


‘BIRTH*BLUES$

Hear the most powerful traditional blues ever recorded performed by musicians who are legendary figures. These four releases are compiled from
extremely rare 78s from the 1920s and early 1930s, and offer an in-depth perspective of the beginings of the blues and their first formative styles,

The Music o
CHARLIE PATTON

CHARLIE PATTON

King of the Delta Blues
Yazoo 2001 - Charlie Patton is
considered by many to be the
single most important figure in the
history of traditional blues. The
combined power of his vocal and
guitar dynamics is unparalleled,
and he was the Deltds first blues
celebrity. His music evokes a sense
of what the earliest and most
earthy blues stylings may have
sounded like. Charlie Patton’s
legacy is an imposing body of
powerful and eloquent music.
“JkKk k" —Rolling Slone

WASHINGTON
PHILLIPS

I Am Born To

Preach the Gospel
Yazoo 2003

Washington Phillips is a totally
unique performer of rural
gospel music. His poignantly
expressive singing and
captivating accompaniment
on doceola (a rare zither-like
instrument) produce a warmth
and unadorned eloquence that
is irresistable.

MASTERS OF THE
DELTA BLUES

Friends of Charlie Patton
Featuring Son House,

Buklica White, Kid Bailey,
Tommy Johnson and more!
Yazoo 2002 - Many of the musicians
here are recognized as giant figures in
blues history. Their work, recorded in
the vintage period of the 1920s and
early 1930s, stands today as some of
the finest blues ever documented,
This is perhaps the greatest
compilation of historical blues,

“Jck ik k” —Rolling Stone

SLEEPY
JOHN ESTES

I Ain't Gonna

Be Worried No More

Yazoo 2004

Sleepy John Estes is one of the
finest blues vocalists of the century.
Few have ever matched his facility
for composing songs rich in local
color, depicting his life, locale and
acquaintances in Brownsville, Tenn.
This album conveys a musical and
emotional power rarely matched.

Available on Yazoo compact discs and cassettes. Order direct from Shanachie and receive these great blues treasures for the low price of:

$12.95 PER CD AND $7.95 PER CASSETTE.

STERS OF THE COUNTRY BL(|ES

Yazoo, the label that
has brought you
the very best in
historical blues

recordings,
proudly introduces its
new video series
MASTERS OF THE
COUNTRY BLUES
featuring legendary
artists filmed
in the 1960s.
$24.95 each.
Buy all 3 videos through

this special offer &
pay only $§59.95.

]

MANCE

. YAZOO 502

LIPSCOMB

BUKKA WHIT
& LIGHTNIN' HOPKINS & SON HOUSE
YAZOO 500

—ON VIDEO——

REV. GARY DAVIS
& SONNY TERRY
YAZOO 501

Yazoo is a Division of Shanachie Entertainment. For a free catalog or to place an order write:
Shanachle. ¢ £.0. Box 208, Dept 78 ¢ Newton » NJ « 07860
Make Checks Payable to Shanachie. Include shipping: $1.85 for 13t item and 55¢ for each add. item.

Each video intimately
captures the artists
and their techniques,
communicating the
power and eloquence
of American blues
as played by
its masters.
Introductions by
Taj Mahal.
Each approximately
60 min. long.
Color/BEW.
Stereo/HiFi.
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(Gennett Truck Mo. 12 on the move—ourtesy of Duncan Schiedt)

A Letters To The Editor
roast 78 Quarterly.

AUCTIONS/Trades of 78
rarities
Paramount’s Decline and
Fall—by Stephen Calt (with
Gayle Dean Wardlow).
7Paramount enters The Great
Depression and the bottom
falls out.

John Steiner Inter-
30 view... The Missing
Paramounts.

Kent. New history/
7] photos of Lynchburg’s
greatest blues singer.

THE RAREST 78s (Je-
K)—What are they?

LIZZIE MILES—Early
circus days as a side-

showperformer—by
Lynn ‘Abbott & Doug

Seroff.

LUKE JORDAN—A
Last Look— by Don

S 7/

100 YEARS FROM
TODAY—The most
newsworthy musical
andstageevents of 1891
as reported in the black
press by Doug Seroff &
Lynn Abboitt..

THE BOHEE BROTH-
ERS—The 19th Century
world-wide odyssey of
two pioneering Afro-
Canadian banjoists—by
Dr. Rainer E. Lotz.
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..My one big gripe with the mag is the
= J emphasis put on the rarest 78s section. As it |
' stands, it should read "the rarest 78s owned by
the editor and a coterie of friends with like
. tastes,” i.e. black race labels, classic jazz and
blues. The appearance of white bands in the
listing are few and far between; most of them
emanating from Richmond, Ind. or Grafion,
II‘I[ Wisc. studios.

Where for instance is Earl Fuller's Famous
Jazz Band on Fuller [label], or the same on

vertical Gennett? Billy Arnold on English Co-

[ D l -[ O p lumbia, The Happy 6 on Yerkes Dance Records,

some of the Frisco Jass Band Edisons? Or what

'\l E H Q 7 about early black bands—Blake’s Jaszone Or-

\/Q i_ U /\/\E Q / ' chestra onPathé, W.C. Handy Lyrics, Sweatman

Victor and Vocalions, some of the Dabney
Aeolians, the Versatile Four's HMV "Down
Home Rag"” (a 1916 black string band, in effect,
recorded in London—I know of three copies).
I think a far more accurate count would be
obtained if you put in the mag, "O.K. folks,
we'redoing Iand ] nextissue, crawl the shelves
and let me know who has got some really rare
records"—I think you'd be surprised to see just
how many copies crawled out of the wood-
work; however, some people may wish to
remain anonymous. I'll give you a rare record
to consider—Joe Kayser's Novelty Orchestra
on Personal Gennett—350 copies pressed and
all sold in one night (I should say given away)
ata ballroom. Tknow oftwo copies inthe UK—
wedon'tjust collect AlBowleyand Fred Elizalde
over here (he says tongue in cheek).

What we seem to be losing is any interest
inthe music itself—the ODJB's "Dixieland Jass
Band One-Sttp” sold over a million, but that
intro sends shivers down my spine when Thear
it (at the proper speed of 76 rpm, of course)—
it's a bloody exciting record!

Well, as they say, controversy and scan-
dal sells papers..Keep up the good work.
Warmest regards—MARK BERRESFORD,
Bestwood Village, Nottinghbam, England.
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{the nextletter—signed "Joe"—was sent lo Mark
Berresford, who forwarded it on to 78 Q]
Dear Mark,

Ireceived your letter the other day re the
Listing for 78 Quarterly. Quite frankly, I can
think of about a dozen more worthwhile ways
of using my time than to assist in what, in my
view, is litle more than an ego-trip on the part
of certain U.S. collectors. However, I suppose
this guy is doing some sort of research, and
there's always the chance that someone else
will take it over in the future—and do it prop-
erly.

To my knowledge, there are two copies
of the J.C. Johnson QRS in the UK, but I don't
think it any of Mr. Whelan's business where
they are—even if he does.

Re Dick Kent and his Band: the Kibblers
Kollegians track also (apparently) appeared

EOITORIAL OFFICES:
020 (anfield Lare, ey West, L 35040
© (RAWULATION OFTICE |
(Art fara) PO. box 283 f\ey West, FL 55041
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Cover photo courtesy of Duncan P: Schiedt
Logo by Robert Gumb
on Champion as Joe Moore's Orchestra, No

copy of the Champion issue in the UK to my

$O-a single issue (US $12 in Canada). $52-a subscription for 4 issues (US $42 in B e/ E?;?? L e . _: knowIl(ei;lgeRA N
(anada). Please send to 78 Quarter y. PO, Box 285, fley West, TL 53041 Overseas che con g e . alrsiam..........de" s ey e o e
5ub5crib€r5-p/€ase contact [NEM SATH, RED LIAS RECORDS, PO. BOX 3, PORTHINADOS, v this man heard of King Oliver or Bix, to name

but two? [ think the problem can be diagnosed
QWYTIEDD, WALES, UNITED NINAbOM,

/
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as adistressingly severe attack of colour-blind-
ness, which (sadly) extends to the colour of the

Letter gets chucle from 78 Q staffers  cemgie © 0

(Printed b)/ I\?y West Press, T1O3 Whitehead S, f\?}l W?St,) IregretIamnot qualified to say whether or not
2 3




" Blind Lemon Jefferson has more or less than 10
Feet (or was it Hot Dogs?)...from all of which
you will gather I don't think much of Mr.
Whelan's efforts!—Best Wishes—/OE,
Chippenbam, Cambs., England. Send this to
him if you want to.

Dear Ed.,

Enclosed, please find my contributionsto
"“The Rarest 78s” section of the next 78 Quar-
terly. Thavetalkedtoa fairamount of collectors
about this section, plus have'noted the com-
ments about it as published in your "Letters to
the Editor” section.

It seems that many collectors feel that this
is an egotistical method to flash about who has
the best collection or rarest assortment of
records. While ego may play a part in the
participation of this project (after all, we ARE
human), I feel that there are some other ben-
efits to the listing beside making one feel good
about their own collection.

(1) Let's take those records listed as “unfound
and unheard,” If, in fact, someone actually
owns a record listed as such, hopefully now
the collecting fraternity will have the chanceto
finally hear the recording. Real ego would
come into play if someone owned this kind of
rarity, and was unwilling to share it.

(2) Many times, L.P., C.D., or tapes of certain
recordings utilize originals that are very worn.
How many times have we all seen reviewers in
print lament the fact that a poor copy of a
recording was used and why didn't the record
company find a better source copy to dub
from? If someone was seeking a quality copy of
a recording, the “Rarest 78s” listing shows (at
least to a limited extent) who might have a
better copy, or at least that there is one avail-
able somewhere.

(3) 1 feel that the amount of copies listed as
being in existence is probably about 50% cor-
rect. Certainly, there are many “closet” collec-
tors out there who are not aware of this survey,
or who are unwilling (for many reasons) to
participate. The amounts of copies around can
be helpful in ascertaining how much a record
is worth when buying or selling at auction.
However, the bottom line is, and has always
been: “How much is the record worth to me.”
Collectors bid a lot on a particular record sim-
ply because they want it.

If collectors find this section of your won-
derful magazine offensive, thenjustdon'tread.
I have a sneaking suspicion that many collec-
tors secretly and anxiously look forward to this
scction, It's like when one goes into the grocery
store and surreptitiously reads all the covers to
the tabloids at the check-out stand while put-
ting their groceries on the belt

Collectors should stop taking themselves
so damned seriously. Keep up the good work!
Best personal regards—JIM PROHASKA,
Lakewood, Obio

Dear Ed,,

Isimply love 78 Quarterly. It is very dif-
ficult to obtain (which naturally enhances its
sex appeal for collectors!), and there is diligent
research, beautiful layout, controversial col-
lectors’ chat, a great sense of humour. Except
that collectors react "dead serious” in any con-
test to determine "the Greatest.” Not surprising
then, that "78Q Presents The Rarest 78s” pro-
vokes more responses than any other contri-
bution. Let me add some few provocative com-

ments.

First of all, it strikes me that the rule of the
game is nowhere clearly spelled out, adding to
an overall confusion. Who has been asked?
Apparently there is a heavy bias towards an
elite coterie of U.S. collector friends. This must
of necessity result in a rather distorted picture
andlamaquiteamused by the occasional aston-
ishment when a “no name"” collector turns up
somewhere and adds to the number of “known
copies.” Known to whom and on the basis of
which qualification?

More important still: which records
qualify? You have introduced certain catego-
ries, such as "Jazz,” “Country Blues,” "Piano,”
“String, Jug & Skiffle"—but you don't adhere to
them. Ellington collectors have a tendency to
cherish the faintest fart by the master (I know;
Iam an Ellington collector myself), but why on
earth include such as the Ellington’s Souvenir
Record of 1933? The Duke talks, and this is not
a jazz record by any definition.

But at least this is a recording made out-
side the U.S. This is no mean feal for 78 Q, as
my possibly biased impression is that the igno-
rance of U.S. collectors with regard to jazz and
ragtime performed outside their country is
nothing less than amazing. This is even true of
American jazzmen recording abroad ("It's not
on Paramount—so it can't be rare.” “It is not
recorded in the U.5.—so can it really be hot?”
"It's not listed in Rust or Godrich/Dixon—so it
can’t be collectable.”) Theremarks with regard
to Guarente's Swiss Kalophone recordings are
quite revealing in this context.

But again: the Swiss Kalophones have at
least been listed (and so has the piano rag
recording by Batten on the British Popularla-
bel.Ialsohave aV+ copy). However, the other
omissions are curious, blatant, outrageous, in-
comprehensible, inexcusable, stunning—ah, I
wish I could speak English as you do, to ex-
press my indignation. How many collectors
have seen Arthur Briggs' “Up And At 'Em" on
Polish Usiba-1046 (almost all of his recorded
output is rare, and of some, only one or two
copies “are knownto exist”). And how many of
you have seen George Ruthland Clapham's
only recordings: “Nothing But/Runnin' Wild,”
issued as Neger-Jazz-Orchester on Vox-01637?
The answer is most probably NONE, as no
copy is known to have survived. I suspect that
in future issues of 78 Q you will therefore not
list “Sugar Foot Stomp," recorded by Burroughs
Lovingood (with Dewey Jackson) on French
Excelsior 108 (one copy), nor I suspect Paul
Wyer's "MilneburgJoys" onthe Argentine Disco
Odeon Nacional-8100 (two copies). All the
above are examples of Afro-American Blacks
recording in the diaspora. There are many,
many more; plus a great number of recordings
by white Americans; plus innumerable, mag-
nificent recordings by local musicians all over
the world. There are hundreds of extremely
rare jazz records between Allenand Briggsup
to Wooding and Yribarren (Ray Allen's piano
solo of “Down Home Rag” on Vox-6265 has
never tumed up). In the eyes of American
collectors they probably qualify as "ethnic?”
For instance, Elizalde's American Hollywood
recordings are (rightly!) noted, but how many
of you have seen a copy of his Brunswick-1001
"Hurricane/Ain't She Sweet,” which is notlisted
(?. How many of you have seen Lud Gluskin's
“Milneburg Joys/Bee-O-Logy” on German
Grammophon 22939, to name just one of his

many elusive records?

..But we haven't touched on another
important question yet: What is a rare record?
There are quite a number of items of which it
is said that “no copy is knownto exist.” I guess
the rarity of such items can hardly be argued.
One or two copies? Alright. 20? Hmm. But then
the listings include items where there are an
estimated 50 copies or more around. Those
records may be scarce, but are they rare by the
laws of demand and supply in addition to the
rules of statistics?...

On the other hand: How do we guard
against multiple counts? I have a feeling that
the vanity of some collectors does not allow
them to admit they obtained the item from
another collector, who also reports “to have
owned the record at some time."

For half a century the only set known to
exist [Frank Guarente on Kalophone] was
owned by Arnold Bopp, who bought them for
a contemporary review in Neue Ziircher
Zeitung. Then, in 1980, word reached me at
Mali's capital of Bamako, that some crates of
records had been found in the basement of a
house formerly owned by the deceased owner
of the Kalophon Company. Irushed across the
Sahel, fetched a Swissair flight straight to Ziirich,
and jumped in a taxi to the address. Lo and
behold, there were three boxes of mint
Guarente records. This is the source of all
copies that have since been circulated, in-
cdudingthe copiesIswapped with [Hal] Flakser
and [Joop) Goudswaard. There are no more,
and all are, of course, mint!...I still hold six
copies of Kalophon 401/2, four copies of 403/
4,and one copy of 405/6 in case anyone wants
to propose a trade.

Should we perpetuate Rust's unfortunate
decisionto only include American and English
recordings in Jazz Records? Should we accept
his arbitrary decision to use 1942 as a cut-off
date and discriminate...against any “post clas-
sical” styles? What is the time frame for con-
sidering rare 78s? I should think any record
would be eligible as long as it was issued as a
78-rpm disc, or shouldn't it?...Have fun! Do
continue!-—RAINER E. LOTZ, Bonn, Germany

Dear 78 Q,

Picked up #3, #4, #5 at Chicago Jazz Fest.
No. 5 has a 1990 date. Imagine my surprise
when I received from you an order form dis-
playing #6 as latest issue. Once-a-year quarter-
lies? Ithen read about alithe trouble everyone
has getting just one issue. You want me to
subscribelike the other folk. FUCK YOUREBEL!
Send issues to Jazz Record Mart. I'll buy them
over the counter—Sight-Seen Only. (UN-
SIGNED)

Hey!

Thanks for getting the #6, Vol. One to me
as per my recent query. Excellent issue, esp:
Seroff's 100 Years From Today.” I have just
been selected archivist for the Piedmont Blues
Preservation Society and depend heavily on
your publication. I, too, have a Blind Boone
picture ad, diff. from the one on p.55—R.
SPEARS, Greensboro, North Carolina

Dear Ed,,

I just finished reading the latest 78
Quarterly—congratulations to Tsotsi on his
best-ever.

On the others...I know Steve Calt has a

4

wealth of expertise to share with us, but unfor-
tunately, he seems determined to bury his
expertise beneath a lot of pointless rhetoric
and posturing that does not seem to serve any
discernable purpose. I mean, this is the old
Daily Workerformula (now practiced by Third
World U.N. delegates): combine a bunch of
carefully selected facts (carefully omitting oth-
ers), add some half-truths, and [ill in with
scathing rhetoric to make a point.

What was the point of the rock & roll
article anyway? That rock was nothing but
whites imitating blacks? The critical tone may
serve some political stance, but misses the
entire point of all American music: that is, that
whites and blacks have borrowed from one
another to enrich and change their musical
forms forthelast two centuries. True early rock
was plagued by a lot of imposters (Bill Haley
hitina vacuum, but couldn't even get nostalgia
jobs later), but so was jazz in the early *20s: let
us not forget the Plantation Jazz Orch., et al.—
or in blues, Mamie Smith made the first blues
record, but became very cold property after
“real” blues singers gottorecord. But denigrat-
ing originals like Carl Perkins, Jerry Lee Lewis,
and even Elvis Presley, who took black and
white sources to create a very energetic music
is unfair and untrue to the course of American
music.

Example: Mr. Calt criticizedJerry Lee Lewis
foradding country & pop tunes onhis 1957 Sun
album...but Steve must have known that blues
singers with impeccable credentials routinely
played waltzes, mazurkas, reels, and senti-
mental pop stuff. They did not record much of
it, but that's only because their record com-
panies didn't want it.

The second criticism ofthe article is: what
the hell is a rock article doing in 78 Q unless it
effectivelyties'20s and '50s/'60s musictogether.
This doesn't. Third: (less serious) the 78 Q
label fetish doesn't work on 45s. One can't fit
those eagles, peacocks, and scrolls around
those big, ugly holes! Thanks, RUSS SHOR,
Radnor, Pennsylvania

Dear Ed,,

Stephen Calt's "Myth of Rock & Roll” is
positively brilliant. Extremely well-written
analysis of a nauseous phenomenon. Shame
you can't send copies to all pop music pubs; it
should be required reading for the great
unwashed. Very pleased that you have greatly
improved the reproduction of the fotos. Hate
to admit my ignorance, but when did Joe of the
lamented Jazz Record Center die and at what
age? Sin. JIM GOODRICH, Albuquerque, New
Mexico -

[Ed. note: David Frost sent us an appeai-
ing rejoinder to Stepben Calt's "Myth of Rock
and Roll"—complete with illustrations and
Jootnotes. Space limitations keep us from
publishing it in Issue No.7. However, Mr. Frost
bas agreed to make bis essay available by mail.
He writes: “think of it as an unofficial supple-
ment lo Issue No, 7, and send for a copy—
David Frost, 338 Elmbursi, San Antonio, TX
78209. Please enclose a dollar (or a black-
label Champion race record) to help defray
printing and mailing costs. If you had any
reaction to Stephben Calt's article, you'llwant to
read this perspective on rock m’ roll and the
blues!"]

Dear Ed,

Your magazine is even better now that
you publish "real letters to the editor.” So here
is one:

1 always like to argue with Steve Calt in
hopes of getting him to shut up and play the
guitar, and Iwould like to take exceptionto his
staternent that Skip Jarmes was the only recorded
bluesman who was proficient on guitar AND
piano. Henry Townsend recorded very strongly
on both instruments, as did Lonnie Johnson.
Clifford Gibson and Blind Blake also have
some excellent piano accompaniments with
Ed Bell and Bertha Henderson, although these
records can definitely be termed “obscure.”
Perhaps Steve’s use of the word “proficient”
keeps one from including Tampa Red and
Peetie Wheatstraw, although both could do
well enough to have recorded with both in-
struments,

Atany rate, Skip James was still one of the
most intense to record with either instrument.
Even if he was a dog-kicker. Yerz, M/KE
STEWART, Mill Spring, North Carolina

Gentlemen:

I just purchased my first issue of 78
Quarterlyfrom Skip at City Lights Musicin New
Brunswick, N.J., and I'm impressed...I have
beena collector for around 22 years and began
collecting 78s through the acquaintance ofthe
late Mr. Norm Pierce of Jack’s Record Cellar in
San Francisco. But my love of jazz and blues
goes back to childhood. You see, my father
was Tommy Rockwell, who, during the '20s
and '30s, was a field recordist for OKeh and
who discovered Mississippi John Hurt and
Sylvester Weaver, among others.

The reason I mention all of this is be-
cause, in fact, T know very little about my father
from the end of WW I to around 1941. He
passed away when I was 12 (1958). Please let
itbeknowntoyourreadersthat lam interested
inany and all information, stories, tales, rumors,
and/or outright lies about him that I can find. It
would make me feel that I knew alittle more of
him as a person. Thank you. 7. MALCOLM
ROCKWELL, P.O. Box 1064, Kula, Hawaii
96790-1064

Dear Ed.,

What a tough contest. I scrutinized all of
the Schlitz documents and memorabilia at the
Wisconsin Historical Society. [looked through
10 years of microfilm in the Chicago library of
the Chicago Defender newspaper ads; I
pumped the curator of the Memphis Blues
Museum for information—both by phone and
in person when [ was in that area for the King
BiscuitFestival;and, I searchedthroughlibraries
for anything regarding Memphis musicians,
jug bands, and Schlitz. The only thing I came
up with was a book from the early '70s on
MemphisJug Bandsthat hadlots of photographs
in it. I'was going to take a guess, since some of
the faces did look a bit like the ones in this
photograph, butIjust couldn't be sure. Isthere
a prize for making an effort?—SONIA
KHATCHADOURIAN, Milwaukee, Wisconsin

Dear 78 Q,

Thought I'd offer some comments con-
cerning the question raised in the previous
issue about the dearth of info., discographies,
etc. of country music. Actually, there has been

worlds of stuff printed in various publications,
suchas Disc Collector, Country Directory, alittle
in Record Research, and JEMF Quarterly, and
forthelast 10 years ormore in Old Time Music,
from England, published by Tony Russell. For
the last several years Tony has been working
on a country discography book, but T haven't
heard anything for some time as to the status of
it. Maybe most American country collectors
just aren't the scholarly type who go in for
writing books!

Another thing, Tjustrecently got the 2 CD
set of Robert Johnson—with the booklet con-
taining the words to the songs—and have
some commentsand correctionsregardingthis.
Some of the things the wanscriber says are
phonetically correct, but meaningless—but not
meaningless to a country Southerner. I have
heard many people both white and black use
"hit” for it, "hoveralls" for overalls, etc. In
"Sweet Home Chicago,” about halfway thru
the song, the correct wording is “get your
business all in a 'fix"” (not "trick"). Fix means to
get in a mess, or predicament. In “Terraplane
Blues,” next to the last line, he doesn't say
“little” starter, just starter. In "Walking Blues,"
first verse—"but you know 'by that,"” and in-
stead of "lonesome home,” I believe he says
"lonesome ho'n” (pronounced bone, for horn).
In “Last Fair Deal Gone Down" on the unin-
telligible lines, sounds to me like maybe “that
captain he can't see, captain he can't see..."(I
can't get the next line) In “Preaching Blues,” "I
been 'studying’ the rain,” which is said in the
footnotes to be "meaningless”; studying
something means to watch or observe it, and
think about It, try to figure it out, or meditate on
it. And in "Mitkcow's Calf Blues,” instead of
“chu'init,” it's “chu’nin"—"churning,” churning
milk to make butter. Finally, in "32-20 Blues,”
close to half the words are left off. Whether it's
the printer fault, or what, I don't know. Rest of
the words following the last printed line: "Got
a 38 special boys, it do very well, I got a 32-20
now, and it's a burning hell (voice drops off on
the last word so ‘hell’ isn't audible, but obvi-
ously, that's what it should be). If I send for my
baby, man, and she don't come; if I send for my
baby, man, and she don't come, all the doctors
in West (sounds like 'Huntry," or
‘Humphrey") sho' can't help her none. Hey,
hey, baby, where you stay last night? Hey, hey,
baby, where you stay last night? You didn't
come home until the sun was shining bright.
Aaah, boys, Ijust can'ttake my rest; aaah, boys,
Tjust can’ttake my rest—with this 32-20 laying
up and down my breast.”

lenjoy reading 78 Quarierly very much,
look forward to next issue—MALCOLM
BLACKARD, Trinity, Alabama

Dear Ed.,

1 enjoy reading 78 Quarterly. 1 am
grateful for its existence and look forward to
each issue. I am also happy to see that Skip
James will be the subject of the forthcoming
book Portrait of a Blues Singerby Stephen Calt.

