mark Humphrey, “Freddie King’s Daughter Remembrs|iner notes for Vestapol 13014, 1994.
¥ See Appendix B, 69.
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much-needed hits in the early 1960s. “I triedéd@n Chess,” King told interviewer
Dave Booth, “but no one would listen to nié.”

Freddie King's first recordings were for the obsclabel El Bee, “Country Boy”
backed with “That's What You Think” in 1957. Botltes failed to get much attention
and were once relatively unknown but now are widelgilable on King’s numerous
retrospectives. A break occurred when a frienthftbe West Side, Syl Johnson,
recommended him to the talent scout, bandleadecamgoser Sonny Thompson who
was working a few doors down from the Chess officgeChicago’s Record Row (South
Michigan Avenue) for the Federal imprint, a subsigiof the Cincinnati, Ohio record
label King Record€> Thompson’s 1948 hit “Long Gone” on the Miraclbéasolidified
his reputation and when Miracle went out of bussné@swvas soon acquired by the King
label and by the late 1950s, Thompson was a sedg@mrmer, session musician and
talent scout combing Chicago for new blood. Assult, it was in early 1960 that

Freddie King was on a train headed to Cincinrfati.

The King of King Records

Built by entrepreneur Syd Nathan, King Records &atew of successful country music
hits and boasted a stable of R&B acts under therfgeanprint, most notably James
Brown and Little Willie John, headliners with tunesar or at the top of tH&llboard

R&B charts. “As did most of the artists who recastdor King [Records], [James]

34 Mark Humphrey, "Freddie KingGuitar Player August 1995.
% Dahl, Taking Care of Businesp. 13.
% Dahl, Taking Care of Businesp. 14.
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Brown butted heads time and again with Nathan, siame quite violently,” writes Jon
Hartley Fox inKing of the Queen City: The Story of King Recotds

To say that Syd Nathan was a tough manager talgeg) with underestimates the
paternalism endemic in a white, cigar chompingoréing company executive recording
mainly black and working class white talent. Nathad a reputation for honesty to a
fault, and according to friends and detractorsealilas most interested in making money
for his record compan$’. Indeed, “Syd Nathan often said he made ‘recardshe little
man,” but while this statement can be interpratethany ways, what no one can deny is
that Nathan had a keen sense of exactly what wsmlldo those “little men” be they
white or black

Upon Freddie King's arrival at the studios of KiRgcords, he immediately lent
his guitar talents to the debut record for blues 8mokey Smothers who happened to be
recording the day before him. Smothers was a lpisgr in the mold of Jimmy Reed
and played a laid back acoustic blues. Smothergeddms albunThe Back Porch Blues
and he takes solos of his own along with sessigtargplayer Freddie Jordan was already
in the studio. King's licks blend with Smothershies and are recognizable to Freddie
King listeners on tunes like “Rock Little Girl”, atuding some familiar sounding double
stops. King described his arrival at King Recaxdd his version of the Smother’s
session:

He was recording before me, and | just walkedSee, they had a cat there to

play, Freddie Jordan, playing behind Smokey. He avatudio man. And the cat
didn’t know what Smokey wanted, so | walks in, amold ‘em, “Oh, man, |

37 Jon Hartley FoxKing of the Queen City: The Story of King Recof@lsicago, IL: University of lllinois
Press, 2009, 2-3.

3 Jon Hartley FoxKing of the Queen Cify22.

%9 Jon Hartley FoxKing of the Queen Cify22.



19

know what he wants.” |told ‘em I'd play behindhinicause | know what he
wanted. So it was no problefth.

One can easily imagine Smothers and Jordan abday tiown some tracks and in walks
a large Texan, Freddie King who “knows what he waahd who were they to argue,
especially when they hear his cleanly played, hgig fast blues runs! Listening to the
way Smothers eggs King on, if he didn’t know whatwanted before he met Freddie
King he would surely know when the tape was rolling

The next day on August 26, 1960, at the first réicy session under his own
name at Cincinnati’s King records, Freddie King kgt first sides and some of his most
widely recognized tunes. “Have You Ever Loved a Vdairthe outstanding slow blues
that has become a modern blues standard along3et#h See Baby” — an updated
version of the standard “C.C. Rider” and the insteatal tune “Hideaway.” King later
told an interviewer about the freedom he had oditsssession. “Oh, it was cool, you
know. Long as Syd Nathan would stay out of thelistut was nice. Like the first hit,
like all those things like ‘Hideaway,’ ‘Have You &vLoved a Woman,’ ‘You've got to
Love Her with a Feeling,” that whole instrumentldiuam [likely referencing.et’s Hide
Away and Dance Away with Freddie K]n§yd wasn’t nowhere in the studio. He was
upstairs.**

“Hideaway,” Freddie King’s first hit for King/Fedakin 1961, is a good example
of the tensions between “country and city,” playihgt King characterized as his guitar
style. The instrumental, named for the Chicagb éfiel’'s Hideaway Lounge, is a
combination of riffs drawn from other guitaristasirumentals. King explained his

inspiration for “Hideaway” in a Living Blues inteiew:

%0 O’Neal and Singeloice of the Blues369.
“1 O’'Neal and Singeloice of the Blues369.
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Interviewer: I've heard that the original idea félideaway” came from
something that Hound Dog [Taylor] was playing.

Freddie King: Right. Hound Dog Taylor, it came frone used to play a thing
called “Taylor’'s Boogie”...[t]his diminished chorditig | used on the break
part...came from Robert Jr. Lockwood....I put a thinghere from like “The
Walk”...one of Jimmy McCracklin’s songs...I just pitahé all in like
this...Made a commercial thing out oft.

“Hideaway” was King's first and biggest hit anctapitalized on the surf guitar
craze in the early 1960s. “Hideaway” was the opgsalvo of a career that would
catapult him into a place of respect and admirattiab only the other “King’s” of the
blues have garnered since; B.B. King and AlberigKltHideaway” has a dance hall and
jump blues quality and added to the collage of sumentioned above Freddie King
playfully inserted the riff from Henry Mancini’'s ®er Gunn Theme.” A video recorded
in 1966 on a regional Texas television shblve Beashows King in top form moving
along with the entire band as he effortlessly teggehigh-register licks while studio
girls dance the “mashed potatoes.”

One unfortunate outcome of the success of “Hideaway that Freddie King felt
forced to play mainly electric guitar instrumentadgen though his vocal range allowed
him to sing high notes in falsetto and was a conamanblues crooner in his own right.

King addressed this in an interview:

Interviewer: In Europe you're most well known fastrumentals like “Hidaway”
and “Driving Sideways.” Now you concentrate moresarging.

Freddie King: Well, | was singing then. You seg, fimst hit record was singing.
Like “You've Got to Love Her With a Feeling” and d&e You Ever Loved a
Woman. [Federal 12384], that was my first hit. Tin& record [for Federal].

But then | made “I Love the Woman” [Federal 124Gh]js was supposed to back
up “Have You Ever Loved a Woman,” but they put ‘daavay” just for the B
side. And that wound up being the A side, seed this is when this particular
song went on the Top 40s. And so, everybody foagpout the vocals then. So |

“2 O0’'Neal and Singeloice of the Blues367.
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just kept putting out instrumentals. So they dbyudidn’t think | could sing, you
know, just thought | played guitar, that was it.

Interviewer: Your singing occasionally reminds nisome of the things that
Bobby Blue Bland was doing around 1955. Do yousaer him somebody that
was important in the way you developed as a singer?

Freddie King: Well, I always listened to Bobby, @dB. King, and T-Bone

Walker. Jimmy Rogers. | like his singing, man.|\Weally, on my singing
thing, my style | really don’t sound like anybodytlme, really. You know, not
to me. Maybe Jimmy Rushing. A little bit.

Interviewer: Jimmy Rushing?!

Freddie King: Maybe a little bit on his style. hink, like “Ain’t Nobody’s

Business,” | believe if you listen to his recorcbJ@mbia CL 963] and Listen to

min%[CotiIIion SD-9016], you know, listen to myiee, | think it's a little bit on
his.

In 1961's “I'm Tore Down,” one can hear the qusgential Freddie King
“double threat” — powerful soul-shout vocals andaushowmanship par excellence.
King, whose successful instrumental tune brougt tai the attention of guitar players
the world over, experienced a bias against higrsggvhich by any fair assessment,
equaled his guitar-playing prowess. Other tunegaemplary for demonstrating Freddie
King's early vocal skill, “Lonesome Whistle Bluewhich has a kind of loping swing
feel, the falsetto and shouting on “Have You Eveveéd a Woman” and “Some Other
Day Some Other Time,” were the envy of blues meryvhere in the early 1960s.

This was Freddie King’s first big impact on pop neuscene but it seems that Syd
Nathan was intent to recreate “Hideaway” with Inisistence on guitar instrumentals at
the expense of vocal tunes. One of the paternaksttices that frustrated King was

Nathan’s practice of naming the instrumentals lier drtist, without his consultation. He

was asked about it by Living Blues:

4343 O'Neal and Singeloice of the Bluesp. 366.
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Interviewer: How do you think of the names for ymstrumentals? Some are
very funny.

Freddie King: Well, | tell you what, man, like, “tigaway,” “Just Pickin

[Federal 12470], | think those are the only twahred. | made ‘em all, you

know, | wrote all the tunes, but the studio putnlaenes to ‘em. Some of ‘em, |

don’t know—they said “Swooshy” [on King LP 773],iy&now, I'd listen to it

and not know what he’s talkin’ about. They got sdmeck of a names in thefe.

Things weren't all bad at King Records for Freddieg. The unprecedented
success of “Hideaway” and tunes featuring his v@bald the upside of bringing some
much needed revenue, as by now King had quitege flamily. “I can still remember as
a little girl looking out the window of our thirdidor flat and seeing this big light blue
Buick station wagon with Freddy King and his Bandtten in big bold lettering on the
sides and his current hits ‘Hide Away’ and ‘Torevido written on the tailgate,”
remembers King’'s daughter. By 1962, Freddie Kirag\& recognizable blues talent
being booked in reviews with acts such as Sam CdbkeShirelles, James Brown and
the Drifters.

His fame and money didn’t stop King from enjoyingikelf. Still flush with
cash from his early hits he became a fixture oc&ho nightlife. The excerpt below
from an unsigned article from the point of viewrséddie King’'s daughter is one of very
few windows that open onto Freddie King's persadifi@l In it, she explains the
consequences to her mother and her numerous sldirigreddie King’'s penchant for
staying out all night drinking and gambling:

Freddie loved the Chicago nightlife. Gambling @aweh in the backroom of Mike's

cleaners and getting into mischief with his cronid$/ mother was now a
housewife with six children. She didn't like whiag¢ tChicago nightlife was doing

“ O’'Neal and Van SingeVoice of the Blues367.
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to her husband, it provided to many distractiortge Tall of 1962 she left her
husband and she and her six children moved to Dabxas.

After she arrived in Dallas she called Syd Nathamanding that he send her
royalties that she knew her husband was entitle8le stated that she needed it
for her children and herself to start a new lifati\an proved to be a few notches
above the other record company owners of this gek@ sent my mother two
thousand dollars. My mother place a down paymera bause. It did not take my
father long to realize that his family was not ratng to Chicago. Freddie left his
beloved Chicago and joined his wife and childreDallas in the spring of

1963%°
These hedonistic habits, picked up early in Kinggiseer, as we will see later, would cost
him dearly later in life. For now, however, he vedide to reunite with his family before
heading back out on the road.

Despite this newfound fame, studio boss Syd Nathbunsiness practices
continued to upset King. He felt he wasn’t gettamgpugh attention in promotional
material and radio spots. He was asked about &sorefor leaving King Records in
Living Bluesand answered in his plain spoken, blunt styleneagethe interviewer hedges

somewhat in the asking.

Interviewer: As far as I'm concerned, to my ear—attink you’d probably
agree—the stuff on King, especially those earlgsjdre still your best records.

Freddie King: It is.

Interviewer: | was wondering why you left them? i©that business stuff that—
Freddie King: Well, the reason | left them, it wagao cool.

Interviewer: Personalities and things?

Freddie King: Well, | mean, they got where they WioKt push me, and then plus,

nobody but James [Brown], you know James, pushim: PAnd it just, | mean it
was hard to get a King record played on the rader. It was a thing like, it was

> Unsigned article, “The Palace of the King,” Theds of Freddie King, www.freddiekingsite.com,
accessed April 26, 2013.
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hard for me to get anything going, you know, witim¢gk They like had it out

there, but it's nothin’. Not far as any of the mdtations were concernéd.

The combination of this with the paternalist preesi of King Records founder
and studio boss Syd Nathan, such as not being @dla@avtitle his own instrumentals,
record material of his choosing, combined withdissatisfaction with what he felt was
inadequate promotion of his career led to his dacito leave the label where he enjoyed
his biggest success. Freddie King’'s daughter adu® details that she claimed to have

heard in “out of earshot conversations.”

Interviewer: Once your father began to record forg<did he ever mention Syd
Nathan?

Wanda King: | remember several things just frormgen ear-shot of
conversations between my mom and father about Nathd how he shorted my
father out of his gold record on Hide Away.

He actually made the million mark, but Nathan didmént to pay the IRS on the
count. (laughs) Things like this happen. You mak@&e money, but you don’t
own up to it on paper, ‘cause if you do, you've gopay the IRS on it. But
Nathan wasn’t completely bad. He bought my fathlerasend new station wagon.
They had ‘Freddie King’ in bold blue and red lesten the side and Hide Away
and ‘King Recording Artist’ written on the side was like a moving neon sign!
To me as a child, | said, ‘Wow! This is beautifulhat car was like a moving bus
with a neon sign on it. When you saw it, you knewddie King was

in town!*’

Whatever the reasons, Freddie King was packingdus and moving on from
King/Federal in search of greener pastures. He'tdidive to look long because a
burgeoning white blues revival audience was eagpay for concert tickets from

California to Europe.

6 O’Neal and Van Singel, Voice of the Blues, 370743
4" Mark Humphrey, “Freddie King’s Daughter Remembdrs|iner notes for Vestapol 13014
videocassette, 1994, 20.
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Chapter 2

The Blues Revival and the Godfather of Blues-Rock

“...Negro music is essentially the expression of tituae, or a
collection of attitudes, about the world, and osggondarily an
attitude about the way music is made. The whie jausician
came to understand this attitude as a way of makiagjc, and the
intensity of his understanding produced the ‘gredtite jazz
musicians, and is producing them now.”

