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Blues singer-pianisUsongwriter Samuel 
“Memphis Slim ” Chatman, currently living in 
Paris and still touring the world at age 12, 
was one of the few pre-war blues recording . ^ 
artists who continued to be a popular seller ^ 
into the rhythm ’n' blues era. He never altered 
his gusty style, only his type of accompani¬ 
ment. For this 1961 Prestige/Bluesville ses¬ 
sion, however, he performed as he had in 
the beginning—all by himself. And what also 
makes the album especially noteworthy is 
that he played organ for the first time in a stu¬ 
dio and managed to translate his economical, ^ 
steady rolling piano approach remarkably well ^ 
to that instrument. 
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THE BLUES OF MEMPHIS SLIM 
steady rolling- blues 
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MEMPHIS SLIM, vocals, piano and organ 

Side A 

1. MEAN MISTREATIN' MAMA 
2. SOON ONE MORNING 
3. STEADY ROLLING BLUES 
4. CELLA'S BOOGIE 
5. BIG LEGGED WOMAN 

Side B 

1. ROCK ME BABY 
2. GOIN' DOWN SLOW 
3. SWEET ROOT MAN 
4. MR. FREDDIE BOOGIE 
5. THREE WOMEN BLUES 

In the phenomenal upsurge of interest in the tra¬ 
ditional blues that has occurred in lhe past several 
years, Memphis Slim has rapidly emerged as one of 
the idiom's dominant voices and personalities. The 
straightforward, unpretentious music that Slim has as¬ 
sembled for this collection, his fourth for Bluesville, 
offers several compelling reasons for his pre-eminence 
in the blues field. 

Foremost among these are purely musical o-nes: Slim 
is a lusty, intense vocalist in the very best urban 
blues traditions, singing with a flexibility, power and 
resilience that permits him to put over with equal 
effectiveness a throaty, full-bodied shout, a cry of 
grief or a sotto^voce bit of sly whimsey. And his 
corollary gift — that of writing his own completely 
personal blues — spans this same broad expressive 
range, from the anguished blues of a man in despair 
on through to a free-wheeling celebration gf sensual 
delights (as witness the rousing exuberance of Rock 
Me, Baby, and the frank, joyous bawdry of Sweet 
Root Man and the title piece here). 

A further element — one so closely allied with his 
vocal and compositional gifts as to be virtually in¬ 
separable — is Slim's bright, pulsant blues piano, one 
of the most thoroughly tradition-rooted boogie woogie 
styles in contemporary blues. Describing his exciting, 
forceful blues approach, French critic Hugues Penassie 
has written perceptively that Slim plays ". . . superb 
blues on piano in a particularly pure low-down style." 
an estimate heartily endorsed by critics here and 
abroad. 

Slim has kept his music fresh and viable by the 
simple expedient of continuously singing and playing 
the blues for his livelihood ever since settling in Chi¬ 
cago in 1939. (For some eight years prior to this Slim 
had aimlessly traveled the country performing the 
blues for two or three dollars a night In the rough 
and tumble dives, jook joints, dance halls and turpen¬ 
tine camps of the rural south. It was a rough school, 
and he learned his craft thoroughly in it.) Save for a 
brief two year period In the early 1940's when he was 
the featured piano accompanist with the late Big Bill 
Broonzy, Slim has worked almost uninterruptedly as 
the leader of his own powerful — and, happily success¬ 
ful — little blues band. 

Recorded in New York City; October 9, 1961. 

Remastered 1987 by: PHIL DE LANCIE (Fantasy Studios, Berkeley) 

DISTRIBUTED BY FANTASY INC., TENTH AND PARKER, BERKELEY, CA 94710 

The group's personnel (and its name, too — the last 
edition being labeled "Memphis Slim and his House 
Rockers") was In constant flux, but not Its musical 
orientation. Throughout the various personnel changes, 
the music of Slim's groups has always been character¬ 
ized by a driving, rock-solid rhythm; a thoroughgoing 
professional musicianship and an unwavering alle¬ 
giance to the strong, undiluted blues of tradition. Slim's 
groups, for these reasons, were always able to find 
work in the greatly overcrowded, gimmick-riddled and 
faddish world of rhythm-and-blues. Slim, though an 
astute showman, never allowed the musical content 
to degenerate. 

piano player In Munro, Louisiana, or somewhere, who 
could sing the blues — and I'm on my way down there. 
I'd go up and say 'let me play and go to playing and 
hollering. That time I could holler so loud — they didn't 
have no michophones, and I certainly didn't need one." 