However, I ambothered by one aspect of
Mr. James' profile as portrayed in the excerpt.
1 had the great pleasure and honor to work
closely with Skip for an entire week in 1964. 1
was at that time the "house folk-singer” at The
Blues Bag, a coffee house in Provincetown,
Massachusetts, where I played introductory
and fill-in sets between such legends as Skip




James, Doc Watson, and many others.

Skip liked a tune T'was playing (“Sporting
Life") and asked metoteach itto him. Ireplied:
“Skip, I can't teach youa tune!”—but Idid, and
we played it together all week. We both sang
while he played piano and I, guitar. We did a
lot of playing and drinking together that week,
and he asked me to perform with him at the
Newport Blues Festival some weekslater. Imet
him at Newport, where he introduced me to
Bukka White, Son House, and the others, and
then invited meto play "Sporting Life" with him
before 1did a set of my own.,

My point is that I remember Skip James as
not only a magnificent, innovative talent of the
greatest magnitude, but also a gracious, down-
to-earth man who spoke articulately about his
music and his life, and who was happy to
encourage and nurture a younger musician
finding his way. Sincerely, LAWRENCE
HOFFMAN, -Baltimore, Maryland (“The au-
thor is a composerand guitarist who has taught
the history of the blues and the history of jazz
at Johns Hopkins Evening College and the
Peabody Conservatory of Music. His ‘Blues for
Harp, Oboe, and Violoncello' has been re-
corded by members of the Cleveland Orches-
tra.")

Dear Sir:

...does anyone have information astothe
time it will take for the shellac 78s to deterio-
rate? This unpleasant little thought is not irrel-
evant; just ask a brown-wax cylinder collector.
After all, 78s are made of organic materials
which will eventually degrade, but when?
Berliners are 95 years plus now at the oldest, so
jazz and blues folks have some time left, but I
wonder if any research has been done as to
what's really best for long-term preservation.
This might make an interesting 78 Quarierly
article. Surely, some 78 collector has a bio-
chemistry or related background qualification.
Thanks. I'm looking forward to new issues.
Sincerely yours, LEANDER SMITH, Reeds Spring,

Missouri
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GAYLE DEAN WARDLOW, 1426-

52nd Avenue, Meridian, MS 39307
(phone—[601]-483-7223). The fol-
lowing Victors are in store stock
sleevesandare allN-, AUCTION (will
consider trades):

(1) BEANS HAMBONE—Vic 23180
N- (min. $250)

(2) RABBIT BROWN—Vic 20578 N-
(min $250)

(3) RABBIT BROWN/(A.& ]J.
BAXTER)—Vic214775N-(min. $250)
(4) CANNON'’S JUG STOMPERS—
Vic 38593 N- (best-known-condition
copy—min. $900)

(5) ESTES-RACHAEL--=Vic 38595 N-
(min. $500)

(6) CLIFFORD GIBSON—Vic 38562
N- (min. $250)

(7) TOMMY JOHNSON—Vic 38535
N- ($1200)

(8) LUKE JORDON—Vic 38564 N-
(min $400)

(9> FURRY LEWIS—Vic 21664 N-
(min. $250)

(10) MEMPHIS JUG BAND—Vic
38558 N- (min. $300)

(11) MEMPHIS JUG BAND—Vic
38599 N- (min. $350)

(12) FRANK STOKES—Vic 21272 N-
(min. $250)

(13) FRANK STOKES—Vic 21672 N-
(min. $250)

(14) FRANK STOKES—Vic 38512 N-
(min. $860)

(15) JESSE THOMAS—Vic 38555 N-
(min. $350)

(16) MINNIE WALLACE—Vic 38547
(min. $300)

TERRY ZWIGOQFF, 290 Mullen Av-
enue, San Francisco, CA 94110
(phone—{415]-647-5278). Condition
guaranteed. AUCTION (trades con-
sidered, postage extra):

(1) JELLY JAMES FEWSICIANS—
Georgia Bo-Bo/Make Me Know It—
Gnt 6045 E+

(2) SAMMANNING—Lita/You Can’t
Get —OK 8568 EE+

(3) SAM MANNING—Sweetie
Charlie/Lt. Julian—OK 8567 EE+

(4) LITTLE BROTHER—Chinese
Man/Something Keeps Worryin’ Me—
Buff BB 6658 E+

(5) V.SPIVEY—Dope Head/Blood
Thirsty—OK 8531 V/V+

(6) WALTER DAVIS—Changin’
Clothes/Sth Ave.—Buff BB 7021 E
(7) WALTER DAVIS—Nightmare
Blues/What Flse Can1 Do—BB 6971
E/E+

(8 MEMPHIS MINNIE—Sylvester
Mule Blues/When Your Asleep—DE
7084 V+

(©® KOKOMO ARNOLD—Policy
Wheel/Traveling Rambler—DE 7147
E+

(10) KOKOMO ARNOLD—Long &
Tall/Backfence Picket—DE 73006 E-
(11) BLIND BOY FULLER—Working
Man/kWalking and Lookmg Blues—
DE 7899 E-

(12) RICH TRICE—Trembling Bed
Springs Blues/Come On Baby—DE
7701 E/E+

(13) McGHEE & WELLING—Feel Like
Traveling On/Why Not Tonight—Gnt
6690 E-

(149 LION & ATILLA—Modern Times/
King George VI-—DE 17321 (calypso)
E-

(15) VESS OSSMAN—Silver Heels/
Keep On The Grass—Vic 16266 E
(16) VAN EPS TRIO—The Origfinal—
Vic 17677 V+

(17) VAN EPS TRIO—Ching Chong—
Vic 18404 E+

(18) VAN EPS TRIO—What Will Wil-
liam Tell—Vic 17799 E-

(19) VAN EPS TRIO—Teasing The
Cat/On Dixie Hwy—Vic 18226 E
(20) VAN EPS TRIO—Razzberries—
Vic 18376 E-

(21) FRED VAN EPS—Frolic Of
Coons—Vic 17369 V+

PETE WHELAN, 626 Canfield Lane,
Key West, FL.33040. (TRADE ONLY).
Twenty-four 11-inch, one-sided,
laminated ARC-Columbia tests of
LEADBELLY. Conditions are E+ or
better. These are “one-off master
tests”; master numbers are etched on
the outside rim. Recorded 1935. Most
unissued. Send for list.
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ven without Arthur

Laibly’s ample help, Para-

mount was virtually

doomed as a major “race”
label when the Artophone Company
decided to abandon record distribu-
tion, in June of 1929, With the defec-
tion of Artophone, Paramount lost its
largest wholesaler and ready access
to its all-important Mississippi mar-
ket.

Radio killed Paramount”

Accordingto Artophone Vice
President Herb Schiele, the company
made its decision on the basis of the
greater appeal of the radio: “The de-
cline started when radio come on
in...about’28. You see, it (the decline
of “race” sales) didn’t go that fast
because most of our customers of the
blues were black, and didn't have
money to buy radios in those days,
and so it took a year or two for the
record business to sort of decline.”
Apparently, the company gradually
phased out of record distribution: by
the end of 1929, it had closed its
Dallas branch, and by 1930, had for-
saken records altogether for Philco
radios, then a little-known brand.
Around the same time, Paramount’s
previous leading distributor, the E.E.
Forbes Piano Company of Birming-
ham, began handling Majestic radios.
J. L. Ausban, who replaced Harry
Charles as its head salesman, would
claim: “Radio killed Paramount and
the other companies t00.”

The actual impact of radio
on “race” record sales is problematic.
Most blacks did not own radios: of
nearly a thousand rural black South-
ernhouseholds canvassed in the mid-
1930s, only 17.4% owned radios, as
opposed to 27.6% with victrolas. As
radio stations rarely played black
music, and featured no programming
aimed at black audiences, it is un-
likely thatradios even competed with
“race” records as a black consumer
item. Rather, “race” record industry
figures apparently made the radio a
scapegoat for declining record sales,
just as the pop branch of the industry
had done in the early 1920s. At the
same time, the national market for
radios was rapidly expanding in the
late 1920s: radio sales of 1928

amounted 1o $650 million | far sur-
passing the sale of records or phono-
graphs. Record executives, who had
originally insisted in the early 1920s
that radio could never become a sub-
stitute for recorded music, were in-
creasingly whoring alter the thriving
medium. By 1929 both Brunswick
and Columbia had begun manufac-
turing radios in addition to victrolas;
in January of that year Victor merged
with the Radio Corporation of
America, while in November, the
Edison label discontinued records
altogether for radio production.

Unable to diversify with ra-
dio production, Paramount was left
to operate a crippled record business
once itlost Artophone. The company
eventually salvaged some of
Artophone’s business by buying its
list of mail order record customers.
Most of the dealers Artophone had
serviced, however, were all but lost
to the record company: it became
necessary for them to contact the
companyinorderto purchase records.

In an apparent attempt to
keep Artophone interested in
Paramount’s product, Laibly made a
local Artophone client named Jesse
Johnson (1873-1946) the label’s lead-
ing source of “race” talent. Between
August of 1929 and July, 1930 john-
sonbroughtParamount overa dozen
blues discoveries, more than any other
record dealer had previously sent the
company.? “He was a real entrepre-
neur in his day,” Herb Schiele said of
Johnson, the leading black “race” re-
tailer of the period. Johnson had
originally come to St. Louis by way of
his native Clarksdale, Tennessee to
see the World's Fair of 1904, and
remained in the city to work as a
ballroom dancer, shipping clerk, and
train caller. His Deluxe Music Shop,
founded in 1919, stood next to the
BookerT. Washington Theater at23rd
and Market, forwhichhe worked asa
booker.? Johnson was also noted for
his promotional ventures, which in-
cluded Monday excursion cruises on
the St. Paul, featuring assorted jazz
musicians. The artists he dispatched
to Paramount included his blues-
singing wife Edith (who worked as
his business assistant after marrying
him in 1926), his piano-playing
brother James (“Stump”) Johnson,

who had learned his instrument in a
pool hall, and himself; backed by a
chorus, he recorded a two-part spiri-
tual for the company in September of
1929.

‘...They wasn't puttin® out
good records..just wouldn't

track rlght.'

Perhapsbecause Paramount
wassteadilylosing retail clients, Laibly
was unable to find a wholesaler to
replace Artophone. “Dealers cut 'em
off,” H.C. Speir recalled. “Quit han-
dling their products.” The reason, he
said, was the label’s poor sound qual-
ity: “...They wasn’t putlin’ out good
records...(the records) just wouldn’t
track right. It just wasn’t a quality
record,” he said. The advent of elec-
trical recording, which increased vol-
ume and range, had accentuated the
acoustical deficiency of the Para-
mount product.

Instead of upgrading its
pressing process to produce a clearer
sound, Paramount was preoccupied
with obtaining its own recording fa-
cilities, and thereby eliminating the
expense of hiring out other studios.
“We could not build and develop an
electrical recording studio for the rea-
sonwe did not have the know-how,”
Moeser recalled. Until 1929 it contin-
ued to rely on Marsh Laboratories,
whichhad takenup electrical record-
ing in the fall of 1926 (when the pro-
cess became standard) and was now
situated in the seventh floor of the
Lyon & Healy Building at 64 East
Jackson Avenue.* The premium
Paramount placed on electrical re-
cording was reflected in its Defender
ads of the late 1920s, which boasted:

Electrically Recorded
Paramount Records are recorded
by the latest new electric method.
Greater volume, amazing clear
tone. Always the best music—first
on Paramount!

Similarly, Paramount recordings of
the late 1920s bore the prominent
legend “Electrically Recorded.”

Paramount droppeol the

“anemic’ Marsh Labs in 1929
and switched to Gennett..
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Marsh's tendency to under-
record artists gave some of
Paramount’s vaunted electrical re-
cordings (such as George Carter's
Ghost Woman Blues of 1929) the
anemic presence of the acoustic pro-
duction. It was probably as a result of
dissatisfaction with Marsh’s sound that
Laibly began using the studio facili-
ties of GennettRecordsinJune, 1929.%
Between June and October of that
year, Laibly conducted some 15 ses-
sions at its main recording studios on
the west side of Richmond, Indiana
(where the Gennett front offices and
factories were located). Other ses-
sions involving East Coast talent were
held at Gennett’s New York studio at
9 East 37th Street.” One of the advan-
tages of collaboration with Gennett,
which charged $80 per wax master,

-was that its recording director Fred
Wiggins hadno designs onParamount
talent: “They weren'tinthe ‘race’ field
to any extent,” Laibly said of Gennett.

In the latter part of 1929,
Walter Klopp, who was 1o become
Paramount’s recording engineer,
succeeded in constructing an electri-
cal recording machine. Laibly then
engaged an acoustic research firm
locatedinMadison, Wisconsin tobuild
a studio in Grafton. Because the
project was conceived as part of an
acoustical experiment, Paramount
was charged only the cost of materi-
als. The work was done by an En-
glishman named Fertington: “He was
just a fella in sound recording and
making equipment,” Laibly said.
“What he did originally was wind
transformer coils.” Fertington
equipped the studio with a five-foot
high two-panel amplifier, recording
heads, and a parabolic microphone.
Hisequipmentdid not function prop-
erly, causing Laibly to temporarily
revertto Marsh and a free-lance engi-
neer in Milwaukee.® All told, the
project took a couple of months to

(o S —
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Ghost Woman Blues

(LaMoore)

Bob Crane
21158

Herwin RecorpCo.
N St.Louis, Mo_

)

. Vocal
Guitar Acc.

>

February, 1929

This Qeorge Carter Herwin—one of the last produced b{ Paramount

for the grtophone (ompany—had the anemic Marsh

abs sound

complete before itwasready forbusi-
ness sometime between November,
1929 and April, 1930.

Paramount had ‘the most
secuded studig
in the country

The Paramount studio at the
southern edge of Grafton was prob-
ably the most secluded recording stu-
dio in the country. No sign orlogo on
the premises announced the pres-
ence of a recording studio or record
company, and its construction had
been given no play in the local news-
papers, which preferred to printitems
like: “The snapping of a parlor match
at the residence of Mrs. Louise
Bostwick last Tuesday destroyed a
pair of lace curtains and created a big
scare in the household for a few mo-
ments...”

The studio stood on a pri-
vate driveway, a block or two long,
that veered off Falls Road andled toa
dam. The main road was unpaved
and rarely traveled; the only people
who regularly used it besides Para-
mount employees were members of
the Grafton fire department, which
operated a2 pumping station near the
dam. The studio itself was housed
withina four-story wooden structure,
painted reddish brown, that dated to
the 1890s, when Grafton had been
officially known as “Hamburg.”
Criginally it had been used by the
SheboyganKnitting Company. Across
the street from the studio stood the
Paramount pressing plant, to which it
was connected by a viaduct. The only
otherbuildingsin the vicinity were an
open woodshed measuring 100 x 300
feet (used by the Wisconsin Chair
Company to dry lumber), and a stone
house that had been built for a chair
company executive named Wilkie and
was then occupied by Alfred Schultz,
the pressing plant foreman.

The studio occupied the sec-
ond floor of the building, the only
one then in use. Once operational, it
proved, in Laibly’s word, “cumber-
some.” According to Schultz its weak
wooden floor required frequent re-
inforcement, while unsatisfactory
room acoustics led Laibly and Klopp
to drape its walls with burlap in order

12
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Paramount’s busy, but "hidden” Grafton recording lab was

completed in November, 1929, Two years later, over 1OQ masters -

had been recorded on the second floor.

to reduce reverberation.? “Their stu-
dios wasn’tany too good,” H. C. Speir
observed. “Their studios wasn’tup to
par at all.” He felt that its recording
premises were too large, “consisting
of big rooms, all square and
everything...Youhad dampness there
all the time: you can’t have dampness
when you're recording...that damp-
ness, even if it wasn’t but just a small
degree, i'd throw the sound off a
little, you see.” Actually, there was
nothing perceptibly wrong with
Paramount’s recording process, as it
existed at Grafton: it was rather the
grating surface noise generated by its
cheap pressing materialsthat doomed
Paramount’s product to inferiority.
Thus, the introduction of the studio

had the net effect of decreasing
Paramount’s overhead, while not en-
hancing the appeal ofthe label to the
company’s dwindling army of deal-
ers. .

The Grafton sessions were
conducted primarily in the daytime
by Laibly and Walter Klopp, who
served as its studio engineer. In addi-
tion to a piano, the studio boasted of
at least one company guitar.® Partly
as a result of Laibly’s whimsical ap-
proach to recording, the Grafton stu-
dio proved much busier than Marsh’s
free-lance “laboratory” had been. In
its first two years of operation it re-
corded as many masters (about 1100)
as Marsh Laboratories had recorded

in its last three years of acoustic re-
cording.

Those Grafton sessions were
entirely hit or miss”

The Grafton sessions seem
to have followed the informal format
of the Marsh sessions conducted by
Harry Charles, who recalled: “We'd
just make all we could.” This ap-
proach was in contrastto the sessions
runby OKeh, of which Polk Brockman
said: “We had a program all laid out
ahead a time; we knew exactly what
we’se gonna do...It wasn’t any hit or
miss to it at all.” The Grafton session,
by contrast, was entirely hit or miss,
runninguntil Laibly decided to end it.
The experience of Son House, who
recorded in the spring of 1930, was
probably typical of the Grafton artist.
Sitting before the mike, he auditioned
eachsongbefore recordingit, prefac-
ing his playing by announcing the
title of his song. Then Laibly would
listen to a single verse and decide
whether or not he wished to record it.

Following the practice of
Mayo Williams, who recorded two or
three takes of each title at Marsh
Laboratories and afterwards selected
the best one for release, Laibly re-
corded three takes of each song.
(OKeh, by contrast, customarily re-
corded two.) Once converted to test-
pressings (a process that took about
four days), the takes were divided up
between Laibly, Klopp, and another
executive (probably Henry Stephany)
and taken home. At a conference the
following morning each executive
would give his impressions of the
take. After a take was selected for
issue, the wax disks representing the
rejected takes were re-used for more
recording.

At the Paramount studio
Slﬁf James composed 22-

O in ‘three minutes

Once Paramountacquiredits
own studio, it was possible for Laibly
to solicit material without fear of in-
curring extra overhead. Skip James
was surprised at the extent of his
session, which, he recalled, ran to 26
songs over two or three days. “I did
have a little collection (of songs)

1




mapped out...before Ileft to record. I
figured I could afford satisfactionto a
few records, but I didn't have no idea
of makin’that many... There were cer-
tain songs that I composed there and
didn’thave butthree minutes tomake
that song up, and put the music to
it.” One of his impromptu pieces was
22-20:

“Mr. Laibly, the manager of
that recordin’...ask me, ‘Skip, the 44
Blues is out...havin’ a fast sale. Do
you think you could compose us a
blues about a gun that would kinda
come up to that requirement? Make a
pretty fast sale?

“I said: ‘T don’t know, how
about .38 Special?

“No, I got that”

“I say: ‘Well, how ’bout
44,407

“1 got that already...’

“He say: ‘How about 22-2(0""

Thus was James prompted
to record a tune about a nonexistent
firearm.

James’ experience suggests
that Laibly may have belatedly awak-
ened to the commerciality of blues
lyrics. Yet, with the exception of How
Long Blues, which Blind Lemon
Jefferson had recorded in 1928, the
company did no topical “cover” ver-
sions of “race” hits. It waited over a
year before putting out a disguised
“cover”ofthe Mississippi Sheiks’ Sitin’
On Top Of The World, Moreover, after
1929 the company employed no
songwriters, a likely consequence of
the departure of Aletha Dickerson,
whose role in company affairs seems
to have ended with the construction
of the Grafton studio. For his part
Laibly smugly basked in the rusticity
of his self-directed musicians: “None
of ’em read music,” he afterwards
said. “I didn’t want any educated
musicians.”

Without the assistance of
Dickerson, the task of greeting and
boardingincomingartists felltoLaibly.
Grafton’s only local hotel (the Hotel
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32.20 Blues

(James)

Skip J ames

Voenl
Piano ‘Acc.

38 5pe<ia|? 44-407 How bout 22-207

(A song about a non-existent firearm was born In february, 1951)

Grafton, onHighway 57) was a white-
only establishment. Alfred Schultz
said: “Colored people, they had to
stay in Milwaukee; in them days they
couldn’t stay in Grafton.” A Milwau-
kee rooming house accommodated
Ishmon Bracey and Tommy Johnson,
and, probably, most of Paramount’s
incoming acts: “A man owned it,”
Bracey recalled, “...didn’t 'low no
womens at all stayin’ at the boarding
house.”*

Musicians customarily ar-
rived from Milwaukee by way of the
Chicago and Northwestern Railway,
or from the Milwaukee Electric Rail-
way and Light Company train thatran
from Chicago. Once a singer arrived
at Grafton from Milwaukee at night
andknocked on Alfred Schultz’s door,
demanding $20 for cab fare. After
Schultz paid the fare, he called the
Port Washington office to complain
and was told that the sum would be
deducted from the singer’s royalties.

Schultz recalled that the art-
ists did considerable drinking during
their sessions: “They always found
the booze; I don'tknow how they did
it.” Laibly, onthe otherhand, claimed:
“They didn't get a drop while they
were recording...I would give it to
them after they were done with the
recording. Some ofthemused to come
(to the studio) with a reefer ciga-
rette—I could name two of those-—a
girl and a fella from Chicago.” -

If Laibly indeed ran a dry
studio, his was unique within the in-
dustry. Charles said of Marsh Labs:
“We kept it (whiskey) there in the
studio; give it to preachers...” He re-
called coaxing a white preacher from
Charlotte at Marsh studios:

“Take that drink...’

“‘Oh, my folks! I couldn’t let
my folks know I took one of them.’

“Isay: ‘Yourfolksain'tgonna
know it'...I said: ‘Take you a couple
drinks, an’ you'll really preach.’

“He say: ‘God, don’t you say
nothin’ about that!

“I carried him to New York,
you know, QRS, same preacher. This
guy walk in the studio, say: ‘Come
‘ere. Gimme somethin’ to get me
started.’ Say: “Thenyou'll have to give
me somethin' to stop me.”

Charles said of the talent he
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Paramount Records

—— Super Electrical Recordings

L. JEFFERSON

C. PATTON

Everybody Enjoys These
12822—Si-co Harmonica Blues—Instrumental BIUeS...........o.ovueon... Oarver Boys
Wang Wang Harmonica Blues—Instrumental Blues. . ............ Carver Boys

12821—Ain’t Goin’ Th‘at Way—Vocal—Piano-Guitar-Clarinet Acc...The Hokum Boys
You Can’t Get Enough Of That Stuff—Vocal—-Guitar-Piano Acc.

12819—Black And Evil Blues—Vocal—Piano and Trombone Ace......... Alice Moore
Broadway St. Woman Blues—Vocal—Piano and Guitar Acc......Alice Moore
12817—Ba.ck To The Woods Blues—Vocal—Piaon and Guitar Acc...... Charlie Spand
Good Gal—Vocal—Piano and Guitar Acc....................... Charlie Spand

12816—It llur!.s So Good—Trombone Solo—Piano Acc. Henry Brown....Ike Rodgers
Screenin’ The Blaes—Trombone Solo—Piano Acc. Henry Brown. .Ike Rodgers

—

(tourtesy ot JUT 1ARRT)

Paramount gives equal billing to blind Lemon Jefferson and Charlie Patton

(In 1901 Maxey Tarplq

He loaned it to a museum’ in 1982, from where it ‘disappeare

found this brochure at a blak home in Aug'tjsta.
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recorded: “I give ’em all whiskey:
straight rye, straight bourbon. They
were all cowards, youknow...We had
one woman outta St. Louis, and had
hersodrunk we had to putupa frame
in fronta the mike for her to hold on
to.”

After Blind Lermon Jefferson
died, |.ai|o|y dependecl on
(harlie Patton to bolster
Paramount’s weak. catalog

The completion of Para-
mount’s studio nearly coincided with
the advent of the Depression and the
death of Blind Lemon Jefferson, who
succumbed to an apparent heart at-
tack in November or December of
1929. Laibly would blame declining
Paramountsales on the former occur-
rence: “In 29 it stopped right quick,”
hesaid ofthe “race” business. Actually,
two rival hits (Memphis Minnie's
Bumble Beeon Vocalion and the Mis-
sissippi Sheiks’ Sittin’ On Top Of The
Worid on OKeh) were recorded in

early 1930, while Laibly himself gar-
nished a respectable seller in Charlie
Patton’s two-part High Water Every-
where, which was issued in April,
1930. Patton had acquired a rabid fol-
lowing in the Mississippi Delta over
some two decades prior to his discov-
ery by Speirinthe spring of 1929. With
his debut record Pony Blues he be-
came the first notably successful new
Paramount act since Laibly had re-
placed Mayo Williams as recording
directorsome twoyearsearlier. Laibly
thereafter became so dependent on
Pattontobolster his weak catalog that
he would subsequently record 41
sidesbyhiminayear—more thanany
“race” artist had produced in a com-
parable period. He would also record
at least five other “race” acts Patton
recommended or took to the Grafton
studio. Despite Paramount’s reputa-
tion for cheapness, Laibly was willing
to pay Patton, Willie Brown, Son
House, Louise Johnson, and the Delta
Big Four $50 per side for the Grafton
recordings they produced in May of
1930. By that time, Paramount had
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Recorded at Paramount’s new Grafton studio late in ‘29,
I'hgh Water” became a respectab|e seller”

given up on its mail order business,
and its executives were no longer dis-
posed to continue the label.

