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Recaptured Blues
— August Wilson {FE5H I A& % I RE D% —

ILE

i
i

1. ZUDIT—EEHT 5

Bh

2002 HET A HERELEET, 7V —2 100 FEXRATHO. B
2003 % [ 70— AD4E] ("Year of the Blues™) (ZI55ET 4 &\ ) ikRAR
WEhWhashi, 77082 - TA)AYOEABLAFEE LCHLR
BT N—A%, EIRMEGEIZ L > TADFIEE LTR®., B, %R % ik
THIELZERLAELDOTH D, RIS NAEEIIL, T —AH720 {4
WKBTAT7VAY - TAYA OXALEFRFLIBRLERTHL L,
T2, TL—AHNSESERGHETOT A HORELRELETLEHTH D
T ENMBROENT WAL, AL August Wilson 2SHIZER L TV AL
Bhb, Ea—1)vyr— - FITHEZESZH L, 20187 2 1) 7 KR
#HET D August Wilson 25, [4 20 BJ 124 ¥ A8 7 & iz &7z
CERELMOENT VG, 2D 1 2P TIN—ATH 5,

My influences have been what I call my four Bs—the primary one being the

blues, then Borges, Baraka, and Bearden. (Plimton 74)

Wilson 137NV — A4S, F7UHY - TAYH > OWERFER HETDH
BEEZTW e DFEN, FV—ART7UNY - TAYALIZE ST, 1%
DEEH, BEEARAT LI —FERLRIDIENTEDL, LIEL. —HTT
V= ABEDAREMIT, BRZ UETEHHME L THLTEB), 84
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BEPEIN TV D, FHZ. BAEERAERICBWTREmE LTHET 5 &9
ol T V=A%, HADLODIY 5542y bELTHEELEL, Wil
SN AEILIRTIVAY  TAVAYDERFER HIAE L TOER
WAL TWw <o THISHD) D L 512, Wilson (EEHI DFEBRIC I HK
%9 LT DIEME R, ZIDS Joe Turner’s Come and Gone T&H 5,
Afit. TREOFRED S8 0 B S IR L7z AL Loomis A%, A1
DO % B3 EHOPEHERL 572 S FHE LB, HE2S5E 25> T
<% [BDA%] (“bones people”) DEJEAERL Ho/zZ EIIEHL. 7
TIHy - TAYH L LTOREYET ATV T4 T AMMUISEFETTEH LN
9 Wilson D EREMEET 5. T BFE7V—ADX, W. C. Handy 7%
W EIZ 72 "Joe Turner Blues” 2% LT Wilson 25To72Z2 &, 2F 0. K
MAARR(RZ L)L LATT7IAY - TAY A ORBICLERD, Zhz
TWAEMEELZEIZE 2T, SOTV—AZDbDFER L& FR
To

SHIT, LB EDRIE, ERE VI EED S The Piano Lesson % 1
FL. COERICBITAET / ORMEBEIEHT 5. BEMIIE. ZOHIEIC
SN WENZOWT, Wilson 2° [F—=F 2D L5 %] EFRLTVAEA
WKDOWTHERET B, —IEOEL, FLREDKEDOEHTHY, Fryr—L X
FOAE)TILVERZOENLZIOET /b EAABEESICHY AENS
SRS B 2 & & Wilson 25V T 5B,

PlE%5F 2. Wilson ORIEEBNEL. 77 A2 - T AU S oD,
KRDIYT 7 AMPOTIEHNIN, AROBREZLELLTLEIZ LR
EEL, FLGEONbOEERTIEATH S LERRT S,

2. Joe Turner’s Come and Gone \Z¥1} % “Bones People” D&

Joe Turner's Come and Gone DIEEILY v )N— 7|24 5 Seth & Bertha
BRETRETATHRTH S, HBRERTEIL 1911 5F, BHEAYDL N
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A AMAEHEL KO TBBOE 12D Do Wilson EAEMDHIH & (The

Play) T, #zdEL TR oTL B A4 %, [BEORLE, S HEx 1,
ML, fiossrENiz] EfivTna,

From the deep and the near South the sons and daughters of newly freed Af-

rican slaves wander into the city. Isolated, cut off from memory, having for-

gotten the names of the gods and only guessing at their faces, they arrive

dazed and stunned, their heart kicking in their chest with a song worth sing-
ing. They arrive carrying Bibles and guitars, [. . .]
(Joe Turner The Play, underlines added)

Mozl [kt FIZ] RoTEA, v HiG L, Sinikka
Grant bIEX2B L D2, 77V A ADFHY, s EHEOME SN, HlO
M, DENFYRAIMEEBLALAL I oI ERRIEL TV D, WHDME
PNRE TR, LR TH D EAAD S5 2 5N WEEOE A BT &2
R oTDIEA D,