Amiri Baraka formerly Leroi Jonés

In the span of four years, from when Freddie KafgKing Records in 1964 to
his arrival on Caotillion in 1968, slow but steadyaniges occurred in blues listenership.
No longer was blues exclusively the music of bladkericans, it found a home with
white blues revivalists who were looking for a ceation with what they perceived was
authentic music and for rock and roll roots, winlacks were in a mood to distance
themselves from a musical reminder of an unjusesyf segregation. Even so, writer,
critic and activist, Leroi Jones who changed himea&o Amiri Baraka, wrote in his
seminal 1963 worBlues People

Ragtimedixieland jazz are all American terms. When they are mentioned

anywhere in the world, they relate to America andAeerican experience. But

the term blues relates directly to the Negro, asghrsonal involvement in

America. And even though ragtime, dixieland, arat jare all dependent upon

blues for their existence in any degree of autkéytithe terms themselves relate

to a broader reference than blu8duesmeans a Negro experience; it is the one

music the Negro made that could not be transfenteda more general
significance than the one the Negro gave it injtial

! LeRoi JonesBlack Music New York, NY: William Morrow and Company, 19683.1
2 LeRoi JonesBlues PeopleNew York, NY: William Morrow and Company, 1963, 994.
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Baraka writes his booRlack Musiche argues that something changes when a
music is no longer exclusively black, it beconAeserican
Jazz, as a Negro music, existed, up until the tfribe big bans, on the same
sociao-cultural level as the sub-culture from whitokas issued. The music and
its sources wersecretas far as the rest of America was concerned...The fi
white critics were men who sought, whether consstioar not, to understand this
secret, just as the first serious white jazz masgi(Original Dixieland Jazz
Bnad, Bix [Biederbecke], etc.) sought not only talerstand the phenomenon of
Negro music but to appropriate it as a means ofesgon which they themselves
might utilize. The success of this “appropriati@ijnaled the existence of an
American music, where before there was a Negroaenusi
As jazz developed and became an American and atterral music, so too, did the
blues, but it retained it's the characteristic eirfy almost exclusively black, although
there is scholarship that defies this represemtatial argues there were moments racial
cross-fertilization among white bluegrass and falksicians and black blues players as a
result of the legacy of minstrelsy*[N]either tradition developed independently oéth
other; the races lived too close together, and ealed upon the other’s support too
much for any real cultural separation,” argues TRuogsell in his booBlacks Whites
and BluesGoing back to the 1920s, black women blues cnsowere the rage, with
Bessie Smith, Ethyl Waters and Ida Cox introduc¢hegfirst blues craze in American
history. These artists had substantial numbevehites buying their discs and attending
their concerts and were well-regarded stars irr then right during the Jazz Age.
In Elijah Wald’s book, The Blues: A Very Shortdotluction, a chapter entitled
“Jazz and Blues” provides details on the overlagben blues and jazz and further
highlights the appropriation of styles within tHadk community of musicians and

whites who learned to play like them. Wald showseblwas an extant tradition at exactly

the same moment and even before the birth of jadzas informed it all along the way.

% Tony RussellBlacks Whites and BluefNew York, Stein and Day Publishers, 1970,) 9.
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From Dixieland through the swing era blues wasemes jazz repertoires and even
sophisticated orchestras, such as Fletcher Hendsr®ochestra, brought in singer Ethel
Waters to meet popular demand, although not alwatysspectacular effect. Wald cites
Ethel Waters’ description of her work with Henderdo illustrate this point:

‘Fletcher, though a fine arranger and a brillibandleader, leans more to the
classical side.... [He] wouldn’t give me what | calldamn it to hell bass,’ that
chump-chump stuff that real jazz needs.” She add®gtdunder her tutelage he
eventually mastered blues rhythms, but this stagklights the disparate strains
that went into jazz, and the role blues often pitye

To a modern reader it might seem odd that a calsthjazz bandleader would need
lessons in blues but regional differences and umeeselopment in African American
music affected not only what people played butrthrisical opinions as well. The same
can be said of white players, who were listening @agerly speaking the language of
black music.

Bebop valued complexity of harmony along with imysational virtuosity and
required faithful musical study to play. This higar for entry thereby preserved its
blackness since not many whites (with some notakdeptions) could “make the [chord]
changes,” or so goes the most common narrativieedbirth of bebop. That this
complexity also excluded numerous black playersndidescape leading proponents of
bebop, the music was intended to be exclusionam the beginning as it was no longer
for dancing, it was art music. Wald hints at anotieason bebop musicians may have
looked down on the blues, “...the fact that audienieaded to prefer bands like [Jay]

McShann’s and Louis Jordan’s to their more musycatlventurous groups just increased

the disdain they felt for the straightforward blsegists.”

* Elijah Wald, The Blues: A Very Short Introducti¢New York, NY: Oxford University Press, 2010), 84.
® Wald, Blues 88.



28

Blues phrasing and forms are present in beboglrasdvas not something Dizzy
Gillespie or any other bebop player would deny.ulderlying dialogue between
generations of black musicians is present in tb®agion from Wald’'s book and it
illustrates how central the blues were to bebopwator, saxophonist Charlie Parker.
“The bebop musicians didn't like to play the bldesid Gillespie. “They’d play the
twelve-bar outline of the blues, but they wouldslites it up like the older guys they
considered unsophisticatedWald notes prior to the quotation that Gillespieneafrom
an “eastern swing background” further emphasizegganal attitudes towards blues.
Nevertheless, Gillespie corrects some of his pegrarding his most famous
collaborator: “Those guys overlooked the fact tbharlie Parker personified the blues
idiom. When he played the blues, he was a reakblué

Even if Freddie King’s chart topping sessions wadready behind him by the
mid-1960s it was his dissatisfaction with King Retand its management that led to
successful tours on the Chitlin Curcuit in the $oag well as his first tour of England in
1967. The first label that allowed King to recevbat he wanted in the studio was
Cotillion, a subsidiary of Atlantic records, withssions under the direction of legendary
saxophonist King Curtis, after a nearly two yeaording hiatus. By 1968 as many
whites as blacks (sometimes more depending onghee) were turning up to see
Freddie King in concert. Benny Turner, Freddiedsnbass guitar player in the 1970s
(and his half brother) observed, “Freddie was dlstweaching a white audience then,

which was about '65...He started doing it about bet/®5 and '68.”

® Wald, Blues 88.
"Wald, Blues 88.
8 Dahl, Taking Care of Busines89.
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Freddie King's recordings for Cotillion allowednhithe opportunity to play with
a handpicked band representing some of New Yorks Session players. King Curtis,
David “Fathead” Newman and Cornell Dupree gracedalbums while on the label,
while a young Donny Hathaway was credited withragrag for the record “My Feeling
For the Blues.” The studio bands on both albumswauch larger as well, with a full
horn section there are moments on the record wliegedoesn't stand out as well as on
his Federal cuts and King said so in an interview.

Interviewer: What was the production like when yoere recording for
Cotillion? Were they asking you to do things that didn’t want to do?

Freddie King: No, it wasn’t anything wrong with tttengs that |1 wanted to do.
Because they told me to go for myself. But theyahing was the production,
man: they kept the guitar back and kept the voaxktand put this whole big
band up front. An dthis way you can’t hear thetgyuat all. ‘Cause see, most
people when they hear blues, they hear Freddie &mgB. B. King, they listen
for guitar, too’

King Curtis was a bandleader and saxophonist idiep tenor, alto and soprano
sax and whose compositions featured r&b, soul jagik, with riffs heavily laced with
the blues. His career kicked off as the sax sotmghe smash Coasters hit “Yakety Yak”
on Atlantic records in 1958, but Curtis had beayiplg for years before this and even
walked away from a scholarship for a chance to jgimel Hampton’s band Upon
moving to New York he became a respected sessi@icran working on the Prestige,
Atco and Capitol labels. By the time he worked witieddie King in 1968 he was

already a rising star having worked with Aretharktan in her backing band and with

southern blues guitarist Duane Allman.

° O’Neal and Van SingeVoice of the Blues371.
9 Theroux, Gary; Howard Rye (2010-02-15). "Curtigd<. Oxford Music OnlineAccessed April 25,
2013.
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Dahl notes that since “King reportedly wasn’t lled with the mix on ‘Blues
Master,” and he returned to Atlantic’s New Yorkditss to cut his encore Cotillion
album, ‘My feeling for the Blues,’ a year laterstaxe was noticeably hotter and beefier.”
1 While “Freddie King is a Blues Master” and “Mydiimg For the Blues” garnered
critical acclaim, neither was a financial succ&an Forte noted in an August 1995
article for Guitar Player:

If King felt discouraged, it never showed on sta@iitarist Willie Smith

remembers playing with him in Fort Worth at T.Famous Chicken in the

Basket in 1969. “He showed up with his Cadillaaays Smith, “and in the back

of his Cadillac would be that big oI’ Dual Showmamp. He would se his amp

up on the dance floor in front of the band. T.Basl a hardwood floor, hard wall,
and lots of echo. It sounded like a gymnasium.nMe just burned?

If we follow Baraka’s analysis, enumerated atdbéset of this chapter, to its
logical conclusion it leads to a proposition thaynseem elementary but is really at the
heart of Baraka’'s whole reason for writiBgack Music The contention is that a blues
song like “Have You Ever Loved A Woman” by Fredd#img could only have been
written and performed by a black man or woman wé lived an experience in America
under certain social and economic conditions. iff@ication and corollary to this is
that a white musician, if he wants to play bluesuch a way will have to understand
“attitude or collection of attitudes...about the vetirand the “intensity” of that
understanding will create a “great” white musiciarhat’s exactly what happened in the
1960s blues revival movement in places like Chi¢difjoois and London, England,

white players sought the “secrets” of the blues @mgropriated the attitude and learned

to play the blues.

1 Dahl, Taking Care of Busines48.
12 Mark Humphrey, “Freddie King,” Guitar Player, Augju1995, 103.
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Baraka’'s essay, written in 1963 about jazz musttits white critics, a music that
had wrestled with this question much longer thanltlues, which was primarily the
domain of black musicians and working class blankse specifically up until the 1960s.
Middle class blacks own attitudes towards the “tzsstie” contained in the blues, charged
Baraka, “has been a factor that has kept the hés&gro music from slipping sterilely
into the echo chambers of middle brow Americanurelt™ Baraka further contended
that the “best music” owed its existence to prdgitdas “bad taste” kept alive in the
music, “blues or jazz,” which sprung directly frédiMegroes...aware of their identities as
black Americans” who “did not, themselves, desiréécome vague, featureless,
Americans as is usually the case with the Negraltaidlass.**

The blues revival among whites had no small hargustaining the elder
statesmen of the blues, at a time when youngekbhaere throwing off the cultural
trappings of an older generation. In the chap®&yes Today” by Manfred Miller in the
anthologyThe Story of Jazay Joachim E. Berendt, Man references the auttignaf
the white players Mike Bloomfield and Paul Butteldi. Both played with Muddy
Waters on his critically acclaimed alburathers and Sons The double album, released
in 1969 was Muddy Waters most successful selliegneto date and had reached
number 70 on the Billboard Hot 100 that same yddre cover art played on white
audiences’ understanding of racial authenticitih playing of blues music.

It conspicuously parodied Michelangel@ke Creation of Adaran the ceiling of
the Sistine Chapel with a dark skinned “God” in tipgper right of the record reaches out

his finger to a reclining “Adam” who has finallydmed to be “cool” because in addition

13 JonesBlack Music 11.
14 JonesBlack Music 12.
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to his fig leaf he also sports a pair of dark slsa®s taking on the mantle of “blues
player” whites were both acknowledging who the “gjodere and consciously
identifying with black musical legacy that had Ipstpularity to other musical forms
among the African American community.
Mann quoted Muddy Water’s idea that he had captarsound similar to his
“classic” first band at Chess Records:
“The music has the same feeling as it used to hateOtis (Spann), Jimmy
Rogers and Little Walter. And that was the besitdbieever played with.”
Muddy brushes aside with unusual briskness thetiguesf the authenticity of
Bloomfield’s and Butterfield’s execution: “Anyonehw comes at me again with
this black-white rubbish will get it shoved backndohis own throat. Anyway
Mike and Paul lived and played with us for yearewl blues boom in pop
music seemed absolutely unthinkabt.”
A similar record to “Fathers and Sons” was cuthie UK released by Chess in
1971 with Eric Clapton in lead guitar chair. Thersion of “Little Red Rooster” is
memorable in this regard because the white playeksiding Clapton to play Wolf's
tune and when he is correcting them they ask hisihta them and initially he demurs,
as if unwilling to give up his secret. Marshallgsk, son of Chess Records founder
Leonard Chess commented on the white blues pldy&argmenon.
| noticed it with the Rolling Stones, ButterfieBloomfield, and others: If they
had their wish, they would have been black to sadadtical to those Chess
Records that they were covering onstage. Butnitecaut their way. They just
added that little bit of whiteness to it, and thie bit of their way really made it
[expand] into the white marké.

For some it may be tempting to write off Freddi@d(s later work as not as good

as the Federal instrumental and vocal tunes amarecing argument can be made that

15 Manfred Miller, “Blues Today,” ifThe Story of Jazzdited by Joachim E. Berendt Prentice Hall Press
1978, 43.

8 Martin Scorsese presents: The Blues a Musical Jeyfeter Guralnick, Robert Santelli, Holly George-
Warren, Christopher John Farley. Amistad Harpei@®Publishers 2003, 217.
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later Freddie King loses some of his technicalasimy on guitar. King was asked by
Living Blues magazine in December 1974 if he “piced frequently” he replied: “That’s
if | practice. That don’t hardly come. Every ongea while. | travel too much, man,
I'm always on the road. And in the summertimee ffishin’t” ’

A thorough listening to his Cotillion and Shelteat@rial reveals an older player
who has successfully crossed over to the whiteshtaek audience and if anyone of his
numerous fans thought he wasn’t as good as thstoiflyou would be hard pressed to
find them. Up until the end of his life King kep a rigorous touring schedule often
playing strings of one nighters with little or redéep and had notorious eating habits and
enjoyed staying up late playing poker. This rooH eoll life was immortalized in the
Grand Funk Railroad, who toured with Freddie Kiugne “American Band” with the
lyrics:

Up all night with Freddie King

| got to tell you, poker's his thing

Booze and ladies, keep me right

As long as we can make it to the show tonight

Waksman describes how male bias of the electriagtoannot be fully grasped
without examining how the varieties of masculinitijave resulted from such a
convergence of race, gender, and sexuality.” Asxample of “just how deep-rooted the
assumption of the electric guitar” is, he recalisraerview with Jennifer Batten who
toured with Michael Jackson as lead guitar plagéris backing band. “[l]t's a shock for
some people to see a woman playing the guitaroval the world, on the Michael

Jackson tour, people would ask me whether | waamaona woman. Just because |

played guitar, they assumed | was a guy.” Waksatsm links this concept with the

" O’Neal and Van SingeVoice of the Blues363.
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“racialized nature of rock’s favored phallocentlisplay, with the electric guitar as a
privileged signifier of white male power and potgharguing that this system affects
both black and white musicians.

With regard to Freddie King, many white players $@ng as the embodiment of
black male power. At six feet three inches andehmendred pounds, many biographies
write about King’s stage presence and this echoalsswian’s observations on how the
electric guitar invests the body with meaning. ‘ptactically stamped the walls with his
outline, so massive was his stage presence indadrfunction,” writes one biograph®r.
The author says he was present at more than oddi€n€ing concert in the 1970s and
there is no doubt he could spellbind audiencesthgethoice of words carries an
interesting subtext of black male power as trandicgnthe body, especially with a man
as large as Freddie King: 6 foot 250 pounds.

It was during his stint at Atlantic’s Cotillion imipt that Freddie King began to
change and update his look. Gone was the slickekl pompadour and suits he wore in
the early 1960s promotional shots at Federal. Kengis hair grow naturally, he was in
tune with the look of popular musicians. By th&Q9, photos show him sporting big
mutton chop sideburns and later towards the erilsdffe, what is commonly referred to
now as a “soul patch” on his bottom lip. His stgfedress was also outlandish to some
even back in the 1970s. He favored shirts witheswely long lapels. “One shirt he
frequently wore was accentuated by lapels largan thumbo the elephant’s ears; one

often got squashed under his guitar strap,” wiltakl*°

'8 Michael CorcoranAll Over the Map: True Heroes of Texas Mu@aistin, TX: University of Texas
Press, 2005), 51.
19 Dahl, Taking Care of Business, 53.
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The Significance of Freddie King

With his speed and intricate, perfectly executegblruns, Freddie King was the next
level of technical virtuosity after the ascendaat8.B. King to national prominence in
the 1950s. It was Freddie King’s faster and mggressive playing that was an
influence on the younger Eric Clapton, leadingtighEngland’s 1960s blues revival
scene. Three tunes by each artist are evidentéhthaibrato drenched leads of B.B.
King are clearly present in both Freddie King’s &rat Clapton’s style, as they are in
virtually all blues and rock guitarists that canfteahim. Nevertheless, it is the ferocity
of Freddie King that Clapton appropriated as hisipry weapon and marked his early
years with the Yardbirds, John Mayall's Bluesbreakend one of history’s first hard
rock super group: Cream.