Paramount's decisiontostop
advertising records in the Chicago
Defender (whichranitslastcompany
ad on April 26, 1930) was occasioned
by a fall in its mail order revenues.
Alfred Schultz recalled that it was
common for records to languish in
the post office, and for the company
to have to pick up the postage to
reclaim them. The unsold records
were taken as an omen that the “race”
record business was finished.

Its disillusionment with the
“race” record business was evident
when H.C. Speir arrived at Grafton in
May of 1930 with three vocalists from
the Delta Big Four. In a calculated
sideswipe at Laibly, Otto Moeser told
Speir that he “could do a whole lot
better” than the employees who were
running the company. Moeser than
informed himthatParamount planned
to liquidate because its Wisconsin
location made costs prohibitive for a
label whose chief business was trans-
acted in the South. Then he offered to
sell Speir the entire business for
$25,000, along with a perpetual 1-
cent royalty on all subsequent sales.
In the process, Speir would obtain
rights to all of Paramount’s masters,
its record stock, its recording equip-
ment, and the contracts of its artists.

In light of Paramount’s dis-
tribution problems, the company
might appear to be a dubious com-
medity at any price; its value rested
almost completely on its recording
equipmentand processing machines.
Even ifits contracts had legal validity
(as they likely did not, once the firm
forfeited its corporate status in 1926),
its roster of artists was virtually worth-
less. Ma Rainey had stopped record-
ing in 1928, when, Laibly recalled,
she retired from show business. By
then, her appeal, along with that of
Ida Cox, had been largely exhausted
through familiarity. The popularity of
Papa Charlie Jackson and Blind Blake
had similarly waned. After the death
of Blind Lemon Jefferson, the com-
panyissued his six remaining records.
Apparently fearful of notifying deal-
ers of his death, it waited until the
finalJeffersonside wasbeing released,
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June 14, 1929, Richmond, Indiana—Qennett recorded Charlie Patton’s first Paramount session

at $4O per side. Ledgers also reveal identity of CTlder JJ. Hadley.”
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October 23, 1929—Gennett recorded Tdward Thomp;on at its Mew York studio
at $4O a side. Paramount_ issued 4 of the O sides as “Tenderfoot Edwards.”
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(from the ollection of

AIKE [NRSLING)

Chair Company president Bostwick turns 93

VRRDED - Mr. Bostwick, this is Tony
.V‘.\t};}f?«: fﬁt«a i . O|lnro\er I'm sfnglng Mother
of, achree for you in
3 MSeven i i‘ 1 J)lues o~ ) commemoration of your
A (Edy S 9rd birthday anniversary.

Tenderfoul I:dwards

(56 tember, 1930,
The master number -S5O
appears just before [-504,

Mistreatment blues”

by (herlie Spand)
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in July of 1930, to issue a memorial
record for him. Most of the musicians
the company now relied on were
provided by Speirand Jesse Johnson,
who had sent nine St. Louis artists to
Grafton four months earlier.

What gave the label real
worth was its manufacturing equip-
ment: in the 1920s, the technology
required to produce records rested
. almost entirely in the hands of a few
record companies, all of which were
located in northern cities.

Unable to obtain backing
fromthelocal Chamber of Commerce,
Speir could not buy the label. “I
couldn’t even get no one down here
toeven help me move the company,”
he later complained. “If I'da had that
company I'da made a million dol-
lars.”

In 1931 Moeser fired Laibly,
then r?placed him with
Henry Stephany

Inearly ormid-1931, Moeser
fired Laibly, who thereafter peddled
busts of George Washington to Min-
nesota schools and never held an-
other job in the record industry. Al-
though Laibly later explained his
dismissal as the result of industry
“conditions,” no other record execu-
tive of the period lost his job as the
result of them. The position of re-
cording director and sales manager
felltoHenry Stephany, a former Chair
Company employee who had been
moved into Paramount in the early
1920s, after favorably impressing
Maurice Supper. Although his prior
responsibilities had been restricted to
advertising and matching releases for
Laibly, Moeser regarded him as sec-
ond only to Supper as a valued
Paramount employee.

For the most part Stephany
acted as a caretaker for a company
that did only perfunctory record pro-
duction, scaling down its pressing
operation to some 10 presses, as op-
posed to the 50-odd presses it oper-
ated in the pre-Depression period,
The shift of its reduced pressing de-
partment amounted to a three-day
work week, consisting of five hours
per day.
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January, 1932 produced this “best seller”

(it was reissued © years later on Decca)

Duringthelatter partof 1931,
Paramount attempted to dispose of
its masters in an apparent effort to rid
itself of the record business: “They
told me they was sellin’ their masters
over to Gennett,” H. C. Speir recalled,
“and you might say I was barred from
makin’sales (i.e., placing orders), oh,
maybe six months.” Nothing seems
to have come of this attempt: less
than a dozen Paramount titles are
known to have been obtained by
Gennett, and it is unclear whether
they were sold or leased.

Despite the moribund con-
dition of the record industry, and the
reluctance of most recording direc-
torstoinvolve themselves inscouting,
Stephany traveled to Birmingham in
late 1931 and obtained two local
properties: a dance guitarist named
Marshall Owens and the Famous Blue
Jay Singers of Birmingham, whose a
cappella spiritual I'm Leaning On The
Lord improbably became abest seller
for F.W. Boerner’s mail order com-
pany and proved so successful that it
would be reissued on Decca in 1938.

A prelude to or extension of that trip
apparentlyresultedin Stephany’s dis-
covery of a vagrant Sibley, Louisiana
street singer, Joe Holmes. The latter’s
widowrecalled: “Theywas inMinden.
He was playin’, he had the guitar with
him when he run up on this man and
they talked, and the man come on
home withhim...Ithinkthatman come
from Chicago when he come down
here...” After listening to Holmes play
one or two songs at home, Stephany
made arrangementstoreturn to Sibley
or Minden two or three weeks later
andto take Holmes (and anotherblues
artistfrom nearby Arcadia, Ben Curry)
by train to Birmingham. He was
subsequently recorded as “King
Solomon Hill,” the name of a nearby
Louisiana community. Although
Holmes returned home with three
white-labelled tests, his records sold
so poorly thatmost of his acquaintan-
ces never believed he had recorded.
A running-mate (John Willis) recalled:
“He said: ‘Well, I had some records
made, John...Yeah, you’ll hear ‘em;
they’ll be out, someday, I don’t know
when—they’llbe out.” Likewise, Skip
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The /’\ississippi Sheiks
(left to right) bo Carter, Lonnie Chatman, Walter Vincent

Paramount)
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Of The World
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The Mississippi Sheiks
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Paramount waited over two Kears

before ‘covering' the Sheiks’ OReh hit

James, who had recorded nearly a
year earlier, only heard three of his
nine records.

Tou couldn't sell anything
in 32

By 1932 the record industry
had nearly collapsed; industry sales
had fallen to $11 million, a tenth of its
1920 figure. “You couldn’t sell any-
thing in '32,” Harry Charles recalled.
“Oh boy, you couldn’t a-sold no
record.” Instead of cutting prices,
companies like Paramount merely
limped along. Despite the Depres-
sion, Paramount’s production costs
were 50 low that the company broke
even between 1930 and 1932, ac-

* cording to Otto Moeser.

Four final blues sessions
were left for the Grafton studio in
1932. In January, the company re-
corded Blind Blake; in May, the Bir-
mingham-St. Louis pianist Jabo Wil-
liams. In July, 2 month after Blind
Blake made a final Grafton appear-
ance, H. C. Speir sent the Mississippi
Sheiks to Paramount. The Sheiks had
beentherage of “race” recording some
twoyears earlier on the basis of Sittin’
On Top Of The World ; for their fol-
low-up OKehsession, Polk Brockman
had paid them $1000 per day. Now
they agreed to record a full day’s
worth of material for $250 apiece.
Afterarriving in Grafton, they noticed
aletter fromSpeiron Stephany’s desk,
confirming that they were to record
for $200. When the musicians balked
atrecording onthose terms, Stephany
agreed to their fee, which was to
work out to about $10 per side. The
21 sides they recorded (12 of which
were issued) constituted one of the
longest Grafton sessions, and would
become the last of the 1500 record-
ings Paramount made at Grafton,
whichhad resultedin some 250 “race”
records.

Paramount fired its low-
echelon em |oyees, then
dismantled ﬁwe recordin

studio and pressing plant

After a year and a half of
almost complete inactivity, Para-
mount went out of business in late
1933, firing its lower echelon em-
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HC Speir in the late ©Os—If I'da had that company,

I'da made a million dollars.

Recorded July 1932, The /’\ississlppi Sheiks” 13150 beame

the last Paramount to ome out of Grafton

ployees at a Christmas party. It was
the only record company of the era to
fold of its own accord, without bank-
ruptcy orimposed receivership. Both
the recording studio and the pressing
plant were soon dismantled and
stripped of their ten by ten lengths of
timber, which were sold locally.

Its decision to cease opera-
tions, Alfred Schultz said, was based
on the conviction that the radio had
permanently killed the “race” busi-
ness. One executive (either Stephany
or Klopp) had argued in favor of
keeping four or five presses in opera-
tion, but was overruled because of
the envisioned expense of running a
water boiler in the process.

Not long after Paramount’s
demise, which went unnoticed in the
record industry, Grafton’s reigning
sound became the Hitler speech. “A
Graftonindustrialistnamed Ben Grob
started aNaziBund campinthearea,”
recalls a Port Washingtonite, Dave
Schreiner. “My mother...tellsthe story
of going for awalk with my future dad
and stumbling into the reararea of the
camp—near the river, as the record
factory was. As they tried to find their
way out...they heard loudspeakers,
nailed to trees, booming out Hitler
speeches.”? In time the town be-
came nationally notorious forits Bund
activities.
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Meels dick in the bﬂckground,
as The [ohrer greets his followers
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Despite the elaim of Nazi
propagandist Joseph Goebbels that
American culture consisted of “only a
few Negro songs,” the black music
thathad created Paramount’s fortunes
was of no use to its producers. When
JackKapp ofthe newly-formed Decca
label learned of Paramount’s closing
in 1934 or 1935, he dispatched Mayo
Williams to Port Washington to pur-
chase the rights to its matérial. Wil-
liams found that Moeser had no re-
maining masters to sell; the company’s
copper masters, which must have in-
cluded dozens of unreleased Grafton
recordings, had been sold as scrap to
a Milwaukee junk dealer.®?

As a keepsake, President
Moeser kept a copy of the first Para-
mounteverrecorded. Henry Stephany
leftthe firm with hundreds of records,
eventually giving them to a poor Wis-
consin farm boy who:was attempting
tostartan orchestra with his brothers.
Alfred Schultz kept test pressings of
Paramount'sill-fated recordings of the
Dempsey-Tunney radio broadcast,
which had been placed in its “race”
series.**No one gave any thought to
preserving its catalog of nearly 1200
“race” records, some 42 of which have
never been recovered. “The last ones
we had in stock,” Fred Boerner said
of his company’s records, “we threw
in the air and used them for target
practice.”

FOOTNOTES

1. “We went up to Chicago to make
the final deal,” Schiele said. “We were
supposed to have a day meeting in
Chicago in a hotel room to carry out
the negotiations and stuff. But then
someone wanted to go up to Milwau.
kee to carry on the negotiations so
his attorney could be in on the act.”
2. Another dealer who furnished
Paramount with talent in this period
was W, R, Calaway of Charleston,
West Virginia. He brought musicians
from both Charleston and Frys Alley,
Virginig to the company.

3. Records bearing the imprint of the
Deluxe Music Sbop have been dis-
covered in rural Mississippi, indicat-
ing that Johnson had a mail-order
sideline.

4. In January of 1927, Marsh Labo-
ratories had been sold to a syndicate
of businessmen.

5. Electrical recording made
Paramount’s New York studio obso-
lete. Afterbeing discontinuedin 1928,
the studio was converted to a ship-

ping department for records and
Chair Company products. Later that
year, itwas vacated, and the shipping
department was transferred to an
office on Whitehall Street that had
previously been the business head-
quarters of Black Swan.

6. Gennett had developed its electri-
cal recording process by working
with the Radio Corporation of
America and the General Electric
Company.

7. These included an August, 1929
session by the Biddlevilie Quintette,
who were originally placed with
Paramount by Harry Charles, and an
October, 1929 session by Edward
Thompson, a find of W. R. Calaway’s.

WR. CALAWAY—1934

8. Two sides Papa Charlie Jackson
recorded in late 1929 that were allot-
ted unique control numbers (A-1-2
and A-2-2) were likely recorded at
thisunknown Milwaukee studio. Later
Grafton recordings bore the prefix
“L.” Although Laibly denied that the
initial stood for his surname, Alfred
Schulwz thought it did so.

9. Maurice Supper’s son Frederick
recalled thatithad “...red, plush cloth
hangings, to diffuse the sound.”

10. Marsh Laboratories had no studio
guitar. “Some of them, you know,
they had about a $10 guitar,” Charles
said of his discoverics.

11. During their stay in Milwaukee,
Bracey and Tommy Johnson per-
formed locally: “Us would go out and
play on the old opera houses right
around Milwaukee, and they'd give
us seven-fifty apiece to play...0ld
musicianers went to kickin’ on us, so
we stopped. But we wailed.”

12. Letter to Robert Crumb, Decem-
ber 7, 1987.

13. Some 15 Paramounts recorded
between 1927 and 1932 (including
Willie Brown’s Future Blues, Skip
James’ 22-20 Biues, King Solomon

Hill's The Gone Dead Train, Ben
Curry’s New Dirty Dozen, a sermon
by Reverend Emmett Dickinson, two
items by the Norfolk Jubilee Quartet,
three by the Famous Blue Jay Singers
of Birmingham, and 12 titles by the
Mississippi Sheiks) wound up being
reissued on Decca’s short-lived
Championsubsidiary, inaugurated in
1935. Although this material may have
been purchased by Williams during
his trip to Port Washington, it more
likely came to Decca by way of
Geanett, which had formerly run the
Champion label.

14. Marsh and Laibly had recorded
theradiobroadcastofthe fight, which
was famous for its “long count”: “They
was justrecordin’ that for fun,” Harry
Charles recalled. Just ‘cided to come
out with it on account of that (long)
count.,” Commercially, it failed be-
cause of the competition of the fight
films, which cost a quarter. “I carried
that flop trying to peddle it,” Laibly
recalled.“One dealer in Cleveland took

Y POSTSQRIPT

A Chicago jazz collector
named John Steiner visited Port
Washington in 1942 and purchased
whatever odds and ends were left of
Paramount from Otto Moeser, whose
chair company would go bankrupt
12years afterwards. This cache seems
to have largely amounted to metal
parts from the Mississippi Sheiks’ fi-
nal session and a few test pressings.
Although Steiner is said to have
bought the rights to the company
itself, Paramount had no assetsto sell,

Despite Steiner's contact with
the company’s chief executive, who
was still hale and hearty when con-
tacted by the writer in 1970, Para-
mount remained an enigmatic, un-
documented record label. Its execu-
tives were virtual ciphers. It was not
until the rediscoveries of Skip James
and Son House in 1964 that re-
searchers learned the name of its re-
cording director Arthur Laibly.

WALTTR LOPP &
MAURICT SUPPER

By that time, two of the
company’s key personnel were long
dead. Walter Klopp died in May, 1942.
Maurice Supper, its guiding genius,
had died in June, 1943. At the time of
his death Supper was vice-president
of the F.W. Boerner Company, a po-
sition then occupied by his widow
Viola until 1967.
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((ourtesy of FRED SUPPER)
MAURICE 5UPPER—(16_90-’1945)

\& >

((ourtesy of GATLE DCAM WARDLOW)

ARTHUR LAIBLY—(1894-1971)

In 1967, Gayle Wardlow lo-
cated Laibly in Park Ridge, Illinois.
Laibly had spent most of the inter-
vening years as an insurance agent
for Boars and Wausau. Perhaps ow-
ing to a distaste for “race” music, he
hadlittle desire to reminisce about his
days in the record business. By 1971,
Laibly was ailing and about to enter a
nursing home; he is thought to have
died soon afterwards.

HEPRY STEPHANY

Henry Stephany, who be-
came a successful Sears, Roebuck ex-
ecutive after leaving Paramount, re-
fused to discuss the company when
approached on several occasions
before his death in the 1970s. Despite
hishostility to interviewers, his widow
maintained thathisfirstlove had been
the record business, and that only the
Depression was responsible for his
having left it.

((ourtesy of STCPHEN CALT)
ARTHUR SATHERLY—(1889-1980)

\_

Arthur Satherly became the
recording director for American
Record Company inthe 1930s. Thanks
to his work with hillbilly artists, with
whom he became closely identified,
he was elected to the Country Music
Hall of Fame in 1971. He died in
California in 1986.

MAYO WILLIAAS

Mayo Williams became the
only careerist in the “race” recording
industry. After a brief Depression ex-
ile at Morehouse College in Atlanta,
where he coached football, he re-
joined Jack Kapp as an assistant re-
cording director at Kapp’s new firm,
Decca.

At Decca Williams recorded
former Paramount artists such as
Alberta Hunter, Norfolk Jubilee
Quartet, Monette Moore, Grant and
Wilson, Trixie Smith, Tiny Parham,
and Blind Joe Taggart. “If it was good
enough for Paramount, it was good
enough for me,” he said. For the most
part, however, “I tried to keep up
with the trends and changes in the
music business.” The most notable
trend was towards ensemble accom-
paniment: “You didn’t find many
artists who played a single instrument
after the Depression,” he recalled.
“Those times were gone.”

‘After retiring from Decca in
1946, he launched his own label,
Ebony. Incredibly, Williams was still
fronting his one-man business at the

age of 77 when interviewed by the
writer in 1970. At the time he was the
only 1920s record executive still in
business. He had no interest in acco-
lades and no illusions about his pros-
pects for success. “Competition is so
great now,” he said, “with so many
changes having taken place in the
musicbusiness, thata small company
can hardly exist...Today is the age of
conglomerates in the music world.”

What made Williams an
anachronism was not only the shoe-
string size of his label, but his capa-
bilities. He was an untutored man
from an age when a musician could
succeed on the basis of a striking
voice or catchy lyric; he knew noth-
ing about arranging, which had be-
come an indispensable part of any
successful post-50s musical formula.

As “a feeler for old hits,” he
putoutanupdated 45-RPM version of
Papa Charlie Jackson's Shake That
Thing. “Nothing happened,” he re-
ported. If only to hold court with
cronies like St. Louis Jimmy, to whom
he had once given a Decca distribu-
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1970—-NAYO WILLIANS turns 77

torship, he daily visited his East 47th
Street office on Chicago’s South Side.
While Williams gave the impression
of someone who was merely going
through the motions of operating a
record business, there was some pur-
pose to his sedentary executive style.
In the 1920s, aspiring artists had be-
sieged his office at Chicago Music; in
the late 1940s, before embarking on
his Chess career, Muddy Waters had
recorded for Ebony. It was not un-
thinkable that lightning would strike
again in Williams’ bottle, provided he
was there to catch it.

Occasionally Williams would
audition amateurs who did not know
that they were largely providing a

diversion for a man who had simply
refused to retire,

Inthe midstofourinterviews,
a quaking young woman, flanked by
her father, arrived at his office and
performedarendition of Summentime
forWilliams, who somberly appraised
her performance and offered vague,
gracious reassurances of commercial
possibilities. She beamed with ex-
pectation when Williams introduced
her to the writer as “my distinguished
associate from New York”; it was as if
the city still had the glamorous con-
notations that led Paramount’s
founders, five decades before, to in-
corporate as “The New York Record-
ing Laboratories.”
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(signed AP GOOSSKTS, Grafton, 1915'—(ourtesy of OO SMONS)

BETTCR DAYS AT PARANOUNT:
Qil painting of the future Grafton pressing p|ant—

abandoned in the wrekage of a fire
at the Chair factor ang offices

in 194/
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(photo by GORDON SFOTT)

- REANANT Of
GRAFTOM's PRESSING

~ PLANIT IM 1980

(at Ieft).
An article in the May ©

I

1990 AMilwaukee Journal
presaged the closing and
razing of 38 Wisconsin dams.
(learing state waterways of
dams and millraces will
result in the loss of the last
trace of the Paramount
record factory's existence on
the river at Grafton'—
Gordon Simons
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JORN STEINER (born 1908), a Milwaukee dhemist
and o-owner of 5. D. Records, bought Paramount
from Otto Moeser in 1943 e

THE MAN
WHO
BOUGHT
PARAMOINT

o
PUIC WAELAH

hat happens when
you buy a 1920s
record company?
Suppose the company that produced
the greatest blues and jazz evolved
into a decapitated Medusa gasping
for air. The imagination runs wild. I
suspectthe old pressing plant looked
like a dismal warehouse—dark halls,
vileness hidden in the twistsand turns
of labyrinthine corridors—the perfect
setting for the murder of a business
partner or an unfaithful wife. On the
the day of the sale, I pictured a wind-
torn sky, streaked with grey, fields in
the distance stripped of vegetation.
Pigeons that had nested in the ware-
house roofs are gone now, blown off
course, discouraged from ever com-
ing back. The office is somber. It has
that aura of tired decisions. The
company presidentsits behind a desk.
Over the years, cigarette marks had

scarred the top of it. President X had"

been looking down (bald pate criss-
crossed with fine wrinkles)atan open
desk drawer. Careful. The drawer
holds a lifetime of secrets. He draws
outa legal-sized sheet, studies it for a
moment, and glances up. “Sign here,”
he says.

When I first thought about
interviewing John Steiner as a bleak
Jfinale to Stephen Calt's fascinating,
but grim Paramount Part 5, it had to
be by phone, and I didn’t know what
to expect. The phone itself puts you
in a two-dimensional world: good
say, formaking a lunch appointment,

but not so good for proposing mar-
riage. You don't getthat “feel” for life.
What happens in life doesn’t always
happenonthe phone. And whathap-
pens on the phone is always only part
of the story:

Pete Whelan—This is probably not
the right question...but how did you
find out that the rights or assets of the
Paramount Company were for sale?
Was it through a newspaper ad or...?

John Steiner—No, about 1942 I
wrote, inquiring if we could get the
rights to use material that they had,
whether they had any masters orany-
thing of that sort that would allow us
to have the highest possible fidelity
for a reissue program. Actually, we
were already issuing material that we
had recorded, Hugh Davis and 1.
(That's where we got the “S. D.”) In
reply they said Yes. The rights were
available and they’'dlike very much if
Iwouldstopinandsee them. ITwanted
to stop in and see them anyway, to
see what was available, but I had
preceded that by a letter. When I
arrived they said they had a lot of
things they wanted to sell, including
old recording equipment for which I
had no use. It was obsolete. =

Whelan—They still had some equip-
ment left then?

Steiner—Yes. It was still over in
Grafton (Wisconsin)—where the
factory (pressing plant) and (record-
ing) studio were located—Grafton
being only two or three miles from
Port Washington,

Whelan—Was it Otto Moeser
(Paramount’s president) you were in
touch with?

Steiner—Yes...butwell, firstI simply
wrote to Paramount Records care of
The Wisconsin Chair Company. Now,
Wisconsin Chair Company still main-
tained offices at thattime in a building
they were renting mainly for manu-
facturing purposes—what had been
the Chair Company. They still had a
lot of machinery and a raft of lumber,
because they aged the lumber, and
they were selling off a lot of that stuff.

It didn’totcur to me at the time that
they would be particularly interested
in selling what rights they had to
musical compositions. So I just ap-
proached them on the basis ofleasing
material and showed them some in-
formation I had on it...what royalties
they were entitled to by law. They
were familiar with all that anyway. It
wasn't until I paid them a royalty
check—the first one may have been
in '43 or ’44—1I don’t remember...we
didn’t go as rapidly as we thought
with this because we had to locate
some shellac. There was a shellac
shortage.

Whelan—Was the Chair factory at
Port Washington still in operation
when you were there?

Steiner—Well, they were renting at
the -time I began negotiating with
them, and about 50% of the factory
was rented out to a shoe company. A
rather famous shoe company today
with a hyphenated name. Something
hyphen Edmunds was the last name.

Whelan—You already had S. D.
Records? Was that going at that time?

Steiner—Well we were recording on
the streets. We were recording any-
bodywhowanted their child recorded
or their church choir—anything of
that sort. What we had was a record-
ing service to start with, supplying
acetate copies. We did discover there
were some pretty good Paramount
surfacesavailgble—I made the rounds
of the collectors.

