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drummers or are aspiring to be), which in-
clude rock camps, Tom Tom Magazine, and
MEOW (Musicians for Equal Opportunities
for Women). Tom Tom is especially intrigu-
ing and worth exploring for both musicians
and music scholars. It is a print magazine
and Web site devoted solely to fostering
and supporting women and their drum
kits. A number of the interviews cited in
Smith’s excellent bibliography are from
Tom Tom Magazine. The bibliography in-
cludes all kinds of delightful gems, ranging
from conventional sources (Down Beat,
Modern Drummer) to university presses and
scholarly journals, to obscure Web sites like
Punknews.org. An appendix also adds value
to the book; it includes a select discogra-
phy, video links, and online resources.

Smith interviewed many of the women
written about in the book. Hearing parts of
their stories in their own words—how they
got into drumming, difficulties they faced,
their advice to aspiring female drummers—
gives the book an oral history component.
The informal language and candor makes
the book refreshing and its subjects more
approachable, human, and endearing. The
length of each entry varies, as scant infor-
mation is known about some of the artists.
One can only hope that more information
and sources will surface over time. One also
hopes that there will be an expanded, up-
dated version of this book in the future, as
the author learns more and additional
drummers can be included. One such pos-
sible addition is Janet Beveridge Bean,
drummer and co-vocalist for pioneering
underground heroes Eleventh Dream Day,
one of the most underrated bands in the
history of indie rock. The lavishly-talented
drummer, singer, guitarist, and songwriter
also started the critically-acclaimed Freak -
water. Both bands are currently active, and
she also plays solo and with her postmod-
ern jazz trio, The Horse’s Ha. Sophie
Galpin is another formidable rising talent
who comes to mind. She is a phenomenal
drummer in the band PINS. PINS com-
bines elements of post-punk, shoegaze, and
garage rock to create wild, frenetic, addic-
tive sounds. Galpin studied music at the
University of Manchester, earning a degree
in composition. Besides playing drums,
composing, and arranging, she also sings
and plays violin, bass, and guitar. Emma
Gaze, drummer for the relatively short-lived
but excellent Electrelane (also a critically-

acclaimed band made up of all women) is
another possible candidate. And there are
bound to be others discovered who should
be included in any future edition. But for
now, Angela Smith has compiled a resource
that tells stories that need to be heard of
women who are to be celebrated. This work
is indispensable and will be enjoyed by 
musicians, scholars, and also the general
reader.

Thomas McCarthy Bell
Kansas State University
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Ben Wynne’s broad and engaging In
Tune is a study of two giants of American
popular music: blues legend Charley
Patton, and the “father of country music,”
Jimmie Rodgers. For two musicians with
such similar biographies, it is surprising
they are not compared more often. Both
were born in the closing years of the nine-
teenth century into abject poverty, taking
up the mantle of the itinerant but versatile
musician in order to survive and avoid the
drudgery of exploitative manual labor.
Neither Patton nor Rodgers lived long—
both were dead by the summer of 1934—
but their surviving recordings are now
widely regarded as foundational for blues
and country music.

Despite these commonalities, Patton and
Rodgers make surprising bedfellows. Each
man is still ensconced to some extent on
one side of the color line that was present
during their emergence in the early
decades of the twentieth century. Blues
originated as African American “folk” mu-
sic, born of its exponents’ experiences of
slavery, reconstruction, and the segregated
South. Country, on the other hand, is
coded broadly as white, developing its
“down-home” authenticity from the ballad
and fiddling traditions of Old World set-
tlers. Admittedly, Patton and Rodgers’s
claims to fame were somewhat distinct:
Patton was largely unknown outside of 
the African American communities that he
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performed for and that bought his records.
Rodgers, in contrast, saw considerable com-
mercial success during his lifetime, and
helped form the mold that future genera-
tions of “hillbilly” and “country” musicians
would later inhabit through both his records
and radio broadcasting (p. 12).

Yet what makes both musicians so inter-
esting, and what makes it so apt for them to
be woven together in a single study, is that
their careers are underpinned by the al-
most continual overlap between “black”
and “white” musical cultures. Each musi-
cian’s constant quest for mobility and ap-
petite for musical eclecticism distinguished
them in a segregated world “where every-
thing was designed to remain the same” 
(p. 2). Their early musical development
and later commercial recordings indicate
patterns of interracial cultural exchange
that were hidden beneath the surface of
segregation, patterns that have only re-
cently attracted scholarly attention (e.g.,
Karl Hag strom Miller, Segregating Sound:
Inventing Folk and Pop Music in the Age of Jim
Crow [Durham, NC: Duke University Press,
2010]).

For Wynne, perhaps the deepest founda-
tion for cultural exchange between whites
and African Americans in the South was a
broader “class consciousness,” cutting
across the racial divide. In the decades fol-
lowing the Civil War and into the twentieth
century, states in the former Confederacy
enshrined African Americans’ subjugation
into law. “Vagrancy” laws, voting eligibility
restrictions, and the segregation of public
spaces confined African Americans to a life
little better than slavery itself (pp. 19–21).
The need to maintain white supremacy was
totalizing, drawing attention away from the
needs of poor whites. Racial segregation be-
tween whites and blacks was matched with
“economic segregation” between whites
themselves (pp. 25–26).

Both white and black poor were thereby
drawn together through their common ex-
periences of economic oppression by
wealthy landowners. Although this rarely—
if ever—translated into actual cooperation
against their masters, Wynne hears the
common need to survive as the source of
the “many common elements and themes”
in both blues and country music (p. 26).
Both were based on a thriving network of
oral dissemination, while themes of “strug-
gle, hope and redemption” show the prox-

imity of secular and sacred traditions in
both cultures (pp. 38–39, 48).