Eric Clapton’s role in the foundation of a newdswased guitar solo style cannot
be understated. He is the only musician to bedtatlinto the Rock and Roll hall of
fame three times, as solo player, and as a menilee band The Yardbirds and Cream.
He consistently appears near the top of canon faginsts of influential guitarists
coming in second in Rolling Stones 100 Best Glfayers of all time. His musical
credentials are as good as gold not just from hi&dammy Awards but that he has lived
the lifestyle of a wealthy rock and roller in adliit to all the awards and adoration.

Very early on a consistent determination to playeb marked Clapton’s career.
He decided to quit the successful pop band Theiatsl after they scored a hit tune
“For Your Love” written by a professional songwritgho had penned hits for other
“British Invasion” bands. His next move was to wavith the godfather of the blues

revivalist movement in the UK — John Mayall. Itsv@during his stint with Mayall that
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Clapton waxed Freddie King’s biggest hit, “HideaWwasich brought him international
attention and an even wider appreciation in EnglaBlortly after this album was
released, graffiti appeared in a London subwaylphming “Clapton is God.”

When it comes to technique, style, mutual adnoraéind professional
collaboration, Freddie King and Eric Clapton, Iié&e Bloomfield and Paul Butterfield
to Muddy Waters, are “father and son.” Yet few cbdény the trailblazing role of
Mississippi born B.B. “Blues Boy” King. In the tarfSweet Little Angel,” released on
RPM Records in 1956, which became one of B.B.’gé&sf early hits pushing up to
number eight on the Billboard R&B chart, we canrteeaow-familiar style that would be
appropriated later by both Freddie King and Eriag@dn. The tempo is a relaxed 74
beats per minute and B.B. King plays a call angaase, alternating singing, and playing
runs on the electric guitar. His vocals are smauwith laid-back while his guitar licks are
derived from the pentatonic scale with hints of tgolydian mode displaying his
mastery of vibrato “crying” bends and blue notegeiicthough B.B. King was solidly
within a blues tradition, the addition of a horwctsen with the electric guitar performer
taking center stage was a stylistic shift in post¥Wurban blues and his style, while
uniquely his own, borrows heavily from T-Bone Walke

B.B. Kings vocals often reach into falsetto aches, “If my baby quit me...1 do
believe | would die.” B.B.’s high register vocaimns are clearly echoed in “I'm Tore
Down,” Freddie King’s recording of a Sonny Thompsoedited tune that was a hit for
Freddie King in 1960. The solo in “I'm Tore Dowd&émonstrates the use of triplets,
chromatics and Freddie King plays more notes th& Ring, in addition to the tune

being much more up-tempo. Interestingly, in ttghth measure of the solo there are
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three distinct chromatic triplets that are iderttoaeach other but they are also identical
to a lick that B.B. King used in “Sweet Little Ande They travel from F natural, F sharp
to G natural and in “I'm Tore Down,” they reallyfoff the fret board, while they are
more relaxed in “Sweet Little Angel.”

There are many similarities between these twostunoe least of which is the fact
that they are only one fret away from each othethemguitar fret board. “Sweet Little
Angel” is in the key of D flat while “I'm Tore Dowhis in the key of D. To a blues
guitar player that's just a half step differenamy shift up one fret and all the same
chord shapes and scales are employed. Yet thesoare significant differences
between the blues stylists. If the vocals andaguggister are similar, both players
shredded on different instruments — B.B. King’s €llie” is a Gibson ES-355 semi-
acoustic electric guitar while Freddie King playbd solid body Gibson Les Paul gold
top. With the Les Paul’s thinner, solid wood balg tone sounds substantively different
with more distortion coming from the P-90 pickups.

While Freddie King's phrasing is similar, his atas much more aggressive and
his note choices are somewhat different. For exanajpiring the “I'm Tore Down” solo
he bends the same high register F three timestivelea well-timed pauses. This creates
a brash, harder sound that indicates the younggephas developed a distinct style
from his predecessor and namesake and is evideatkd can play as good as or better
than any blues man of his day. In B.B. King reaagd, he more frequently shifts to the
major pentatonic scale while Freddie King staya minor pentatonic mode and quite
often took a minimalist approach to his soloingB BKing has said that one of the

reasons for his sparse style has to do with hisiieal ability:
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“l guess I've always been thick headed and haddfiimgers. | could never do
like the kids do today...since | could *not* playdikhem | would say ‘if | could
play that | wouldn’t play that the way he’s playiitg.lI'd play it this way.” And |

or play well enough to play like these people tHaved so muci’

After WWII and the implementation of the Marshialan on mainland Europe
and the British Isles, along with all the experésel material there came with it crates of
imported music discs. In the late 1950s and €E60s, a youth culture had emerged in
England that embraced the sound of American blndsack. A network of avid young
record collectors sprang up that spread the mdgiércan American entertainers such
as Little Richard, Chuck Berry, Muddy Waters anduio’ Wolf as well as white
musicians such as Elvis Presley and Carl Perkysthe mid-1960s, the British Invasion
was in full swing with English musicians riding @ave of popularity on the Billboard
charts. A subset of these rock fans became degthlaes fans and helped fuel a blues
revival. Eric Clapton was a leading light of thevement along with bandleader John
Mayall.

“I was in this little band called the Roostersngmne had it and it was like ‘wake
up, this has happened’ ... ‘this has already happsosttwhere in the world, you are
already way too late,”” said Clapton referring e ffirst time he heard Freddie King’s
blues standard Hideaway. From then on he became a lifelong devotee aldiesKing
toured with him and helped sign him to RSO Rectindscompany that released King’s
final two records, Burglar and Larger Than Life alindoesn’t rate as highly as King’s

earlier work with Shelter or Federal with fans.offe listens, there are gems like the

2 peter Guralnick, Robert Santelli, Holly George-Véar Christopher John Farley eddartin Scorsese
presents: The Blues a Musical Journfynistad HarperCollins Publishers, 2003, 217

L Eric Clapton: Nothing But The Bluedirected by Martin Scorsese (Warner/Reprise Vid€84),
Remastered DVD.
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funked up blues of “My Credit Didn’t Go Through” @it a subject very closely linked
since its beginning: poverty and overcharged creahds.

One tune where Eric Clapton displayed exempladyaguably, Freddie King
inspired guitar is Cream’s rendition of “Sitting ®op of The World” a cut from their
farewell aloum appropriately entitled “Goodbye.tof the very first slow blues pick up
notes Clapton is honing in on the same grooveshedifrom the early Freddie King
records he borrowed from his friend John Mayakeard collection. Tunes like this and
others put Clapton in the same league with Kingna¥ he never expected to meet or
work with King, he had the same blues rock spiribis playing.

While King no doubt benefitted from Eric Claptomjenerous efforts there is a
hint in a live recording that some things might have sat well with Freddie King
regarding Clapton’s highly acclaimed cover of KmgHave You Ever Loved a Woman”
on the Derrick and the Dominoes record. The tuagkdnsalacious tale attached to it
since it was widely rumored to have been Claptoesponse to the problem of having
fallen in love with George Harrison’s former wifeatty Boyd. In his introduction to the
tune on a live bootleg entitled “Live at Cain’s Babm 1975, after nearly three minutes
of scorching slow blues soloing King complains ‘% bf people think that Eric Clapton
recorded this song first — that’s bullshit. He va#®ut five years late,” King hastened to
add “but he’s a friend of mine.”

Clapton was a known entity in England by the timeequit the successful
Yardbirds and joined with an obscure blues revstalamed John Mayall. If he was
identifiable as a pop guitarist before recordirftgrgplaying with Mayall his name would

henceforth be spoken with reverence all over Ertjtard beyond as an blues player par
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excellence. This recording more than any otheoduced hard core blues fans to the
British scene and launched Clapton to local acgldimot yet international prominence.
It's not hard to tell Clapton’s homage to Freddiad<came from a fiery devotion to the
music and mimicked King's intensity and attack. Bl section includes the same
double stops as in Freddie King’s original and&iea that shows Clapton transforming
the double stop section into something resemblingpEe James intro to the Robert
Johnson standard “Dust My Broom.”

Freddie King’s half brother and bass player Behagner remembered the tour
that King and Eric Clapton shared. Regarding avsiioa California club The Starwood,
Turner recalled, “I sat back and listened to Freddid Clapton play together. Freddie
played ‘Hide Away’ that night, and Clapton playd¢tide Away’ also with Freddie. But
you didn’t hear but one guitar. You know, Clapteas just that much into Freddié?

In comparison to Clapton, a contemporaneous tart@@® Rolling Stones 1966
album “Aftermath,” demonstrates Keith Richards guiwork on the song “Stupid Girl”
(ignoring for the moment, its misogynistic lyrias)much less technically inclined. Keith
Richards solo sounds as if he is simply repeatiegsame lick but this is typical of
“British Invasion” guitar breaks during the mid 186 It was only after Clapton emerged
as a guitar superstar in Cream and after Jimi Hemheft New York and arrived in
London that guitar players in Britain knew the bad been set at a much higher level for

rock guitar virtuosity.

2 Dahl, Taking Care of Busines§9
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Freddie King in the 1970s: Shelter and ISO Records

After his lackluster sales at Cotillion, Freddiengistruck out again on his own and

acquired the services of a professional managemTdack Calmes, who was

instrumental in setting up a deal with Leon Russ&helter Record®® Calmes was a
seasoned music industry mover who produced a Vatethe Rolling Stones in 1978 and
also owned a company that provided concert lighdimg sound around the time he
entered into a business relationship with FreddigK Almost immediately Calmes
secured King a spot on the legendary Texas IntematPop Festival held just two
weeks after Woodstock in 1969. Bootleg copiegamsored available over the internet
that are spoken of with reverence because of gitetechnical quality of live recording
for the time. According to King’'s Estate website:

In 1969, Freddie hires a new manager Jack Calraek.id young, white and part

of the "counter culture” that has discovered theebl Jack helped orchestrate

Freddie's career into high gear with the 1969 T&@s Festival, there he shared

billing with Led Zeppelin, Sly and the Family Stghen Years After, B.B. King,

among others, “Led Zeppelin's guys were standiegetivatching him perform
with their mouth open,” Jack said.

Pianist Leon Russell played a pivotal role in gmg Freddie King to the
attention of the legions of pop fans who were nstehing to blues-rock bands like Led
Zeppelin, Canned Heat, Cream and Jimi Hendrix. ddis career as a session player
reads like a who’s who in music but for Freddie d<the relationship worked out well.
Once signed to Russell's Shelter Records King wesde¢d as a star and was given

leeway similar to his time on Caotillion to choosaterial of his own while also recording

tunes penned by Russell and collaborator Don Niabkemate on Shelter. The result

% Dahl, Taking Care of BusinesS3.
% Unsigned article, “The Palace of the King,” Theds of Freddie King, www.freddiekingsite.com,
accessed April 26, 2013.
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was Freddie King’'s 1971 comeback album “Gettingd3&avhich featured a Russell
tune “Goin’ Down” sounding much more like rock thialmes but had the desired effect.
Dahl argued:

“Goin’ Down” was a “major departure for King. I®ne crunching bass line

never lets up for even a nanosecond, sounding loggtaally like hard rock

even though King handled his vocal and high-endgtrbending in customary
hair-raising blues fashion. The track was the @idig of the only single to be
culled from the LP; Deep Purple, Jeff Beck, and/et®ay Vaughan
subsequently chimed in with versions.

While King delivers his hard blues licks and grimglvocal delivery on every
Shelter album, King’s time at Shelter suffers frima quite consistent overuse of
synthesized strings after the breakthrough hit.&. Bing’'s “The Thrill is Gone.” The
arrangements for synthetic strings, while givingritalmost psychedelic vibe, feel so
forced as when King covers Jimmy Rogers WalkingBsgelf on acoustic guitar and
shortly thereafter the strings come on and takeesointhe rawness of King’s heartfelt
tribute to one of his Chicago blues mentors.

Author Joe Nick Patoski shed some light on this paFreddie King's career
from the point of view of a white music fan whoagoung man saw King on five
separate occasions.

[W]hile Freddie King is starting to play the Armédi[World Headquarters] in

Austin...which is really how most hippie kids heatzbat him and it was really

through the patronage of Leon Russell, he’d [King]skinny-ing the blues...at

the same time he was doing that he was still ptpiad.’s Chicken In A Basket
on Sunday afternoons for chump change...

[H]e was one of the pioneers to do this cross pleying in front of mainly

white crowds, as well as black crowds. | know wsfin in the early 70s we

called the Armadillo “the house that Freddie Kingltbbecause he was the first

act to consistently pack it out and sell it out.

Freddie brought so much legitimacy to what Leonatid vice versa and that was
more powerful than what was going on... at least maduwere, that made much
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more of an impact than what BB King or what Albi€img did. Freddie was

homegrown and he was electric he could play tauhige kids he had black

people start to be in his band but he was stillaBdXues, he was the Texas

Cannonball. You gotta go find Jim Franklin’s postéfFreddie that hung on the

wall in the Armadillo, that to me, says everythinguse it shows him scrunched

out very lifelike, realistically scrunched downthig a note on his guitar and an
armadillo is bursting out of his heaf.

King's last record with Shelter, “Woman Across Riger,” “reached a new level
of commercial prosperity for Freddie,” writes Datdlimbing to #158 orBillboard’s pop
album charts during an eight week run that sumrBeit. it also marked the end of
Freddie’s time on Shelter. Interviewed in the wakais exit, he derided Shelter’s
alleged lack of promotional muscle just as he drask Syd Nathan’s, although his stint
with Russell at the helm had very obviously brougjit a sizable new audienc®.”

Despite arguments that Russell hadn’t promotedvirethenough, King never
impinged on Russell’s hospitality towards him batrhay have felt his career had more
promise across the Atlantic, where he was a tow drad had played to a spellbound
crowd at the Montreaux Jazz Festival in 1973 awigfewhich is currently available on
Youtube. It shows him in his prime weaving throlmgh set with his guitar turned up to
11 and his band, especially the drummer, is smtlregwhole time and really enjoying
themselves as they play the real thing with théé&adf Blues Rock.

King's second to last “Burglar” is an overlookdtam with many terrific tracks
on it, including the title track and the aforementd “Credit Didn’t Go Through.” The
album, produced by Clapton, was released on théal&l RSO which stood for Robert

Stigwood Organization, but it failed to performvesll as “Getting Ready” or “Woman

Across the River.” King’s last aloum “Larger Thaiid,” also on RSO was for several

% See Chapter 4 for full interview.
% Dahl, Taking Care of Busines85.
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years the only official release of a Freddie Kilmgeert out of numerous performance
recordings and bootlegs.