Whelan—Didthey (Paramount) have
any of their original 78s left?

Steiner—Yes, they had some metal
masters, butthey weren'tin the plant,
they were down in Richmond (Indi-
ana). Jack Kapp (of Decca) had got-
ten the usage of some of their mate-

.rial for Decca’s newly purchased

Champion label (on the 50,000 se-
ries). And eventually, I scraped up
what small amount of shellac they
had, mainly in the form of test
pressings, and the metal from Rich-
mond.
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Whelan—Were you ever able to re-
store or use any of the metal parls?

Steiner—So far, we haven'tused the
metal parts for pressings, and the
mothers which can be played, the
metal being indented, have not been
issued, and the only one of prime
importance is a Charlie Spand. There
isn’t much else that would be of in-
terest unless it could fit a particular
program. Thus far, nothing is on the
boards for using some of the other
material. It could be used, but really
it's of secondary importance—only
the Charley Spand.

S. D. RECORDS

Announces

two reissues

KING OLIVER (1924)
Mabel's Dream/Riverside Blues . . . SD 100

JELLY-ROLL MORTON (1924)
35th Strect Blues/Mamamita . . . SD 101

Price s siwaiie §1.00 each

Tax e wsieaies aw .10

Shipping—Packing 35
Total o v v vuvs §1.45

S. D. RECORDS
104 E. Bellevue
CHICAGO (11)

The first SD. ad appeared in the
rebruary, 1944 Record (hangtr

r N
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Whelan—I have some questions
about the recording studio/pressing
plant at Grafton...

Steiner—The pressing plant was on
the river that went through Grafton,
and that’s the reason they chose the
site—to have cold river water cooling
the hot platens, so they could run off
pressings at a higher capacity. This
wasthereason Gennettwasonariver
too. And I think (Victor) used (Dela-
ware) river water at Camden.

Whelan—Almost like the cooling
used in a power plant...

A cement slab
was all that remained
of the pressing P|ant

Steiner—Well, the power was inci-
dental. At Grafton they did build a
dam, and the Company did use some
of the power.

Whelan—The landscape at
Grafton—would you describe it as
bleak?

Steiner——1It (the Grafton site) was at
the edge of a small town. It was farm-
land, rolling farmland in Wisconsin
with plains formed by Icc Age glaciers.
Across the river was a higher bank
from where the plant was located.
The plant sat on a cement slab. The
cement slab was still there 20 years
ago. T haven't been back since then.

Whelan—Was the'pressing plantstill
there when you were first there (1943)?

Steiner—No. Ithad been torndown,
and the recording equipment had
been moved to a storage shed. The
plant was gone—probably by 1940.
An Ttalian salvage firm from Milwau-
keeboughtthe plant, used the timber,
tore it down, sold off most of the
machinery used for pressing, and
found a market for all their masters—
at a price that surprised them, be-
cause there was so much copper and
nickel in their masters. They were
getting five dollars apiece for them,
which was unbelievable—they
thought there was no value there at
all. They were glad to get them. No-
body offered tobuy them at that price.
Paramount first offered them to Co-

lumbia. Then they offered them
abroad, so they told me. Nobody
wanted them.

Whelan-—There was a story thatyou
had found some Paramount rusted
metal parts in a Wisconsin chicken
coop...

Steiner—The people who worked
at the plant, when they discovered
the plant was closing, would take
anything they could use. One of the
fellows patched his chicken coop with
those plates. The plates were probably
pressing shells, material that had
shown enough wear so that they
couldn’t use them anymore. Rather
than throw the pressing shells into
the scrap heap, why, he took them
home to patch his coop. I don’tknow
whatthe shellswere. Ididn'tjotdown
the master numbers. Later, I also sold
many things—copper that wasn't yet
plated—to people who were inter-
ested—who wanted to frame some-
thing for their home.

Whelan—How did the idea come
about—ryour buying up Paramount?

Steiner—Well, I had been working
around there for a year, checking
what accounts that they had. They
said that their (Chair accounts) were
available. Moeser told me that they
were going to liquidate everything.

Whelan—What exactly did you buy?

Steiner—Their interests in music,
theirrights, their copyrights...well, the
materialwhichhadbeen copyrighted.

Whelan—Who drewupthe contract?
Did it involve any lawyers?

Steiner—Yes. Alawyer who worked
for Squirrel Ashcraft (note: Squirrel
Ashcraft, anearlyjazz collector, orga-
nized, composed, and played piano-
accordion on five 1926-1928 Princeton
Triangle Club pressings on Colum-
bia. Steiner was to record him again
in the late '40s for Paramount. It’s
reported that Ashcraft later became a
high-ranking officer in the CIA).

Whelan—Whatwas your impression
of Otto Moeser?
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Grafton’s

plant dite/furniture
warehouses—as they
must have appe'areol

to John Steiner

in the early 194Os.
Note: the water tower
s gone’, and
modern’ telephone

po|es are installed.
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((ourltsty of STEPHEM CALT)
In 1935 Jak. Kapp of Deca beéan

using Paramount masters for his

(hampion 50,000 series

Steiner— Well, he was getting on in
years. He was probably 20 years older
than I was. At the time he was living
alone in a house that he had been in
all of his mature life. And I would say
that he was a kind of cultural hermit.
Buthewaseasytotalkto, no problem.
Not evasive.

Whelan—Did you ever meet Arthur
Laibly, the onetime recording direc-
tor?

Steiner—Yes. Now he had moved to
anorthernsuburb of Chicago. I called
on him several times.,

Whelan—Whatwas yourimpression
of Arthur Laibly?

Steiner—Well, he was kind of a timid
soul. He didn't have a lot to say,
except in response. He did offer to
tellus he himselfhad played violin as
a young boy. He had come from the
Kentucky area, and therefore was fa-
miliar with hillbilly music and had
probably influenced the company to
go into the hillbilly line, when no-
body else would have.

Whelan—Whatwas yourimpression
of Mayo Williams?

Steiner—Well, he was a kind of an
arrogantfella sometimes. He thought
he was cunning, but if you kept after
him, you could get almost anything
out of him,

Whelan—I understand that Arthur
Laibly and Mayo Williams had a feud
in the 1920s at Paramount.

Steiner—Well, it probably had
something to do with copyrights—
the copyright company they were in.
Mayo was claiming copyright privi-
leges and royalties on a lot of stuff on
which he had very little right.

Whelan— Did you ever meet any-
one from Paramount’s St. Louis dis-
tributer, The Artiphone Company?
This guy (Vice-President) Herbert
Schiele?

Steiner—No. The only Artiphone
connection I knew of were the pam-
phlets that were published in Port
Washington.

Whelan—IHow about Orlando
Marsh? Did you ever meet him?

Steiner—No. I met the successors. A
fellowby the name of...Walter Klopp.

Whelan—He was the recording en-
gineer at Grafton, apparently. What
was yourimpression of Walter Klopp?

Steiner—Well, I didn’'t know him
that well to have any sort of impres-
sion. As I recall, he was old and bent
and certainly not in great physical
condition.

Whelan—Also at Paramount was
Alfred Schultz (the pressing plant
foreman)>—Did you know him?

Steiner—Yes, from SchultzIgotsome
records. He had a farm at that time—
a half-mile or mile from Port Wash-
ington—apparently it was a family
farm. There was a brother involved
too. I think that’s all he was doing at
that time—assisting in the farming,

Whelan—Apparently, at least ini-
tially, Paramount used Marsh stu-
dios...?

Steiner—Well, they used several. 1
think initially it was a New York stu-
dio. That’s where they got the “New
York Recording Laboratories.” That
‘may have been the name of the New
York firm. Thatwould have evenbeen
before they made their first pressing,
which was in 1917. I believe they had
already gotten in touch with this New
York firm and borrowed the name.

Whelan—There was Marsh in Chi-
cago, later (in 1929), they used
Gennett in Richmond (Indiana), and
finally, the Grafton studio (late 1929
on). Max Vreede (author of the book
Paramount 12000/13000 Series)
thought there was still another studio
in Chicago.

Steiner—Yes. There were several. In
fact they accepted material that was
submitted to them, and they (the
masters) could have come from any-
where.

Whelan—Nobody seems to know
what other studios Paramount used
in Chicago. Do you know what “the
other Chicago studio” might have
been?

Steiner—A studio run by somebody
who was very famous with religious
songs...not far from the Lion-Healy
Building, where Marsh was
located...(Homer) Rodeheaver. Yes,
the Rodeheaver Studio...near the
Marsh Studio in the Lion-Healy
Building...Not far south on Wabash
was the Rodeheaver Studio.

Whelan—Did you ever meet Henry
Stephany, Laibly’s successor as Re-
cording Director?

Steiner—No.

Whelan—Maurice Supper (Paramount’s
former General Manager)?

Steiner—His nephew, Ed Supper,
supplied me with a lot of literature,
which he had, because he prepared
the Paramount catalogs for mailing.
And from him I got many of the cuts
(printers’ engravings), which had
been used in the (Paramount) ads.

Whelan—Three or fourbluesrecords
on an almost identical Paramount la-
bel were issued (on a 9000 series) by
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American Record Corp. in the mid-
’30s. I wonder if you know anything
about this?

Steiner—They had an exchange ar-
rangement with American (Record
Corp.). Ithink maybe itwasunder the
terms of this exchange agreement that
they were exchanging masters, That
may have been where thiey pickedup
the name Paramount—when they
discovered that Paramount wasn’t
using it otherwise. However, there
was no impediment to my getting the
name Paramount, as well as all the
other names they had used, plus all
the companies they had bought.

Whelan—That would include
Broadway?...

Steiner—Yes. Broadway, Puritan,
QRS, Rialto...there were several oth-
ers—where they had purchased all
assets relating to the record business.
Now, QRS retained the rights to QRS
piano rolls. So I had no right to use

\o

Walter Roland (recorded July 17, 1933) appears on

Paramount-90 Q00 series—an American Record (orp. pressing

-

Vocal Blues with
Piano and Guitar

Accompaniment

BLUES BLUES

(Easton)

bumble bee Slim (recorded July 7, 1935)
appears on 'broadway' 9000 series—a Deca pressing

either QRS piano rolls or copies made
from the piano rolls.

Whelan—The other puzzling thing
was that Decca put out two blues

—=fsues on an almost identical Broad-
way label (also a 9000 series). Do you
know anything about that?

Steiner—No. I didn’t know that. I've
never seen them. It must have been
before I got involved.

Whelan—Oh, yes. I think thatwas in
1935 or '36...Hugh Davis (co-owner
of S. D. Records), was he also a
chemist?

Steiner—No. He was an electrical
engineer.

Whelan—Did you both use any of
that (knowledge) in recording?

Steiner—Yes. He worked for
Seaburg, the jukebox people, doing
development work, and he designed
a recording machine for home use,
which they put on the market. I don’t
think they used their own name. In
that connection we got a lot of com-
mercial recording—amplifiers, lathes,
so forth. And all of it being portable,
we used studios all over Chicago. We
used Presto cutters and starters, and
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amplifiers and Turner microphones,
whateverwas available in those years
(1943) and considered to be of good
quality.

Whelan—Did you have a leasing
arrangement with Riverside?

Steiner—Yes.

Whelan—I know that Bill Grauer
(owner of Riverside Records, pub-
lisher of The Record Changer) died
quite a few years ago...

Steiner—Yes. After his death the
company was run for a couple of
yearsby Orrin Keepnews. Andbefore
Grauer died, the company had gotten
into financial difficulties. Eventually
they hadtoresorttoa Chapter 11, and
Fantasy bought them.

Whelan—Do you recall the other
record companies that you had ar-
rangements with?

Steiner—VYes. Bill Russell’s Ameri-
can Music. I checked Moeser on ar-
rangements he had had before with
other people. It turns out that every-
body had their own arrangements.
Paramount was very pliable. Most of
them would have their own lawyer
write up some kind of arrangement,
and Moeser might have his lawyer
touch it up a little bit. But it was
simply intended to get as much busi-
ness as possible [or the pressing plant,
or for recording, or for anything—
distribution. Moeser had production
relationships, as well as distribution
for the Rialto Music Stores in Chicago,
whointurn distributed a secondlabel
named Autograph. And then some-
body else who did distribution—
Claxtonola in Towa, Herwin in Mis-
souri, and there were two Mexican
companies—and Sears—their Chal-
lenge label—and Mitchell—and then
they went to (Decca-owned) Cham-
pion and to Jack Kapp personally, so
any of Jack Kapp’s labels might have
used some (Paramount) material.
Now, there were a lot of private
pressings too, for high school bands,
for individuals who thought they
could sell stuff on the road—gener-
ally people who were on the
Chataugua circuit, or other vaude-
ville circuits—bands going from spot
to spot would carry records with

P REissuE
o oresy

o

(from the ollection of STTRMAM TOLTT)
This 1944 SD. (origina”y Paramount 13083) was the first

country blues to be reissued for a white cwllectors” market

them—there was a kind of break-
even point of 500. If they could sell
500 records for a dollar, Paramount
would enter into a business arrange-
ment with them in which Paramount
swould also have the rights to use their
distribution facilities.

Whelan—Did that 500 break-even
point also apply to “race records” in
the later Grafton Paramount issues
(12900 through 13100s)? Do youhave
any idea howmany Paramounts might
have pressed initially?

Steiner—No. No idea at all—only
that the good-sellers were usually
pressed on a one-day basis—all they
could run off in one day. (That’s)
what they would stock, because they
didn’t work nights. The plant would
have to cool down. In the morning
when the presses were cool, they
would put another master on and
press all day. And they had many
presses—I think it ran to 10 or 12,
although sometimes they were only

using two or three at a time—off-
season. I think that a day’s run was
between 1000 and 1300...it makes me
think that on some of those short
orders, they (private individuals) had
to pay (Paramount) for setup time. If
they didn’thave distribution rights, as
well as the artists, why, it wasn’t ex-
actlya money makerif they were only
using the press for half a day.

Whelan—Gennettlasted a few years
longer (December, 1934), but I un-
derstand that with some of those late
Champions fewer than 50 were being
shipped out of certain issues...

Steiner—They were probably ship-
ping from stock. When Paramount
closed, when they went out of busi-
ness, they claimed they had about a
million records. And most of them
wenlt to two or three wholesale agen-
cies in New York City.

Whelan—I wonder what those
places might have been?...

ble)

Steiner—Well, John Hammond ac-
quired quite a collection by knowing
about this, getting in touch with who-
ever had them.

Whelan—It's funny. There was a
place called “The Polish Music Store”
on East 14th Street in New York,

~where, apparently in the late ’30s,
“there were loads and loads of

Paramounts. Ithink, accordingtowhat
Fred Ramsey said, John Hammond
notified Bill Russell, and then Bill
Russellnotified Fred Ramsey...Ohyes,
and there was something I meant to
ask about the record company ABC
Paramount...

Steiner—They, the American
Broadcasting Company, did nothave
the word “Paramount” asitapplied to
phonograph records; they had Para-
mount applied to theaters, movie
production, and several other things.
But it did not antedate Paramount
being used for phonograph records,
50 I had renewed that (Paramount)
beforeé they began to produce pho-

nograph records. So I asked them to
cease and desist—and when they
didn’t, why, I sued them.

Whelan—Good. I don’t want to ask
how much money you got, but...

Steiner—Well, I got half as much as
I finally sold the whole thing for.

Whelan—That's good. I'm glad it
worked out. It’s funny they wouldn't
have done anything about
that...changed the name.

Steiner—Well, it's funny they didn’t
dosomething beforehand...tobe sure
the name (Paramount) could be ap-
plied to phonograph records.

Whelan—That reminds me...I know
that you issued Paramounts on the
Paramountlabel (with silverlettering)
in the late 40s, but wasn’t there some
other company in New York that re-
iissued a Ma Rainey album using the

Paramount label? ]

Steiner—Yes. It was without autho-
rization. I think it was that fella who
looks like me...

Whelan—I wonder who that was?
Steiner— He did a lot of off-the-air
recording, sold by mail, a broodish
looking man...

Whelan—Brutish or brooding?
Steiner—Brooding.

Whelan—Not Boris Rose?

Steiner—Yes. I think it was Boris

Rose. I may have told Boris that Sam
Meltzer had paid something like $10
down and never paid any other roy-
alties and that Moe Asch was $1000
behind, and-it led me to think he
might get into that crowd.

Whelan— Those Centurys (Meltzer)
were pretty well-recorded, hut those
bogus Paramounts were terrible.

(_ B
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Richmond, Indiana: The Gennett

in the early 1900:s

((ourtesy of STEPFEN CALT)

pressing plant
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(O Qennett photos b)/ Mick. Perls)
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In the early ‘©O:s the Gennett “Starr Industrial Center”
still had ‘its own railroad trunk line (bottom left).

Unlike Paramount, It continued pressing 78s (for other companies) into the 1930:s,
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One thing I wanted to
know—and this is from a guy who
collects old recording equipment—
whether Paramount had any micro-
phones at the time they were selling
their equipment...

Steiner—Yes. Those went to a fella
in Milwaukee by the name of
Pacquette.

Whelan—Were those microphones
hand-crafted, or were they of stan-

-ydard manufacture?

Steiner—I don’tknow that Pacquette
was particularly concerned with
where he got his equipment. I don’t
think he could identify positively what
he got from Paramount...They (Para-
mount) didn'thave any microphones
that I'm aware of when they offered
to sell me what they had left. What
they had left was heavy equipment,
whichwere probablyworkable, some
turning equipment, which for some
reason or other, they had not dis-
posed of when they sold offthe whole

_ lot...Would you like to know the date

of the first pressing?
Whelan—Yes.

Steiner—I have the first pressing.
They (Paramount) put that in a pic-
ture frame. Inscribed in the wax at the
side—by somebody with a screw-
driver—is “first printed Grafton, June
29, one nine, one seven. One side of
itis master number 24, printed with a
tool, and there’s a band recording of
“Wedding Of The Winds.”...The title
of the other side is “Your Country
And My Country.”

Whelan—What color was the label?

Steiner—No label. And it was a ver-
tical pressing. They didissue both of
those masters. I don’t know if they
were back-to-back...You know
“Wedding Of The Winds” became
very popularabout 10 years later...for
Victor...

Whelan—Rick Kennedy from Cin-
cinnati, who’s under contract to write
a book about Gennett in Richmond,
Indiana...is trying to find out—we’re
alltryingto find out—whathappened
tothose metal parts that Fred Gennett
had—supposedly had...

Steiner—Yes. He sold those to (BilD
Grauer. Grauer and I were in Rich-
mond the same day. Most of what he
(Fred Gennett) really had kept,
largely, were sound effects records
that he was putting out for theaters.
Probably half to three quarters of the
metal he keptwas free from corrosion.

' He kept them covered up in racks in

his cellar...we had stopped by and
sawthem. He had picked outa mother
(knowing what I know now) of a
King Oliver Gennett and played it.

Whelan—Yes. You could play a
mother.

Steiner—And 1 said—I asked him,
“don’t play it again.” Well, I offered
Gennett $2000, or something like that.
And when he told Grauer, whom he
saw later, that I had offered to buy
Gennett. He didn’t tell himwhatI had
offered, but Grauer offered him twice
as much. I said, “No. I didn’t think it
wasworth that.” I told him I'would be
leasing to peoplelater on. Grauerhad
the last laugh. He took all the metal
and sold it at a terrific price. He
dumped most of it immediately.

Whelan—Iwonder who wound up
with it?
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Steiner—A junk dealer.
Whelan—My God!He sold itas junk?

Steiner—I don't think he had sold
the masters, but the plates were
heaviers.with concentrations of
copper and nickel in them.

Whelan—It reminds me of what you
had said about the junk firm in Mil-

.. waukee—what they had gotten from
"Paramount and had sold at tremen-
dous prices...I did some “research”
trying to find out what happened to
the Gennett ledgers. It turns out that
the originals are at the Institute Of
Jazz Studies at Rutgers.

-

Steiner—Oh, I'm glad to know that.

Whelan—Apparently, one of them
was missing. It was lost in the mail—
all the information on the Superior
label.

Steiner—Thatinformation had been
put together in Record Research...

~
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Whelan—Right. Len Kunstadt told
me he had sent the Superior ledgers
back to George Kay and the post

office lost it.* There’s similar material,

onthose late Champions, the number
of pressings, but, hopefully those are
at Rutgers.

Steiner—I imagine that when Decca
took over Champion, they were
pressing records in the same plant
that Gennett had been operating in
Richmond. They had taken some
Paramount material—and Gennett
material—ifyou getinto those (Decca)
files, you could see what had hap-
pened to some of that material.

Whelan—Do you think Decca might
still have some of that Paramount
material they issued on the Champion
50,000 series?

Steiner—I think I have records on
that. Everything was returned to me,
but I'll have to double check that.

Whelan—There’s a strange mystery:
Eli Oberstein, when he put out Var-
sity, apparently must have used some
of the same metal parts.?

Steiner—I think he pressed in that
same plant.

Whelan—That would be the Rich-
mond plant?

Steiner—Yes.

Whelan—And the big question ev-
erybody wants to know—Varsity was
the lastoneto have contact with those
metal parts—and you wonder what
happened to them all after that...

Steiner—Well, I dom’t know what
happenedtothe plant. Have you ever
heard?

Whelan—No,

Steiner—The plant was still being
used in the 1940s when I visited there
and what's there? Thaven'tbeen there
lately. Maybe they went to somebody
in Richmond—or (Rick) Kennedy
could find out if the plant exists. If it
exists, it’s possible some Paramount
metal parts are still there with other
material Decca had leased or cap-
tured from Gennelt stock.

Whelan—You know, in those
Varsitys were quite a few Paramounts,
mostly Grafton masters that had
passed on from Crown.

Steiner—Yes. Paramount was trying™
to sell material, They went as far as
Europe. Columbia had turned them
down, although at a later time they
used some things—Teschemacher.
But Columbia had turned them down
because the quality was unsatisfac-
tory, and I don’t know if anything
wentto Europe—Rust(Jazz Records—
1898-1942—you’ll want to check
that, butI've never heard of anything.

Whelan—Did you sell all your Para-
mountrightsto George Buck? (George
Buck’s company is currently known
as “Black Swan Records.”)

Steiner—Yes.
Whelan—When was that?
Steiner—About 1970.

Whelan—You or George Buck
would be within your rights to ask
Decca (orits successor) tolocate and
return to you the metal parts of the
Paramounts they used for their
Champions (50,000 series). The same
is true of Crown (Eli Oberstein’s label
and its successor—Varsity).

Steiner—I tried to trace some of that
material—and either it had been re-
turned or discarded. Atany rateithad
been legally sold...

Whelan—And it was already fair
accompli..

Steiner—The Chair Company had
dumped truckloads of stuff...if T had
been there earlier perhaps...

FOOTNOTTS

1. Other sources report that some-
time after the Superior ledgers were
returned, George Kay burned the en-
tire manuscript in his fireplace.