In other words, having “forgotten” their gods, they appear to have taken on
another God, one that belongs to the Western tradition and that the dominant

white culture has introduced to them. (Grant 100)

LA L. Grant (&80T, 77U A OMAELIIENESN/bIFTidR
<L AFEOHICIZT 7Y AR EENBMAE L TWAHZ EZIEM L T b,
F7. L) —HOFIHOF S — 2o T H RS, THERIEORES 2 S
MEDOHFETHELTVDH L, ZLT, BRICTN—R LTINS HME OFE
MBHEFNDLILEEBIL., IO D% “hyphenated” EITHREHE T
% (Grant 100)o N4 7 Y THREENIRET 7Y AMRLDET XY W%
LD EDBEIIZEIEAYME D & Grant BT B L H 2, 2L, TOW
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FHOMIMIE, KMERIZBVTOERHAY ORI E L THEIZBN T 5,
TEMEH T, THOMLEATSH HWHTH Bynum A5 % LIZHD, 2Dz
ECELITFRHER LT o T AT RR SN L, TNEENDPLR TN
Seth {3, Bynum % :13W)5 & 9 2 5EE & #ti) ("All that old mumbo jumbo

nonsense” (1)). Seth MIE Bertha 3R 7D L) &THE. TALEFEE
Bertha (Z[AT, ik DiFie > EDIT A2 A% M 5 36 Bynum (XA
fli, EHEMGWE LT 7Y 2% F'UMLTZJ(J’ LTHH., —77. Seth (&
20 &9 R IERAN TH D EHMICRITA EEZTEBY . ZARE
W75t % 4 %, Sandra G. Shannon 2838X2% L 912, Mo DOR LT 7
VAEDENRY ZROLENEPE), BETTIVHY - T AV YWD
S TEGOMNLERZ BN D,

Thus Seth and Bynum may be seen as representing longtime polarities be-
tween those African Americans who acknowledge ancestral ties with Afica
and those who totally disavow any connection with the continent and its peo-

ple. (Shannon 135)

LA L. ZADM T Seth DI Bertha i, Bynum D A K1Y F 2 7 )V & fT
BEIPLR CZITAN, Seth EDW AW FHE N6, BFEHGITHELC
W) EVIES LT TE/s Grant BIEWT AL H 2. I 7 79
ORI SALEEEER . T EKICT A1) TOEFOFIERY) ARTW5S &
WRBESD,

For Bertha, Bynum’s rites are part of everyday life in the boardinghouse, and
for her the African spiritual heritage coexists happily with Christianity.

(Grant 102)

Bynum (2% RO TAADFHARTL B0iE, WA [F S AL (“Binder
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of What Clings”) &IHENB I LB & 512, Hihdinice-/o A4 %
DT BNBH B0 07, £ Bynum ZPEGEHSGOWTH B [#K
#J ("Binding Song”) %¥F-oTWENSTHb, L L. iz Fhhsh
L2, FOW o ThlzbiF Tid v, HESOWE R2F7 L 2 0km%
Bynum (KD & ) 12555,

BYNUM : [. . .J] My daddy called me to him. Said he had been thinking
about me and it grieved him to see me in the world carrying other
people’s songs and not having one of my own. Told me he was gonna
show me how to find my song. Then he carried me further into this

big place until we come to this ocean. Then he showed me something

I ain’t got words to tell you. [. . .]
(Joe Turner 10-11, underlines added)

Bynum {3 & HUE PN THEATE, 22T [EETEE VDL D
D] FRIZEV) FOH, Bynum EEHOWTH B [ 54] ("Bind-
ing Song”) ZFUIAMNTZ. 2O [FRTEEL V] &) EBUL, Juba 2
M B = & CRASEE L 72 Loomis DEFNC S RN b, T o3l i3 i
RERL TWBDEE D D

Juba &3, Seth & Bertha O F1ii/E THHWREH O LEIHE Y KT HN D
TI7VHRRDY Y A TH B, HE, 779 A% DIZERR LT
@i} % Seth &, D& ZiE "Come on, we gonna Juba™ (51) &FEL T
Juba U5, GHPEE K LR AWM ORFIIR L CLIEE % Seth b,
T7)AMRIALERET S Juba ZEGOLDE L TRITARTWHI L
Bhbe Juba (IEF ¥ —& MBI &%, Jeremy & Bynum &7 — 7V
MW CTE = FE2AAE, AXET—TNOEDYZTHRETEVLY
("shuffle” 52). B AR BEAWS L7z ("stomp” 52) T 5, ZDI &b,
Juba T 7N —A LWL T XN T 70 AW THEELAE L2 HsUn % 5
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DN THbHERIOBND,