Wanda King reminds us in her 1994 interview ttsapapular as her father was in
England he always had followers closer to homeagag:

There was this black booking agent and what hddwdo when my father was

not in the area to catch him doing this, he woaldetJimmie out to these clubs in

little out-of-the way towns like Sherman and GrabayTexas. He'd take him to

these black clubs and have him perform as Fredutig,KIr. Of course, once he

got there, they knew he wasn’'t Freddie King! Bupleyed the songs close

enough to Freddie that they didn’t complain too mat

Signed to a new label in England, with a live relaag about to be released that
was recorded with a home team advantage with wiiiigies packing out Armadillo
World Headquarters, Freddie King was leaning int@txshould have been a promising
career with a potential to last well into the 1398hd beyond. His touring backed him
with bands such as ZZ Top and Grand Funk Railradite blues rockers all. What is
interesting about the genre is that only a fewHksgoom that era are recognized. Most
blues rock bands, so goes conventional wisdom, whit a club that few black players
got to move in. Yet Freddie King and Jimi Hendriareg bands like War and Parliament
straddle the fence between blues-rock and funkchvban be described in some ways as
a more rhythmically oriented version of black bhuesk. Taken from that perspective,
there are numerous black blues-rock bands in tli@sl@ho may also claim Freddie
King as their Father as diverse as Minnie Ripegid Tower of Power.

There was no inkling that Freddie King would haved as suddenly as he did but

looking back there were some signs things werégtit with his health. Dahl writes:

2" Mark Humphrey, “Freddie King’s Daughter Remembadrs|iner notes for Vestapol 13014
videocassette, 1994.



45

After informing “Melody Maker’'s” Max Jones that ladn’t been eating any

“real meals,” he confided, “I live off Bloody Marythey give you fire. | get up

in the morning and go right to the bar. Yes, Elosy appetite touring.”

“Creem’s” Mitch Howard reported that Freddie wasatiad with a bottle of

whisky for anyone who cares to share it with hiin.his dressing room after he

hit the hotel lounge for “two large Bloody Maryspcepare himself for the

show.” King dubiously reasoned, “I always drink$bdecause they’ve got food

in them too.®
Joe Nick Patoski had this to say regarding Kiniéstyle: “I looked at how young he
was when he died, and hangin’ out with the hippigiswas one thing but getting into
cocaine was not good for him,” said PatdSki.

What lay ahead for Freddie King we will never knbecause the drinking and
gambling, poor diet and relentless road scheduobdlfi caught up to him just after
Christmas on December 28, 1976. Freddie King sediférom ulcers and pancreatitis at
the time of his death and died from complicatiohthese illnesses, he was 42 years old,
a blues-rock guitar god and father of 7 childraenthie years since his reputation has only
grown and has not diminished. Not long beforecthrpletion of this thesis in 2012,

Freddie King was inducted into the Rock and Rolll daFame, squarely placing him in

the halls of canonized rock and roll musicians.

% Dahl, Taking Care of Business, 71.
2 See chapter 4, 57.
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Chapter 3

Freddie King’s Rhythmic Complexity in the Early Instrumental
“Sidetracked”

This chapter focuses on Freddie King's complexafg@ythm applying the ideas
of music theorist Harald Krebs in Hfantasy Pieces: Metrical Dissonance in the Music
of Robert Schumarin As we shall see, theorists Ted Buehrer and Rétmaison further
developed Krebs'’ ideas in analyzing jazz, spedlfiairawing examples from the work
of Thelonious Monk, James P. Johnson and Mary Ldlians.? Central to both works
is the metaphor, as Krebs called it, of “metriaasdnance and consonance” where he
borrowed concepts well studied in a harmonic caraexl used them to explain the
“manifold disruptive and distortive conditions tletect what we generally call the meter
of a musical work.*

The syncopations found in jazz, which Buehrer dodson argue is the
“backbone of jazz rhythnf"can be no less “disruptive and distortive” thag work of
Robert Schumann, a composer that Krebs admiredusb hre wrote his book in the style
of Schumann’s mid fcentury musical analysis. He appropriated Schursan
characters of Florestan and Eusebius and they engatialogue as they walk around the

fictional town of Euphonia — a musical utopia withown “Rhythmic Quarter” wherein

! Harald KrebsFantasy Pieces: Metrical Dissonance in the MusiRobert Schumani©xford University
Press, 1999.

2 Ted Buehrer, Robert D Hodson, "Metric Dissonamcéaizz: The Stride Piano Performances of
Thelonious Monk and James P. JohnsonJhtarnational Association of Jazz Educators Redearc
Proceedingsrearbook. (2004): 106-23.

3 Krebs,Fantasy Piecesvii.

4 Buehrer-Hodson, “Metric Dissonance,” 1.



a7

children are taught how to play extremely complegiims at a young age. With all this
borrowing, Krebs after Schumann and Buehrer-Hoa@dtar Krebs, there is no reason
that it should stop there — because just as muah &shumann or Monk, metrical
complexity lives in the best music of any genreluding that of our subject, blues
legend Freddie King.

There are abundant examples of metric dissonaniteimusic of Freddie King
but for our purposes, we will take one instrumeatad inspect different parts of it in
search of examples of metric dissonance. Firathgt is metric dissonance and how will
we know it when we hear it and see it written ouhotation? Buehrer-Hodson answer
these questions very clearly in their paper bubKralso uses a phrase that gets to the
heart of his metaphor: “metric conflict.” This ctiof, according to Buehrer-Hodson,
must arise from the contrast of different levelstofthm, the first of which Krebs called
the “pulse level” — which is normally the foot-patj level — and the “interpretive
levels” in which different rhythms are set agaieath other and interact in various ways.
“There can be more than one interpretive level afoeg at a given time,” explain
Buehrer-Hodson. “Indeed, conflict between intenpeetevels is what leads to metric
dissonance

Just as there is metric dissonance, Krebs alsogigs “metric consonance.”
When a piece of music is metrically consonantofthe interpretive levels line up
symmetrically with the pulse level and exhibit agth degree of alignmerft” Each

interpretive level is further assigned a “cardityélivhich is defined as “the number of

® Buehrer-Hodson, “Metric Dissonance,” p 2.
® Buehrer-Hodson, “Metric Dissonance,” Ibid.
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pulses that elapse from one attack of an intengrédéivel to the next.” When a piece of
music is metrically consonant the different intetpre levels will share cardinality.

A difference between the James P. Johnson regzrdind Freddie King’'s 1961
recording of “Sidetracked” is the studio-backingndgrovided by the King label. These
seasoned musicians played on numerous early Frduietunes and form an
underlying basis on which King takes his extendeithg solo in “Sidetracked”. We will
represent all of the musicians with their own iptetive levels in an early section part of
the song and discover its rhythmic consonance.dftsamer Phillip Paul plays an eighth
note blues shuffle emphasizing beats 2 and 4 itidvd and that is represented in
interpretive level one (I-1) while bassist Bill W&l plays swung eighth notes in
interpretive level two (I-2). Pianist and compoSenny Thomson, who shares credit on
the tune as with most of Freddie King’s early matesn King/Federal, emphasizes the
first beat in 8 out of 12 measures in the first thoruses. Interpretive level three (I-3)
represents Thomson'’s playing a chord consistemtithe first beat while Freddie King's
guitar line is the top staff.

Example 1

G3/2 (1 = quarter note)
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Freddie King and the band slide into “Sidetracketth an introduction followed
by a riff comprised of a series of triplets — artteedeveloped throughout the tune. The
three measures shown are the riff as it is played the C7 or C9 chord, a voicing
Freddie King preferred (as did T-Bone Walker betuira) with the third finger of the
left hand barring the third fret from the G stritogthe E string. In example one, we can
see that the chords on piano, bass line and drlirosiacide on each bar above a basic
pulse of quarter notes while King plays the tripl#ftthat is the hallmark of this tune.
While the entire band is rhythmically consonang titiplet rhythm of the opening riff
forms a contrasting group of three against two wihemote E occurs three times in two
beats. Krebs calls this a “grouping dissonancettvhe defines as “the association of at
least two interpretive layers whose cardinalitiessrgot multiples/factors of each other;
labeled with a ‘G’ followed by a ration of the cardlities involved.”

While King is setting up the tune in example Ipkeys two choruses of the riff

and solos on the last four measures of the blues. fib is only after a “bridge section”

" Krebs,Fantasy Pieces 254.
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that he solos for an entire chorus and here thgegsnteresting in a melodic and
rhythmic sense. Example 2 shows the beginningso$dlo at measure 42 of the tune.

Example 2

Anticipates bend characteristics to come

L \ Reference to main riff rhythm
« I _|

1

- - - 3 - b“._
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These are the first few licks of his extended swid as shown in example 2 the opening
licks foreshadow the whole step bends that weamdllyze in example 3. Throughout all
the improvisations Freddie King makes use of eigtute triplets interspersed with half
step and whole step bends. In example 2, we @athaerhythmically speaking the
triplets in the last measure, which would be meaddrof the piece are very similar to
the triplet riff that is a theme throughout thedunThey also share the same grouping
dissonance with the riff in example one.

In his book, Krebs speaks of two main types ofrinelissonance, grouping
dissonance and displacement dissonance; Buehresadatemonstrate both types in
examples from the works of James P. Johnson arithwe already found an example of
a grouping dissonance in the opening riff of “Sideked.” Example 3 is representative
of a delightful displacement dissonance whereinthele step bends that Freddie King
played shift by one beat away from the basic ppiseided by the rhythmically
consonant backing band. Displacement dissonaneleskiefined as “the association of
layers of equivalent cardinality (i.e. congrueryteis) in a nonaligned manrer.

Example 3

8 Krebs,Fantasy Pieces 254.
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D4-1 (1=quarter note)
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One interesting result of this displacement diasage is that at the end of these
three bars Freddie King changes the duration oivtinde note bend. This produces an
effect called “indirect dissonance” that descritsessBuehrer-Hodson note, “musical
situations in which an established interpretivesladrops out ... since the grouping
pattern has been established, we continue to hatpattern for a time, even as another
interpretive level enters”What also adds to the tension of these bendieifatt that
they occur over the last measure of the fourthab&7 and continue into the C9 chord
that draws more attention to the new pattern, whishears were not expecting to hear.
These above examples rhythmic complexity in theimaf Freddie King
demonstrate a few reasons why guitar players amldfblues and blues-rock the world
over praise Freddie King’s guitar wizardry. Whallso technically difficult, they show
how rhythm played a central role in his musicakagd. It is certain that guitar players
and musicians will continue to find interestingeative and unexpected uses of rhythm in
the recordings of one of the most celebrated avereel blues masters who ever lived. |
hope that this chapter is a modest contributiooutofurther understanding of his playing

and can serve as a useful description of Freddig’Kidynamic rhythmic sensibilities.

° Buehrer-Hodson, “Metric Dissonance,” p 3.
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Chapter 4

Interview: Joe Nick Patoski

Joe Nick Patoski is in his fourth decade writilhgat Texas and Texans. He has
authored and co-authored biographies on Selen&@mwvie Ray Vaughan, both published
by Little, Brown and Company and the coffee talwels Texas Mountains, Texas
Coast, and Big Bend National Park all publishedhgyUniversity of Texas Press.

He spent 18 years as a staff writerTeixas Monthlyand more recently has
written for theTexas ObserveNational GeographicNo DepressionPeoplemagazine,
Texas Parks & Wildlife Magazin€Eield & Stream theLos Angeles TimetheNew York
Times theBig Bend SentingBouthwest SpiritAmerican Waythe Austin Chronicle
Harp, andTimeout New Yorkand other publications. He also contributed aag$o the
photo bookConjuntoby John Dyer, also published by University of Tefaess.

In 2003-4, he recorded the oral histories of BXBig, Clarence Fountain of the
Blind Boys of Alabama, Memphis musician and produlisn Dickinson, Tejano
superstar Little Joe Hernandez, and 15 other stsbjecthe Voice of Civil Rights oral

history project. Some of which appeared in thekiddg Soul Looks Back in Wondey

Juan Williams, published by Sterling, and rodelwilthe Voices of Civil Rightsus tour

a 70 day journey across the nation where persaoabhwstories on civil rights were

collected for the Library of Congress.
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CM: | wanted to start by asking you where you are feord what are your musical

interests?

JNP: | group up in Fort Worth, I've lived in the Austarea for the last 40 years, and as
far as music I've always liked all kinds of muditat comes with the territory around
here. Certainly, blues was part of the deal, ialfl&, I've got a pretty broad range. I've

got close to 40 years now writing about music imdsespecifically.

CM: Did you write a lot about blues?

JNP: All kinds of Texas music, including blues, sutevas lucky enough that it was
kind of a direct experience, | mean most peopleagyy learned about blues through
records. Growing up in Fort Worth at that time @saa direct experience, there were still
juke joints and clubs. That's why | told you néedyou need to contact Mike Buck
(also founding member, Fabulous Thunderbirds) dbAa’s Records because he was
part of that scene in Fort Worth. Where there waadive juke scene and white people

could walk into a black club and hear the real deal

CM: That doesn't really exist anymore, the way thiegd to, is that right?
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JNP: No, hard to find. Blues has become a folkimaisd very rarely do you find
occasions where the music is being made authegticalthe audience it was originally
intended for. It's an affection now in a way, iteally not direct. Mainly that speaks to
the African American experience in the United Sdtelay and it also speaks to the

larger evolution of music.

| will say this, Dallas and Fort Worth, there magydne or two occasional joints —
Houston still has a very healthy juke scene foresoeason. That's part of our
experience that makes kids growing up in Texatla luckier where we can get the real
deal. | mentioned Mike because | started hangutgwith Mike in the late 60’s and we’'d
hit some clubs in Fort Worth. We used to go dowthis area called the Bottom, which
meant the river bottom, it's on the east side at Mdorth. And so while Freddie King is
starting to play the Armadillo in Austin...which igally how most hippie kids heard
about him and it was really through the patronageson Russell he’'d be skinny-ing the
blues...at the same time he was doing that he wiaplaiing P.J.’s Chicken In A Basket

on Sunday afternoons for chump change, you knoiv rea

CM: This is Freddie King? Playing in a place cadlf2J.’s Chicken In A Basket? That's

in Austin?

JNP: No, that’s in Fort Worth. The only place Freddas playing in Austin was pretty
much the Armadillo and he was playing for hippide.was one of the first to cross over.

During this period of time you have Albert King pilag and B.B.King playing the
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Filmore so you didn’t have a whole lot of crossoyet in Texas other than your so-
called folk blues musicians, Lightnin’ Hopkins aliénce Lipscolm were both playing

white joints in Austin.

Like in the 60s there was a place, kind of a predsor of the Armadillo — the Vulcan
Gas Company. And so Lightnin’ and Mance were phtthat and they were part of the
Armadillo deal. | know also the Vulcan Gas Comparmas one of the places that brought
in Muddy Waters when he was still playing place€hicago and the juke joints there.
And there was a performance in '68 or '69 at théc®¥n where Muddy Waters invites
someone up, this albino from Port Arthur named dghiVinter and that's what got
Johnny Winter on the map and got him signed. K tha biggest record contract going |

mean he got the biggest deal, | think it was or$1@0,000 bucks, but it was a big deal.