2.Currentdiscographies(Rust/Dixon-
Godrich) list all Varsity reissues as
dubs. This premise is based on the
factthat Varsitys had lead-in grooves,
a device not in use when Paramount
and Gennett masters were originally
cut. However, a lead-in groove canbe
recut into the master simply by re-
versing thedirection of the turntable.
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30 ISSUED PARAMOUNTS (12900 THROUGK 13196)
ARE STILL MISSING ! (NOBODY’S FEARD THEM)

(1) Paramount 12908—Unknown

(2) Paramount 12959—Rev. Emet
Dickenson—Sermon For Men Only/
What The Men Wanted The Woman
Was Settin’ On

(3) Paramount 12962—Unknown

(4) Paramount 12983—Blind Joe
Reynolds—Ninety Nine Blues/Cold
Woman Blues

(5) Paramount 12984—Smoky
Harrison—Blub Blub Blues/Mail
Coach Blues

(8) Paramount 13011—Unknown
(9) Paramount 13012—Unknown
(10) Paramount 13027—Unknown
(11) Paramount 13029—Unknown

(12) Paramount 13032— Edith North
Johnson—Beat You Doing It/Whis-
pering To My Man

(13) Paramount13036—Rev.T.T.Rose
and Singers—/This Holy Train/Stay
On Board The Ship

(14) Paramount 13040—Kaydee Short
(sic)—Drafted Mama/Wake Up Bright
Eye Mama (this was an alternative
issue 0f 13040, Charley Patton—Circle
Round TheMoon/DevilSent TheRain

- Blues)

(15) Paramount 13045—Clara
Burston—Too Bad For You/Ginger
Snappin’

(16) Paramount 13046—Irene
Scruggs—Borrowed Love/Back To
The Wall

(17)Paramount13053—Birmingham
Bertha and George Ramsey—Gone
Away Blues/Maybe It’s The Blues

(18) Paramount 13068—George
Ramsey and Mae Belle Lee—Bumble
Bee No. 1/I'm Talking ’Bout You No. 1

(19) Paramount 12973—Unknown
(20) Paramount 13079—Unknown

(21) Paramount 13083—Dobby
Bragg—Don’t Look At Me/Sail On
Little Girl Sail On

(22) Paramount 13084—Big Bill
Broomsley (sic)—Station Blues/How
You Want It Done

(23) Paramount 13091—Jaydee
Short—Flaggin’® It To Georgia/Tar
Road Blues

(24) Paramount13093—Dobby Bragg
and Charlie MacFadden—St. Louis
Tricks Woman/You Got That Thing

(25) Paramount13096—Son House—
Clarksdale Moan/Mississippi County
Farm Blues

(26) Paramount 13097—Henry
Townsend—Doctor Oh Doctor/Jack
Of Diamonds Georgia Rub

(27) Paramount 13099—Willie
Brown—Kicking In My Sleep Blues/
Window Blues

(28) Paramount 13105—Black Billy
Sunday—The High Cost Of Sin/Will
You Spend Eternity In Hell

) (29) Paramount 13120—Tommy Set-
tlers and His Blues Moaner—Jazzin’
The Blues/Blowing The Bugle Blues

(30) Paramount 13121—Choclate
Brown/Charles Taylor*—You Got
What I want/*P.C. Railroad Blues

(31) Paramount 13122—Ben Curry—
The Laffing Rag/Hot Dog

(32) Paramount 13123—Blind Blake—
Night And Day Blues/Sun To Sun

(33) Paramount 13125—King
Solomon Hill—My Buddy Blind Papa
Lemon/Times Has Done Got Hard

(34) Paramount 13131—Marshall
Owens—Texas Blues Part II/Seventh
St. Alley Strut

(35) Paramount 13132—Bumble Bee
Slim—Rough Rugged Road Blues/
Honey Bee Blues

The remaining sides up to
thelast Graftonissue of 13156
(Mississippi Sheiks-She’s
Crazy About Her Lovin'/Tell
Me To Do Right) have all
tumed up. The 12900 thru
13106 series is rare. In most
instances, only one or two
copies exist, and many of
those are barely audible.
Our special thanks to Roger
Misiewicz and Gayle Dean
Wardlow for help in updat-
ing these Paramounts.
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ames Ollerenshaw of Eugene,
Oregon writes: “In your next

issue, could you please let us
newcomers to the field in on

the secret of what E, F, G, V+, V-, etc.
means?” Russ Shor describes these
grading symbols wisely on pages 4
and 5 of Spring '92 Vintage Jazz Mart
(P.O. Box 8184, Radnor, PA 19087).
78 Quarterly’s “extremely poor taste”
gradings are: N = 17-year old virgin;
N- = 17-year old “virgin” who gave in
once; E+ = 18 and engaged; E = 21,
-and married to Swell Guy; E- = 25,
divorced, living with third Mr. Right;
V+ = 35, three divorces, lives with
motorcycle weiner, and shows the
wear; V = 40, too many men, too
- many hangovers, too many psychos
in singles bars; V- = working the
streets; G+ = still working the streets
at age 50; G = too sick to work the
streets regularly, has AIDS; G- ,F+, F
= successive last stages; P = terminal.

First, the updates on some
jazz rarities featured inIssue No. 6 (H-
1-Ja). Bernard Klatzko reports that in
1979 these 78s traveled from his col-
lection to The Perls Collection: the
Hightower's Night Hawks Black Patti
E+, Chippie Hill Vocalion 1248 N-
(“Trouble In Mind™), and both Preston
Jackson Paramounts (12400 V+) and
(12411 E+). Werner Benecke de-
scribes Uwe Durr’s collection as “one
of the best in Germany”: highlights in
the H-Ja category include an E+ Lil
Hardaway/Al Wynn Vocalion, Alex
Hill Vocalion 1493 (“Southbound™
E+, Herwin Hot Shots (but F), and
Dewey Jackson's “Capitol Blues”
Vocalion 1040 E+. Amongearlier Durr
jazz updates are three Eddie & Sugar
Lou’s, Will Ezell's “Hot Spot Stuff”
Paramount 12914 N-, two nearly ex-
tinct Mae Glover Champions (16238
V and 16268 V+/E-), Tom Gates
Gennett 6184 E (“Bucket™), and both
Gowans’ Gennetts E and E+.

From England Richard J.
Johnson sends us this fascinating
news: “Thought you might like a bit
of input...The Jazz Harmonizers may
notbeas rare asyouthink. The Indiana
University Archive holds 33 copies of
40336 Copenhagen/Oh Baby and 37
copies of 40339—Riverboat Shuffle/
Susie. Unfortunately, however, only

the librarian and God are allowed to
see them. Likewise, they also hold 35
copies of Sensation/Lazy Daddy on
Claxtonola 40375.

“The Keith Prowse (p. 34,
No. 6) Jelly James is extremely rare, as
are the other two in the series. The
others consist of Andy Preer (I've
Found A New Baby-GEX 513)/Ross
Gorman (Come Day, Go Day-GEX
521) on KP K-102, and Johnny Dodds
(Wild Man Blues-C 796)/(Melancholy-
C 799) on KP K-103. Whilst these
sides may not be rare on original USA
pressings, the KP’s (a/l master
pressings) are like hen’s teeth!—or
banana oil. The only one I ever saw
was in Z condition, half of it missing,
and that's in 30 years of collecting.
Your note that the company was ba-
sically a ticket agency is no longer
true I'm afraid, as they recently had to

close their doors to the Recession.
However, in the early '20s they im-
ported large quantities of USA origi-
nals for sale in their shops. Even now,
you still find odd discs with the label
‘obtained by Keith Prowse Ltd.’

“The second label which
gave us some great rarities was the
buff “Oriocle” 1000 series...produced
by Levy’'s of Aldgate. This ran to 12
issues, all derived from Vocalion
masters by Sonny Clay/Rosa
Henderson/Viola McCoy/Russell’s
Hot Six/Erskine Tate/Edmonia
Henderson/DeweyJackson/Jelly Roll
Morton/Jimmy Bertrand/Lil’s Hot
Shots/Duke Ellington/Fess Williams/
Clarence Williams.

“The third collector’s label,
equally rare, is the Guardsman 7000
series, which produced 18 issues.

Ve
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“Paramount 13099—black label, brown wax”

Ken Oilschlager:
“It is the only known copy of Para-
mount 13099! Unfortunately, all we
have is this photo, because we ate it.
About 15 years ago, my wife, Kay, was
into making weird cakes. For my
birthday that year she called Doug

Seroff and asked him the name and
label of the rarest blues record. He
came up with Willie Brown, and
Kicking In My Sleep Blues became a
culinary delight. However, I'was quick
to point out that the brownish red
wax was not used that late...”
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These all (again) derive from Vocalion
and include Fletcher Henderson/
LenaWilson/ViolaMcCoy/The
Ambassadors/The Tennesse Tooters/
The Old Southern Jug Band/
McKenzie's Candy Kids/Three Jolly
Miners (alllabeled ‘NegroRace Dance
Record?). The only one in the series
not so labeled is by Gene Austin and
Roy Berger.

“The fourth label is another
produced forLevy’s of Aldgate, which
had two series. The ‘A’ series ran
three issues using Sonny Clay/Vic
Meyers/Tennessee Tooters/and
McKenzie's Candy Kids. The other
series appears to be all Ukelele Tke
from Perfect. The one thing all these
have in common is that they were
pressed here by English Vocalion,
which also had a tie-up with
Brunswick/Vocalion in the USA ,and
also Gennett. Allwereissuedbetween
1925 and 1927. It is commonly
believed that one person was
responsible for these—and whoever
he was—we English collectors owe
him a large debt; he presented us
with some gems...”

Rounding out our jazz
updates...Peter Bradford reports that
there is a copy of the Hollywood
Shufflers’ “Low Down Rhythm” on
Vocalion 15837. He has it E+. Other
additionsinclude FranHaase’s Berlyn
Baylor Champion 16422 V to V+,
Helge Thygesen's Gowans Gennett
6039 V/V+,and Ken Oilschlager's V+
George Hamilton (Davenport)
Champion of “Atlanta Rag.”

Ourblues/jug/skiffle/string/
piano (H-I-Ja) updates begin with a
letter from Ron Brown: “...I was a bit
disconcerted to find that none of my
inputwasacknowledged oraddedto
yourtotals...Forexample, Ihad written
that I had had two copies of the
Homewreckers on Bluebirds—one a
G+ copy traded to Paul Garon; the
other a V- that I kept. Yet, you only
noted Garon’s G+ copy. Also, I had
mentioned having an E+ copy of
Hattie Hart's Victor 23273... I neglected
to mention Hokum Boys and Jane
Lucas on Savoy 502. I have ‘Hip
Shaking Strut/Fix It' in V-/E- shape.”
Our Savoy 502 aggregate reaches a
possible four copies—the goliath “big
seller” of five Savoy issues.

Klatzko reports having had
two V+ copies of the Elder Hadley
(Patton) Paramount. The first went to
Nick Perls in '79; the second to Matt
Winterin 1990. Others that journeyed
from Klatzko to the Perls Collection
in '79 were Helen Harris and Willie
Harris—Champion 15550 V (“Dead
Drunk” and Brunswick 7149 N
(“Stranger”)—Blind Roger Hays
Brunswick 7047 N and Blind Willie
Jackson Herwin 93005 V+—plus that
“*G” (not G+) copy of Skip James’
“Special Rider” on Paramount 13098.

Don Kent writes: “Confirm
E/E+ copy of Lane Hardin in my
collection (from Stendahl), Willie
Harris Brunswick 7149 E/E-from Max
Vreede. I, along with Spottswood,
and Nick, too, were he here, would
include 7092 (“Tom Cat)—a fine
record. Cast my vote for this guy being
the Gennett Harris. Both Hattie Hart
Vocalions are E.

“Hawkins ‘Awful Fix’ and
‘Raggin’ The Blues’ may be his best
record, and is certainly one of his
scarcest. All Hawkins are good. Boo
Whelan! I guess my copy of (Son)
House’s ‘Dry Spell’ is V+...marginally
better that Bussard's. Nope, don’thave
Slim Hunter (Broonzy) Superior 2560.
Some other DonKent. Perls Collection
has Klatzko’s Vocalion file copy of
Jim Jackson’s ‘St. Louis Blues.” Bob
Guida has Sherwin Dunner’s old G+
copy of Skip’s ‘Devil GotMy Woman,’
via me, who found it too depressing
at that time.

“The Perls Collectionalsohas
the Alex Hill Vocalion 1270 N- and
the Banjo lke & Ivory Chitison
Vocalion 25011 in good shape [see
under PTIANO, Issue No. 6]. Clifford
Hayes Victor 23407 is pretty much of
a dog, which I sold to Bob Hilbert at
a loss. The saga of Matt Winter's
Hokum Boys [‘Saturday Night Rub’lis
aninteresting one, This initially came
from Paul Riseman,who graded it E-;
IthoughtitwasV/V+, oneside having
a terrible fade at the inner grooves.
Luckily, I1atched ontoa slightly better
copy and traded it to [John] Mastaka
first-hand in 1973 for a McTell Victor.
Unfortunately, my better copy went
to Perls as one of the ingredients of a
SonHousetrade...Alsohave Madelyn
James (file copy from Altshuler), the

Hayes & Prater OKeh 45231 E-, and
Sammy Hill Victor E/E+; Perls has this
too, E about...” Going back to “E-F-
G,” Kent confirms a known second
copy of OKeh 8924 (McTell-“Georgia
Rag™), N- in the Perls Collection, and
four Clifford Gibsons on QRS and
Victor in his own collection, E or
better.

Space limitations (in this
issue anyway) force us to omit much
fascinating correspondence (Russ
Shor: “You've gotalot of big records,
butmusical midgets on thisone™) and
for this, we apologize. We missed
hearing from Tom Bertino, Bob Fertig
(deceased), Tom Hudgins, Dick
Raichelson, John Steiner, and Max
Vreede (deceased). Paul Riseman
wrote that his 78 jazz collection was
notable (possibly unique) for its
absence of principals named
“Johnson.” To those of you still in
hiding—come out! All is forgiven.
Please list those 78s you believe are
rare, whose names begin with ‘LM,
or N,” their conditions, and send to
our “editorial offices.”

AL/

Jeanette’s Synco Jazzers—What's That
Thing?/Jeanette & Her Synco
Jazzers—The Bumps—Paramount
12451. Estimated less than 10 copies.
JoeBussard E,Robert Crumb V+,John
Sadowsky V+, Jeff Tarrer V, Terry
Zwigoff V-(?).

Jeanette’s Synco Jazzers—Midnight
Stomp/(Jeanette James Acc. by Her
Synco  Jazzers—Downhearted
Mama)—Paramount12470. Less than
10. Dick Spottswood “had V+.” No
others reported, but the late Dan
Goctter also had it (condition un-
known).

Speed Jefferies And His Night Owls—
Georgia Grind/Wild Man Stomp—Su-

perior 2648. Less than five copies.
Jim Lindsay E+, Pete Whelan E+, Joe
Bussard V+. Superior factory ledgers
show 780 records shipped out.

Speed Jefferies And His Night Owls—
Kentucky Blues/Me An The Blues

(sic)—Superior 2670. Less than five.
WhelanE, Sadowsky V+. 755 shipped.

Speed Jefferies And His Night Owls—
Stomp Your Stuff/Sic’EmTige (sic)—
Superior 2728. One or two. Whelan
V+. 384 shipped.
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Speed Jefieries and His -

Night Owls :

Instrumental Blues

- 2728-A

NECORDED

(small-label Superior) 384 ship
between October 31, 1931 and

Speed Jefferies And His Night Owls—
South African Blues/Tiger Moan—
Superior 2755. None reported. 286
shipped.

Tom Tsotsi: “In his Superior Catalog
(Record Research 1961-1963),
George W. Kay shows the spelling as
Spced Jefferies for all issues except
Superior 2797, where he shows it as
Speed Jeffries. Really trivial, and,
possibly a typo?”

Speed Jeffries (sic) And His Night

Owls—Richmond Stomp/I Want To
Be Your Lovin’ Man—Superior 2797.
Nonereported [Ed. note: “Jeffries” on
Superior 2797 also appears in the
Gennelt ledgers]. 135 shipped.

The Jelly Whippers—Goose Grease

(John Williams’ Synco Jazzers—Para-
mount 12457)/S.0.B. Blues (DAD
Blues—Dixon’s Jazz Maniacs—Para-
mount 12405)—Herwin 92018.
Slightly under 10. Ron Hale “looks
V...but plays a strong V+,” Russ Shor
“have V and unloaded a V- copy on
Fertig years ago...not a very interest-
ing record.” Helge Thygesen V/V-
“plays above grade.” Rolf von Arx V-,
Les Docks “G+, sold 12/87.” Martin
Bryan: “E- condition, but with a sub-
stantial half moon hunk out of it!”
Whelan P.

Joe’s Hot Babics—Dry Bones
(Toledano Strect Blues—Ernest

Peol from the factory
february 28, 1955

“Mike” Michall & His New Orleans
Boys—Black Patti 8046)/Beans And
Greens—(Twin Blues—Dixon’s Chi-
cago Serenaders—BlackPatti 8010)—
Paramount 12783. Less than 10. Jim
Prohaska: “traded V+ copy about a
year ago.” Ken Oilschlager: “I know
of a solid V+ copy belonging to
someone who is not plugged into the
Quarterly. Hopefully, I'will getit one
day.” Sadowsky: “Joe’s Hot Babies—
Herwin 92018 [?]sbot,atypicalhouse-
to-houser!” Whelan G.

Eddie Johnson's Crackerjacks—The

Duck’s Yas Yas Yas/Good Old Bosomn
Bread—Victor 23329. Less than 20.
Werner Benecke E+, Ken Crawford E,
Sherwin Dunner E, Bill ThompsonE,
Spottswood “had E+,” Jim Prohaska:
“know of an E copy in Cincy.”

Elizabeth Johnson And Her Turpen-
tine Tree-O—BeMy Kid Blues/Sobbin’

Woman Blues—Qkeh 8789. The
record straddles country blues and
jazz, but deserves its own category.
Less than 15. Perls Collection N- (from
Bernard Klatzko), Werner Benecke
E+,Don Kent E+, Docks E-Whelan E-,
Roger Misiewitz V. Prohaska: “know
of an E+ copy in Cincy.”

Graveyard Johnson And His Gang

(King Mutt And His Tennesse
Thumpers)—Nut House Stomp/Good
Time Mama—Supertone 9309, Less
than 10. Gayle Wardlow: “Swapped E-

copy to[Max] Vreedein 1983,” Whelan
“had it E- with 1-inch hc.”

Graveyard Johnson And His Gang—
Maxwell Street Stomp/Original
Stomps—Supertone 9431. Less than
10. Klatzko had it V+.

Graveyard Johnson And His Gang—
Shake Your Shimmy/IWanna GetIt—

Supertone 9432. Less than 10. Docks
V, Tsotsi: “V-, dig. One very curious
thingaboutthis 78: the sides are Shake
Your Shimmy (Blythe)/I Want To Get
it (Miller). Note the title on the sec-
ond—this is what’'s shown on the
label, yet, the Gennett ledgers show
the title as ‘1 Wanna Get It.” As I un-
derstand it, Gennett 6844 and
Champion 15929 show Wanna in the
title. The only thing I can figure is
that the Sears-Roebuck buyer was a
stickler for proper grammer! The
second side has vocal by Al Miller
(who also plays mandolin on these
sides). The composer credit refers to
Al,not PunchMiller, who’snot present
on these sides.”

Jesse Johnson And His Singers (fea-
turing Baby Jay and Ike Rodgers)—I
Wish I Had Dicd In Egyptland-Part I/
1 Wish I Had Died In Egyptland-Part
II—Paramount 12829. A copy in the
Vreede Collection (condition un-
known).

J.C. Johnson And His Five Hot
Sparks—Crying For You/Red Hot
Hottentot—QRS 7064. Less than 10.
Andy Hale E, Charles Huber E,
Sadowsky E, Jim Lindsay V+,
Spottswood “had V+,” George Paulus
V+(hc), Crumb “V-with digs repaired
with wax,” and two in England (con-
ditions unknown). Don Kent: “I
should think there are over 10
copies...Koester had one, E.B.
Sullivan, Stendahl...I junked one in
Chicago and traded it to Dave Purdy...”

Jimmy Johnson And His Orchestra—

A Porter’s Love Song/(New Orleans
Wildcats—Wild Cat Stomp)—Colum-
bia 14668 (a Ken Crawford addition
overlooked on our preliminary sur-
vey)—Crawford: “Ten or less—my
copy E+.”

Mary Johnson—Dream Daddy Blues/
(Mean BlackMan Blues)—Paramount
12931 (Ike Rodgers acc. on side one).
Less than five? Francis Smith V+,
Spottswood “had E+,” Whelan G+,
Tarrer “V copy broken 1964 by child.”

Mary Johnson—Barrel House Flat

‘Blues/Key To The Mountain Blues—

Paramount 12996. Less than 10 of
this Ike Rodgers itecm. Smith N-,
Wardlow: “Sold N- copy to Vreede in
1981,” Spottswood “had E+,” Whelan
G+ (1-inch crk).

Jim Prohaska: “How tough is the Roy
Johnson Happy Pals?” Robert Crumb:

40

“What about Roy Johnson’s Happy
Pals...is this record rare?”

Stovepipe Johnson—I Ain’t Got No-
body/(Don’t Let Your Mouth Start
Nothing Your Head Won’t Stand)—
Vocalion 1211. Less than 20 of the
Jimmie Noone item (side one). Bob
Hilbert E, Gayle Wardlow V+. Russ
Shor:“...musically, my impression
was that it was not worth the 29 cents
postage to bid on it.”

Stump Johnson (acc. by Baby Jay)—
TransomBlues/(Soaking WetBlues)—
Paramount12906.Less than five. Perls
Collection E+. Russ Shor: “This is a
‘Tar Baby’ record: it’s tempting
enough to pick up, but once you do
you can’t get rid of it...it’s so boring.
IhadanE/E- copy,whichItraded five
years ago (defying the odds) to Mike
Stewart. However, the one Stump
Johnson that should be on this
list...QRS 7050 ‘Monkey Man’ is a truly
overlooked classic; thumping,
uptempo instrumental...but over-
looked because its session mate is so
lousy & common. 7050 is pretty rare,
because I tried to upgrade my V copy
for years and haven’t seen another.”
Paul Garon V-, Jeff Tarrer P/V.

Alberta Jones Acc. By The Ellington

Twins—Lucky Number Blues/I’m
GonnaPutYouRightInJail—Gennett
3403. (A Ken Crawford addition, and
he notes: “15 or less, my copy E+.”)

Alberta Jones (acc. by unknown t/cl/
pP)>—My Slow And Easy Man/Where
Have All The Black Men Gone?—
Gennett 6535. Less than five. Jim
Prohaska E-. Tarrer: “I have Cham-
pion 15550 Bessie Sanders.” Tsotsi:
“A tape copy of Champion 15550
‘Where Have AllThe BlackMen Gone?’
shows acc. to be trumpet/alio sax/
piano (no clarinet). I do not have
access to ‘My Slow And Easy Man.’
Does the reed man play clarinet on
this?”

Alberta Jones Acc. By Horsey’s Hot
Five—Wild Geese Blues/Red Beans

And Rice—Gennett 6642. None re-
ported.

Gayle Wardlow: “Alberta Jones Acc.
by Corky Williams and His Black-
birds—Dying Blues—Gennett 6424
(BE), excellentside, probably only copy
found.” Jim Lindsay: “I also have this
rare one that you didn’t ask for—
Alberta Jones—Acc. by Corky Wil-
liams Blackbirds/(Mae Matthews)—
Shake A Little Bit—Gennett 6439 E+.”

Clarence Jones And His Sock Four—
I've Got It All/’Mid The Pyramids—
Paramount12716.Less than15. Huber
N, Perls Collection E+, Thompson E+,
Sadowsky E, Whelan E.

Clarence Jones And His Sock Four—
Hold It Boy Blues/(Beverly Syncopa-

tors—Sugar)—Paramount12747.Less
than 15. Whelan E+, Dunner E, Tom
Bertino E/E-, Huber V, Tarrer: “V,
Maxey Tarpley also has,” Spottswood
“had each of these E+—they didn’tgo
to Bob (Altshuler).”

Richard Jones And His Jazz Wizards—
Hot And Ready/It’s A Low-Down
Thing—Paramount 12705. Less than
10. Huber E, Whelan E, Wardlow V+,
Crumb V-, Ben Kaplan V-,

Willie Jones And His Orchestra—
Michigan Stomp/Bugs—Gennett

6326. About five on Gennett.
Spottswood “had E,” Whelan V+;
(pseudonym unknown, possibly as
“Pete Richards”) Bugs/(reverse un-
known)—Superior 302. None re-
ported. Bill Thompson: “Willie Jones
asbyPete Richards &His Orch. “Bugs”
Champion 15402. I don’t know if this
counts,but whatgets me are the com-
poser credits—Bugs (The Gang) E+/
reverse of this is The Plantation
Serenaders—I Call You Sugar and is
listed in Rust as an alternate take, but
I can’t tell any difference from the
Gennett.”

Willie Jones And His Orchestra—
Ragamuffin Stomp/(reverse un-
known)—Gennett 6370. None re-
ported. Tsotsi: “Reverse is Bill Wyder
And His Orchestra—Lovely Little Sil-

houette.”

Joe Jordan’s Ten Sharps And Flats—

Senegalese Stomp/Morocco Blues—
Columbia 14144. Scarce for an early
Columbia. Less than 15. Benecke N-,
Terry Zwigoff N-, Prohaska E+,
‘Whelan E+, Bill Frase V+, Huber V+,
Martin Bryan V+/V, Tarrer V.

Joe Jordan’s Ten Sharps And Flats—
Morocco Blues (6701-1)/01ld Folks

Shuffle (6702-3)—Banner 1821. Less
than 15. Dunner E, Sadowsky E-,
Crumb:“know of two others on Ban-
ner.” Sherman Tolen: “have a nice
copy, but mine is take 3 on ‘Morocco’
and take 1 on ‘Old Folks Shuffle.’””
Terry Zwigoff: “I used to have an E
copy on Banner that was stolen—
along with a rare Morton 78—by a
guy who painted my house five years
ago”; Morocco Blues (6701-3)/01d
Folks Shuffle (6702-1)—Domino 3791.
Less than 10. Benecke N-, Crumb E+,
Huber V-; Fossey’s (Australia) 8129.
Less than five; Bon Marche (Austra-
lia) 1034. Less than five; Old Folks
Shuffle (6702-1/(reverseunknown)—
Regal 8129. Less than 15. Zwigoff E+:
“Morocco (6701-3/01d Folks 6702-1.”
Mike Montgomery: “I have Regal
8129—O0ld Folks, take 1. The reverse
is Morocco Blues (6701-3), E- and
slightly cracked.” Prohaska: “know
of a V+ Regal here in Cleveland”; Old

-
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(hi(ago, e September, 1924. Unnumbered, blue label

Folks Shuffle (6702-2)/(reverse un-
known)—Oriole 717. Less than 10.
Montgomery: “I also have Oriole 717
as Dixie Jazz Band. Old Folks is take
2 (460-2). The reverse is Sweet Thing
(Williams-Kahn-Verges) by Bob
Green’s Dance Orch. (459-2)—prob.
V+ cond.” Russ Shor: “(both
Columbias & ARCs) E or better copies
are rare; pretty common in V+ or
lower.”