The Juba is reminiscent of the Ring Shouts of the Afiican slaves. It is a call
and response dance. BYNUM sits at the table and drums. He calls the dance
as others clap hands, shuffle and stomp around the table. It should be as Af-
rican as possible, with the performers working themselves up into a near
frenzy. The words can be improvised, but should include some mention of the

Holy Ghost. (Joe Turner 52)

Juba DIEHIZFE > TE 7 Loomis (&, HAWE LA TVE I LIH LA
NEHEDIZT B 2 THEATITH o 7 Loomis (X, F 1) A MOHNTE S 72
LA o TR NGH o/ b 2HZTWADA, WEIZIE L HRAH

DERELFELRDOHES Loomis 7245, AIIHZ B LI VELRDED
RO LT, FLTC, MERAOMNEMS Bynum (2, [EIEICTE
Wb DE L] ("Loomis done seen some things he ain’t got words to tell
you' (53)) LB XD, THIZLD . ik L7 Bynum OELE, “something 1
ain’t got words to tell you" (10) LR LU HDEIFLTVE I LD hh b, &
AT B Bynum & RIEEIZE 2 B Loomis & DERB L7 h &N IZL - T,
ZABRIEPHEO 2SN, HOFRPHUE A>T BEMEEM
L. ROH SO B HAAN LD TTHERIED B, L) bDTE,

BYNUM : What you done seen, Herald Loomis?

LOOMIS : 1 done seen bones rise up out the water. Rise up and walk across
the water. Bones walking on top of the water.

BYNUM : Tell me about them bones, Herald Loomis. Tell me what you
seen.

LOOMIS : I come to this place . . . to this water that was bigger than the

whole world. And I looked out . . . and I seen these bones rise up out



Recaptured Blues

the water. Rise up and begin to walk on top of it.
BYNUM : Wasn’t nothing but bones and they walking on top of the water.
LOOMIS : Walking without sinking down. Walking on top of the water.
BYNUM : Just marching in a line.
LOOMIS : A whole heap of them. They come up out the water and started
marching.
BYNUM : Wasn’t nothing but bones and they walking on top of the water.
LOOMIS : One after the other. They just come up out the water and start to

walking. (Joe Turner 53)

Bynum (25 F F Loomis IFFLRA /2D L) IV HIT S, K& %
Wiz Sbhit, Fidv o AMHILT A, OB LiFoh s E WD
&, G0 LS Bynum RESD LD BB Ao/ £ LT, Loomis
QETIHiTho TS, TIT, Wi\DHLELENSE [BFOAX]
. 77N ADSHREANEBIEN D EP TR MEORHMTHL LE
i%ﬂ%o:@liK\ZAdH%ﬁ77Uﬁ®mﬁtO*ﬁofwél&
FEML, ThEBLC, BFAGORE RO BIIEST, 2O LR
5, ST, [HDOAA] EDMBIE, TATY T4 7T A MESLOIZ0
DAY T—=2arbRIABIENTEDL, 3512, EELOEBIZHILE
CFNDUTBEVHFTAEDPEoTVAHICLBETRETHB, FYALD
MTE%L, BODIMIZE > TBEDMEIREWRS., HimT AT Y74
T4 EEETELOTH S,

ZLT, LD [BETEHEVRER V] &, DI TAI L xMITTEL
Fmx, WOTEREL L THTLIILICLD, I ALBEELETS
CENTE FNLIT—NELARIREVD), TTVH Y - TRA)H
WaEOAI) 74 (DKL) O—BEICE s TR LBITONAZ EITER
TREZEAH T,

Loomis (&, “The Play” ®ftafiiZd 5 X 52, [MBEOFME» H L)) #ES
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NI L72) BGADTH B A% Joe Turner 123 H 2 b T B2 e 6
NTW/Z7THEOMIZ, 3 Martha 3R I TL F o720 S 172 Loomis
{3 Zonia ZidL, PR UKD THERT S, FNUE, BGTEHIOHREE
FT7OERELTHRiIPND, INDNDOYTH -2 DIZHGTDHRE Ko7 L
V39 Loomis NKERIL, IWEHIET CAMTHE I LA BEINLT 7Y
Hy T A D ORIARERZRIET L2 EIEHL»EA 9,

A THE Martha £ FHE L7 Loomis 1d. ¥ A MOREEHFEDIZL,
Martha (X% A% Loomis DEMEINY FEEE 57010, BHEO—HE NI T
Ho LAL. Loomis (32 &ETE KL, FUAMDMTII AR, HHO
MTHDLNBEDIELNEF A7 TR DD, LT BT HGOMEHIZ
2T DDA I LT Loomis (EHEBET 50 T DT HIC L o T Loomis (.
Martha 23K 32 %) 2 MUEFT BN . ZOWED» SFE I D7
EEZLND,