So Freddie was part of this whole fabric and in yngspects he was one of the pioneers
to do this cross over playing in front of mainly ivehcrowds, as well as black crowds.
The only guy to do this on a real successful I&¢waughout the 60s was Jimmy Reed.
And Jimmy Reed always had a great following amohgenkids as well as older blacks.
But Freddie was one of those, | mean he was kind&now in Austin in the early 70s
we called the Armadillo the house that Freddie Kingt because he was the first act to
consistently pack it out and sell it out. And itsyjast a real transitional period and he

was right in there.
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And he always was, | mean any white kid wantingley blues according to being a
decent blues player had to know Hideaway. Tha&sdne of the basic building blocks.
If you didn’t know Hideaway, you weren’t worth shio that's coming from Freddie’s
traditional period and then of course ...the appe#h¢ Armadillo was the fact that he
signed with Leon Russel’'s record label (Shelterdres) if anything. So it wasn't so

much the old black buy with chops.

CM: He was pretty young then right?

JNP: Yeah | looked at how young he was when he, died hangin’ out with the hippies

pot was one thing but getting into cocaine wasgoatd for him.

CM: That's something | heard from another guitaygr recently that | didn’'t know

about. Of course, there’s no record or anythinge ®ther thing too was apparently his

diet wasn’t necessarily very healthy.

JNP: There weren’t too many people of his backgdaiat were eating healthy diets.

CM: There’s a blogger in England who writes a bddgut how Freddie would combine

eggs and meat and eat it all the time.

JNP: Yeah
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CM: One of the things | wanted to ask you about when did you first discover Freddie

King, if you recall that?

JNP: Hideaway has been his spring. Growing up ot grow up without hearing. I'd
say mid 60s | was aware of him and it was mainlyrdplistening to black radio and also
just knowing enough basics about blues. And likaitl you didn’t know shit in Texas if
you didn’t know Hideaway. And you know, | wasn’pkayer but | knew what the tune

was, everybody knew what the tune was.

CM: Do you play any instrument?

JNP: No, not at all.

CM: Do you have a favorite period? Did you evex kan live?

JNP: Probably no more than five times. | alwaysitiht his flared collars were a little

bit weird. It was more like you wanted to get tbal experience and by the time | saw
him at the Armadillo it was kind of blending anckth were more white musicians. | was
a disc jockey too, | was a disc jockey in Dallagtftorth 1971 on a free form rock

radio station. | mean it was literally free formwias like “go play good music.” Of
course his music was part of that programming, ag hcal. He was considered a local

hero and he had the Leon Russell ties and it wagssitke “Going Down” and “Living
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In The Palace Of The King.” Those were the kingnafdernist songs that really grabbed

and had traction.

| also knew enough about his older shit “Hideawayt the instrumentals “San Jose” and
things like that. But | caught it with the whiteawe when | saw it. | was always

intrigued he played a very clean style of lead iy destinctive. You can hear any of the
three kings and to me Freddie was the one thatgdnopt amongst those three, there was
no question about that. His style was more digtiedhan BB’s or Alberts in a way, to

me. At that time, and | look at Albert and BB ahéyt had crossed over they were

playing in front of hippies but the Leon Russelhnection was very powerful.

| wrote about it in my biography on Willie Nelsoifhat how much Leon laid down the
marker for what Willie did which is basically gorne to where you came from and build
up your own self contained empire recording stysiformance venues, do it on your
own terms. Leon did two great signings to the teinéhbel in my book, never mind J.J.
Cale who was actually successful, but he signealyaogt of Austin named Willis Alan
Ramsey and really Ramsey only recorded one albemefier has recorded a follow up.
He was one of the catalysts of the progressivetepumusic and when | hit Austin in '73
he was probably the best known “cosmic cowboy” pgegive country acts, so that’s

Leon but the other thing was Freddie.

And Freddie brought so much legitimacy to what Ld@hand vice versa and that was

more powerful than what was going on... at least mddwere, that made much more of
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an impact than what BB King or what Albert King difireddie was home grown and he
was electric he could play to the white kids he biadk people start to be in his band but
he was still Texas blues, he was the Texas CantioNloa gotta go find Jim Franklin’s
poster of Freddie that hung on the wall in the Aditha, that to me, says everything
cause it shows him scrunched out very lifelikeliséiaally scrunched down hitting a note
on his guitar and an armadillo is bursting outisftreart. Go google Jim Franklin

Freddie King armadillo on images that thing sayghale lot about who this guy was.

That's what still resonates with me.

CM: That cover of the LP, Texas Cannonball, hesicg out the ground, he’s sort of
emerging from the dirt and he’s in one of thoseggdstting the note. | think there’s an

armadillo somewhere in there.

JNP: The poster was done, the painting that husigerthe Armadillo was done first.

Then the album came out. | swear to God the ningtwas that he was the first big act

down there at the Armadillo. (The painting thabhf§un Armadillo World Headquarters

now hangs in the club Threadgill's located Riveedidtive, Austin, Texas. — ed.)

CM: There was there something called Armadillo rdspis that right?

JNP: There was a label but he didn’t have anyttondp with that.
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CM: No? Ok. You mentioned two things about radiat tham curious about... One was
when you were first listening to Freddy and heatitideaway on black radio, what

station was that, do you remember that?

JNP: That would be KNOK in Fort Worth, which wasaul station. This is where you
have to understand Texas again, is at the same @me it was a was a sunrise to sunset
station — but it was the black radio station fotl&saFort Worth. At the same time the
city owned station in Dallas WRR AM had a show tnight and | could barely get in
Fort Worth, it was called Kat Caravan with a “kK™with kat and caravan was the
same, and it was hosted by this guy named Jim Latvige man, who played basically
rhythm and blues for white kids. Very heavy infige on the Vaughan brothers and any
kid that grew up in Dallas and in Fort Worth attttime and “Hideaway” was part and
parcel of that he’d open up his show playing onthefstandards, the Okie Dokie Stomp
by Gatemouth Brown, a lot of Jimmy Reed, he’d plagl music. He was called the

“Cool Fool.”

A little sidebar, he had a guy that was his sectmat, subbed for him and actually helped
him out towards the end of his run in the late &&dy 60s a guy named John
Ravenscroft, who also worked at a top 40 statiddalas station KLIF. (call letters
established 1949 — Ed.) That's before he went ba@&ngland and went on the air under
the name John Peale and he was the best knowndastadin the history of the BBC.
The rock and roll that he played he turned on a&gsion of people to this stuff. Well he

got his shit out of Dallas on this show Kat Caragad at KLIF. | gotta mention again,
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top 40 radio at this time KLIF in Dallas and KFKZ fFort Worth and KXOL in Fort
Worth KFOX in Dallas, all played real top 40 musayou would hear Faron Young
singing Willie Nelson’s “Hello Walls” backed withmdimy Reed doing low down shit,
and Hideaway by Freddie King was part of those &istoo, so it wasn'’t just the black

stations. That was considered pop music in Texas.

CM: Hideaway charted, but it charted on the R&Brtinat on the pop chart...

JNP: Well you have to look around you, | mean,|wiep 40 nationally wasn’t Top 40

in Texas.

CM: Right...

JNP: | would be willing to bet a dime that if yoa find a KLIF survey that Hideaway

was part of that, it was on their chart it was lo@ dther top 40 stations

CM: How about his other material in terms of hic&is? There’s evidence in interviews
that after the success of Hideaway that Syd Natieamanager at King Records which

owned Federal as a subsidiary that after that & alanstrumentals...

JNP: Yeah, basically Hideaway boxed him in...he dig sl remember there was a TV
show that was aired in the mid 60s it was tapedballas and it had all these R&B

acts. If you go to Youtube and look up Freddied<you’ll find him on there.
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CM: Oh yeah! I've seen it. (“The Beat!” TV show 1

JNP: But that show was very influential, becauseai$ just aired throughout the South
and it was one of those things there were no bari¥e had segregation going on here
but radio and juke joints and even TV you could gutine line, the Jim Crow line and get
away with it. That was part of it so the smartt@hiids were already turned on to him.
So Leon signed him and one of the first things,n’emot like “you’re just an
instrumentalist!” He had him vocalizing all the yarough on the Shelter cuts, on the
Shelter tracks, and so that helped | mean thatcaddether dimension to Freddie which
if you went to the juke joint you already heardttbliait. You just didn’t hear it on record
because of Syd Nathan. That was kind of the...Leaungfis) was a very liberating
impact considering the other white guys Freddiekedmwith were old school Chitlin’
Circuit guys that were basically like Jim Crow d@a#ling all the pay. Leon was a little
more judicious, he spread around the money mockifamything he offered artistic
freedom. Now | gotta say, conversely he had ke ligiss of that direct blues experience a
little more of a watered down sound you know Fred€ing getting more into rock, what
he perceived as rock these were all parts of Leioflisence. To me overall it was more

of a plus for him and it's part of the reason whg are talking about Freddie King now.

CM: You're right, because without those recordirthseye was a “comeback” scenario...
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JNP: He had a career as a bluesman who was fadingand then he had this bigger
brighter brash-ier music that was actually bringmgnoney. It made him a whole
different kind of celebrity, now the sad part iglat context he really did die young. And
it was surprising, it was like God almighty how dircht happen, | think he was in his

30’s.

CM: | think he might have been 42...he was born i84l8ied in '76 but your point still

holds he was young, no doubt about it.

JNP: Terribly young.

CM: Leon Russel one of the tracks has a mellotroit,oyou don't really hear that in

traditional sound. The other thing too was hiatiehship with Clapton and the reception

he got there.

JNP: | couldn’t tell you much about it, I'm not arpert on that...

CM: It goes to the idea of the whole Blues Revivavement in general both here and in

the UK, could you talk about that at all?

JNP: I don’t know anything about the UK.

CM: Maybe you could talk about what was occurriegd?
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JNP: In the UK you gotta understand it was redlhgmember Joe Boyden in the early
60s brought in the Newport Allstars Blues Band.ditea couple tours of England and in
Europe. He was a road manager and that's whayr&altted, figured, all these bands in
England, English rock and rollers all doing bluésvas finally what theysawwas what
they heard on record. To me that’'s the whole bifgidince, | like to talk to the direct
experience. Yes, records helped sell this butstimait how this generation learned about

these bluesmen they got to see them, they gotaiothem and it was direct experience.

My comparison when | finally heard Dave Ray up imMeapolis he was a great
Mississippi 12 string blues master and he wasgfdtis “Koerner, Ray and Glover” folk
trio who was really a major, one of the first irdhces on Bob Dylan. All these guys
learned from records, very exact, very precisey @atholic. They had no context in
which “where does this come from” they didn’t smeejuke joint. They never tasted

Malt Duck. They never saw someone go wild and plaiyar with their teeth.

And that to me you have to see that and witnemsdtunderstand...Freddie definitely
played in Chicago, but he grew up in Gilmore whigs really hard East Texas, | mean |
don’t wish that kind of place on anyone. And he wpsn Dallas, it was a Dallas black
scene, it was very rich and evocative but it wasetly financially successful. These
people had day jobs or just get by or Freddie cadklthe Chitlin’ Curcuit, it was not

very lucrative at all.
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CM: That may be one reason he continued to tolnasd, especially towards the end...

JNP: Yeah he was trying to catch up trying to makée could.

CM: He has a daughter, that he must have had foosuat the time...

JNP: Yes seems to be the daughter is the keeplee dfame from what | understand. |
got really lucky I got to be a part of that backnitause your never gonna get it. That
was one of impetus in writing about Stevie Vaugisamot only knowing him and seeing
that scene blow up but Jimmie and Stevie were safrtiee last guys left that got to learn

directly from the masters.

When you got Hubert Sumlin hanging around all weekidling his time between
weekend gigs and Clifford Antone appeared. Or AlKéng taking the time to show
Stevie how you did these licks, and it certainlggavith Freddie because both of those
kids got to know Freddie directly. They're thetlgseat blues band. And if you don't
have that direct experience anymore — “How do yothat? Damn, how thick are those

strings the gauge on those strings?” Now Jimmikaanan.

Freddie was in a place and time we’ll never geklegain and it really was an amazing
period in that what he did as a blues man turneseweral generations of rock and

rollers. That's the interesting stuff...it just aigbnna happen again.
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CM: So basically there’s no younger generation fsicAn American blues musicians
who have come up to replace that older generatdrits part of history now is what

you are saying...

JNP: | remember working on the Stevie book intewmig Kenny Wayne Sheppard.
They were faithful and they were apostles of Stewié all that... Kenny Wayne has
become the arbiter of modern blues just like bemd@ar removed from the direct

experience. Freddie was direct of that experience.

CM: Know anything about Freddie’s time in Chicago?

JNP: Not much except obviously that's where hengost of his ideas and it was the

active scene it’s like you go to New York for jazz.

CM: Do you have any general tips on research basgaur experience writing the

Willie Nelson and Stevie Ray Vaughan biographies?

JNP: The best thing | can tell you is you go fa figular, you want the big names but
you really want to find out about this guy you fiadt who worked with him. Who hung
out with him Your sidemen and roadies will tell ymore than a big name. I'll give you
this lead here and you need to follow this up, Jaaknes. Other one is Angus Wynne
lll, he’s run salt and pepper clubs in Dallas gdiagk to the 60s and he promoted the

Texas International Pop Festival and he was thi® goy for blues in Dallas. Both of
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these guys knew Freddie really well. He can tell gdot about him, Angus is a friend of

mine just tell him that | told you to call.

CM: I'll definitely be contacting both of these gklsman. Thanks a lot Joe Nick, I'm sure

I'll have some questions and I'll be following upemail.

JNP: I'm easy to find.

CM: | really appreciate it, it's been a pleasuratohg with you.

JNP: Go get ‘em.
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Chapter 5

Interview: Elijah Wald

Elijah Wald started playing guitar in the 1960&Ba6eeing his first Pete Seeger
concert at age seven. At seventeen, he went toYelvto study with Dave Van Ronk,
then spent most of the next dozen years hitchhi@imtyperforming all over North
America and Europe, as well as much of Asia andcAfincluding several months
studying with the Congolese guitar masters Jeamm®bbvenda and Edouard Masengo
in eastern Zaire and lecturing for the United Stdtdormation Service in India and
Central Africa. He also recorded two alburSsngster, Fingerpicker, Shirtmakand
Street Corner Cowbay

In the early 1980s, Elijah began writing for Beston Globgand was in charge
of the newspaper’s “world music” coverage for mafsthe 1990s, as well as contributing
articles to various other newspapers and magazitiedooks includé&scaping the
Delta: Robert Johnson and the Invention of the Bldesh White: Society BlugSlobal
Minstrels: Voices of World Musi©ave Van Ronk's memaolihe Mayor of MacDougal
Street River of Song: Music Along the Mississipphich accompanied the PBS series of
the same name, amhrcocorridqg a survey of the modern Mexican ballads of drug
smuggling and social issues. His latest bodkass the Beatles Destroyed Rock 'n’ Roll:
An Alternative History of American Popular Muskte has won a Grammy Award for his
album notes t@he Arhoolie Records 40th Anniversary Bimx which he was also

nominated as a producer, and his books have woy evaards, including an ASCAP-
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Deems Taylor award and an honorable mention foAtherican Musicological
Society’s Otto Kinkeldey award.

In the last few years, Elijah has been teachifiguod on at the University of
California Los Angeles, performing music when pbksiand contributing occasional
pieces to the Los Angeldsmes along with various other writing projects andalgag

engagements.

CM: You said you saw Freddie King once?

EW: Yeah, it was this horrible failure of a bluestival. It was the first last and only,
what did they call it, | guess it was called theaNengland Blues Festival. And it was an
amazing line up...that people these days when Iregalirie up they just want to Kill

themselves.

CM: (Laughs)

EW: | mean from the first to the last it was RoohdtiBlues, Koko Taylor, Buddy Guy

and Junior Wells, Willie Dixon, Freddie King, B.Ring, the Muddy Waters Blues Band.

