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Saying Goodbye...

JAck “THE RAPPER™ GIBSON
(1922-2000)

The legendary Jack “The Rapper™ Gibson, pioneer
Afnican-American radio personality, passed away on
January 30, 2000, He was a major donor to the
AAAMC as well as a member of the Narional
Advisary Board. His influence and impact on me
personally and the Archives in general are
immeasrable,

When | first met Jack in 1979, we discussed
my research in Black popular music and my effores 1o
document the creators and those legendary figures
who promoted and disseminated this teadision,

He agreed 1o my request for an interview and offered his
assisrance to aty endeavon Jack provided me with an
essenrial entrée into the infrastrocture of the music induwsry
by introducing me to key players at his Family Affair
Conventions. (Jack founded this important annual gathering
of musicians and industry personnel associated with Black
music in 1975, which he hosted annually for the next wo
decades. ) Using his well-earned influence, Jack encouraged
the understandably wary industry players to open op and
make themselves accessible.

As my research began 1o take root and thrive, my
earliest vissons for the AAAMUC began to evolve. Again, Jack
was supportive of this concept, allowing me ro spend days
over several years in his office in Orlando, Florida going
through files and organizing photographs and other
materials. During this process, | discovered rwa badly
deteriorated T-inch reel-ro-reel aircheck rapes of Jack from
the 1950s and 1960s that were broken in several places,

T comyinced Jack to ket me take them to Indizna Universiey
for restoration, After this, he agreed 1o leave the orginals ar
the universiry for salekeeping. | Larer realized that his then-
fledgling Melfo Yello newsletter [1976-96) should also be
preserved. These matenals, along with those contributed by
other special peaple such as Johnny Otis and Karen Shearer,
were pivotal in belping establish the AAAMC, In subsequent
years, Jack added decumentary video and radio programs
abaur his life and Black radio in general, selecied
photographs and “Family Affair™ programs, and related
memorabilia vo his collection.

Jack also contributed to Indiana University in
many other witys and served as 4 role model for students—
African-American students in particular. In 1981, he
contributed to a scholarship fund for Indigna University
students. eraining for careers in telecommunications and the
Jack also coneributed to IUs and rthe
AAAMOS educational mission, giving caprivating and
widely acclaimed public lectures and classronm presentations
beginming in 1981, He gave his final public lectuse on the
IU campus on February 24, 1999,

The Archives will miss Jack's advice, encouragement,
and guidance, 1, along with the Archives® staff, [U students,
and others who came inte contact with “The Rapper,” will
miss his effervescent personality, nnyielding candos, and
contagions humar, Goodbve, Jack, Know thar the AAAMC
remains committed to the preservation of your memory
and legacy.

music industry

—Partia K. Mawltshy
Director

Thorm “TBears” Bowles

THOMAS “BEANS" BowlEs (1926=2000]

For many of us the word “Motown® evokes images of
[hana Ross, Stevie Wonder, Marvin Gaye, Smokey Robinson
and other well-known stars who etched the “Motown
Sound” upon the eardrums of the world. Likewise,
Matown's tounder, Berry Gordy, and his staff of songwriters
and prodiocers, Holland-Dozier-Holland and others, are
well-known heroes of the Motown begacy. Only in recent
vears has the pubbic begun to take note of Motown's UnSLTg
heroes; those who stoed in the shadows of the stars while
hetping the company muke stars and achieve overwhelming
success during the mid to ke '60s. On January 24, 2000,
the warld bost one of those unsung heroes: Thomas Bowles,
affectionately known as “Dr, Beans,” or just “Beans.”

1 met Beans in July 1994, when | began researching
the history of Motown i its home city, Detroit, Michigan.
A musician and former road manager for Motown, Beans had
gained brief mention in vanious books that 1had read. As |
began o chart a path of interviews that | wonld pursue with
Maotown alumni, Dr. Licks, who is now a member of the
AAAMC Adwisory Board, suggested that [ start wich Beans.