Bynum A¥E 5 H & OAFIZHKE ROV L XTWw3B & B Y. Bynum X
Loomis 2ME L KD TV HHIL, L TA-LEZoNBELDTIERL,
GEGDOEPLFEREINDELDTH D, LTOFIHD L H 2. Bynum i
BOREZUD, E5ELI Lo LRHBOE - A2 E4bEHI LT,
B ORI E07-DTH D, ZORMBIL, HHKIZILATWAESIESDOFN
Y AL O YA R BT AR MG B0 R RMIATEE DR LA
TWAHEZbOEDES L 512, REON A2 BT ESOBE 26
DHEE, MAEEDLZET, Bynum EELDT7A Ty 7474 2@ELAD
THhhbo

Bynum : [. . .] It was my song. It had come from way deep inside me. I
looked long back in memory and gathered up pieces and snatched of
things to make that song. 1 was making it up out of myself. [. . .]

(Joe Turner 71)

—100—
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F7-. Bynum OKDEFD S, Loomis F & DM D 72, WONIRIZHETE
LTWBIEDfAb, 25D, BHOHNMISHEATYRIZb20b 56T,
HIOBR S ERE - BEL TR DFMYREST I EN, TAFYTF4 7
A MEAIIETH D ERIBEE N TV D,

Bynum : [. . .] You bound onto your song. All you got to do is stand up
and sing it, Herald Loomis. It’s right there kicking at your throat. All

you got to do is sing it. Then you be free. (Joe Turner 91)

AKEmIZBITH [HDOAN4] ("bones people”) DY — %W E LIF/-Z &
12DV, Wilson 1312, BHHEHIEATO 2 EbavE B 1T EIEHE I
LTCWBERR, ZOI=NVELAKRY AN, ENUTEWKIZE > THEL
Rz OB THL2PHEMTE L), Ziud, PRI E V) L Lo
WMRHEZZ, 77Uh - TANI L E L THAEITREEETH B & Wil-
son DS L TV AP HIEA I,

The bones rising out of the ocean—when 1 wrote that I thought, ‘OK, that’s
it, if I die tomorrow I’ll be satisfied and fulfilled as an artist that I wrote that
scene. | think you can go a lifetime and not arrive at that scene which for me

crystallized everything, because it was a symbolic resurrection of those Afri-

cans who were lost, tossed overboard during the Middle Passage and whose

bones right now still rest at the bottom of the Atlantic Ocean.

(Pettengill 168, underlines added)

ERBHICH B £ 912, Wilson (& T O % FR MHLES T B 2 72 A4 D
(] L LTATVS, FLTC [HOAA] OFEIEE L 412, Bynum
& Loomis bEIEZFF, TAT T4 74 2 M LA EARIEEND,

KEETIE, RMEGOT—~%2RMEL. ¥4 PV EL o TI— 2D %

— 101 —
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ESEHTTHRRET %,

3. “Joe Turner Blues” DAE3E

KD 5 4 Mk d o T2 Joe Tumer % 5 AWid, 73 3 — M4
i Pete Turney? DB TH Y, BALLE T T v TAL W) W AIEHED
—FCBTEBLTBVWT, HEHEHiL. 777 —2a VIZ#EDRAAL
EWV) . EFE T7V—ADK] W. C. Handy 1&. KRBT %ML CTIThn/
T LEDEE O DS "Joe Turner Blues” ASEFEIYIAE T iz LT
5o Handy 13, Kb 7L — 2B EET, ZoHEl={EY #ic
KO H, ZOBIEFAOHNEEZEZ TCWA I LEEETHLMIL T
5o

I wrote the Joe Turner Blues and adapted the twelve bars of old Joe Turner
as one of its themes. Here Joe Turner himself was no longer the long-chain

man ; he was the pigeon where he could start a game of craps. (Handy 146)

FATWE D% %% Handy DHAICE K L T2 5 25, Handy 258k L Rk
L72TNV—ADEFDBA ) TFNpOERINTVD I 220 TR
NTwiv, FEREICIE. Handy OHKIZEB VT, Joe Tumer (& b (3 R0
TR Mol clRsn s ERz o T b,

[. . .} in writing the Joe Turner Blues, he [Handy] did away with the
prison theme and played up a love element, for in the song Joe Turner be-

came not the dreaded sheriff but the absent lover. (Scarborough 68)

LREBIIZ L AUE, Handy 2 & © T Joe Tumer 25 o 72 DRIAILEE
L7z EDPHS D THE, DL )12, Handy DIESAD S LEDOBE X id 2 &