"I ran up on one guy, though. In Munro," he con¬ 
tinued. "He turned me around. Guy called Big Mea- 
chum. That guy could play sc much blues, and he 
could sit up and play the blues and drink whiskey and 
actually cry. And he'd have the people crying, and 
have me crying. But he could sing!" One of many such 
encounters in these years. 

The best of these groups. In his own estimate, was 
one he had from 1945 to '51, composed of tenor sax¬ 
ophonists Ernest Gotten and Tim Oden, a hoist Alec 
Atkins, bassist Ernest Crawford, drummer Leon Hooper, 
and of course himself on piano. All from his home town 
of Memphis, the men looked upon the group as a true 
collective venture and achieved a real rapport that 
resulted in a whole series of excellent recordings that 
have since become blues standards, among them Every¬ 
day I Have the Blues; Angel Child; Messin' Around; 
Lend Me Your Love and Blue and Lonesome (all of 
Slim's compositions, by the way.) » 

In recent years, as the demands for his services in 
the folk blues field have Increased, Slim has been work¬ 
ing less and less with his House Rockers. It is hoped 
that he will not entirely abandon the group -- at least 
not until Prestige records it in all its blistering, urgent 
power, that Is! 

Having his own band has permitted Slim to keep 
pace with — if not set — trends In the fast-changing 
blues scene of the past fifteen years. Thus, he brings 
to his work today an unbroken performance continu¬ 
ity that stretches all the way back to his earliest days 
in Memphis, Tennessee, where as a young child he was 
first drawn to the blues. 

The son of an amateur musician who operated a 
number of cabarets and jook joints In and around his 
home town, young Peter Chatman (to give Slim his 
proper name) was early exposed to the hardy blues 
traditions of the Tennessee area. Slim took up the 
piano when he was about seven or eight years of age. 
Over the next several years he absorbed what he could 
from the singing and playing of his father and, more 
importantly, frprn the scores of itinerant piano men 
who passed through Memphis. 

The youngster learned rapidly and well. By the time 
he left Mertiphis, at the age of sixteen, to take up the 
life of wandering that occupied the next eight years, 
he was an accomplished singer and boogie woogie 
pianist capable of supporting himself with his art. 

As do all bluesmen sooner or later, Slim made his 
way to Chicago, a city that had been established as the 
center of blues recording since the 1920's. He arrived 
in 1939, quickly making a name for himself among his 
peers and becoming one of the most popular blues 
performers In the city, tribute enough to his abilities 
as singer, pianist and blues composer. 

The present collection — to my mind the best he has 
recorded in sometime — offers excellent samplings of 
Slim's abilities In ail three of these areas. His singing Is 
relaxed and sure, his piano work particularly exciting 
(for a start listen to the rich, rolling piano figures be¬ 
hind his vocal on Mean Mistreatin' Mama), and his tal¬ 
ents as a writer of solid, well-constructed story-te ling 
blues well displayed herein. 

And as an added fillip we hear Slim translating his 
planistic approach to the organ, achieving on this In¬ 
strument a restraint that many performers in the cur¬ 
rently fashionable "soul organ" genre might do well 
to emulate. Slim has long wanted to record blues on 
the organ — several years ago expressing the desire to 
be the first to do so — and so, when the opportunity 
presented itself, he naturally jumped at it. One of the 
features of Mel Kaiser's particularly congenial recording 
studios Is an organ, and when Slim discovered it he fell 
on it with a cry of glee. The results speak for them¬ 
selves. 

The selection of material is among the brighter fea¬ 
tures of this album and Is in large measure accountable 
for much of Its success. Particularly noteworthy are 
Slim's reworkings of Jimmy Oden's Goin' Down Slow 
and Johnny Temple's Big Leg Woman, as well as the 
several examples of blues bawdry. Mean Mistreatin' 
Mama is characterized by Its unseifconscious speech 
patterns and Its forthright language concerning the 
physical aspects of love; Rock Me Baby likewise pos¬ 
sesses these same qualities. Steady Rollin' Blues, with 
Its description of an amorous encounter of almost mara¬ 
thon proportions, and Sweet Root Man, a most interest¬ 
ing double entendre blues, are equally fascinating 
pieces In a thoroughly enjoyable collection. 

He learned much in these lean, difficult years of per¬ 
forming for a few dollars a night in all manner of crude 
joints and tonks throughout the southwest. As his abil¬ 
ities grew, so did Slim's pride In his art. "Talk about 
piano battles," he recalls wistfully. "I'd hear about a 
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