...Freddie King was amazing. He was really intergstimean he was, he was just such

an astounding showman. | mean he was by far the theatrical performer on the bill.

CM: Really?
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EW: Yeah he was doing things like bottleneckingwtite microphone stand. It was

interesting because he was very much sort of agatitkr hero kind of show, what he

was doing. If you had justatchedand not listened he would have been the mostiegcit

person on stage that night. If you listened, BIBw everyone else off stage that night,

which astonished me because | had gone esseritaluddy Waters and thought of

B.B. as a little bit slick and ... had to completedassess everything | knew about blues.

CM: Really? That's a pretty big statement.

EW: B.B. was unbelievable. | was a folk-blues gugdan | had not thought of B.B. as

being my cup of tea. | had listened to the Livahfd Regal aloum and it wasn't really

my thing. But goddamn-it live he was unbelievable.

CM: What year was that?

EW: That would have been ‘76. ‘77 maybe, summer of

CM: Well Freddie died at the end of '76.

EW: Ok then it was '76.

CM: You said you were into folk blues...
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EW: Yeah that was my world. | mean acoustic bluas what | played.

CM: | saw your website and you have an instructietgeo...

EW: As it stands yeah...

CM: I didn’t know there was blues in the Bahamas...

EW: You know um he isn’'t a blues player...Have yoadrany of my work?

CM: | just read the “Blues: A Very Short Introduati’ book.

EW: Ok. That gives you some idea but | don’t reakyieve words like “blues” mean a

hell of a lot.

CM: Could you expand on that?

EW: Yeah, it was a marketing term. And it was adjowarketing term when blues was
selling well and a bad marketing term when Blues g&lling badly. | don’t think....and
| don’t know I'd be interested when Freddie Kingsna. When Hideaway came out

nobody was calling that “Blues” | don’t *think*...
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CM: It was like surf rock or something like that...

EW: I'd be interested | haven't actually seen itexhsurf. | would expect it to be and
certainly “San Jose” | would think would be thoughthat way, but it was instrumental
rock. But | mean definitely rock. The first Freddieng album | had was the album

produced by Leon Russell.

CM: Gettin’ Ready.

EW: There were two or three weren’t there. Whatenthe names of them?

CM: Gettin’ Ready, Texas Cannonball, and | thinkiém Across the River...

EW: Yeah...that's the one that | have. Knowing meegs | would have picked that up

because it was in a cut out bin. He was somebdadydl liked. | would have picked it up

because he was somebody | kinda liked.

CM: Did you ever listen to his older music from #mely ‘60’s or was it more the Leon

Russell ‘70s stuff?

EW: | later heard the other stuff but...what | hadewh was younger what | was sort of
aware of after | heard him live was the Leon Rudbke&lg — and | was a Leon Russell fan

and | enjoyed that. Then later of course | headkblwvay...which it's one of those
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funny things Hideaway is to me is *the* classicddi®e King, but of course he was a
great singer, but that may not be .... ideal butshsttll how | think of it. Now thanks to
YouTube you can actually see those old TV shows(BhTV shows. That's basically
what | know specifically of him.

CM: I'm really curious about your idea of Bluesaamarketing term, | mean you still call
it blues in some sense...I| mean it’s....how else wgold describe the music. | imagine

this is in one of your books.

EW: It depends on what we're talking about. | meldeaway is a 12 bar blues, no
guestion about that. Hideaway if it's played bg Wentures it’'s a blues but that doesn’t

make the Ventures a blues band right?

CM: Right.

EW: So we are talking apples and oranges therealhnthere’s no question about

Hideaway being a blues, - in the purely technieaht Whether Freddie King was a

blues artist, | don't know? Was Ray Charles a $lartist? | mean I'm not saying the

answer is no...

CM: Sometimes?...

EW: | would say the answer is: if that was the vesy to sell records yeah, if it wasn’t

no. (Laughs)
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CM: Underneath that is how the market dictates wbathave to do in order to survive.
Do you have any thoughts on that how that influsrte@v musicians see themselves and

what they do to try to...

EW: Musicians try to make a living. Freddie Kingterms of mass history is somebody

who had a few instrumentals in the early ‘60s. elam you know what his influence was

outside of that presumably. When | run into anymaay who covers Freddie King what

they tend to play is Hideaway or San Jose. Ang tlum't tend to play it in the context

of “I'm going to play you some hard core blues.iméan somebody I'll ask to play San

Jose is also somebody who's likely to play ...Rumaiybe “Pipeline” that's how | see

it.

CM: Can | ask you when you got involved writing abeusic?

EW: Writing, in the early ‘80s. | was a player bedf | was a writer.

CM: And you still play is that right?

EW: Oh yeah...

CM: Where do you normally gig?
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EW: Um, you know, I'm not doing that much gigginght now life’'s been kinda crazy.

But my last gig was in Somerville, Boston area.

CM: Gotcha, so it was in the 80s when you firstiggblved writing about the music

EW: | started as a writer for the Boston Globe.

CM: You were telling me before about acoustic blaed more country influence do you
hear any country influenced things in Freddie Kifidjat's sort of a leading question |

guess...

EW: In the sense of Nashville country | would sagiqably more than in the sense of
Blind Lemon Jefferson. We are talking about higayuiwhich is what I'm most familiar
with. He’s playing as far as | can tell it's meé&mt the radio. You're listening to the radio

in Texas the line between Country and the BluesR$HB could get pretty thin.

CM: That's what everybody in Texas is telling me.to

EW: I don't hear...my guess is...that he would be leslyi to be playing...I don’t really
know. Blues. |don’t hear a lot of Country, what would call Country Blues in his
playing. But as | say, what I'm thinking of ateetbig hits, which | don’t know how
typical they are, I'm not an expert specificallyoab Freddie King. | don’t know how

typical they are about what he could do. How tgpare they?
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CM: They are pretty representative | think. Sonfeegences would be on his slow blues

like Have You Ever Loved A Woman or Full Time Love.

EW: Did he play did he use a pick?

CM: He did. He used two metal picks on his indegér and middle finger | think he

also used a thumb pick.

EW: But not a flat pick?

CM: No.

EW: That’s one of the really interesting thingsre. | mean everybody who plays that

stuff now uses a flat pick and none of the guybkisfgeneration did, Buddy Guy doesn’t

— BB does, but nobody else and BB comes out of 8azn that sense yeah, he’s related

to the blues tradition because most of the people @ame out of jazz used a flat pick.

If you are coming out of the blues tradition yoogier pick.

CM: I didn’t know this about BB I'm learning toogltomes from jazz you say.

EW: Well as a guitar player yeah. As a guitar plaso does Django Reinhardt, but first

of all T-Bone Walker but then Django Reinhardt.
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CM: Wow, | had no idea BB was listening to Djangmean | can hear some Charlie

Christian in him...at times

EW: No, no Django was his main guy | mean readiatgrview with him.

CM: That's great! | can’t wait to dig that up besau’m going to have to write about BB
because Freddie patterns a lot of his style onrBfBe beginning. There’s a rumor it

isn’t corroborated that when he was in Chicagolamdpproached Chess records -
hanging out and playing with Muddy and Wolf — hgsshe even got to play on
Spoonful...he’s the only one that says that in LivBlges magazine. At any rate, he
said he approached Chess records but they didn't v because he sounded too much
like BB at least that's what the family’s bio ohiisays on their website dedicated to

him. But it is one of those things that gets répadut there’s no hard evidence of it.

EW: Yeah. Um. Listen. The reasons for turningvd@eople by record
companies...they don’'t necessarily mean anythingedn if someone turns you down
for a job tomorrow all you know is they didn’t watathire you. You have no idea
whether they turned you down for the reason thgyttsay turned you down or because
they wanted to give the job to their cousin in Milwkee. So who knows. If it's true what

would it mean?

CM: I don’t know this is what the family repeats.
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EW: What it tells you is that they think of himtimose terms. | mean what it tells you
whether or not Chess Records thought of him sogniike BB, the family presumably
did. 1 would say what it tells you says more abiiat family than it does Chess. When

was this event.

CM: Way back in the early 60s before he had ang. hfiresumably even in the late 50s

that happened when he was in Chicago.

EW: Yeah, the Chess people weren’t stupid. Sounlie BB King was pretty good
economics at that time. They would have been rikeby to turn him down for
sounding like Muddy Waters which wasn’t sellingvgell. 1'd be surprised they'd turn
anyone down for sounding like BB. | mean, at thatment BB was outselling most of

their artists.

CM: Did you say he was outselling?

EW: Yeah, most of the Chess artists, sure. Nolaalybuying the Chess artists by the
late 50s early 60s. That was a dead time for thleat's not exactly right in the late 50s

they were doing very nicely with Chuck Berry.

CM: I'm trying to take it all in... | have to admithat I'm bringing to the table, 'm a
writer. | wrote for a local newspaper for awhibeit | wasn’t writing about music. Once

that job ended | decided to go back to school fosimand | was focused on
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performance, since | already had bachelor | decidemhted to get into music
scholarship and that’'s when | found out about tlasters degree in jazz history and
research. In one of the classes | was in with.Bain Howland | was writing about
blues but | was trying to find out as much generrmation about blues as | could. |
always listened to blues but | never read booksiaibdike a lot of fans, you just kind of
find the artist you like and play that music andaaguitar player | just learned from
records the way a lot of people do. | came across ook and really enjoyed it but

another of your books is about your hitchhikingthiat the latest one.

EW: Nah that's a few back now...

CM: | apologize...

EW: That’s not a problem. If you can find a copgddless you, | think there are still

some floating around.

CM: I'm curious about this hitchhiking and its retanship to your blues interest.

EW: That’'s how | spent an awful lot of my life, thihiking and it went along with

playing music.

CM: Do you have favorite acoustic blues players.
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EW: There’s no such thing, it depends on the ddkink any serious musician it

depends on the day.

CM: Yeah that’s one of those questions | had writtewn in front of me that | like to

ask. You could say a few names if you like...

EW: Freddie King is definitely somebody | likea bnd Hideaway is something |

request a lot from people who play that kind oh¢hi

CM: | play it on the acoustic sometimes and ithegkable, it really does translate pretty

well.

EW: | have a friend who teaches it at a guitar camgb he teaches it with a shuffle bass

line with a guitar playing lead over that.

CM: Freddie King said he was influenced by coutines. The way he said it was “I

play country and city,” is how he said it in thigarview.

EW: | mean these things are meaningless....I doafttwo say meaningless but | don’t
know what he would have meant by that sentence therean the term “country blues”
the way we use it today....I'd be real surprisedefdver used that term that way. | don't
know whether he’s talking like country and westerif we are talking like...Gatemouth

Brown.
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CM: | think he was referencing the easy translatiorHideaway you can hear rural
roots. He said that quote in 1974, | don’t knowhi#se terms have different meanings
today because you can hear acoustic blues in &y took it to mean he was combining

two styles that he heard...was influenced by, mayhenrong.

EW: | don’t know why they're two styles. | don’hkw why *your’re* making these

divisions.

CM: Um...

EW: The question is: what did they play in a Telzasin 1955? My guess is if he was
playing in bars in 1955 was more varied than wiga¢Ver recorded. My guess is he
would be playing whatever was on the radio thatky#as whatever people in that area
liked to dance to. | have no idea what that ramgeld have been. But my guess is it

would have been a wider range than what he recoridgdarrower a range.

CM: You are reminding me that he recorded pop tunes

EW: These guys were professional musicians! | niifais recording contract had been
with RCA and they would make him into a pop sta&would have played a completely
different repertoire. His repertoire says moreutlwhat Syd Nathan thought he could

sell than about what Freddie King could play.
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CM: That's why there are so many instrumentalsr dtideaway...

EW: Yeah. You have to be really *really* carefblaat thinking what people recorded
represented what they played. | have absoluteige® whether he played anything like
Hideaway before he went into the studio. Or whethat simply is an instrumental blues
that he played on the record and then he or Sybladadecided to call it Hideaway...and
next time he had to play it he had to learn fromrbcord. I'm not saying that's what

happened....I'm just saying | don’t know

CM: Supposedly, it's named after a juke joint ini€ago....and that it's a Hound Dog

Taylor instrumental that had other parts added.to i

EW: Sounds right. | mean it's generic! It's notery complicated piece but it's a cool
little generic upbeat blues shuffle. If it hadb&come a hit he wouldn’t have

remembered it three weeks later.

CM:That goes again to the concept of the commercial

EW: And simply the extent to which you shouldnidt records as something other than

records. Records are hugely important as recbrdsyhat they tell you is about the

record not about what the guy played when he wadaiting that record. And
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particularly with someone like Freddie King. I&tl anyone around who knew him

before he recorded?

CM: No | haven't yet.

EW: Call Alan Govenar have you called him yet?

CM: No but I'm going to write his name down. IsihelTexas?

EW: Yeah, he’s in Dallas. He did a book on Lightrilopkins but he also did a book on
Texas blues. | would just say warning, warningsnirag: anyone who is principally
interested in blues may give you lots of good infation but they are blues fans and that
does not meet....they may concentrate on blues boegn’'t mean Freddie King would

have.

CM: How do you mean?

EW: Just what | said. Someone who is interestdetéadie King because they love blues
is going to think about him differently than someawho is into Freddie King because
they love surf guitar. That doesn’t mean they angd@oser to Freddie King it just means
that is their take. You just need to be carefuetmember that everybody is still doing to
their own taste and preferences and that includesMy view of the world is that those

categories are limiting. | will be sitting here thre phone with you saying be carefull not
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to put him into this box labeled blues. That's hopby horse just like someone else’s

hobby horse is that blues is the most importanticnus earth.

CM: | hear ya on this when you hear his music tlaeeea lot of different influences, he

recorded a Bill Withers song “Ain’t No Sunshine.”

EW: Look. As far as | can tell no band advertifeeinselves as a blues band until Paul
Butterfield hit, which is to say “blues band” is emvention of white fans. Nobody ever
advertised themselves to the black community deeslband. That is not one hundred

percent true but it is almost a hundred percemt trthat one I've done the research.

CM: It was just music. Or “our music” if you weréabk listening at that time.

EW: Or R&B, but it was the Muddy Waters Band nat Muddy Waters Blues Band,
because why tell an audience | don’t play anyttoagblues? That doesn’t make you any

money.

CM: Do you think there’s a misunderstanding of htbe industry itself shapes these

things?

EW: Of course! Not just the industry. You arekiad) about old fashioned, archaic
music by now our views of that have been shapegusoby the industry but by the

historian. 1 mean how do they decide what is @&né in the archive where you work?
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CM: Right. That's the perennial debate what is &nd jazz.

EW: | mean do they want Kenny G’s papers?

CM: (Laughs a little) | don't...

EW: I'm not jokin’. | mean he is the biggest sefjifazz artist one of the biggest selling

of a handful of jazz artists in the last ten yayghey want his papers?

CM: I don't either, but | do know they are runniagt of space....they might just say

that.

EW: | see these fights all the time. People sayhngqueople don't listen to jazz | say

“what about Norah Jones?”

CM: And they say: “That isn't jazz...”

EW: It's like ok, yeah, she won a Grammy for begizj aloum, you want to say that isn’t

jazz, that’s fine.

CM: | like that approach, same with Esperanza Spgldand Norah Jones is on Blue

Note. | don’t know, the labels themselves arericste is your overall point.
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EW: Yeah, which is not to say they aren’t useful

CM: R&B was an invention of the labels...

EW: R&B was an invention of Billboard magazine...