— 102 —
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WaN, ZOENHMMPNLEZ EIER Ve NRDOHZ: “Joe Tumer Blues” i,
ZL DI =T x VIZHbN, BROBEROGEET 5o 7V — X EEDAE
FNZ, R PETEHHE L THL TV BDTH Y, S F ST RERE)
EENLDOLHKOZETH D,

Alan Lomax DSREKL/z7NV—ZXDaL s ¥ a b LCHik S N7z “Blues
Songbook™ 2L 3 fliHID “Joe Turner” Z AEEMIAPFHREINTEBY ., F1#
NARLG BYeELH > T b, Steve Leggett 13Tk, RIEfZAKIZEIT AT
2 ("mutability”) ORIERPITH S LR, 1960 S OB THELZ,
Joe Turner IZINAZ T AT IZETEELTB Y, FHEOYUMFIXIZ
LAERLNRWEERHT S,

There are also three very different versions of “Joe Turner’ here and they

afford a valuable lesson in the mutability of folk material. Joe Turner was re-

ally Joe Turney, who, in the early 1890s, was the so-called “long chain
man’ in Mississippi, the transfer man whose job it was to march groups of
prisoners from court to the penal institutions and work camps where the con-
vict lease system operated. Needless to say, he was much feared and hated.

[...] By the time Big Bill Broonzy’s version was recorded in the early *60

s, Joe Turner had become a savior who sets prisoners free, an interpretation

of events hardly supported by the facts, and a fascinating study in the rever-

sal of fortune of a blues lyric. (Leggett, underlines added)

TNV=AET7IVAY - TA)VA Y OEPELEZHBEERTHDLEND
Wilson DEEIZCIE, SOEMPEEFNLFRIEZIEETHY. 20
HNEx ZFEYHSRETH S, 2T Wilson (&, T DT —REHORK
WOBRIZE BEY . FNEITCICEMELE Wz, R, WETAHR S I,
LEL, Wil L TR TNV AENEDLDERERETHITHENZDIES
9o Wilson EAREFIZBVT, TV —ADKBEZ TWAHESE, 20

— 103 —
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BRI AEZEDNT 7 ) h Y - TA) I Y OFEFRIL L. 2
Wd, FV—A%Z 574 A7 Mlidne LTHET 520 ORKEHHS
2R3 % Wilson DBRGERIEMZ DI LN TE S,
meu\&vv—-st®%57w—z%H% FOEREIFAS
BADLDOTHY) ., BHrRBIREFRICHEDLL, Z0L EZ0KE)%
BTV 5,

For the first time someone was speaking directly to me about myself and the
cultural environment of my life. 1 was stunned by its beauty, by its honesty,
and most important, by the fact that it was mine. An affirmation of my pres-
ence in the world that would hold me up and give ground to stand on.

(Wilson quoted in Crawford 31-32)

Wilson (12& > THEETH ) K& IR EBEOHFHAICKOE, #hvr
GOLOELTMNRELII X, ZOHDEDOEEGEINIKE CH¥E
&&LtoH%£m®$t&é§%%%@iimwfu ER Lz hn
E#EZ Tz Wilson 72728, B EHSOEHEZZF, HHOREZRKHLES
bORELERBTBIESTDTH DB, Z0, HEIL TWAFHLRMEL T,
Wrcm7 V=, DEDHEOHMEMEL ZHT 52 EH, Wilson I2& o
TOVALDIEREE VR BTEA S,

The reason that I couldn’t write dialogue when 1 was writing plays back in
1968 is because I didn’t value and respect the speech patterns. I thought that
in order to make art out of it you had to change it. I was always trying to
mold it into some European sensibility of what the language should be.
There’s a quotation by Sekou Toure : “Language describes the idea of the
one who speaks it.” This idea really changed my life. I then began to see

that there’s a thought process behind language that is itself a cultural process.

— 104 —
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(Grant 183)

GH. TV=ADBTT7)Hh Y - TA)VH v OFELRYILO—EETHH
LiECHSNTVwD, UL, HSIEFNEFRETHMZHLT, DY
KHEHAR Lo TT NV — 25, RE»ITONT - N=2 L SN T &7
RARER T T arzfilo THESNLL DT IV—RE, Fhds
LA SNIHHEFELICUDHES LTI N TV 5,