[immie’s Joys (sic)—No No Nora/Ti-
ger Rag—Golden B-1858. Five or less.
Mark Berresford: “Why not list them
all? All the Goldens [are] in the UK. —
one of each, plus one Tiger Rag.”

[immie’s Joys—Bugle Call Rag/St.
Louis Blues—Golden B-1865. Five or

less.

Jimmie’s Joys—Tom Tsotsi: “Dick
Raichelson’s Arcadia Lp 2017 indi-
cates two more titles issued—“Sobbin’
Blues/Memphis Blues” (mx. nos. G-
1855 & G-1856), but no issue number
available for the Golden 78.”

Jungle Kings—Friars Point Shuffle/
Darktown Strutters Ball—Paramount
12654. Less than 15. The John
Hammond/Bob Altshuler three N-
copics vanished into a quicksand of
anonymous collectors. Huber N,
Vreede Collection N-, Whelan N-,

Spottswood “had E+,” Shor V+ (auc-
tioned in VJM). )

Elmer Kaiser And His Ballroom Or-
chestra—Fox Trot Classique/Monkey
Business—Autograph (no number).
Less than five. Whelan E+, Docks V-/
V, Shor: “I got V+ copy hc from you.”

Kansas City Frank And His
Footwarmers—Wafling Blues/St.

James Infirmary Blues—Paramount
12898. Estimated 10 or less. Wardlow
E+, Whelan had it E, and all those
others who missed it (it was inad-
vertently omitted from our initial
survey).

Gene Kardos—Jazz Rondo/Jam
Man—Victor 23377. Ken Crawford
adds this to our list of queries: “Both
sides are labled Dickson’s Harlem
Orchestra, but I have noted that this
record was not listed under ‘D’ in
issue #4. Three known copies. My
copy N-.”

Joe Kayser And His Novelty Orches-
tra (sic)—Everybody Step/Some-

where In Naples—Gennett Personal
Recording Department (sic). Less
than 10. Benecke E, Montgomery “I
junked a V+ copy of this some years
ago in Richmond, Indiana (of all
places) and ended up giving it to
Frank Powers of Cincinnati.” Whelan

E- (but hc to label). Berresford: “E-, E
(1-inch hc), and V in U.K. and Hol-
land.”

DickKentAnd His Band—Clementine
(From New Orleans)/(Kibblers’s
Kollegians—Good News)—Gennett
6341. This “Seidel spin-off group”
sounds suspiciously like ahot Adrian
Rollini combo. Sizzling, but unlisted
in Rust. Less than 10. The Fertig Col-
lection E, Whelan E, Dunner E-,
Randall Stehle V to V+. Sadowky: “I
have Champion 15422 in V
Clementine (from New Orleans) as
by Gene Weiner and His Pepper (sic).
Is this the Dick Kent?” Tom Tsotsi:
“...listed under Kibbler's Kollegians
in Rust’s Am. Dance Bands (p. 961).
The Gennett ledgers note:
‘Clementine’ (GEX 1028) by K1bbler’s
Kollegians ‘replaced by 13328 on
Gennett and Champion.” MX. 13328,
recorded nine days later, on Dec. 28,
1927, is shown as ‘Clementine (from
New Orleans) by Dick Kent & His
Band, slow fox trot, vocal chorus—
Benny Benson.' Incidentally, the
‘Good News’ side was issued on Disco
Gennett 40106 as Richard y Su
Orquesta playing “Buenas Noticias.’
From a Disco Gennett flyer (copy
fromRichard Johnson of England), it
appears that most of the label data is
in Spanish. So that's why collectors
may have bypassed them—ifyou saw
Discos Gennett 40114 by Colter y Su
Orquesta playing ‘Buena Cosa,’ would
youimmediately recognize itas Wallie
Coulter’s ‘Good Stuff’?”

Freddie Kegpard’s Jazz Cardinals—
Salty Dog(2653-1)/Stock Yards Strut—
Paramount 12399. Less than 10.
Klatzko N- “still have,” Whelan N-
(from Dick Holbrook in 1954), Huber
E-, von Arx E-, Berresford “one in
U.K.”

Freddie Keppard’s Jazz Cardinals—
SaltyDog(2£53-2)/StockYa.rds Strut—
Paramount 12399. Less than 15.
Benecke N-, Klatzko N- “sold $1800,”
Paulus N-,Whelan N-, Vreede Collec-
tion N-, Sadowsky E+, von Arx V+,
Berresford “oneinU.K.” The late Jake
Schneider kept four copies, all N- Mx
2s, in “The Vault.” Sherman Tolen
“traded a copy (Mx-2) to Dan Goetter
about 15 years ago.” A letter from
Carl Davis to Dick Rieber (dated May
23, 1950) states: “Francis Wolff found
aboxful of Pm Keppard Salty Dog #2
(sold 3 for $25 each)...according to
Bill Grauer.”

Freddie Keppard’s Jazz Cardinals—
Messin' Around—(one-sided. Para-

mount test). For years, the test of
either matrix 2652-1 or -2 was little
more than a rumor. But it's on Page
18 of the January, 1947 Record
Changer. Mx 2652-2 is listed in G
condition by “George Laufer, 2079
Wallace Ave., New York, N.Y.” It had
a $200 minimum bid, a lot of salami
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FREDD IE_KEPPARD JAZZ CARDINALS <

SALTY DOG

MESSIN' AR(TEST PRES.(MAST.2652-2) — G T-A 200,00 LAUF
TEMPO KING & QUEENIE ADA RUBIN

PM 12399 N T=A —— LAUF

SWING HIGH/FLOATING ON
GENE KRUPA

WE L GATHER LILACS/GIVE ME

in 1947 for a G record—even if it is an
unissued Keppard/Dodds test.

Lena Kimbrough Acc. by Paul Banks
Kansas Trio(sic)/Sylvester And Lena

Kimbrough Acc. by Paul Banks Kan-
sas Trio (sic)—City Of The Dead/
Cabbage Head Blues—Meritt 2201.
Lessthan 10. Klatzko E- (sold), Whelan
V+/V, Shor V+/G.

Lottie Kimbrough/Lottie Kimbrough
And Winston Holmes (?)—Blue World

Blues/Don’t Speak To Me—Gennett
6660. None reported on Gennett,

King Mutt And His Tennessee
Thumpers—Maxwell Street Stomp/

Nut House Stomp—Gennett 6796. One
or two, Whelan V-,

MOONL IGHT SERENADE/YOU AND Y

= RABRIEL/SWING IS HERE

The Record (hanger—January, 1947

BB 6780 E Auc —— BARR

BR 8448 E auc —— BARR
Co 36954 N SAL +75 AsTO
BB 10705 N T—A 2.25 HEWE

King Mutt And His Tennessee
Thumpers—Good Time Mama/I

Wanna Get It—Gennett 6844. One or
two of what is probably the most
coveted jazz group on Gennett. Bob
Grafreports thata fire at the home of
Seattle collector William Lovey
melted down his entire collection,
consuming E copies of both Mutt
Gennetts.

Bob Hilbert: “I'll submit two others
that you should consider—Anna
Jones on Harmograph 859 and Jones
and Collins on Victor 38576, a very
tough record.”

King Nt and i
Thumpe: s

S\GENNET RECORDS
UCHWOND, IND, -~

- ]
o Tonnessee

february 12 1929—"not Punch Miller”

COUNTRY
DLUTS

Blind Lemon Jefferson And His Fee
Blind Lemon Jefferson—Hot Dogs/
Weary Dogs Blues—Paramount
12493. Hot Dogs, Jefferson’s only fast
rag, is his most sought-after perfor-
mance, and possibly, his scarcest.
Estimated less than 10. Terry Zwigoff
N- (hcinaudible), Jeff Tarrer “E+/F or
better,” Perls Collection E (from
Klatzko), Whelan E (from Kinney
Rorrer), Peter Brown E-, Helge
Thygesen E-, Bussard V+, Paulus V+,
Ron Hale V/V+, Frank Mare V “with a
bad groove that hangs up on one
side,” Wardlow E- (cracked), Benecke
V+ (hc). Spottswood: “I had your old
(E-) copy.” Shor: “Clean copies are
rare, butl think that’s the case with a
lot of BLJ’s, especially the late 12800s/
12900s.” Kent: “...you grossly under-
estimate the number of Lemon’s ‘Hot
Dogs’...description should read
‘Lemon most sought after by Pete
Whelan.’I can’t believe thata Lemon
of this period didn’t sell.. better than
‘Big Road Blues,’ correctly estimated
at about 25.” Klatzko: “How about
Blind Lemon Paramount 12933
(hasn’t been reissued—must be
rare).”

Big Bill Johnson (Big Bill Broonzy)—
Skoodle Do Do/(Western Kid [Frank
Brasswelll—Mountain Girl Blues)—
Gennett 7210. Tworeported: Bill Frase
E+ and Pete Whelan E; Champion
16015—Skoodle Do Do/(Bill And Slim
[Broonzy and Brasswelll—Papa’s
Gettin’ Hot). Perhaps as many as 15.
Ron Hale “E+, greatdisc,” Whelan E to
E+ (pressure dent), Howard Berg E-,
Shor V+, Tarrer V, Charles Howard
“strong V-/V, went up in smoke
4.8.1981.”

Big Bill Johnson—I Can’t Be Satis-
fied/(Western Kid [Frank Brasswell}—

Western Blues)—Gennett 7230. None
reported.

Big Bill Johnson—How You Want It
Done?/That Won’t Do—Champion
16172. Less than five, Tarrer “poor
and cracked”; Savoy 501-—How You
Want It Done?/(Georgia Tom—Don’t
Leave Me Blues). None reported on
Savoy.

Big Bill Johnson—The Banker’s Blues/
(Sam Tarpley—Try Some Of That)—
Champion 16327. Less than five.
Whelan G (3-groove flake). The late
Don Brown was said to own a clean

copy.

Big Bill Johnson—Worried In Mind
Blues/Mistreatin’ Mamma—Cham-
pion 16396. Less than five, Sherman
Tolen V-,
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Big Bill Johnson—Too Too Train
Blues/Big Bill Blues—Champion

16400. Less than five. None reported.

Big Bill Johnson—Mr. Conductor
Man/(Steele Smith-—You Do It} —

Champion 16426. Less than five.
wardlow E-, Whelan V+, Tolen V-,

Bud Johnson (William Harris)—Bull
Frog Blues/Kitchen Range Blues—
Champion 15614. About five.
Wardlow V+/E-, PaulGaron V-, Whelan
“had E-, went to Perls collection.”

Bud Johnson—Hot Time Blues/Early
Mornin’ Blues—Champion 15675.
Benecke E-, Wardlow E-, Paulus V+,
Matt Winter V+, Whelan: “had two
copies: E- to the Perls collection, V+
to Max Vreede.”

Buster Johnson—Undertaker Blues/
(James Cole—Mistreated The Only
Friend You Had)—Champion 16718.
The only known copies are on Var-
sity, and James McKune had three N-
Varsity tests.

Frank Johnson (Frank Palms)—Ain’t
Gonna Lay My °’Legion Down/
Troubled 'Bout My Soul—Herwin
92038. Oneor twoon Herwin. Francis
Smith P: “There is, I believe, music
beneath the hiss.” Tarrer “sold on
auction F(?).”

Martha Johnson (Lottie
Kimbrough)—Rolling Log Blues/Go-
ing Away Blues—Superior 2753.None
reported on Superior.

Robert Johnson—Hollywood bolo-
gna, hype in “rock” circles, and high
auction bids—define his ARC issues
as celebrity souvenirs. Most less than
50.

Paul Garon: “Do you care?” George
Paulus: “Preachin’ Blues’—seems to
be five or less.” Ron Hale: “I have 4 or
5 of these discs, fine music (almostas
good, at best, as the hype; at worst,
derivative). I agree, most are very
scarce,butnotsuperrare.” Russ Shor:
“I admit there’s a lot of hype here,
and some, like Terraplane and Come
OnInMyKitchen are fairly common,
but how often do you see Preaching
Blues, Walking Blues, 32-20 or Four
Until Late? They’re pretty damn
scarce!” Charles Howard: “I have a
few, including Vo 04630 [Preachin’
Blues] E, which Ibelieve is quite rare,
and for me, anyway, it’s afinerecord.”
Matt Winter: “Your entry regarding
Robert Johnsonseemsstrange. lagree
about the hype, but how can you
dismiss his records, etc., when you
hada 20-pagearticle in 78Q No. 4 with
all those pics of his records. Even if
you mentioned one of his records,
i.e. “Preachin’ Blues,” which is a rar-
ity, certainly rarer than Tommy
Johnson’s “Big Road/Drink Of Wa-
ter,” which you notate at 25 copies.

[johnson)

Big Bill Johnson
Vacal Blues, Ace, by Guitar

CHAMPION RECORDS
RICHMOND, IND.

(from the collection of SHERMAN TOLEM

february Q 1932—one ©opy reported

[Preachin’] is lifted from Son House’s
version...a great country blues
record.” Steve LaVere: “I have one of
the Robert Johnson’s you noted:
‘Walkin’ Blues’—Vocalion 03601—
New...In the Robert Johnson blurb
you wrote, I think that you are being
unduly vindictive regarding the cur-
rent price of his records. After all the
hoopla, the prices will return to be-
ing more reasonable? In the mean-
time, itshouldn’tbe cause for anyone
tobelittle the value of his music. (That
blurb mightbe interpreted as suchby
some. For yourself, who placed him
on the cover and throughout your
[fourth] issue,.I find that unbecom-
ing.) In many cases, as youwell know,
the two have little to do with one
another.” Ron Brown: “I have...the
850th reported copy of ‘Terraplane
Blues’ on Vocalion in V+ shape.”

Robert Johnson—Preachin’ Blues/
Love In Vain—Vocalion 04630. Shor
N-, Howard E, Paulus (E?), Perls Col-
lection (E or E+?), Winter E, Smith E/
E-, Garon V+ to E-. Whelan “had
Preachin’ on an 11-inch, laminated,
one-sided, pre-war ARC test E+ from
Schneider.” Winter: “There is a shel-
lac test of take 2 of Johnson’s
‘Crossroads’ in England!”

Tommy Johnson—Alcohol And Jake
Blues/Ridin’ Horse—Paramount
12950. Whelan V/G (from Dunner).

Sherman Tolen: “Paramount 12950
in approx. E- condition (I held it in
my hands!). It was found here in
Cleveland for (what I was told) 15
cents, bought from an older black
lady in a tiny junk shop.The guy who
found it was/is a ‘nut case,’ and he
vanished about 12 years ago. I saw
the record at his house...perhaps 15
years ago. At first he said he would
trade it to me: he wasn’t a blues col-
lector; he wanted jazz in return. Once
he found out how much I wanted it,
he dangled it in front of my face,
having a good time, knowing it both-
ered me. When he vanished, Para-
mount 12950 vanished with him.”

Tommy Johnson—I Wonder To My-
self/slidin’ Delta—Paramount 12975.

Jeff Tacrer V.

Tommy Johnso ommy Joh n
And New Orleans Nehi Boys—Lone-
some Home Blues/BlackMare Blues—
Paramount 13000. Perls Collection V.

Tommy Johnson—Cool Drink Of
Water Blues/Big Road Blues—Victor
21279. Estimated less than 25. The
Perls Collection N- (from Klatzko),
Shor N-, Kent E, Smith E, Thompson

" E, Peter Brown E-, Bussard E-, Steve

LaVere E-,Thygesen E-, Howard V+/E,
Tom Bertino “V++,” Kip Lornell V+,
Paulus V+, Wardlow V+, Benecke V,
Oilschlager V, Tolen V, Crumb V-,
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12950-A

Alcohol And Jake Blues

(Johnson)

Tommy Johnsou

1.250

ount

Voeal
., tiintar Acce.

Decernber, 1929—a Possible two copies

Howard: “This was reported to have
sold over 100,000 copies (). So, I
don’tsee how there can onlybe 25 or
so still around.”

Tommy Johnson—Maggie Campbell
Blues/Bye-Bye Blues—Victor 21409.

Less than 25. Benecke N-, Klatzko N-
, Perls Collection N- (from Klatzko),
Dunner E+, Thompson E+, Bussard E,
Smith E, Wardlow E-, Paulus V+,
Howard V, Andy Hale V-, Berg G+.

Tommy Johnson—Canned Heat
Blues/Big Fat Mama Blues—Victor

38535. Less than 10. Wardlow “two
copies N- and V+,” Perls Collection
E+, Docks “E+, sold 7/88,” Thompson
E+, Whelan E+, Winter E+, Kent E+/
E-, Paulus “two copies V+ and V, ”
Howard V+,

Blind Willie Johnson—Sweeter As The
Years Roll By/Take Your Stand—Co-

lumbia 14624. Less than 15. Bussard
N, Kaplan N, Smith N, Perls Collec-
tion E- (from Klatzko), Ron Hale “E,
but an edge flake takes 4 grooves on
‘Sweeter’ and 7 gooves on ‘Take’,”
Spottswood “had V.” Roger Misiewicz
V/V-“tiny flake on ‘Stand’ plays over.
A great record—but I always thought
Columbia 14530 was the rare one.
I’'m still missing 14597, as well as
145316-2 and 14571-1 (and 14530).”
Smith: “Co 14530 N. Was 14530
withdrawn? Many copies?”

Jolly Two (Walter Roland and Sonny
Scott)—Frisco Blues/Come On

Down—Vocalion 25014. Ron Brown
V+, Perls Collection V+ (from
Howard), Russ Shor: “I traded my V
copy to Don Kent a long time ago.”
Whelan G+.

Willie Jones (Willie Baker)—Mama,
Don’t Rush Me Blues/Sweet Patunia
Blues—Supertone 9366. Less than five
(we forgot to put this, 9434, and 9435
on our preliminary list, so, of course,
there can’t be a tally).

Willie Jones (Willie Baker)—No No
Blues/Weak Minded Woman (sic)
(14668)—Supertone 9427. Less than
five. The Gennett ledgers list this
matrix as “Weak Minded Blues,” but
Supertone titles it “Weak Minded
Woman.” Spottswood “had E+,”
Whelan E-, Crumb V+, Wardlow V.

Willie Jones (Willie Baker)—No No
Blues/Weak Minded Blues (14896)—
Supertone 9427 (Gennett 6751 [Willie
Baker], Champion 15694 [“Steamboat
Bill"], and The Gennett Ledgers, but
not Dixon-Godrich, title this matrix
“Weak Minded Blues”). Supertone
copies unknown. Does “Weak Minded
Blues” really appear on Supertone
94277 Kip Lornell “Willie Baker ‘No
No Blues’ (This is a one-sided test of
14667, probably from the late 1940s)
E to E+.

Willie Jones—Ain’t It A Good Thing/
Crooked Woman Blues—Supertone
9434. Less than five (includes
Wardlow V copy).

Willie Jones—Bad Luck Moan/Rag
Baby—Supertone 9435. Less than five
(includes Wardlow E- copy).

Charley Jordan—Keep It Clean/Big
Four Blues—Vocalion 1511. The Perls
Collection N- (from Klatzko file copy),
Bussard E+, Wardlow E-, Mare E- “had
asecond copyaboutV+, which is now
(?) owned by Jim Hadfield in Chase
Mills, N.Y.” Paulus, Thompson, and
Whelan all V-, Berg G+.

Charley Jordan—Hunkie Tunkie
Blues/Raidin’ Squad Blues—Vocalion

1528. Randall Stehle (who found that
box of new (N- or E+) Jordan “Hunkie
Tunkie” Vocalions): “have one N copy
left.” Wardlow “two copies, N- each,”
ThePerls Collection N- (file copy from
Klatzko), ZwigoffN-, Berg E+, Dunner
E+, Kent E+, Paulus E+, Whelan E+,
Winter E+, Crumb E, Howard E. Ron
Brown: “I have had three copies of
Vocalion 1528 at one time or another,
all around E shape, which were sold
or traded.”

Charley Jordan—Just ASpoonful/Two
Street Blues—Vocalion 1543. Paulus
N-, Perls Collection N- (file copy from
Klatzko), Kent E+.

CharleyJordan—RunningMad Blues/
Gasoline Blues—Vocalion 1551. Don
Kent N- (file copy). Wardlow: “one
copy in Texas with a 1 & 1/2-inch
bite.” No others reported.

Charley Jordan—Stack O’Dollars

Blues/Dollar Bill Blues—Vocalion
1557. Less than five. The Perls Collec-
tion N- (file copy from Klatzko). No
others reported.

ord Keep It Clean—No.
2/You Run And Tell Your Daddy—
Vocalion 1611. The Perls Collection
N- (file copy from Klatzko), Benecke
E+, Zwigoff E+, Bertino E/E-, Berg V+/

Charley Jordan—Keep It Clean—No.
3/Silver Dollar Blues—Vocalion 1666.

Perls Collection E+. Oilschlager: “I
found a nice E copy about three years
ago in South Carolina.” Docks “G at
best.”

Charley Jordan—Stir It Up/Doin’
Wrong Blues—Vocalion 1696. None

reported. Because of creeping ur-
banization and blandness, we’ve
omitted the other Vocalions.

Charley Jordan—Workingman'’s
Blues/Santa Claus Blues—Victor
23304. Joe Bussard “new.” No others
reported.

Charley Jordan—Greyhound Blues/
Bad Breaks Blues—Victor 23372,
George Paulus E. No others reported.

Luke Jordan—My Gal’s Done QuitMe/
Won’t You Be Kind—Victor 38564.
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Estimated less than 10. Kevin Cleary:
“Must have sold well around
Lynchburg, Luke’s home town. I
found three copies—traded V copy to
Kent, V copy to Lornell, while other
copy was about G. I have fourth E-
copy, acquired ina tradewith Rorrer.”
Crumb E, Whelan E, Lornell V, Kent
V/V-, Bussard “poor,” Spottswood
“had E with bite.”

Luke Jordan—Tom Brown Sits In His
Prison Cell/If I Call You Mama—Vic-
tor 23400. Stillunfound and unheard.

Kansas Joe And Memphis Minnie—
‘What Fault You Find Of Me?-Part 1/

‘What Fault You Find Of Me?-Part 2—
Vocalion1500. Less than 15. Wardlow
“two copies E- and G,” Lornell E-,
Mare V+, Shor V+, von Arx 'V, Berg
V-, LaVere V-, Paulus V-, Tolen V- to
G+. Shor: T have a V+ copy and traded
asimilar one to George Paulus a long
time ago...I don’t think it’s that rare
(Decca 7038 seems to be as rare as
some of the Vocalions, judgingby the
number of collectors who have it on
their wantlists—but that's listed with
MM'’s name first).”

Kansas Joe And Memphis Minnie—
Can I Do It For You?-Part 1/Can I Do
It For You?-Part 2—Vocalion 1523.
Less than 15. Benecke E+, Whelan E+/
(swish) “also had 11-inch ARC testE+

of Part 2,” Thygesen E-, Ron Hale V+,
Shor V+, Berg V, von Arx V, Paulus V/
V-, Misiewicz F/G “still listenable and
enjoyable even in this shape—that's
how great a record it is. I used to
performthis song in the *60s with my
ex-wife.” And Tarrer F.

Kansas Joe And Memphis Minnie—I

Don’tWantNoWomanlI HaveTo Give
My Money To/Cherry Ball Blues—
Vocalion 1535. Less than 15. Paulus
N-, Benecke E+, Mare E-, Bussard V+,
Andy Hale V+, Shor V+, and Wardlow
V+, David Frost V/V+, Kent “had it
2:-.” Howard “had it V/V+, burnt up
.8.81.”

Kansas Joe And Memphis Minnie—
What's The Matter With The Mill/

(Memphis Minnie—North Memphis
Blues)—Vocalion 1550. Less than 10.
Winter E+, Dunner E, Paul Garon V,
Paulus V-, Zwigoff V-, Tarrer “one
copy F, one copy P.”

Kansas Joe And Memphis Minnie—
Somebody Got To Help Youw/(Mem-

phis Minnie—Tricks Ain’t Walking
No More)—Vocalion 1653. Kent N-.
Wardlow: “An E copy belongs to David
Sheppard that I traded him,” Ron
Hale V+, Paulus V+,

Kansas Joe/Kansas Joe And Memphis

Wild About My Stuff—Vocalion 1570.
Kent N-, Bussard E+, Winter E+,
BeneckeE, Perls Collection E, Howard
V/V+, Ron Hale V.

Kansas Joe And Memphis Minnie—
She Wouldn’t Give Me None/My Mary

Blues—Vocalion 1576. Less than 10.
Benecke E+, Kent E+, Perls Collection
E+, Tolen V+, Whelan “had it E-.”

Kansas Joe And Memphis Minnie—
She Put Me Outdoors/Pile Driving

Blues—Vocalion 1612. Perls Collec-
tion N- (from Klatzko file copy).