CM: Because they used to call them “race” records...

EW: Right and then they called them “Harlem Hitdeh...”

CM: As | continue in my research to you have anyagal pointers?

EW: Yeah, take your time and try to find humamigsei Talk to people. There’s a huge
tendency particularly academic researchers to €ithé world as if there is this thing
called ethnography and there is this other thidlgddistorical research. And it's

idiotic. The other thing is don't trust paper team anything more than that you found a
piece of paper. The fact that a newspaper saysaut such and an old black guy from
Texas says something else and they didn’t agregvarpieces of information. They
both have their biases they both have their sthrenghd weaknesses. It's very, very
common there is this whole world of nerd discogsaphich will talk to a guy who says
he was at a recording session and what they widl about it is that he’s got the date
wrong. And who the fuck cares about the date. ddte is infinitely less interesting than

the memory of someone who was at the recordingosess
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CM: That’s what the readers what to hear about ayyw

EW: What any sane person wants to hear about, hnvla the fuck cares whether or

not he recorded it on Tuesday or Wednesday?

CM: (Laughs) I'm glad we are talking about it,d¥e these thoughts too, reading the

stuffed shirt academic jazz articles it takes soffrtbe fun out it in some ways.

EW: I'm glad that there are people who do discolyaps very very usefull and it's
really usefull to do newspaper searches. But tiseadendency in the academy to think
that pieces of paper are closer to truth than hupeamgs and that is sometimes true and
sometimes not true. The fact that you have a péste Freddie King gig or an ad for a
Freddie King gig, doesn’t mean the gig happenelke fact that you have a review of a
Freddie King gig doesn’t necessarily mean the gigpened but without good reason |
would tend to trust it. It is by no means unheafrtbr someone who saw Freddie King
last year to write a review this year without aijubothering to go out....I'm just saying

don’t over trust, scholars tend to trust writintds what they do.

CM: Thank you. One last question. In your listathviblues and what you are interested
in can you tell me about regional differences betwgpes of blues. There are different

sounds in different areas.
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EW: It's hard to tell. There are a lot of thinggst come together that we end up phrasing
it that way. If the Duke Peacock sound a Texasdauw a Duke Peacock sound? | don't
know. Is what we call the Texas sound what peogee playing in Texas or is it the
sound that has sold for a Texas artist so otheplpego into a studio might play like that
or at gigs they might play a different way? I'm atying it is | have no reason to think
that there aren’t things that Texas musicians shaRresumably Freddie King learned
how to play by sitting around with other playersi gmesumably they shared things in

common.

However you just said that Hideaway was taken fitoand Dog Taylor who isn’'t
Texas...so you know there are people for whom redjgmas a completely logical way
to think about them. Howlin’ Wolf could not haveroe out of anywhere but the
Mississippi Delta. On the other hand BB King, iuyist listen to his guitar playing and
knew nothing else about him no one would ever ghessame out of Mississippi,
everything about his playing suggests West Coastl he worked very hard at sounding

like a West Coast player and sounding like peagieT-Bone Walker...

CM: T-Bone, who's also from Texas, but ended u@atifornia right?

EW: They all ended up in California

CM: It's where the gigs were right?
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EW: It was where the money was. In the 1940s ewatypessentially every young

person who wasn't in the army in the entire Souitiweého could possibly do it went to
California. There was more work, paying more motian probably anytime before or
since. | mean it was one of the huge populatiofisshi | mean | don’t know if you know

this history at all.

CM: I'm getting bits and pieces of it....

EW: The short version is when the Japanese attdekad Harbor the US found itself in
a war in the Pacific and had just had its Pacléetfdestroyed, so it had to build a Pacific
fleet in the next year. Which meant that there sdgesperate need for people out there
building ships and there was a need for peoplelgungpand feeding. So literally all the
young people moved out there and all the clubsadirtie dance halls went twenty four
hours because all the war industries worked thigde Bour shifts. A bunch of people
got of at 6 a bunch got off at 2 in the morning afiters got off at 10 and there was a lot

of work for musicians. That's as true of Bob WHls it is of T-Bone Walker.

CM: Whenever they talk about blues they alwaysit4tiost war urban blues” when

speaking of the music of BB King....I know it's anetHabel...

EW: That's meaningless. BB King was an R&B stahis is a little bit cynical but not

much...What blues means as a description of a blackaman from the 1950s or 1960s
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is somebody who did not become a big enough stae walled a rock or a soul musician.

That's all that blues means.

CM: Yeah a good example is Chuck Berry and other€loess...

EW: Think about Etta James vs. Aretha Franklin,ahly reason Etta James became a
blues person is because she didn’t have enouglf Blie had enough hits she would be a
soul singer. It's marketing and the marketing desmnand that’s the thing you have to be
careful about. What somebody was marketed as6@ iOnot necessarily related to what
bin you find their record in, their CD in, their &m....whether Hideaway was a blues, a
rock and roll, surf hit. Go back and look at Ba#yd chart and see how they mention it.
Go back and look if there was an LP of Freddie Kahthat point, go back and see if
there was a picture of him or anything else thatilddell you that he was black. That's
something always to watch for in that period beeaasan instrumental artist in a pre-
television ere (which it still largely was in thaorld) era, | would not be at all surprised
if you found that all of his records in that periwdre ambigious so that people could by

him a white guy if they didn’t want to buy blackygu

CM: Like another instrumentalist, Lonnie Mack.

EW: Yeah Lonnie Mack, perfect example. Did the agerperson know that Wham was

a white guy and Hideaway was by a black guy? Ok?
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EW: Sure. Ok take care...

91
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Discography

In the past five years Bear Family Records hasselé two comprehensive
Freddie King box sets that include all of his studhiaterial and also a good chunk of his
live recordings. There is a lot of live recordedtarial but some of it is of questionable
quality because of the long drawn out jams thag, @viewer pointed out, veers into
1970s drug culture. Either way there is a lot addjstuff available for trade from avid
Freddie King collectors. Both Freddie King boxssate worthy contributions to
anyone’s collection, for beginners, nothing bea&iBie King's 17 Original Greatest

Hits.

[K2199] Freddie King

Freddie King (vcllacc byEarl Payton (hcaMilton Rector (el-b)Robert "Big Mojo"
Elem (b)Thomas J. McNulty (dMargaret Whitfield (vcl-1)

Chicago, 1956

El-Bee 157
LB-157 Country boy (1)

LB-158 That's what you think

[K2200] Freddie King
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Freddie King (vcl,glacc byGene Redd (tp?-BddedClifford Scott (ts-1)addedSonny
Thompson (pBill Willis (b) Phillip Paul (d)

Cincinnati, Ohio, August 26, 1960

You know that you love King LP762, Polydor (E)2343047, Python PLP-

K-4881 me [but you never tell m7,
so]
Charly (E)CD247 [CD]
Federal 12428, King LP762, LP1059, Python
PLP-7,
K-4882-1 See see baby (1)

Federal DCD7845 [CD]

Federal 12384, Kning LP762, Python PLP-7,

K-4883-2 You've got to love her
with feeling

Gusto LP5012X, Polydor (E)2343047, Charly
(E)CD247
[CD], Federal DCD7845 [CD]

Have you ever loved a
woman ?

Federal 12384, King LP762, LP1059, 6264,

K-4884-1
Python PLP-5, Polydor (E)2343047, Gusto
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GD5033-X,
Charly (E)CD247 [CD], Federal DCD7845
[CD]

Federal 12401, King LP749, LP773, LP856,

Hideaway (inst) LP1026

K-4885-2
LP1059, Gusto GD5033-X, 5012X, Polydor
(E)2343047,
184163, King 6264, Odeon (F)10038, SOE3662,
XOC196, Increase 2006, Columbia G30503,
Charly (E)CD247 [CD], Federal DCD7845
[CD]

Federal 12401, King LP762, LP1059, Python

| love the woman PLP-7.

K-4886-4
Gusto CG5033-X, Parlo (E)45R4777, Polydor
(E)
2343047
Note: Mx K4884-1 also on King (Oldies)15011, Polydor (F)®111.
Mx K4885-2 also on Polydor (F)2310110, ParlophdaglbR4777.
Charly (E)247 [CD] titled "Texas sensation"; seedlsessions to 1966 for the rest
of this CD.
Federal DCD7845 [CD] titled "17 greatest hits"; sadous flwg sessions to
August 26, 1964 for the rest of this CD.

[K2201]_Freddie King

Sonny Thompson (@reddie King (g,vcIBill Willis (b) Phillip Paul (d)

Cincinnati, Ohio, January 17, 1961
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. . Federal 12415, King LP964, Gusto LP5012X,
Train whistle blues

Federal
F-1368-2
DCD7845 [CD]
go"ou believe in What YO a1 12443, Pol (E)2343047
F-1369-1 99

Note: The above two titles also on King LP762 and PytRaR-11.

[K2202]_Freddie King

Osborne WhitfieldH. Johnson (ts-13onny Thompson (Breddie King (qg,vclBill
Willis (b) Phillip Paul (d)

Cincinnati, January 18, 1961

Federal 12415, King LP762, Pol (E)2343047,

It's too bad (things are Python
F-1372-1 :
going so tough)
PLP-5, Charly (E)CD247 [CD]
Federal 12432, King LP762, Pol (E)2343047,
Python
F.1373-1 I'm tore down (1)

PLP-5, Columbia G30503, Charly (E)CD247
[CD],
Federal DCD7845 [CD]

Note: Last title also on King LP1059, 5012X, Gusto GD-3832).

[M2132] Hank Marr
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Osborne Whitfield (tsHank Marr (orgMich Robinson (pFreddie King (gLarry
Frazier (el-bPhillip Paul (d)

Cincinnati, January 18, 1961

Federal 12304
F1370 Ram-bunk-shush

F1371 The push , 12507, King LP829, LP1011, KSD1061

Note: Both above titles also on Charly (E)271 [CD]

Hank Marr
Cincinnati, March 22, 1961

F1384 Mexican vodka Federal 12412

, King LP1011, KSD1061

F1385 Travelin' heavy (1)

Note: (1) On King KSD1061 as "Travelin™.
Both above titles also on King LP829, Charly (E)2ZD].

[K2203]_Freddie King
Freddie King (g,vclSonny Thompson (@red Jordan (gBill Willis (el-b) Phillip Paul

(d)

Cincinnati, Ohio, April 5, 1961

F.1390.1 Butterscotch [Onion ringFederal 12529 *, Gusto LP5012X *, Pol
1 (F)27761,
Federal DCD7845 [CD]




F-1391-1

F-1394-1

F-1395-3

F-1396-1

F-1397-3
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Federal 12432, King LP964, Pol (G)623278,
Python

Sen-sashun [Bumble be

sting]

PLP-7, Odeon (F)10038, SOE3662, Charly
(E)CD247
[CD]

Federal 12456, King LP1059, Pol (E)2343047,
Python
Side tracked

PLP-11, Charly (E)CD247 [CD], Federal
DCD7845 [CD]

Federal 12456, King LP1059, Pol (E)2343047,
Python

The stumble
PLP-7, Charly (E)CD247 [CD]

Federal 12428, King LP5012X, Python PLP-11,
Charly

San-ho-zay
(E)CD247 [CD], Federal DCD7845 [CD]

King LP1059, Pol (E)2343047

Wash out

Federal 12470, King LP964, Python PLP-11
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F-1398 Just pickin'

Federal 12443, King LP5012X, Federal
DCD7845 [CD]

F-1399-2 Heads up

Note:All titles instrumentals. All the above titles alsn King LP856 (with live noises
dubbed on).
Mx 1391/94/95/97/98 also on Gusto GD-5033X
Mx 1394 also on King LP5012X.

[K2204] Freddie King
Freddie King (vcl,glacc bySonny Thompson (robFred Jordan (gill Willis (el-b)
Phillip Paul (d)unknown saxes-1 added.

Cincinnati, Ohio, July 24, 1961

Federal 12439, King LP5012X, Python PLP-5,
Gusto
F-769-1 Christmas tears

LP5012X, Odeon (F)SOE3721, Federal
DCD7845 [CD]

King LP762, Python PLP-11

Let me be [Stay away

from me]

F-770

Federal 12450, King LP762, Python PLP-7,
Charly
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F-771-1 Takin' care of business
(E)CD247 [CD]

King LP762, Python PLP-7
You mean, mean womal
[How can your love be

true]

F-772

[K2205)@ _Freddie King
same

Cincinnati, Ohio, July 25, 1961

Federal 12439, Odeon (F)SOE3721
F-773-1 | hear jingle bells

Federal 12475, King LP773, LP856, Gusto

GD5033X
F-774 In the open (inst)

King LP773, LP856, Gusto GD5033X
F-775 Out front (inst)

King LP773, LP856, Gusto GD5033X
F-776 Swooshy (inst) (1)

[M2134)@ _Hank Marr
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Cincinnati, November 22, 1961

Federal 12451

F785-2 The twist serenade

F786-1 Your magic touch

Federal 12468, King LP829, LP1011
Watusi-roll
F1455
Sweet Nancy - - -

F1456
Note: Last two titles given as early 1962 ? See also uEddie Clearwater.

[K2206] Freddie King

Freddie King (vcl,gacc byGene ReddClifford Scott (as,tsponny Thompson (dred
Jordan (g,vclBill Willis (el-b) Phillip Paul (d)vcl background-

Cincinnati, Ohio, January 10, 1962

Federal 12521 *, Python PLP-7, Pol (G)623278,



F-1423-5

F-1424-2

F-1425

F-1426-1

F-1427

F-1428-1

F-1429-1
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Closed door [High rise *]
(inst)

Gusto LP5012X, Federal DCD7845 [CD]

Federal 12462, Python PLP-7, Gusto 6083 X
2)

Texas oil (inst)

Federal 12521, Python PLP-5, Pol (G)623278,

She put the whammy OnCharIy

me

(E)CD247 [CD]

Federal 12475, Python PLP-5, Pol (G)623278

I'm on my way to Atlante

(1)

Federal 12578

Overdrive [The
untouchable glide] (inst)

Fedearl 12518, Pol (E)2343047, Charly
(E)CD247[CD]

Driving sideways (inst)

Federal 12456, King LP964

Sittin' on the boat dock

Federal 12470, King LP931
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F-1430 Come on

Note: First 4 titles also on King LP964.

For a session from February 7 & 8, 1962 see LukdRe

[R1912] Lula Reed

Lula Reed & Freddy King : Lula Reed And Freddy Kilsgc By Sonny Thompson & His
Orchestra Lula Reed (vcl-1Freddie King (vcl-2)acc byGene ReddClifford Scott
(saxesSonny Thompson (dHred Jordan (gill Willis (el-b) Phillip Paul (d)

Cincinnati, Ohio, February 7 & 8, 1962

F-1431-1 Do the president twist Federal 12456, King LP777, KCD777 [CD]
(1,2)

(Let your love) Watch 12471, - - , Gusto GD-5033X
over me (1,2)

F-1432-1

You can't hide (1,2) - - -, Gusto GD-5033X

F-1433-1



F-1434-1

F-1435-1

F-1436-1
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It's easy child (1,2) 12477, - - ,964

Wha? love keeps a- 12457
working on me (1)

What about love (2) 12462, King LP931, LP5012

[K2207] Freddie King

Freddie King (vcl,gacc by unknown as, ts, bar, p, el-b and d, anidgfenip-1) added.