Ferh U7z & 942, 2002 4FI24E. #2003 % 70— A 100 F4EE LTtk
T 54E “Year of the Blues” & § A7 DEENT A V) B ARE LBl
SRR EN, TV A RORBERD, BIRKMBOEIZ L o T, BE.
ERERLEL LI VI DTH D, —F, TDOTN—AIIA Y AL T &R
72E V) Wilson DAL, 7NV — A0 FNBEER, AT 79H > -
TA)HDEE, 2FVRMLRREREHMI ) ETHIOTHY, Hlo
EY)BELANVOEIE R L, LT =4 7L ENHARTIEE
LR ERB LB OAGFGOWICHFLETRETH Y, /o, EEILRE
NBHEREZ L% Wilson I 37RIZEL T b,

FEEEC, ALOEY 2 H A REGHASE) T L2 HIET 2y — k¢
The Piano Lesson \ZHlirdtTn b,

4. The Piano Lesson (B3 B AEY)TILELTOET /

The Piano Lesson T, 77U H Y - T AU N Y DEFEDHFIIBIT B YK
FREICHIEAS R BN D T EDTREN D, T BN AR TORKER % 4t
HL. 7=V 7%H) LIl L > TRIEOF MRS 5 —H T, ik
eV, LRI N, o TET /) 2B BOBE, FREADD
LIRAK BRI P N T Do BRI S J L T2 vs Wilson 1, ¥
=l ko THA ENDREMICHIENH D Z LR LTVEH, S5HIC
FNE—EDAENTNELRDIREET /ORI OEE > THN S,

—105—
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PEEETEFICHREVOY, UTOET ) OMETH 5,

Dominating the parlor is an old upright piano. On the legs of the piano,
carved in the manner of African sculpture, are mask-like figures resembling
totems. The carvings are rendered with a grace and power of invention that
lifts them out of the realm of craftsmanship and into the realm of art.

(The Piano Lesson The Setting)

ZCT Wilson (&, €7/ OHDIGHIDT 7) AXANED LB L%
HRLTWED, SHILP—=TAEPTVBEIFRL TS, =T 4L
E, Whwas =74 - K=V EEN S, b7 2 ) AR RS
WA TS, HHET 79 5 EEMFREI LV, 22T, Wilson 255 2 T b
=T LERLINLTELDIIMMEZRL THhDDE5 9 D,

fEX TV EACL T, FELIKDODETF 255 XS L7 Papa Boy
Willie (&, O ZWHNE V) FETRBICED L) T4, O 15 AD
HAWHE (“one and a half niggers”) & LT, €7/ &I N7zD72,
Papa Boy Willie &, EIZ DL BT LI, T OB &R, O DM
KEG LD, —RISEZ o2 HskS 2 k2 LY BT, 2UEF v — VXK
DEBELFHLIAERE L2720 THE, ZOHIIBWT, —ROMFEIIHE
FICHTAYFEEER L, 770 NI A - I V=T33 EOMER AT H K
ERT T A - R—EIGiEEAETEEVZ D,

L L. b—T7 20846, (M4 0%E. MEHCESST 5 AW EizE)
Wl THY, THEEE, ZEA LD, WETOSB] (KE321) THoo
SO, ZDEI BT ARERLNTAZ LI, [HEHYEEOME L 2
Wh, 2077 DBHMAL, Fol Vo2 ) T PR % RET 5]
(KHE323) SEBBETHEN), L oT, HLETH =T LHH
BILEoTHELRI L, A 268750 MRN LR LD, 20
ZEid. P=TAORE - HEFFICET R RBICBVWT, REREBWVELEL

— 106 —
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5o

AR RS CREO BRI DV T, THER IR Y 17, Midss 3la &
VETBT AT Iy 7 RIHHIN L G R EEROEE LCTid. i
EFRIZLAN—T4 - R=id, BRIHEOHIGETRETH B LTRSS
TWh, IZERM—TLAZDLDOVFETLEBIE, b=—TLDEHT 2
WA ETATHIHANZ, MO EBERVEARALINTVEDNLTH DY,
—7J7. Papa Boy Willie B°E7 2 DA AAALEDIZ, F v — NV AXEK
WWHEBISRE 2 HSRFTH ) . — RO LN REES 25 L 72D b —F A
DEHEE IR E B D, Papa Boy Willie D TH % Boy Willie i,
5 Boy Charles @A T RELAET 2 ThoTh, [fdiinkwy
T A o oI Z) L EIRT B, T b—F L4 - R THN
W, o 7o NI LIGREIEL VO TH S, Ll WEIZE-T
MG % b 72 €7 21k, i TolmesE L Coflifi s biEd, 3L sy
aYONRELRNVE L, 1205 2% Boy Willie 4, fibhiTwinwE7
FEFICERA T, THOMARSIIETEII EEXLDIELH,

Doaker DIKDEFIE, 77U H Y - TA) A OEHFEMR) AAERD
FHETHIEERLTBY., FY—LAROET /b EHHE LT, AA
IS AT NDERIIBEENTEZENFWLENTH S5,

DOAKER : Some white fellow was going around to all the colored people’s
house looking to buy up musical instruments. He’d buy anything.