I recall the day char | mer him at his two-stary
apartment, a modess dwelling that Reans describes as a
“six-room gherto apartment.™ The place was filled with
the range of the remnants that defined his diverse life:
inssruments, audio equipment, sheer music, old photos, new
computers, erc. He was a rall, cthin man thence the name
Beans), with a lovely smile and warm personalicy. From the
very beginning of our meeting, Beans was no stranger to me.
Irs hes dowmn-to-earth, sincere, gentle, yet direct manner, he
talked abour his life and Motown experienices s of we were
Iong-time: acquainrances. Beans didnt just give information;
he told sraries, he explamed, reflected, reminisced, and gave
advice using his own life a5 a model. In e manner of o
good social scientist, be drew relationships across musical,
ccomomic, social, cultural and peopraphic lmes, What |
thought was gaing to be an interview abour his experiences
with Maotown turned out to be an engagement with his
personality and a lesson for Life, What was mained from my
conversation with Beans helped shape the approach thar |
wounld take from that point on in my research and in my
development of a course on Motown ar Indiana Universiry.

In the spring semester of 1995, the Motown course was
offered ur [U, and Beans Bowles appeared one day as guest
becrarer. Much like our interview that prior summer in
Detroir, Beans covered in his lecture a broad range of
subjeces, sharing with us his life's experiences as examples,
Whar | remember most are the words of wisdom that Beans
left with ws: *The world changes; when it changes, you've
mot to be ahle 1o change with it,” he said, referring o
adjustments that he suade duning his lifetime, including
taking compurer classes at age 68, You've got 1o do “what it
takes to ger to a point when vou can be of value,” he said.
A young Detroit musician credits Beans as bemng the person
who kept him out of jail. “Everybody needs a hero,” Beans
says. To me, Beans is 2 hero, | am grateful to have had the
opportumnity o spend time with Beans. | will always
remember him and his teachings,

—Charles E. Sykes
AAAMC Acromg Darector/Research Assocunte



In the Vault

The William Bairlow Colléi:-tio-r;:_élack Radio

Ta fully tell the hiseory of music in
African-American culture in the
post-Warld War 1 era, we must
consider the role of radio, a primary
medinm that has escorted music from
performance halls and recording stodios
into African-American community life.
The William Barlow Collection housed
at the AAAMUC provides a new pesource
for stwdents of Black radio to examne
African-American music within this
context, to explore the role of this
institution in African- American
commumnities, and to learn aboat the
history of Afncan Americans in
professional broadcasting. Donatesd o
the AAAMC in May 1998, this
collecrion represents materials amassed
during nearly 20 years of research by
William Barlow, Rarlow is professor of
communications at Howard Umversine
in Washinggon, D.C and author of Two
hooks, "Looking Up At Down®: The
Emergence of Blues Cultaere (1989) and
Vater Owers The Making of Black
Radio {1999}, The William Barlow
collection consists of thonsands of
pages of published and unpablished
manuscripts, along with interviews with
radio show writers (ranscripts
included), disc jockeys, station owners,
generil managers, audiences, and
leaders of Black-vwned radio
organizations, Unique 1o this collection
are materials that document the
formation of radio stations affiliated
with hissorically Black colleges and
ariveTsities.

The scope of Barlow's research
project examines the earlhest days of
Black radio {1920s), but oral history
interviews also focus on the post-Warld
War [1 era. Through these interviews,
Barlow has discovered that:

“Black radio played a much more
prominent role in the development of
Black communigies, Black palitics, and
Black culture than 1 had thought going
into the research. [Radio] was much
mare central to the day-to-day lives of
African Americans in those vanous
comimunities where it existed. It was

_yery much a local phenomenon and a

local tradition . ., . because of the nature
of the mediam, Therefore, there was
not a lot of national exposure or
recognition of Black radio. [But| at the
local level, people remembered vanous
decjays that they had grown up with
and the vatious ssacions thar they had
listened to, as well as those who had
participated. Cerrainly a lot of the
people [who| had worked in Black
radin over the years were a repostiory
of that hisrory. Being able to talk with
them about it slluminated rhar history
in ways that yon couldn’t find in
anything that had been printed about
it up unil that time.”