Kansas Joe And Memphis Minnie—I
Called You This Morning/(Memphis

Minnie—Plymouth Rock Blues)—
Vocalion 1631. Kent N-, Perls Collec-
tion E+, Lornell E to E+, Wardlow V+.

Kansas Joe—Beat It Right/Preachers
Blues—Vocalion1643.Nonereported.
Kent “had.”

Kansas Joe—Shake Mattie/My Wash
Woman’s Gone—Vocalion 1668.None
reported.

Kansas Joe—That's Your Yas-Yas-Yas/
I'm Fixed For You—Vocalion 1677.
None reported.

Kansas Joe—Joliet Bound/Stranger’s

Minnie—Botherin’ That Thing/I’m

"~

\

January 10, 1929 (?)—only on Supertone

Blues—Vocalion 1686. BergV, Whelan
“had it V-.”

Kansas Joe And Memphis Minnie—
You Stole My Cake/(Memphis

Minnie—Socket Blues)—Vocalion
1688.Less than 10. KentE- to E, Garon
E-, Whelan V-,

Kansas Joe—Dresser Drawer Blues/
I'm Going Crazy—Vocalion 1705.
Whelan “had it V+.”

Kansas Joe—You Know You Done Me
Wrong/(Memphis Minnie—Jailhouse
Trouble Blues)—Vocalion 1718. Kent
E/E-, Wardlow E-, Perls Collection V-
, Bussard G+, Shor F+. Francis Smith:
“What aboutall those Kansas Joe's?—
most boring voice in the blues!”

Lottie Kimbrou And Winsto
Holmes—Lost Lover Blues/Wayward
Girl Blues—Gennett 6607. Less than
five. Paul Garon G and Perls Collec-
tion E (but cracked). An E+ '40s vinyl
test went from Jake Schneider to
Whelan-Klatzko-Perls Collection.

Lottie TOU, ing Away Blues
(sic)/Rolling Log Blues—Gennett
6624. Less than 10. The Gennett is an
odd pressing. Identical, but has a
“deader” sound (worn stampers?)
than the Champion, Paramount, or
Supertone. Later Varsity pressings
used Genneit stampers, which have
been erronecously cited as examples
of “Varsity dubs.” Paulus N-, Whelan
E-, Kent V/V+, Klatzko V to V+,
Thygesen V-; Paramount 12850—an

32

E copy went from Whelan to Klatzko
to Perls (Collection).

Charlie Kyle—Walking Blues/No
Baby—Victor 38625. Ron Hale E,Kent
E-, Bussard V+, Mare V+, Ben Kaplan
V “a very fine record. 1 wish there
were more of them (and him).” And
Whelan V-.

PIANO

Easy Papa Johnson (Roosevelt
Sykes)—Cotton Seed Blues/No Good

Woman Blues—Polk 9010. None re-
ported.

Easy Papa Johnson—Drinkin’

Woman Blues/Papa Sweetback
Blues—Polk 9011. None reported.

Lit Johnson (Charles Avery acc.)—
HouseRentScuffle/RockThatThing—
Vocalion1410.Less than five. Wardlow
N-, Francis Smith E, Spottswood “had
E+,” Jim Prohaska: “have a V/V+
copy—know of an E copy in Cincy—
what about Vocalion 12997 It seems
to be just as tough. I have a N- copy”
(as does Francis Smith).

Louise Johnson (acc. by own pi-
ano)—All Night Long Blues/Long
Ways From Home—Paramount
12992. Less than 15. Perls Collection
N- (from Klatzko), Spottswood “My
E+ copy went to Francis [Smith],”
Winter V+, Crumb V. Wardlow V-/G+,
Whelan “had it N- from Schneider,”
Shor: “had V+ copy and traded it to
somebody.”

Louise Johnson (probably Cripple
Clarence Lofton acc.)—On The Wall/

By The Moon And Stars—Paramount
13008. Less than 15. Smith N-, (Perls
Collection ?), Wardlow E, Winter E,
Whelan “had it N- from Schneider.”
Smith “surprised you list these as 15!”

Mary Johnson (Roosevelt Sykes
acc.)—Rattlesnake Blues/Mary John-

son Blues—Champion 16570. None
reported.

Mary Johnson—Mean Black Man
Blues/(Dream Daddy Blues)—Para-

mount 12931. (see under JAZZ)

Ruth Johnson (piano acc. Cassino
Simpson)—Careless Love/Rockin’
Chair ('sic)—Paramount 13060. Less
than five. Mike Montgomery: “I
bought an E+ copy from Altshuler 18
years ago. Ruth Johnson is (or was)
Clarence Johnson’s wife and was a
cousin to Fats Waller (her maiden
name). I interviewed her about
Clarence, She may still be alive in
L.A.” Bussard E, Vreede Collection (E
or E+?), Whelan V+. Huber “had N,
traded.” Kent “had 13060—what a
suck record!”
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Odd piano soloifrom Marsh Labs—crca Mardh, 1923

Jolly Jivers—Jookit Jookit/Watcha
Gonna Do—Vocalion 02532. Ten or
less. Smith N, Wardlow “two copies
N-and V+,”Whelan E,Kent(E?), Paulus
V+, Dunner V, Spottswood “had E or
E-.” Howard: “John Mastaka had a
fine copy from Perls in trade. It went
to Stephen, and, I believe, to you.”

Jolly Jivers—Hungry Man’s Scuffle/
Piano Stomp—Vocalion 25015. Ten
or less. Smith N-, Wardlow E+, Whelan
E-, Dunner V, Spottswood “had E+.”

Clarence M. Jones—Modulation (pi-
anosolo)/Carpenter And Ingram-The
Harmony Girls-Acc. By Clarence M.
Jones—Trot Along—Autograph (no
number). Whelan E-.

Clarence M. Jones (piano solos)—
Hula Lou (Mx. 402)/May Be (She’ll
Write Me) (She’ll Phone Me) (sic)—
Autograph (no number). Whelan E to
E+, Montgomery “I got a V+ copy
from Toad Hall in 1991 and saw an-
other copy, somewhat damaged, in
Duncan Schiedt’s holdings (needle
skips or something).”

ClarenceM. Jones (pianosolo)—Hula
Lou (Mx. 402)/(Ezra Rowlett Shelton

[sic] [piano solo}—Dearest Darling)—
Autograph (no number). Whelan E+.

Clarence M. Jones—The Rosary (pi-

ano solo)/(H.N. Green acc. by Everett
Robbins—A Son Of The Desert Am
D—Messiah Sacred Records (Marsh—
no number). Rare, notjazz, butworth
noting? One or two. Whelan E.

Kansas City Frank (Frank Melrose)—
Jelly Roll Stomp/Pass The Jug—
Brunswick 7062. Less than 20.
Benecke E+, Berg E+, Dunner E+, Perls
Collection E+ (from Klatzko),
Thompson E+, Bertino E, Huber E,
Wardlow E-, Zwigoff E-, Crumb V+,
Ron HaleV+ “also have asecond copy
G+ and cracked to label...,”
Spottswood “had E+.”

Willie Kelly (Roosevelt Sykes)—
Kelly’s 44 Blues/I Love You More And
More—Victor 38608. Estimated less
than 10. Tolen N, Benecke N-, Ron
HaleV, Tarrer V, Tsotsi “V-, but one of
those longitudinal cracks which onty
causes clicks at the beginning...a
‘frecbie’ from a collector friend who
knows how much I admire ‘44 Blues’
as one of the great piano blues,”
Thompson “Z” condition.

Willie Kelly—32-20 Blues/Give Me
Your Change—YVictor 38619. Less than
10. Smith N-, Spottswood “had E+,”
Benecke E-, Shor E-/V+, Misiewicz V+
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“an upgrade from my previous G
copy,” Wardlow V+,Lornell V, Whelan
Vv, Oilschlager “have a clean label,
whipped-dog copy Gish,” and Ron
Hale G-.

Willie Kelly—Kelly's Special/Don’t
PutThe Lights Qut—Victor 23259.Less
than 10. Tolen N, Smith N-, Thomp-
son N-, Benecke E+, Crawford E, Kent
E, Crumb V, Spottswood “had E+,”
Tarrer “sold on auction V.”

willie Kelly—Nasty—But It's Clean
(piano solo)/You So Dumb—Victor
23299, Less than five. Perls Collec-
tion E+, Thompson E, Spottswood
“have E/E- copy now,” Whelan E-.

Willie Kelly—I Done You Wrong/Sad
And Lonely Day—Victor 23416. Any
known copies? Tsotsi: “I have a tape
copy...a copy does exist, and it's in E
(or better) condition.”

Willie Kelly—Sykes’ repetitive drone-
singing on the five other Victor re-
leases doom them to our neglect
Spottswood: “...Well, you’re the edi-
tor!” Francis Smith: “Still don’t like
your comment re Willie Kelly—per-
sonal likes shouldn’t cloud your
judgement...who cares about
Clarence M. Jones?” Werner Benecke:
“I miss Stump Johnson Victor 23327.

1 have one of the 285 released copies
in E+...Sykes plays a fine piano on
‘Barrel of Whiskey.””

Kid Stormy Weather—Short Hair
Blues/Bread And Water Blues—
Vocalion 03145. Only one or two.
(Francis Smith ?) Klatzko: “Short Hair
Blues was reissued on Blues Classics

TR
a
SFFLE

Johnson And Smith—Brown Skin
Shuffle/Stove Pipe Stomp—Cham-
pion 16411. George Avakian had it
(E). Whelan E repaired crk. Mike
Montgomery: “I didn’t find (and do
not have) the Champion 16411, but
did turn up three E+ copies of
Champion 40074 in a collection here
in Detroit that I'm selling for the
estate involved.” Howard Berg: “two
E+ Decca (Champion) copies.”
Charles Howard: “have it, but only
on Ch 40074 E+.”

25915-A

HUNGRY MAN’S SCUFFLE
Jolly Jivers
Piane Jive

(13606)

SHE TALKS; HC PLAYS
Walter Roland & Luille bogan—fast ragtime in 1933

Henry Johnson And His Boys—Blue

Hawaii/Hawaiian Harmony Blues—
Gennett 6156. None reported on
Gennett; (Henry Moon and George
Thomas—Blue Hawaii/Hawaiian
Harmony Blues—Herwin 92024).
Whelan V, Crumb G-.

Henry Johnson And His Boys—Ash
Can Stomp/Neck Bones And Beans—

Gennett6168. Tarrer E+/E, Tolen EE+,
Joop Goudswaard E- to E, Crumb E-,
Perls Collection E-, Garon “V+ or E-.”

Ki Ki Johnson—Lone Grave/Look
What A Hole I'm In—QRS 7001.
Bertino N-, Ron Hale N-, von Arx N-,

KiKiJohnson—WrongWoman Blues/
(Lady, Your Clock Ain’t Right)}—QRS
7003. Bussard E, Whelan E, Thygesen
V-. Wardlow: “Have both of these on
Broadway, but they are cracked or
broken—the way they were found.”
Shor: “If you are omitting boring
records, why list Ki Ki Johnson?”

Jolly Two—Guitar Stomp/Railroad
Stomp—Vocalion 25018. About five,
Smith E-, Winter V to V+, Howard
“had this strong V+, traded it to Perls
about 8 years ago™—Perls Collection
(but cracked ?); the best copy is on
Mexican Brunswick X-25018; owned
by Don Kent E+: “It’s available
in...goodness knows, how many
Mexican collections!”

TomTsotsi: “Champion 15338,15437,
and 15509 have artist credit thus:
Hank Jones and His Ginger.”

Hank Jones And His Ginger (Henry
Johnson And His Boys)—Neck Bones
And Beans/(Them Birmingham Nite
Owls [Black Birds Of Paradisel—
Sugar)—Champion 15338. Less than
five. Whelan E, Spottswood “once
owned a G copy.”

Hank Jones And His Ginger—Barbe-
cue Blues (Watson’s Pullman Porters)/

Ash Can Stomp (Henry Johnson And
His Boys)—Champion 15437. Less
than five. Tsotsi E+: “This was Dick
Holbrook’s copy which he auctioned
ca. 1960,” Werner Benecke E,

Hank Jones And His Ginger—Down
Home Special (Watson’s Pullman

Porters)/(Bud Preston’s String Band
[Al Miller’s String Bandl—Saturday
Night Hymn)—Champion 15509.
None reported on Champion.

Kansas City Blues Strummers—Bro-
ken Bed Blues/String Band Blues—

Yocalion 1048. Berg E-, Bertino E-,
Benecke V+, Crumb V+, Garon V+,
Tolen V+, Huber V, von Arx V, Perls
Collection V-, Misicwicz G: “A distant
pressing, with poor miking, neglect-
ing the vocalist...ncither a distin-
guished, nor memorable perfor-
mance, but an important historical
document regarding black string-
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band (if one would want to call it
that) music.” Tarrer “clean break. I
broke it! But V.”

Kansas Joe And Memphis Minnie
(guitar duet)—Pickin’ The Blues/Let’s
Go To Town—Vocalion 1660. Perls
Collection E+, Dunner E, Garon E-,
Zwigoff V.

Jack Kelly And His South Memphis
Jug Band (sic)—Believe I'll Go Back
Home/Ko-Ko-Mo Blues—Melotone
12812, Oriole 8274, Perfect 0260,
Romeo 5274. Fifteen. Bussard
(Melotone) E, LaVere (Melotone) E-
“(both takes 1),” Thompson
(Melotone) E-, Garon two copies (al-
ternate takes) V+ and V, Paulus
(Meclotone) V+, Frost V-, Oilschlager:
“I have a cracked V- copy now and
soldaV+ copy several years ago. Both
copies were junked in Mississippi.”

Kentucky Jug Band—Walkin’® Cane
Stomp/Hard Hustlin’ Blues—Vocalion

1564. Less than 10. Jim Lindsay E+,
Crumb E, Bussard E-/E, Spottswood
“once had a file copy N-,” Tarrer “I
broke E.”

KingDavid’s Jug Band—Tear It Down/
GeorgiaBo Bo—OKeh 8861. Less than

five, Tarrer E+, Zwigoff E-, Crumb G.
Thygesen: “A correction to your
[original] list. (Tear It Down) was is-
sued on8861; misprintinB& GR;8961
is a Carl Martin item.”

King David’s Jug Band—Sweet Potato
Blues/I Can Deal Worry—OKeh 8901.

Less than 10. Zwigoff N, Paulus N-,
Berg E-, Ron Brown E-, Thompson
E-, Garon V.

King David’s Jug Band—What’s That
Tastes Like Gravy/Rising Sun Blues—

OKeh 8913. Less than 10. Bussard N,
Peter Brown N-, Thompson N-,
Dunner E+, Garon E, Thygesen E-/E,
Wardlow E-, Zwigoff E-. Howard “had
itE/E+,butsolditto Stephanin1975.”
Peter Brown: “I'd like to trade off
8913, but nobody seems to want it!”

STOVE PIPE STOMP
Johnson and Smith '
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and Guitar
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“There was always
something
happening to me
that kept me
reminded of the
past.”—Lizzie Miles

f the several New Or-

leans women who re-

corded blues material
during the 1920s, Lizzie Miles is best
remembered. While most of them—
Esther Bigeou, Tillie Johnson, Mary
Mack, and Lizzie’s half-sister, Edna
Hicks—died young or slipped into
deep obscurity, Lizzie went on to
make animpressive career comeback
and reign through the 1950s as a
matron saint of the New Orleans “jazz
revival.”

During her comeback years,
Lizzie showed herself to be person-
able, outgoing and more than accom-
modating. She corresponded regu-
larly with hundreds of fans, friends
and scholars around the world, and
it's difficult now to open a vertical file
on her that doesn't hold a few ex-
amples of her chatty letters and
Christmas cards. These were generally
accompanied by some little religious
tract, the kind handed out on street
corners. Lizzie was a devout Catho-
lic—one New Orleans jazzologist re-
spectfully labeled her a “Catholic
Puritan”—and the little tracts gave
meaning and purpose to her rivers of
correspondence.

Beneath the surface, Lizzie
was surprisingly secretive. By at least
one account, she didn’t trust writers:
“They take down what you say, and
they tell you this is how it will be, and
then they twist it all around.”* A re-
view of the various newspaper,
magazine andjazz-journal articles that
comprise her published biography
indicates that she did notwish to bare
the facts of her early life and career.
To protectherself, she managed, good
naturedly, to compress all public
recollection of her personal life into a
few pat anecdotes.

The slice of autobiography

that she most consistently reduced to
anecdote concerned the origin of her
“stage name,” Miles. Its history of
public misinterpretation is a story in
itself:

On January 18, 1952,2 Bob
Greenwood and Dick Allen taped a
“jazz interview” with Lizzie in the
back room of the Mardi Gras Lounge
on Bourbon Street. In a previous,
informal conversation she had told
the two aspiring jazzologists that she
was once a “close friend of a Mr.
Miles.” Sensing this was significant,
they attempted to bring it out in the
interview:

ALLEN: “Now, what about your
name, we want to get that down
straight. How did you happen to get
the name Lizzie Miles?”

MILES: “Well, they'd say, just like,
for a good billing, they’d say, ‘Miles
of Smiles from Lizzie Miles.’ But, my
name is Elizabeth. Elizabeth Mary
Landreaux,that’s my maiden name.
And then, my marriage nameis Eliza-
beth Pajaud.”

She went on to explain that

Miles was “an easy name to say;
Pajaud would have been too hard to
say,” and she laughingly demon-
strated the various ways people mis-
pronounce Pajaud. In point of fact,
Lizzie was not a Pajaud until well into
her career, but Landreaux also gets
butchered outside of South Louisi-
ana, so, either way, she may have
wanted to adopt an easier-to-pro-
nounce stage name. Then, too, she
was always smiling;

GREENWOOD: “Well, the Miles
name, was it just made up, or was
there a, in other words, just because
you were smiling they made up the
Miles, or...”

MILES: “That was how the idea
started, you see: ‘Miles of Smiles from
Lizzie Miles.””

This was Lizzie's first and last
public statement on the subject. She
made no further mention ofher “close
friend” or any other link to the name
Miles other than to point out that it
rhymed with “smiles.” Ultimately, the
“Miles of Smiles” anecdote made fod-
der for journalists, and it started
turning up in “human interest” ac-
counts of her remarkable comeback.

Then a rumor surfaced that

her father had been a circus impresa-
rio named J.C. Miles. This is traceable
to Sam Charters’ 1958 book, Jazz: New
Orleans, where, in a brief profile of
cornetist Amos White—drawn from
oral testimony but presented as fac-
tual data—the author touched on
White’s 1918 sojourn with the Cole
Bros. Circus:

He took over for Cole Brothers after
a competition to see who could play
ESPANA WALTZ the fastest. Working
for the show was a girl named Lizzie
Miles. Her father, J.C. Miles, led the
colored show, and Lizzie was the fea-
tured performer, riding around the
ring bareback, singing, while pigeons
landed gracefully on her shoulders.
Amos courted her unsuccessfully for
months.

It was fairly common knowl-
edgethatLizziehad sungina circus—
Time Magazine mentioned this in
1955—but there was never any indi-
cation that her own father had “led
the colored show.” On the contrary,
the New Orleans temhadreportedin
1952 that “her father was a barber”
and her mother “did all sorts of work,
to add to the family’s small budget.”

An opportunity to clear the
matter occurred on February 2, 1958
when the New Orleans Jazz Club
threw a tenth anniversary bash onthe
riverboat President, The affair was
telecast on the old Dave Garroway
show, “Wide Wide World,” with Lizzie
asits centerpiece. Viewers were swept
into the President’s ballroom, where
Lizzie and Paul Barbarin’s band were
performing “Basin Street Blues.” The
scene dissolved to Lizzie’s dressing
room for an informal chat:

GARROWAY:Lizzie, whatbroughtyou
to New Orleans?

LIZZIF: I got here the best kind of
way. I was born here. Right on
Bourbon Street.

She breezed through scenes of
her early life: oldest of 11 children,
started singing as a child at lawn par-
ties staged by her neighborhood cat-
echism teacher, joined a traveling
show at age 15...

Then a man named Elmer Jones, Mr.
E.H. Jones offered me a bigger salary
then I was getting. Mr. Jones owned
the Alabama Minstrels and the
Georgia Minstrels and the Virginia
Miastrels and he and his brother—
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Lizzie appeared on the over of the offidal NMew Orleans Jazz (lub magazine,
The Second Line, for March-April, 1963.

The acompanying artide announced, Lizzie Miles Joins Seraphic Choir.”
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they got the Cole Bros. Circus. That
was a five-car circus and I was with
them...

This was as much as Lizzie
had ever publicly devulged abouther
circus career. By coincidence, Elmer
H. Jones himself happened to be
watching the telecast, and, according
to a report in The Second Line
magazine, he “immediately recalled
whataversatile performer” Lizzie had
been: “She sang, danced, did a slack-
wire act, and even ‘worked’ with the
elephants!”

Sadly, however, there was
no attempt to follow up on Jones. All
thatsurfacesinthe JazzClubfilesisan
undated clipping from whatmust have
been his hometown newspaper:
“Veteran North Warren Circus Man
Mentioned onTVProgram.”Itsayshe
was “king of the two car shows.” The
accompanying photo shows a wiry
little old spectacled white man in a
sporty felt hat, plaid shirt, reversible
gabardine jacket, and bolo tie. Cer-
tainly this old trouper could have
remembered the man who led his
“colored show.”

In April 1958 the Hogan Jazz
Archives received a major oral histo-
ries grant and sent pioneer jazz histo-
rian Bill Russell out to collect inter-
views. On August 23 he taped a
lengthy session with Amos White at
his home in Oakland, California.
Obviously White had read Sam Char-
ters’ Jazz: New Orleans by then, and
he was not entirely pleased with it.
He countered the insinuation that he
was Lizzie'sunrequitedlover, insisting
they had always been, and yet re-
mained, good friends. He also vol-
unteered:

My season, 1918, I began that season
with Cole Brothers Circus, under the
directorship of J.C. Miles, the bus-
band of Lizzie Miles. Contrary towhat
another publisher said about he be-
ing the father, that’s not true. That
was her busband.

He went on to reiterate the
“pigeon” anecdote: Lizzie “had these
beautiful pigeons on her shoulders
that would light around her as she
paraded aroundinthe pageant...and
they had billboards flashing that.” He
also confirmed that Elmer and
Augustus Jones owned the Cole Bros.
Circus, as well as the Alabama, Vir-

ginia, and Georgia Smart Set Minstrel
companies, and he said it “was no
disgrace” to be in any of these shows.
“They were fine shows.”

BillRussellwantedtoinclude
Lizzie in the oral histories he was
collecting, and Amos White’s state-
ment begged to be addressed. He
arranged an interview, but Lizzie re-
peatedly stood him up. Finally, on
June 3, 1960, she sent him a postcard
adorned with a sticker that said “Holy
Infant of Good Health Bless Us™:

Dear Mr. Russell

Y've changed my mind about the
tape.1don’t care to make it. Thought
I'd let you know so youwould not be
figuring on me. Thanks for the offer.

God Bless you,

Lizzie Miles

She later confessed that she “just
couldn'’t talk about jazz any more.”

Lizzie’s final publicstatement
came in response to an invitation to
the New Orleans Jazz Museum’s
“Grand Opening” in 1961:

Dear Sirs

Just to thank you for nice invita-
tionto opening of Museum. But since
I have chosing to live a life of a nun
not a modern one an old fashioned
Godly one and has given up the out-
side world I take part in nothing. I
onlyattend church restof mytimein
prayers for these troubled times all
over the world. Making penance for
all my past sins and trying to serve
God as I should. My way of thanking
him for all his wonderful blessing.

God bless all “Adieu”
Lizzie Miles

On March 17, 1963, Lizzie
Miles died. A eulogy appeared in the
Louisiana Weekly, written by jazzbuff
Carey James Tate. Tate identified
himself as a “long time friend and
confident /sic/of Lizzie,” then fellback
on Jazz: New Orleans to identify J.C.
Miles as her father. The notion went
unchecked in the revised edition
(1965) of Charters’ book, and from
there it fell into the first edition (1979)
of Sheldon Harris' Blues Who’s Who.

“The Lizzie entry had both-
ered me for some time, even after the
book was published,” Harris recalls.
“I had a gut feeling her family info
waswrong.” Finally, afterexamining

a copy of her death certificate, he was
able to correctly state in the revised
fifth edition of Blues Who's Who
(1989), “Father was Victor Landreaux.”

So, how did]J.C. Miles fitinto
the picture? The mystery is revealed
inabody of correspondence fromthe
“7.C. Miles Band and Minstrels” which
appeared in 1914-1918 issues of the
Indianapolis Freeman. In view of the
factthatLizzie had taken ].C.’s memory
to the grave, discovering this body of
correspondence was like digging up
bones. Inshort, it confirms what Amos
White had told Bill Russell in 1958:
J.C. Miles was Lizzie’s husband. She
was his wife and companion, and for
five years running they worked to-
getherina traveling circus side-show.