Drums. Guitars. Harmonicas. (The Piano Lesson 11)

COBIZBL T, 5D Wilson DET / OB RLE EE R V—Hin D
bo WRIOBTT, €7/ BMADOHRERZRTE/ b B OMEANE
HEFENDE W) L THAB ("The carvings are rendered with a grace and
power of invention that lifts them out of the realm of craftsmanship and into the

realm of art.”)o ST, Y2 AL X 7Y 74— FOIRHLI, RikiE
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B AL & EM B E~ DR B ST A NN 5 o

Things of cultural or historical value may be promoted to the status of fine
art. Examples of movement in this direction, from ethnographic ‘culture’ to

fine “art’, are plentiful. (Clifford 224)

Boy Willie &1ili Berniece (X ¥ 7 / DALFIZ-DWTHISLF i, Boy Willie
BAFLTET / 2BOWE ) ET 5. ZNERHEG DA A Sutter DEHE
T 5o Boy Willie 1&, HIZRZ QMWL L B0 Y S 25, FWJITid Sutter 124
R\, BRI E ) DIk, Berniece DHT D IZ LU/ B TH B, Ber-
niece (X, FNFE TN LI ELEGDoET / OF—2 &, ASDOHL
B THIED %8, "1 want you to help me” (107) & WIiT %3k
Do WD EIMTIZE Y, ¥T7 2 1ZHHRA TN TO A MEDHHIFO
HEZ S, ReASTC Sutter DEE XE > TW {, Boy Willie %# V>, Sutter
R F VLD S EATELDIR, T 2 IMoNF v — IV ARDOEM,
% & Berniece & QWIS 7256 LAHETH 5,

CIT. BMiTH D Avery DIHEP I ER LRV old, FU A MU
-7T i) Sutter 0)Iﬂ4 n_’i'ﬂ;b‘ﬂ\z. HWIEEERT S, €T/ L'l-*vlﬁbﬂf:

O L ERKEET S a%xbnéocnu ﬁ&&%@b—rA-
R WIZHLBEODNH b, TTZVAY - TAY N DEFIEARE, 20
LI BRAECYF 2T VRERIPHLINTHDOTHAL ) TDEHIRET
FEIND . Eff e LTI 27583, FYr— VAR T/ 2K
DA TIAMPLFIERMN L. ZOALMAIME L Z/ & v ) HOTICEE
NFEBIERXLRBDOTIERVD, TTVHY - T AN S Y OEFORTER
MENE I, BOSDOEFORTHH SN TIUE, KROBEERLEIL
TLE Do WODPHE L2ALE (4] 1ZIN4E S NTEME LI
Bl s hizh, BEREFREFEOL L, AADHBLRIIMNYATNAN TS
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BENDD H6, Wilson IEAREMIZL o T, HHIZEEDNE AL L%
TFY | HEFET ALENSH LI EEREL TS,

FICRIZEBY . Fr—NVARKIZES>TIDET /1d, ElFAewMmE L
TTERL, —EOBRBEER 2K E LT, FLEEOHE T RET 2T
LELTEELBREFETLILDTH D, 7275, FIIADONLERES
WCTIRA BTN FHVEEL U, BEAMREND 2 i3 nv, Fv—
WARDET it EDET, FOBREFERLIEDTELEYTFLL
i r{LL’C(i U THEER 35 2 L ASWHET ThY., Hirfhe b RE
E/ TRV, —EOREL EEDL0OMENT. F3IIAE) TILIER
REETH05 AL OMEL LTEAONAZET /TR, €7
JERER EBIHOR L, AH T ALEEITRIZEE N TV S,

5. Bbiz—iEonlE» 6 Hr /- g2k

Pk, 2 2o0fE@ TR & 512, Wilson 28 FE0FEEZMEL., 4T
5 ET, K. —HEOFHERELWALT A & 2R L7z, FIUIERILOR
WELT, ABRYTVEHERST LI L EEMNORKITTDOZ & TH D, Wilson
7 70Hhy - TAA A ANDO LR EFES NI E T, £—