Ower the years, musicians and radio
broadeasters have helped to flavor the
musical, political, and social life in
African- American cormmunities,
Materials in the Barlow Collection
illuminate experiences of people such as
seli-tanght radio personality Harne
*Charmie Hatrie™ Leeper (who became a
professor of communicarions at Gaston
College in Dallas, North Carolina),
former radio announcer and long-time
blues performer B, B. King, Dorothy
Brunson (who, in 1979, was the first
African-American woman to own a
radio station), Ron Davenport (who at
wie time headed the only Black radio
network in the United States), Obasaiye
Akinwole (co-founder of the first
African-American public radio station

in the United States), and today’s widely

heard syndicated host Tom Joyner Of
particular note aniog e frinted
resaurces are some scripts of Richard
Durham’s radio programs, aired m the
late 1940s on Destination Fredon,
Interviews with African- American
semiors describe the role of Black-
formatred radio shows in their daily
lives at the time when television was a
mere novelty, and both blues and
thythm & blues music reigned in
popularity among the majoriry of
African Americans. These interviews
contextualize the broadeasts of Black-
formatted radio in the lives of its
listeners, who vary in age, profession,
musical preference, and regional
location.

We are prowd o house this resource
at the Archives of African American
Music and Culoure, and we look
forward 1o serving patrons :n:rr:smkh
the collection.

Neie Initiatives for Studies on

Black Radio

Professor Barlow remains imvolved in
the historical study of Black radio, a
tepic of which he says he and other
researchers have only “scrarched the
surface [in] gerting the full favor of
Iocal traditions and docal histories.” To
further document this tradition, Barlow
has minared efforts o fund a project
joining Howard University and the
Smithsonian Insttution in hostng a
series of “regional Black radio
comferences around the country, which
wonld culmmare in a natonal

here in Washingron, D.C." He envisions
that “the regional conferences would
draw out the regional traditions in
Black radio—eduacare the public abour
Black radio, bur alse . . . collect
artifacts on Black radio for the national
exhibie.™ According o Barlow, the
AAAMC has been schected as a site for
4 regional conference.

—Susan Chebler
Sugan Oebler is completing a Ph.D, in

falldare and ethwonmmsicology with a
iy fn Afro-Ameerican Studies. She is

deiations that were made over e yeds:

w: rafm M yon foir }IIMW - =

frmshing wwork on a dissertation abont
bilsies i intercultural comtexts,

Collection Highlights

Each issue of Liner Notes includes brief descriptions of selected existing and
nen collections.

eomference and exhibit on Black radio

JOHNRY GRIFFITH CoLLECTION. More than 600 record albums from the lare
19505 through the early 1980s by warious artists, Sryles range from blues, gospel,
jarz, thythm and blues, rock and roll, funk, and disco. The collection feamures
personal recordings, @ musical score by Geiffith, and a videotaped performance of
Griffith and jazz guitarist Kenny Bureell, Also included is a taped interview with
Griffith and its accompanying interview transcripe.

THE Mies WHITE COLLECTION, A collection of compact discs, audio cassettes,
videotapes, LPs, and books on rap music and hip-hop culmre. The collection
contains a copy of White's master’s thesis, which consists of printed material and
video footage of deejays demonstrating turmtable techniques. The collection also
includes photographs of jaza trumpeter Miles Davis, among others.
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People

RESEARCH ASSOCIATE
HIGHLIGHT—
MELLONEE BURNIM—
CONNOISSEUR

OF GOSPEL Music

As part of its organizational
struecture, the Archives of
Africam American Music and
Cuilture mainiaing a group of
Resident Research Associates who act
as resomrce consiltants 1o the staff and
the patrans of the Archives.