These “class commonalities” set the stage
for Patton and Rodgers’s formative years.
Wynne shows how Patton’s family moved to
the Mississippi Delta to work the land un-
der the prevailing system of sharecropping.
This system, which impacted both African
Americans and whites, sustained farmers
on credit until the “settle,” at which point
the landowner would inevitably use one of
a number of tricks to bind the farmer into
debt for another year. Even without under-
handed tactics, cotton farming was a
volatile business with fluctuating prices
from year to year, meaning that few farm-
ers saw serious return on their labor 
(pp. 72–74). Patton’s proclivity for music
was therefore spurred on by the need to
avoid sharecropping’s indentured servitude
(p. 66). For Rodgers, too, music was an ap-
pealing alternative to working as part of a
railroad “section gang,” a job that he held
for much of his early adult life (p. 92).

Both musicians were highly versatile, ab-
sorbing a diverse range of musical influ-
ences, which allowed them to pursue music
rather than manual labor. Patton’s proxim-
ity to laborers exposed him to field hollers
and work songs, while tutelage under other
local musicians broadened his horizons to
include the popular songs of the day and
styles from other traditions (pp. 77–79).
Rodgers was exposed to the culture indus-
try of his hometown of Meridian, Missis -
sippi from a young age, interacting 
frequently with African Americans well
versed in amateur music making who also
worked in the rail yards (pp. 98–100).
Hand in hand with versatility, for Southern
musicians and their audiences, was mobil-
ity: Wynne shows how these themes—
encompassed in the act of travel, absence
and loss, commentary on regional events
and people, and, of course, stylistic versa -
tility itself—were valued signifiers for
African American and white audiences
alike (pp. 84–85, 101). For Wynne, these
themes “bore out the notion that mobility 
. . . could trump race in Southern culture” 
(p. 103).

Patton and Rodgers clearly personify
Wynne’s understanding of a common
Southern culture that grew across the color
line. What, then, set them apart from the
countless other musicians fulfilling these
roles, allowing them to become the arche-
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types of their respective genres that we
know today? The answer, Wynne attests,
was technology. Both musicians’ careers co-
incided with the birth of commercial
recording and broadcasting. While the ra-
dio disseminated music over the air with lit-
tle regard for segregation (pp. 152–53),
recordings captured sound for posterity,
and allowed listeners to replicate live per-
formances in their own homes (p. 116).
Hungry for music with strong regional and
ethnic appeal, record companies scoured
the South for emerging musical talents that
could be promoted through the new cate-
gories of “race” and “hillbilly” music 
(p. 119). At the same time, such firm cate-
gorizations of musical style began a process
that set Patton and Rodgers on parallel tra-
jectories, and which has persisted to this
day. Erecting a musical “color line,” the
idea that “hillbilly” music was firmly “white”
while the blues was distinctly “black” flew in
the face of the cultural exchange that con-
tinued to be present in Southern culture
(pp. 145–46). Wynne shows how overlaps of
style and repertoire abounded between dif-
ferent categories, encouraging us to see
Patton and Rodgers as two examples of mu-
sicians whose appetite for musical synthesis
could not be hemmed in by industry cate-
gories, bringing the cross-cultural nature of
the South to a wider audience through com-
mercial channels (pp. 166–67).

Over four expansive chapters, Wynne
covers almost a century of American politi-
cal and cultural history to tell the story of
two men who lived for barely half of that
time. While this breadth (and the context it
provides) is arguably the book’s greatest
strength, it is perhaps also its main weak-
ness. For Wynne, Patton and Rodgers do
not simply encapsulate their own lives and
times; they are also prototypes for
“American music” as it has developed in
the decades following these musicians’
deaths: a bold claim. “Class commonalities”
present in Southern culture at the turn of
the century are therefore a template for
American popular music as a “melting pot 
. . . that could miraculously sidestep race”
(p. 6). This is problematic, because it posi-
tions Patton and Rodgers’s cultural milieu
as some sort of multicultural ideal, “[inte-
grating] southern culture long before legal
integration took hold” p. (204). As such,
subsequent debates over cultural appropri-
ation and representation that have raged in

and around rock and roll and American
popular music more generally are effec-
tively bypassed: the musicians detailed in
the book’s final chapter who draw freely on
both blues and country do not attract
Wynne’s critical scrutiny, but are instead
lauded for realizing American culture’s ap-
parently latent universality.

The nub of this is Wynne’s understand-
ing of music itself, as something that can
exist “regardless of race . . . [bringing] peo-
ple together in ways that . . . temper the
harsher realities that many people grapple
with on a daily basis” (p. 4). While this is
certainly a laudable view, it has the danger
of obscuring vitally important issues. Min -
strelsy receives remarkably scant attention
in Wynne’s study, and while he rightly con-
demns the practice of blackface, he is more
concerned with the industry’s role in dis-
seminating musical traditions than its role
in the forming of racial stereotypes (p. 55).
Likewise, Wynne is clearly in no way igno-
rant of segregation’s brutality, yet his unwa-
vering optimism can sometime gloss over
its more subtle presence. The reluctance of
law enforcement to interfere in the affairs
of white landowners may, for instance, have
facilitated the unique musical environment
of the plantation “juke joint” or barrelhouse
(p. 78), but it was this same laissez-faire atti-
tude that allowed lynching to thrive.

In Tune lays out the complex terrain of
American music, exposing the many con-
tradictions present in our understanding of
its history. Wynne’s bold comparison of the
lives and music of Charley Patton and
Jimmie Rodgers reminds us of the need to
view music as resolutely embedded within
broader social and institutional currents.
While we must be aware of music’s capacity
to ameliorate society’s ills, we must not for-
get its capacity to inculcate them, too.

Lawrence Davies
King’s College London
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