FALYAES, INERIREEERIGL, 77V AY - TAY) A ELT
DEFEEZMRTILEZOSLIEEILND,
Loomis & Bynum (315 H & DNIZE 5Dk E B2o1F, Boy Willie & Ber-

niece (L3 & ORIREAISE L 72, V‘T?Il%) D S % AWM Lz Tl
2L BRICHFEL TWIl b 2 b 63, Eilkr oK%, R LELIEHR
%ﬂwat%w%Wﬁ¢6:&?\HﬁH%@T%TVT%T%Z%i
L. #Hilc ik BAlG® 5o Wilson fEGRDERAMO L A5, #E %J‘Ill%’ff
Té:tfﬂﬁ@Hﬁ@V%ﬁm Bk L, 2ok~ EBEmEER
T W7 AG oML R EE 2R L&'lf:iéf)éo Paul Gilroy 1& [& Z 425 3%
T UeRZAZL, ESI20BEDRAT] ("It Ain’t where you’re from, it’s
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where youre At . ..") &. HEDEWLNS 1 FMWVIZT v /8— Rakim DEY
G L7245 Wilson TS HIZZ I ORINERANT, &b
—7 (roots) DIEFEIHiL b B A4 125 L. Wilson i&. Blith 5% 72
WLUIZROBERE LT, REAMAPI) V= (routes) TFEHETH 5 LR
BLTWBENIAZD, TOLH % Wison DT Ty MET7VHY - 7
ANVHE T, WO EHOFFELEEL. AL BEEROEBL L2
A9 F1UE Wilson YA, 7 —2A%2 A LTELATEHYDELELIT
RENFF2T7—12LkoT, BHEGOFELHEL, BHDOEETHESL2DOD
LRI R i

Wilson (E 7 V=A% ELDETET7UAY - T A I v OXALDIEL
AL D BEEL T, TR YET 2 HBROL I ICHNET L TV— R
DAFDFEE L Wilson 1 d—H, EFT., LrLZIICHELAIERL, &
LICKOBRTIRESEH YORECER T2 & T, HilchEBANLECT
W< Wilson DIESIET 7Y H Y - TANAYOALEWMDREL, E561
KA EAER BEBROBIZIED T S B VDIE,

F*AFE 2013 4F 10 F 24 FLSBH i S A7 BRI
£ AR RE TOIHSEE [Recaptured Blues—August Wilson fEffIC A2 X
Lt DR ] \INFHEIE L2 DTH B,

R

i

1 LB S NREDOPYRIUTOEB Y TH S,
[..]
Whereas the blues is an important documentation of African-American culture in the
twentieth century ;
Whereas the various forms of the blues document twentieth-century American history
during the Great Depression and in the areas of race relations, pop culture, and the mi-
gration of the United States from a rural, agricultural society to an urban, industrialized
Nation ; [...]

(Senate Resolution 316)
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2 D F A4 L EGE ST "Tumey” DIEEREY TH Do

3 (o721 NI R2-IV=7] BHESUMOMBITHY ., WEEIL > TH
WA B0 IS TilR), [RE) 2 Ep8flibCnb,

4 “The Carc and Preservation of Ethnographic Materials” &9 53 Y RI 7 LT,
Gloria Cranmer-Webster 25LL F O & H 12 LT3 ¢

... we know what conservators do or try to do; that is, preserve objects for as long

as possible. But, diametrically opposed to this is the general Indian view as I know it,
which is that objects are created to be used and when those objects are damaged or
worn out, they are thrown away and new ones are made. This applies to everything
from small masks to large totem poles. For example, many Indian people feel that once

a pole has served its purpose it should be allowed to go back into the ground. I think

this attitude has a lot to do with the way Indian people look at the objects. The objects

themselves are not important ; what matters is what the objects represent. They repre-

sent the right to own that thing, and that right remains even if the object decays or is

otherwise lost.
(qtd. in Rhyne, underlines added)

5 20 ERWE DS, FEEOVWDW S [ 7)) 27 14 7] LA & L 2 1)
ENHorz, WAL RWME R 2 LT ZICHZ DAL, £
NOHFWLEL, BIRT D LI H D 1935412 = 2 — 3 — 7 O FUREHTA
(MoMA) TRt (770 H - 27V ORdiR] oo T77) H3E
WOMAE] (2. 9 FILLEAMEI WG, R EORRT o7, 2ol &
LAZOREKICHMENAZET [T 7 W FEROYE] Lo/ TH 2D,
(K 62) Wilson ZSER LA [h—7 4] b FMfOEGEUD, TL s a
YOy =4y bER D HERERLYERENMOR T S DR ES NI E V),

6 WIS XL [l TAAM SN 2 & T8 artefact] & T, TH
O] AN U7 TH47 art) EWRRICIXM SN D, THUH D EARE L2 ) 5
] BT 2O TH D . FHIIL TET oL LM TR
FRRT AN TD B SR CIE, P TEM] & X, RIES i
Tid TYEE (material) | & %W id THEAK (specimen) | & X TR bbENTWE L
W,
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KAHEZ {7207 IVANLL YAy, Th—Adbly Thky TF
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