Mellonee Burmim, associate professor of
folklore and echnomusicology at Indiana
University, is a research associate for
the AAAMC, working primarily with
the sacred music material held ar the
Archives, Burnim is also a donor to the
AAAMC. The Mellonee Burnim
Collection forms a major part of the
sacred music collection, (A detaibed
description of the Mellonee Burnim
Collection will appear in a_future issue
of Liner Notes,} As one of the
prominent scholars in the area of
African-American religions music, her
involvement with the AAAMC is
invaluable.

Buarnim was raised in rural Texas, in
a small cown called Teague. She stared
school ar the age of four and her piano
lessons srarred soon theseaftes. The
Burnim family did nor own a piana, so
her father, a schoolieacher, would
sometimes take her to school after hours
to allow ber to practice there, However,
a great deal of her praceicing in this
beginning stage was ar the windowsill
at home, requiring imagination and
considerable determination to ensure

observer™ who participares in the
culrure’s activiry for a while and then
rerrears to analyze and write abour i,
Rather, throughout her Life, Burnim has
been completely and consistently
submerged in the culture, parncipating
as an integral part of the performance
context.

Bumim's interest in performance
translated mto a music major with a
eaching emphasis, Her reaching
expenience raised her awareness of the
need for @ broader spectrum of musical
knowledge, Western European music
alone was not adequare ro meet the
needs of the middle schoolers Barnim
first tanghl im Lewisville, Texas. Her
decision to pursue graduare study in
cehnomusicology was prompred by this
realizanon. She camed an MoA. (music
and cthnomusicology) ar the Universiry
of Wisconsin in 1975 and a Ph.D.
{ethnomusicology) from Indiana

University in 1980, Her dissertation,
The Black Gospel Muzsic Tradvion:
Symbol of Eshnicity, cxamines gospel
music in its historical and socio-cultural
conrext and desermines. thar the musical

principles, aesthetic values, and
performance practices that can be
observed in gospel music are also
evident in other forms of African-
American musical and verbal
expression. Her research argues that,
*African Americans have a perspective,
a sense of identity, a sense of ethnicity
that was firmly rooted and grounded in
the African historical past.”

Prior to Burnim's dissertation in
1980, scholarship on gospel music had
been sparse. The first dissertanon
treating gospel music exclusively was by
George Robinson Ricks in 1960, Fewer
than a dozen dissertations joined the
scholarship until Burmim's seminal work
in 1980, Since then, attempts to write
aboat gospel music include serious
historical works; yet, on the whole,
scholarship in gospel music is still in its
infancy. Accarding to Burnim, caltural
context and interpretation i still often
lacking in the emerging literarure, and
hence, there are often “rather skewed
notions of meaning embedded in the
wrifing.”

Burnim’s visions for the AAAMC are
comsistent with two of the central
missions of this repository—to expose
materials to the general public through
outreach projects, and to engage in
collaborative research and creative
projects with various institutions and
associations, As the new millennium
begtis, it becomes imperative for the
AAAMC ro seek support and funding
for such important endeavors,

—=Stephante Shonekan

Stephanie Shonekan is o doctoral
candidate in folklore and
ethnomusicology, specializing i the
tiographical stiedy of Africar and
African-American musicans,
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BoARD MEMBER HIGHLIGHT—
MICHAEL MCALPIN

In the sprig of 1997, the AAAMC
established its National Advisory
Board, a volunteer group of promement
professionals o share our
commitmeen fo one meission and lend
their suppost and expertise to the
AAAMC. They are distinguishad
inedividuals who are actively irvolved in
the production, promation, and study
of African-American music and culture.
They lrave contribited to our groivth
and influestce over the past three years
by aiding in the acquisition of materials
and program developrent, bringing
national visibulity to AAAMC, and
providing valwable it fo diseussivng
o fueture projects,