F-804

F-804-4

Cincinnati, Ohio, November 27, 28 & 29, 1962

King LP821, Pol (G)623278

Bossa nova blues (inst)

Fed 12515, King LP928, 964

King-a-ling (F-859)

Fed 12482, King LP821
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F-806

F-807-4

F-808

F-809-1

F-810

F-811-2
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The bossa nova watusi
twist (inst

Walk down that aisle

[Honey chile]

Fed 12518, King LP821, Pol (G)623278, Charly

Someday after awhile

(you be sorry)

(E)CD247 [CD]

Fed 12578, King LP821

You walked in

12499 -
You're barkin' up the
wrong tree
King LP821

Is my baby mad at me

(horns out)

Fed 12499, King LP821, 5012X, Python PLP-5,
Charly

The welfare [Turns it's
back on you]

(E)CD247 [CD], Federal DCD7845 [CD]
King LP821



F-812

F-813

F-814-1

F-815-2

F-900
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It hurts to be in love

Fed 12482, King 5012X, LP821, Charly
(E)CD247 [CD]

Look ma, I'm crying

Federal DCD7845 [CD]

Fed 12491, King LP821

(I'd love to) Make love tc

you (g out) (1)

One hundred years (g ol

King LP928, Pol (G)623278, Python PLP-7

Freeway 75 (recut of F-

805)

[K2208]_Freddie King

Freddie King (vcl,glacc byGene Redd (tsyonny Thompson (Hrederick D. Jordan (g)

Oscar Crummie (el-lhillip Paul (d)

F-851-1

F-852-1

Cincinnati, Ohio, September 26, 1963

Fed 12529, King LP931, LP964, Pol (F)27761,
Gusto
GD-5033X (2)

Now I've got a wome

Fed 12509, King LP928, LP964

Surf monkey (inst)

12535, LP931 -
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F-854-2

F-855

F-856-1

F-857

F-858
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If you have it

King LP882, LP928, 1059, Pol (E)2343047

Zoo surfin' [Low tide]

(inst)

Remington ride (inst)  King LP884, 928, 1059, Gusto GD-5033X (2)

Fed 12509, King LP931, 964
Monkey donkey

Fed 12515, King LP931, LP964, Python PLP-7

Meet me at the station

(inst)

. Fed 12537, King LP931, 5012X, Python PLP-5,
Full time love

Federal DCD7845 [CD]
Fed 12515, King LP928, KP964
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F-859
King-a-ling (F-804-
4)(inst

Note: Mx F-854-2 also issued on Python PLP-11* and G@&De5033X (2).

[K2209]_Freddie King

Freddie King (vcl,glacc by unknown p-1, org-, g, b and d.

Cincinnati, Ohio, August 26, 1964

Fed 12535, King LP931, LP964

F-884 | love you more every de

King LP931, Charly (E)CD247 [CD]

F-885 Teardrops on your letter

Fed 12532, King LP931, LP964, Pol (F)27761,
King

Some other day, some

F-886-1 other time (1)

LP5012X, Federal DCD7845 [CD]

Fed 12537, King LP931, Python PLP-11

F-887 She's the one



F-888

F-889-1

F-890

F-891

F-892-7

F-893

F-894
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Python PLP-5, King LP931, LP964, Pol
(G)623278

She's the kind (1)

Fed 12532, King LP928, LP964, Pol (F)27761

Manhole (inst) (2)

Python PLP-11, King LP928

Fish fare (inst)

Funny bone (inst)

PLP-5 -, LP964, Pol (G)623278

Cloud sailin' [Don't mve]

(inst) (2)

King LP928, LP964, Gusto GD-5033X

The sad nite owl (inst)

Nickel plated (inst

Python PLP-5 *, King LP928, LP964
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F-895 Freddy's midnite dream
[Freddy's guitar blues *]

Note: Mx F-900 see session of November 22, 1962. F-886@h Python PLP-11, Mx F-
889 also on Python PLP-5 and Gusto GD-5033X (2)gKiP931 was probably
never issued and all tracks on King LP964 have lee@ed.

[K2210]_Freddie King

Freddie King (vcl,glacc by unknown (ordlonnie Mack (gunknown (el-b)}rank
Charles (d)

Cincinnati, Ohio, September 14, 1966

King 6080

K-12231  Girl from Kookamunga

King 6080, Pol (G)623278

K-12232 You've got me licked

6057 - , Charly (E)CD247 [CD]

Double eyed whammy

K-12233

Use what you've got

K-12234
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Polydor (G)623278 = Polydor (E)2343009.

King 5012X (minus Mx F-1399, 769, 858) = BellapHdip8012.
King LP773 = King LP856 (with live noise dubbed.in)

King LP1059 = Bellaphon BID8015.

[K2211] Freddie King

Freddie King Is A Blues MastelFreddie King (vcl,gacc byJoe Newmanielvin
Lastie,Martin Banks (tpXing Curtis (asPDavid "Fathead" Newman (t¥Yillie Bridges

(bar)Gary lllingworth (p)James Booker (p,el-p,or8jlly Butler (g) Jerry Jemmoitt (el-b)

Norman Pride (d)

14850

14851

14852

14853

New York, July 16, 1968

Hideaway (inst)

Cotillion SD9004

Papa's got a brand new (unissued)

bag
Funky (inst) Cotillion SD9004, 44015
Soul twist '68 (unissued)
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14854 Cotillion SD9004
Blue shadows (org,horn:
out

[K2212] Freddie King

asFreddie King (vcl,gacc bySteamhammer:,unknown g, el-b and d

Live "Entire Club", England, 1968

Python/Black Bear BB-904
Guitar thing [Guitar
workout] (inst)

See see baby

This is the blues (inst)

Have you ever loved a
woman ?

New hideaway nst)

Get out of my life

BB-905

Someday after awhile
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Sen-sa'-shun (inst)

Love her with a feelin'

Guitar pickin' (inst)

[K2213}@ _Freddie King
same

New York, July 17, 1968

Cotillion SD9004, 44015

14855 Play it cool

14856 That will never do

14857 It's too late

14858 Sweet thing



14859

14860

14861

14862

-, Midi LP68005

Get out of my life womal

Hot tomato

(unissued)

Soul twist (2nd version)

Soulsville

[K2214)@ _Freddie King

same

14863

14864

New York, July 18, 1968

Wide open Cotillion SD9004

Let me down easy

118
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14865 Today | sing the blues

Note: All titles from Cotillion SD9004 also on Atlanti&jK40496.

[K2215] Freddie King

My Feeling For The BluesFreddie King (vcl,glacc byErnie Royal Martin Banks (tp)
George Colemarkrank Wess (tsjrevor LawrenceWillie Bridges (ts,barKing Curtis
(ts-1,marimba-2§zeorge Stubbs (@ornell Dupree (gJerry Jemmott (el-kXen "Spider
Webb" Rice (dHugh McCracken (hca-3)

New York, 1969

Cotillion SD9016, 44058, Repertoire

17455 Yonder wall REPCD4167 [CD]

17456 - -
| wonder why

Stumble (inst, 1)

Stormy Monday blues
[They call it stormy

Monday]

| don't know
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What'd | say (inst, 2)

Ain't nobody's business
what we do

You don't have to go (3)

Woke up this morning

The things | used to do (

My feeling for the blues

Cotillion SD9016 = Atlantic (E)K40497
Note: All above titles also on Atlantic (Jap)AMCY-496 [@.D

[K2216] Freddie King

Getting Ready... Freddie King (vcl,gacc byLeon Russell (p,gJohn Gallie (orgPbon
Preston (gPonald "Duck" Dunn (el-bThuck BlackwellCharles Myers (dClaudia
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LennearKathi McDonald,Don PrestonjJoey Cooper (vcl-19n a later date strings- and
horns-3 dubbed in.

Chicago, 1971

Same old blues (1,2)  Shelter SHE-8905, 2140

Dust my broom (4)

Worried life blues

Five long years

Key to the highway

65044 -

Goin' down

, 2140, 7303

Living on the highway

Walkin' by myself (5) - , 2140
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Tore down - , 7303
65047

Palace of the king (1,3)

Note: (4) vcl,g acc by tamb, p only. (5) vcl, g ac byrsis, p, tamb only. Shelter SHE-
8905 = Philips (G)6369102 = A & M (E)AMLS65004

[K2217] Freddie King

Texas CannonballFreddie King (vcl,gacc byLeon Russell (pJohn Gallie (orgbon
Preston (giCarl Radle (el-bChuck Blackwell Jim Gordon (d)

Memphis, Tenn., 1972

Lowdown in Lodi Shelter SW8913, 7320, 2140

Reconsider baby

Big legged woman

Me and my quitar

- ,7323 -
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I'd rather be blind

[K2218] Freddie King

Freddie King (vcl,glacc byLeon Russell (p,org,slide-@on Preston (gbonald "Duck”
Dunn (el-b)Al Jackson (d) strings-1 dubbed in.

Hollywood, CA, 1972

Can't trust your neighboi

@)

Shelter SW8913

You was wrong

How many more years

- ,7323

Ain't no sunshine

The sky is crying
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Note: Shelter SW8913 = A & M (E)AMLS68113 = Philips (G@8L08 = Sequel
NEXCD-126 [CD] = Shelter (Jap)PSCW-1032 [CD].

[K2219] Freddie King

Freddie King (vcl,glacc byDavid Maxwell (p)Deacon Jones (ord@ennie Turner (el-b)
Charles Robinson (d)

Live, Ann Arbor, Michigan *, September 8-10, 1972

Atl SD2-502

Goin' down

Note: (*) Recorded Live "Otis Spann Memorial Field", AAnbor, Michigan, September
8-10, 1972.

[K2220]_Freddie King

Woman Across The RiverFreddie King (vcl,gacc byRev. Patrick Henderson (p,org)
Leon Russell (pPon Preston (garl Radle (el-bYim Keltner,Chuck Blackwell (d)The
O'Neil Twins (backing vcl-1¥trings-2 dubbed in.

Ti Juana, Oklahoma, 1973

Shelter SW8819, 7733, 2140
Woman across the river

1)
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Hootchie cootchie man (

Danger zone (2)

Boogie man

Leave my woman alone

(1)

Just a little bit

Yonder wall

Help me through the day
(2)

I'm ready (2)

Trouble in mind (1,2)

You don't have to go (1)

Note: Shelter SW8919 = A & M (E)AMLS68919 = Philips (GEBL15
Shelter 2140 = Shelter (F)67607 = A & M (E)AMLS6831
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[K2221] Freddie King

Burglar: Freddie King (vcl,gacc byRon Carty (tp)Xhris MercerMick Eves (ts)Steve
Gregory (ts-1,sop-Buddy Beadle (barfRoy DaviesPete WingfieldBrian Auger
(keyboardsBobby Tench (gPDelisle Harper (b-gbteve Ferrone (d,cabassaMike
Vernon (perc-1Pat Arnold.Vic ..., Misty Browning (backing vcl-2unknown female
speech-3.

Oxfordshire, England, July, 1974

RSO RS-1-3025, SO-4803, Pinnacle

Pack it up (rd el- BGOCD137 [CD]

p,clav,1,3)

Shake your booty (rd el-
p.clav,1,3,5)

My credit didn't go
through (rd el-p,pw
p,1,2.4)

| got the same old blues

(rd el-p,2,3,6)

Only getting second bes i
(rd el-p,ba org,1)

Texas flyer (rd el-p,pw p
1,3)




Note:

Pulp wood (pw eb, horn:

out, inst, 3)

She's a burglar (rd @pw

clav, ba org, inst, 3)

| had a dream (pw p, ba
orqg, 2

Come on [Let the good
times roll] (rd org, pw p,
clav, 1,4)

It's your move (rd clav,

pw p, 4)

[K2222] Freddie King

RSO S0-4803 = RSO (F)2479129 = RSO (E)2394140.
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Freddie King (vcl,glacc byPete Wingfield (pKenny Passarelli (I3teve Ferrone (d)

Chipping Norton, Oxfordshire, England, July 1974

RSO RS-1-3025
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Sweet home Chicago

[K2223] Freddie King

Live In Antibes 1974 Freddie King (vcl,gacc byAlvin Hemphill (org) Louis Stephens
(p) Floyd Bonner (gBennie Turner (bMike Kennedy (d)

"Antibes Jazz Festival", Antibes, France, July 874

France's Concert (F)FCD111 [CD]
Going down the highway

Big legged woman

Woman across the river

Have you ever loved a
woman ?

'Tain't nobody's busines:
if 1 do

Hideway

Let the good times roll

[K2224] Freddie King




129

Freddie King (vcl,glacc byDick Sims (org)Eric ClaptonGeorge Terry (garl Radle
(el-b) Jamie Oldaker (d)

Miami, Florida, August 5, 1974

RSO S0-4803, RS-1-3025
Sugar sweet

TV mama

Gambling woman blues

[K2225] Freddie King

Live In Nancy 1975, Vol. 1 Freddie King (vcl,gacc byAlvin Hemphill (org) Louis
Stephens (pMark Pollack (g)Bennie Turner (balep Emphrey, Jr. (d)

Nancy, France, 1975

Messin' with the Kid France's Concert (F)FCD126 [CD]

That's all right

Goin' down

Stormy Monday blues
[They call it stormy

Monday]
(Medley :)

Sen-sa'-shun

Lookin' good

Booqie chillun'

Sweet little angel
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[K22261@ _Freddie King

Live In Nancy 1975, Vol. 2 same
Nancy, France, 1975

France's Concert (F)FCD129 [CD]
Got my mojo working

Sweet home Chicago

Wee baby blues

The danger zone

Feelin' allright

You're the one

Final
[K2227] Freddie King

Freddie King (vcl,glacc byMelvin Jones (orghouis Stephens (Bam Wylie (g)Bennie
Turner (el-b)Charles Robinson (d)
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"Live in Studio!", Dallas, Texas, March 31, 1975

‘Tain't nobody's busines:
if 1 do RSO RS-1-3025

Woman across the river

[K2228] Freddie King

Larger Than Life Freddie King (vcl,gacc byJohn Thomadarrell Leonard (tpJerry
Jumonville (ts,aslpavid "Fathead" Newman (td)m Gordon (ts,org)Joe Davis (bar)
K.O. Thomas (pMike O'Neill (g) Robert Wilson (b-gBig John E. Thomassie (&am

Clayton (cga)

Live "Armadillo World Headquarters"”, Austin, Texaspril,
1975

You can run but you can
hide RSO SO-4811

Woke up this morning

Meet me in the morning
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The things | used to do

Ain't that | don't love you

[K2229] Freddie King

Freddie King (vcl,glacc byLouis Stephens (pAlvin Hemphill (org) Mike O'Neill,
Andrew Jones, Jr. (dBennie Turner (el-bCharles Myers (dpam Clayton (cga)

Live "Armadillo World Headquarters", Austin, Texaspril,
1975

Have you ever loved a RSO S0-4811
woman ?

RSO-4811 = RSO (E)2394163

Note:

[K2230]_Freddie King

Freddie King (vcl,gacc bySonny Burke (el-p,cla¥pete Wingdfield (pMelvin "Wah
Wah" Ragin (gHenry Davis (el-bYames Gadson (#)ike Vernon (percFirst Priority

(vcl group)

Hollywood, CA, 1975

RSO S0O-4811

It's better to have (and
don't need)

Boogie bump
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[K2231] Freddie King

Dick Sims (org)Freddie KingGeorge Terry (g€arl Radle (el-bJamie Oldaker (d)
Sergio Pastora (per€xic Clapton (vcl,q)

Live "Dallas Convention Center", Dallas, Texas, Biamber
15, 1976

Farther up the road RSO RS-1-3025, (E)2394192