Michael McAlpin, a producer and
director at WGBN/Boston, brings to the
National Advisory Board a useful blend
of talents and skills that are applied 1o
our programming and the development
of our vision. McAlpin's work,
particularty on the narional PBS
documentary Regord Rowr Cradie of
Rbyther ¢ Blues (1997, has received
warions nanonal awards. For the
1998-99 academic year, McAlpin was
a Nieman Fellow in Journalism ar
Harvard University. Following are
excerpts from interviews that Stephanie
Shonekan had with McAlpin in June
1999 and January 2000. McAlpin talks

Work in Progress

abour various issues incloding Recoed
Rouer, his research interests, and the
AAAMC.

On Record Row

*Record Row 15 a documientary on
Chicago's chythm and hlues histary.
My take on Chicago’s rhythm & blues
history was slightly different. Actually, 1
wanted o look at the African Amerscan
entreprencurial aspect of the rhythm &
blwes communicy. And 1 thought it was
masre interesting than doing the same
old story of the white Jewish record
owners falling in love with Black music
and creating a record company, | mean
that's an interesting story—ir's a fish
our of water story—but not really a
BEW SIOFY,

“1was lucky enough o have signed
on to the project Robert Pruter, suthor
of the book Clicago Soul, Chicago Soul
had a small segment on the community
known as Record Row in Chicago,

{eomtmmed an hack page
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Mechoel Mehipin

o educate reachers, high school
students, scholars, and intermational
wisitors. On 1% well-wired campus,
these Web sites on rap and post-World
War Il popular music provide students
and workshop participants with a
wirtual visit vo the AAAMC, while seill
protecting the valuable and often rare
research materials, The multimedia
format of the Web sites offers mter-
active audio-visual displays thar often
place vaned media in close proximiry.
The Web site design incorporates
recorded sounds, digitized photos and
drawings, interactive question-and-
answer sections, and animated graphics
s they relate ro course content and
instrucnional objecrives. The audio
examples illustreare varions musical
genres and styles, as well as concepts
relared ro rhe music's evolurion, Ar the
click of a mouse, students can hear
music and see photos thar illustrare an
African-American musical style and
Iring its history 1o life. For instance,
recordings and images from the albums

s of Parhament—Funkadelic and
Enemy not only illustrare specific
of funk and rap, bur also examine
avs arrists relate their music to the
nces and ideologies of African
ns and society in general.
The sir-check rapes and historical
photographs of pioneering disc jockeys
hosting sock hops and participaring in
local civil rights events demonstrare the
social] cultural, and palitical function of
radio in Black community life.
ariows images also establish a
culrural, and political contexr for
ficance of these sivbes of msic.
Web sites on rap and post-World

Wﬁu' M popular music are being tested

in classes tanght by Portia K. Maultsby,
who conceptualized and developed the
project. Fernando Orequels, associate
instructor for the course nuded “Rap
Music,” explains that be finds the Web
sites valuable for both instructors and
students:

“As a teaching ool irs useful in thar
vou don't have to fumble through
multimedia presentations. You can have
the lyrical text [displaved] on the screen
at the same fime the musical example is
being plaved. Or you can pull up
histarical figures, innovators, or
popularizers in the ficld so thae students
can put a face to 2 name of a person
that they've read about or [that] has
been brought up in a becture.”

The AAAMC s currently working on
a new Web site that surveys the
development of African- American music
from its African origins throughout the
20hth century,

—Susan Oebler, project evordmator



MiICHAEL MCALPIN, CONTINUED

Record Row was the nickname the
fulks in the thythm and blues
community gave to South Michigan
Avenue, from [ think 12th Street o
22nd Streer; abous a 10-block streich of
independent record companies,
distributors, and a bunch of ather linle
shops that were loosely affiliared wirh
the music business. , . . 1 started geering
grants from the Corporation for Public
Broadcasting, the National Black
Programming Consortium, the Central
Educational Network, and others.

“Portia Maultshy’s endorsement and
belief i the project helped put wind
behind the proposal because of hers
reputition and standing academically as
well as within the historical
documentary communiry. She is
recognized within the field as having a
good sense of history of the music and
the history of the nation and how the
W intersect,

“This was my first national
documentary and it chronicles the rise
and fall of the Chicago rhyrthm & blues
industry through the prism of this one
strip, this musical communiry. Ir focuses
on three different stories: the story of
Chess Records, Vee-Jay Records, and

Circle of Friends rpfese typ

Caureis Mayfield. | think those were
probably the primary creative forces
within Chicage’s thythm & blues
community, OF course | don't want 1o
diminish the importance of forces like
Willie Dixon, Muddy Waters, and
others. But Mayfield moved from
becoming just a singer, to becoming a
songwriter, to becoming a record-label
owner. He was one of the first African-
American artists to control his own arr,
publishing his own music.”

O His Research Inferests

“1 hawve recently completed a Nieman
Fellowship at Harvard, which is a
journalism fellowship. I actually never
really considered myself a journalise.

I am just more a storyteller,

“T have some projects that | am
trying to develop, doing some research
on post=World War 1 African-
American sociery, which is what |
focused on at Harvard. T will continue
to try [to] create programming that
addresses that era. In addition, T think
thay in the laster half of the century, the
struggle of African Americans in
post=World War I America
fundamentally changed the world. The
many social, political movements that
spun out of the civil rights movement
affected the policies and practices of

it clearlyf
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America, and subsequently, 1 think,
even had an effect globally. Sa, it was
more than just the music thar came out
of the African-Amencan experience.
Bur the strugghe and the sense of
idealism are a comerstone of
contemporary American politics and
of contemporary American geassronts
organizing, It just crosses all
nationalitics, gender, even narional
borders in terms of the approach

to protess, and approach
enfranchise[ment]. I think that it was a
template for the world and thats why 1
have this interest in it. T think it's easy
and accessible, as 2 maker of
documentanics and television
programming. We can use music or
popular culture as a prism in which 1o
make this accessible to a mass
andience.”

O the AAAMC

“Oither than being a consultant to the
AAAMC on an as-needed hasss, one of
the things thar [ want the Archives
dinis become an instittion that has
archival haldings from which it can
hencfit commercially, I'd like for the
AAAMC to amass holdings of home
movies and photographs from
musicians, I'd like for the Archives ro
be much more proactive in teems of
going after musicians and saying, ler
us be the keepers of your histerical
artifacts. Let us be the one that
disseminates this to the public. We will
protect the matetials, copyright the
materials in concert with the owners,

—head

and have that material available for
broadcast on a variety of different
mediums. And then the Archives can
also profic from that. I'd also like for
the Archives to create programming for
educational purposes.

=1 think that the Archives has
possibilities with its connection with the
umiversity, medi professionals, music
professionals, and television
professionals. It has the potential to
create displays and educational
produces thar would educate
individuals, or rourist groups, like high
school and elementary school kids,

“1 am very proud ro be a parr of i
I'd like to see it become more of a
force. | am on the board and Tam
willing to do whatever the AAAMC
requests from me. | am committed to
this subject marte.”

—Edited Iry Stephamie Shanekan

AAAMC STAFF
Portia K. Maulsshy, direcror
editar
Hocdmced by the i Ueersty Offce
of Publictions
No. 3, Speing 2000
For the 19%9-2000 acadentic year,
AAAMC Director Portia K. Maulisty fs
i Fellowr at the Center for the Advanced

Study for the Bebavioral Sciences in
Stanford, California.
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In Mentoriam:

Thomas “Beans™ Bowles [1926-2000); Jack *The Rapper™ Gibson |1922-2006)