J.C. Miles was from India-
napolis. The Freeman was his
hometown paper, and it catered to
professional troupers. Some of the
“Band andMinstrels” correspondence
was submitted by Miles himself. The
bulk of it was unsigned, and, given
Lizzie’'s penchant for letter-writing,
it's tempting to speculate thatshe had
ahandinit, too. Atanyrate, itnotonly
brings Lizzie's fascinating early career
into focus, but opens a door to the
lost history of the circus annex “col-
ored show” phenomenon and its
important role in the commercial
ascendency of blues and jazz.

During the first quarter of
the 20th century, itseems every circus
in America had a “colored show,”
comprising a brass band and an old-
fashioned minstrel show—the famil-
iar semi-circle with mister tambo,
misterbones and aninterlocutor. The
brass band participated in afternoon
parades and accompanied various
acts that appeared in the “Big Annex
of Wonders"—the side-show. Along
with freaks, contortionists, and ser-
pentine dancers, the minstrel show
was a feature of the Annex, and
members of the brass band generally
doubled in the semi-circle orthe small
“orchestra” that provided accompa-
niment.

Within this context, Lizzie
and J.C. Miles faced a grueling suc-
cession of one night stands, working
six nights a week, traveling by rail,
living out of a Pullman coach. Their
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Lizzie often qui prd that she was ‘born rlsht on bourbon Street” The 1890 TMNew Orleans (Ity Dircdory, <omp||ed from Information

wllected In 1895, the year she was bomn, lists her maternal grandfather, Athanalse fazende, as a brickJayer residing at 1508 bourbon Street. It

also lists her father, Yictor Landreaux. as a barber rrsidins at—1508 bourbon Street. It follows that Lizzle was bom at 1508 bourbon
(this section has since been renamed Pauger) Street, two blocks below the French Quarter In the (ty's Seventh Ward.
The Hags Hlying there are not In ommemoration of this previously unheralded event.

annual circus season stretched
roughly from April through Novem-
ber, and was measured in less-than-
50-mile jumps from town to town. In
this manner they managed to hit most
every state in the Union. During the
off season, they would fall in with a
traveling “tent show,” orbook theater
dates within the vicinity of the circus’
wintér quarters.

J.C.Miles had worked in tent
shows several years before joining
the circus. In November 1911 his
Sunflower Minstrels were “having
success” in Florida. In April 1912 he
accepted the job of “assistant man-
ager, official announcer and ticket
seller” for the Alabama Minstrels, and
in February 1914 he wrote from
Roanocke, Virginia to say the troupe
was:

doing fine business throughout the
Virginias, Carolinas and Tennessee.
We closed our tent show season at
Norfolk recently, and are now play-
ing the finest and best theaters
throughout these sections. While
playing this city [Roanoke] myself
and wife also our entire company
had the pleasure of stopping at the
Hotel Pierce...simply the finest col-
ored hotel in the south.”

OnApril 2, 1914 Miles closed
his “long engagement” with the Ala-
bama Minstrels, and he and his wife—
Lizzie—journeyed from Braddock,
Pennsylvania to Norfolk, Virginia to
openthe 1914 season with Jones Bros.
& Wilson’s Three-Ring Circus. “Mr.
Miles has charge of the colored band
and minstrels, which is the feature
attraction of the side show.” All mail
would reach him “care Jones Bros. &
Wilson Shows, U.S. Ptg. & Litho. Co.,

Cincinnati, O., or home address No.
403 West Seventeenth Street, India-
napolis, Ind.”

TheJ.C. Miles Band and Min-
strels opened with Jones Bros. &
Wilson’s Circus on April 7, 1914. From
Norfolk, they dipped into North
Carolina, then worked back up
through Maryland, and by mid-May
they were in Pennsylvania, where
Miles reported:

Our band and minstrels, although
only eleven strong, is the feature of
the Annex, featuring principally the
latest rags and popular airs. And who
says that the “Blues” won’t go in this
section. It goes bigger here than it
does in Bam, as they follow the big
band wagon in vast throngs, yelling
can be constantly heard, “Give us
some moreofyer ‘Memphis Blues.”..,
Mrs. J.C. Miles is the only one of her
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sex in the company. She sings her
favorite song, “Good-bye, My Own
Dear Heart” and sells the copies like
hot cakes.

Mid-June found themin New
York State:

This state, too, starts off as though
she will be a “pippin,” as we have
been welcomely greeted by tremen-
dous crowds so far. Our colored band
must be a feature here, as we get quite
a praise from both the management
and the public. The popular ragtime
numbers andstandardselections,and
the way theyarebeing put over, must
be responsible for the congratula-
tions along this line...J.C. Miles says
hello back, Seymour James, also
Freddie Pratt...Mrs. Miles is still get-
ting them with her song hit, “Good-
bye, My Own Dear Heart.”

On June 17 the troupe
crossed paths with the Nashville Stu-
dents in Carthage, New York, and
they “got out a swell dinner for the
occasion.” Miles had “trouped several
years” with the Students’ baritone
soloist, Teddy Redmond, and when
Teddy showed up for the afternoon
parade, Miles “called out several new
ones that might ‘stick’ some baritone
players at sight, but there was noth-
ing doing that day, so the joke fell on
Mr. Miles.”

A note on June 27 spoke of
“capacitites, turn-awaysandnorains.”
It closed with a special request: “Mrs.
Lizzie Miles would like to hear from
her sister, Edna Benbow, of the team
of Benbow and Landry.”* Edna
Landreaux Benbow, Lizzie’s half-sis-
ter, was then teamed with Southern
vaudeville pioneer William Benbow.
She would eventually record as Edna
Hicks.

In Cleveland, Ohio, on July
1, 1914, J.C. enjoyed a visit from his
brother Willis who was en route with
his wife to her family home in Chat-
tanooga, Tennessee. “Their trip
should be called a visiting tour,” said
Miles, “as the object of the couple are
to visitall relatives before returning to
their home in Oregon, which will
cause them to cover several thousand
miles.”

By August the troupe had
rolled across Northern Michigan and
into Minnesota. Early September
found them in Kansas, when Miles

announced the “E.H. Jones’ World
Renowned Alabama Minstrels will
open somewhat earlier than was
planned.” He directed potential join-
ers to his ad in the September 5
Freeman:
WANTED!
Musicians and Performers
For E.H. Jones’
Alabama Minstrels No. 2
Those doubling band and orchestra
or stage preferred. Remember this is
to be the swellest colored minstrel
show with the finest two Pullman
cars, and the most complete Canvas
Theater in existence, barring none.
This is not a shoe string show, nor a
skip pay day concern, but an up-to-
date Minstrel Show under proficient
management and in front of suffi-
cient capital. Will open not later than
Sept. 15. Now organizing in St. Louis,
Mo. Write quick and state what you
can do and lowest salary in first let-
ter, no time for lengthy correspon-
dence. Tickets if necessary to right
parties.
A September 17 report said
Miles’ troupe was “Missouri
bound...AtFlatRiver, Kans. [sic—Flat
River is in Missouril, October 24th,
our band will play ‘Home, Sweet
Home,’ as at this place and date our
circus season ends. Mr. and Mrs. J.C.
Miles will perhaps take a few weeks

of much needed rest at home.” The
Alabama Minstrels No. 2 actually
opened on September 14 in East St.
Louis, and Mr. and Mrs. Miles caught
up with them in Paragould, Arkansas
on October 27, three days after clos-
ing with the circus. Miles came in as
minstrelinterlocutor and solo cornetist
in the 12-piece band led by Frank
Moland. He felt the show was “with-
out any doubt above the ordinary as
a tented one nighter.” A report on
November 7 described the show:
Happy Kimble, E.H. Robbins,
Chas. Berry and Harry Anderson, as
end men, are especially good. J.C.
Miles, interlocutor, is one of the best
in the business. Mrs. Irene McCloudy,
the pretty little soubrette, does avery
clever song and dance andis astrong
support.

E.H. Robbins, better known as
“Rucker,” and his wife, keep thehouse
in an uproar during an eighteen
minute act, finished with a song and
tango dance. Mrs. Elizabeth Miles,
the girl with the silvery voice, is re-
peatedly encored on her beautifully
rendered songs.

Billie Freeman, well—'nough
sald, you all know Billie and what he
can do. Joe White is another you all
know. Joe keeps them busy laughing
when he is before the footlights.
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An odd, ear|(‘ Lizzie Miles Brunswick (June 18, 1923),

in which she sings and plays kazoo. &

Happy Kimble and Mrs. Arthur
Cox, in a farce comedy act entitled
“The Spooks,” is another side-split-
ting number, and when Happy fin-
ishes the act with his comic dancing,
the house is in an uproar. Mrs. Cox
also sings “Virginia Love” and does it
justice.

Moving southward through
Oklahoma and Texas, the Alabama
Minstrels No. 2 closed its winter sea-
son at Houston on Christmas Day.
There a “big spagetti and lager sup-
per” was prepared by Houston’s “Pal-
ace Theatre bunch.” Then, Miles re-

ported:

myself and wife paid an enjoyable
visit with the mother and father of
Mrs. Miles at New Orleans, La., and I
feel safe in saying that a more enjoy-
able time would have been evidently
impossible, as the features of the
engagement were joy riding, sight-
seeing and eating good eats, and on
the latter is right where I shine. How
about it, Mother Morand?

The reference to “Mother
Morand”indicates thatLizzie's mother
was by this time remarried to Victor
Morand, father of Herb Morand, who
recordedin the 1930s with the Harlem
Hamfats. Miles didn’t say whether he
and Lizzie’s New Orleans visit in-
cluded a trip to the infamous Poodle
Dog Cabaret in Storyville, where Will
and Edna Benbow happened to be
working. However, Benbow ac-
knowledged in aletter tothe Freeman
that, “Mrs. Lizzie Landry Miles, sister
toMrs. Edna Landry Benbow, isinthe
city visiting relatives.”

Departing for their home in
Indianapolis, J.C. and Lizzie ‘arrived
on New Year’s Day, 1915, in time for
the Miles family’s traditional New
Year's dinner. “Our family orchestra
furnished the music while together
with a numberofrelatives and invited
guests we proceded to knock old
turkey right off.” They remained in
Indianapolis for the rest of the winter,
while Miles put together his annex
show for the 1915 season with Jones
Bros. World’s Toured Three-Ring
Circus.

The circus opened its 1915
season on April 14 in St. Louis. “Our
band and minstrel is again the feature
attraction ofthe big side show annex,
although each and every member of
the band and minstrels with the ex-
ception of Mr, and Mrs. Miles are new

to the aggregation.” A report in mid-
May bragged about the minstrel por-
tion of the show, noting, in part, “Mrs.
Miles sings ‘Wonderful Boy,” with
greatsuccess. She isalsointerlocutor.”

June found the Band and
Minstrels in New Hampshire and Ver-
mont. A report on June 12 assured:

At this writing we are all O.K. as
usual. Our littleband of eleven pieces
is still with it, and still creating much
excitement all along the line, as we
have drifted almost entirely from the
standard marchesand havegoneinto
the popular ragtime stuff which
seems to be more desired by the pub-
lic in this region. They certainly like
“He’s aDevil inHis OwnHome Town,”
and the “Jogo Blues.” We only do one
concert each afternoon. Our feature
number now is Remick’s hits No. 15.
Must sound good, for applause is
positive whenever same is rendered.

By mid-July, the Band and
Minstrels were out on Long Island,
where they stayed more than a week.
Miles noted they were “in close range
of the big city, New York, and we
often take the cars in, as it is only a
short run in.” As the summer waned,
they headed West, then South, and
they were down in Texas by mid-
October.

OnSunday, November21, while
plowing across North Louisiana, they
crossed paths with J.C. O’Brien’s Fa-
mous Georgia Minstrels No. 2 in
Ruston. “Here was one happy day, as
itwas spentonbothtrains, firstaboard
our Pullman, ‘The Virginia,” and then
on O'Brien’s handsome ‘Ruth.’ And at
the finish...everybody was feeling
mighty good, I tell you, as no one
seemed to talk in his same tone. Ha!
Ha!” They spent the last week of the
1915 season in the heart of the Missis-
sippi Delta, playing Indianola,
Greenville, Rosedale, Cleveland,
Clarksdale andJonestown, where they
closed onDecember6. “Itwon’tbe so
long between drinks,” Miles assured,
“as we open the season of 1916 early
in March.”

Milesand hisbandspent part
of the winter season “furnishing mu-
sic for the Jubilee Minstrels, which are
inconjunction with the Rogers Greater
Shows.” The new year found them in
Mississippi. Then, on February 26,
1916 Miles reported thathe and Lizzie

were “located at Hot Springs, having
baths and preparing for the opening
of our season with Cole Bros.’ Circus,
which opens here March 29™

On our way [to Hot Springs] we
stopped over at Memphis, Tenn.,
where we enjoyed an exceedingly
nicetimeattheresidence of my friend
Mr. William (Tuba) Thomas. Here we
managed to assemble a number of
my professional friends. Among
them were Mr. Willlam (King)
Phillips, composer and writer of the
famous Florida Blues; Mr.Jasper Tay-
lor, Mr. Walter Lee, Mr. Thomas him-
self and several other prominent
musicians and performers were
present. A proficient pianist was also
on hand in the person of Mr. Buddy
Gilmore, who more than entertained
during our hours of pleasure. A swell
luncheon was gotten out by the
Madam and Mr. Thomas, which, of
course, was a feature number on our
bill. We also took in several shows
while inthe city, and must speak well
for Porter and Porter, who were at
the Metropolitan, as they seemed to
be favorites, judging from the ap-
plause they received. Furthermore, I
am a fair judge myself. I also visited
the music publishing establishment
of Pace & Handy. Here you will find
quite a staff of musical employees,
who, together with Messrs. Pace and
Handy, extend a cordial welcome to
all professional folk at all times. With
atremendous stock of music to select
from, I succeeded in securing quite a
few copies. Among them were “Joe
Turner Blues,” one of Mr. Handy’s
latest numbers. Here’s another
“whang” for you blue lovers [sic]. Oh
yes several members of both compa-
nies of the Alabama and Virginia
Minstrels are here at Hot Springs,
playing permanent stock, doing ca-
pacity and turn aways and two per-
formances nightly. A twelve piece
band under the direction of Prof. Jeff
Smith furnishes concerts in front ev-
ery evening. Some band, some show!
With best wishes to my Memphis
friends, also the entire profession, I
am yours truly, J.C. Miles, 125 Water
Street, Hot Springs.

The Cole Bros. Circus was a
reincarnation of the Jones Bros. Cir-
cus. Milesidentified J. AugustusJones
as his immediate boss for the 1916
season. Perhaps Augustus and Elmer
Joneshad decided to exploit the name
of multi-millionaire circus magnate
William “Chilly Billy” Cole, who had
justdied in 1915. Atany rate, the 1916
season opened in Hot Springs on
March 29, as planned, and Miles re-
ported, “Ourband and minstrel show
is about at its normal size, having ten
people in all. But we will be some-

o))



October 12, 1927 Lizzie Niles with unknown clarinet and piano

whatlargerina few daysaswe expect
to add three more musicians and Mrs.
Miles will make the fourteenth mem-
ber. Our minstrel part is all new and
elaborately costumed.”

Three weeks later they were
“finishing Arkansas, with Qklahoma,
Kansasand Missouritofollow.” Haley
Walker, the troupe’s alto horn and
violin player, reported:

I must speak well for our lineup for
this season...We have added one
more to our band, making it ten in
number, and expect to add two more
soon... With six doubling stage and
Mrs. Miles as conversationalist, com-

pletes the seven chair semi-circle
supported by our elevated six-piece
orchestra...No-Sir-Ree-Bob. Not the
best band on the road. Neither do we
play William Tell in rag time and
Poet-and-Peasant backward, but we
do play some very pleasing over-
tures that we consider suitable for
the amount of pieces we have; in
other words (instrumentation).
Remick’s hits, popular song num-
bers and standard marches. And the
several “blues” happento be ourlong
suit, and as for our ability in putting
over each number we attempt, ask
musicians in the cities wehave played
or the public in general or the man-
agement. Go further than that; try
and make it your business to meet us
during our long season.

Miles noted on May 20, 1916
that “everything is running smoothly”
and that his Band and Minstrels were
still the hit of the “Big Annex of Won-
ders.” He added that “Mrs. J.C. is the
conversationalist and is featuring a
number of late songs, among them is
the great craze ‘Mother.” He sent re-
gardstoFreddie Pratt (“Hello, Freddie
Prattie”), and added, “We play inand
around Chicago all this week.”

While playing Hammond,

Indiana May 23, J.C. and Lizzie visited
Howe’s Great London shows, and
were “nicely entertained by members
of Prof. Jackson’s Band.” In Michigan
O4

City May 25, the troupe “gave a chari-
table performance within the walls of
the Indiana state prison to more than
1800 prisoners. Circus acts with the
horses, ponies, elephants, clowns, etc.
were to be seen. The acts that went
the biggest with the prisoners were
the elephants dancing the ‘Cooche,’
theband playingthe ‘Blues,’andwhen
Mrs. Miles sang the ‘Hesitating Blues’
the riot commenced. A happy day for
the boys within.”

The troupe hit Minnesota in
July, and by August they were in
Colorado, “more than 7,000 feetabove
sea level, the temperature being fine
and coocl, but the atmosphere is so
lightthat we can scarcely gather wind
to blow ourinstruments.” From Colo-
rado they dipped through the South-
west, “showing daily to thousands of
soldiers and Mexicans” in the border
towns of Arizona and New Mexico. In
October they moved into Texas, then
made a long jump to the West Coast.

They closed the 1916 circus
season in Fullerton, California on
December 8 and set up winter quar-
ters at Riverside, “which is only a
street car ride from Los Angeles.” To
“fill in the time” until the circus went
out again, Miles booked the Band
and Minstrels into the Angeles Theater
in Los Angeles. On December 30 he
was:

proudto saythat we have been doing
nicely, playing at S.R.O. [standing
room only] and capacity houses
nightly, and for this is a reason of
course, and that is we have and de-
liver the goods, so say the people of
Los Angeles. Our company is twelve
strong ten piece band, Mrs. J.C. Miles
andMrs. Marguerite Moatague, which
gives us a four piece orchestra and
including piano and eight stage as-
pirants. A red hot show, supported
by a real band.

The].C. Miles Band and Min-
strels opened their 1917 season with
Cole Bros. Circus onMarch 7 in River-
side with a roster of 12. Most were
veterans of the previous season, and
Miles noted their “minstrel first part
with seven in semi-circle supported
with five-piece orchestra” was “full of
pep.” Over the next three months
they played one-nighters through
California, Nevada, Utah, Wyoming,
Idaho, Montana, and the Dakotas.

* For bast results
use Victor Needles

| HATE A MAN LIKE YOU

(Jelly-Roll Morton)

b Lizzie Miles
lues singer with piano
by Jelly- Roll Mor?on
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New Orleanians Lizzie Miles and Jelly Roll Morton
record for Victor on Decernber 11, 1929

ByJulytheyhadbacktracked
into Oregon, where they were visited
by one of Miles’ sisters:

Yes, J.C. is one happy fellow these
days. His younger sister is here on
the show with him and his wife. She
is payinga joyous visit,looking at the
elephants, feeding the monkeys and
hearing the band play. Ha! Ha! Her
visit will extend until July 7th. When
we playPendleton, Ore., the home of
our visitor and J.C.’s brother, we will
pull off a real one. Our entire com-
pany is rehearsing to put on an eat-
ing act that day. Some grease sling-
ing, I'll tell you.

Like J.C., Willis Miles had
“travelled for many years with vari-
ous shows” before establishing him-
selfas “a noted race horse trainerand
driver” with a comfortable home in
Pendleton. Lizzie must have been
dazzled by the party he threw for the
Band and Minstrels. He:

left nothing undone to make it a real
affair, and of all the eats you ever ate
you have seldom “et” eats that “ate”
like these “ate.” The bunch was driven
to and fro in the Buick. All ate hearty
and enjoyed after our evening show
which was B:30 o’clock. As usual we
were entertained on the
lawn...Special electric lights and all
necessaries having been arranged for
the occasion. Our band and orches-

tra furnished music and songs with
the able assistance of Mr. Willis Miles,
who is a real violinist...At 12 o’clock
sharp, after ajoyous day and evening
had been spent, all dispersed and
boarded the ‘Virginia’ and were soon
en route to our next stand.”

TheyheadedbackintoIdaho
and Utah, Colorado and Kansas, a
blur of one-nighters. In September,
they turned South into Arkansas and
North Louisiana. Correspondence
from September 29 found them head-
ing for Texas and a “long season
South.” It said Lizzie was “featuring
allthelatestand up-to-date songsand
taking care of the semi circle as con-
versationalist.” Italso noted that “most
of our company are in the draft
limit...but so far have not been af-
fected by same. Let us hope.”

October 27 correspondence
informed that Miles “and the bunch”
were “in Texas indefinitely.” Eventu-
ally they would “winter the circus at
Shreveport, La.” By mid-November
theywere playing day-and-date along "
the Kansas City-SouthernRailroad line
in Southwest Louisiana—Opelousas
on November 12; next day, De
Quincy; then north to DeRidder,
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Leesville, Many, Mansfield and, fi-
nally, Shreveport.

From there, Lizzie and J.C.
dropped down to New Orleans, and
they reported on December 29:

Mr. and Mrs. J.C. Miles, after closing
their season for 1917 with Cole Bros.’
circus are comfortably located Miles’
mother [sic], Mrs. R. Moran, whose
address is 824 North Villere Street
[one of the Treme community homes
thatwas demolished to make way for
Louis Armstrong Park], New Orleans,
La.Willbeglad tohear from all friends
atanytime, especially musicians who
expect to troupe during the season of
_ 1918. Happy New Year to all.

From Lizzie's mother’s

Villere Street home, Miles hatched
plans to manage an independent
minstrel company during the 1918
season. He ran an ad in the February

23,1918 Freeman:

WANTED

For the Largest, Grandest and Best
Colored Organization in America,
75—Musicians and Performers—75.
Want two more good band leaders
thatPlay Cornets. Good Teams if Male
Doubles in Band. Best of Pullman
Cars on Which You Eat and Sleep.
Show Opens About 15th of March,
Playing Principal Cities of U.S. From
One to Six Day’s Stands. All
Old-Timers Write.

Miles’ timing for this big ven-
ture was not good. World War I was
on; the draft was taking musicians
and performers away at an alarming
rate, and increasingly harsh restric-
tions on rail transportation were al-
ready leaving shows stranded. Still,
Miles persisted. He said his show
would “open somewhere inLouisiana
about March 25.”

While J.C. labored to get his
show off the ground, Lizzie appeared
in stock at the Booker Washington
Theater in Shreveport, opening on
April 8. The theater's Freeman cor-
respondent reported:

Our manager, Mr. Evid D. Lee is
full of smiles and has hung the $.R.O.
sign out,

Mrs. Muriel Ringgold and Mr.
Earnest Watts took the roof off.

Mrs. Ringgold made good as
usual with her eccentric buck danc-
ing and as a comedienne she is in a
class by herself.

Mr. Watts took five encores on
his song, singing a parody on “It
Takes a Long, Tall Brownskin Gal to
Make aPreacherLayHis Bible Down.”
This parody cannot be excelled.

Mrs. Lizzie Miles stopped the
show, singing “Come Back to Your
HomeAgain” andthe “MammaBlues.”

Mr. Ray Gibson, “Pork chops,”
had ’em falling out of their seats and
stopped the show for ten minutes.

Mr. Fred Moseley is one of our
old comedians and is going better
and better each performance.

Miss Emma Johnson is a sure
cure for the blues.

Nuf sed.
Mr.Bob White is making good as
a straight character man.

There was no further word
from Miles until July 27, when his
return to Cole Bros. Circus was an-
nounced:

J.C. Miles and his sixteen
merrymakers mostly musicians, and
all performers, will soon have com-
pleted their sixteen weeks’ engage-
mentunder canvas, playingthe prin-
cipal cities and towns throughout
Oklahoma,Kansas and Missouri, and
will resume duty with the Great Cole
Bros. (world-toured shows) on
playing-dates at Sedalia, Mo., the
middle of August. The big minstrel
show that was to be launched last
spring was called off on account of
thegreat shortage of musicians which
of course derived from the world’s
war, and the show that we now have
was immediately arranged, hit the
trail and proud to say has done an
excellent business, playing week
standg with a repertoire of six com-
plete shows, giving an entire change
of program nightly. Our band will
perhaps be featured with the big cir-
cus riding the number one band
wagon in parade and playing the
circus program, as the white band
there at present is very low in num-
ber on account of the draft. This of
coursewouldtakeus completely away
from the side show as heretofore,
would also mean a somewhat larger
- band for us, as we are only eleven
strong at present. So you musicians
watch for our ad in the old reliable
Freeman, also the Billboard.

Miles’ dream of a 75-person,
year-round, nationwide touring show
had been reduced to 16 troupers and
16 weeks in “Indian territory.” At this
point, his Freeman correspondence
ceased. There is some indication, at
least, that his band actually did get to
play the number one wagon and main
circus program, “completely away

fromthe side show.” Inhis 1958 inter-
view with Bill Russell, Amos White
recalled being with Miles’ troupe
when they fell back in with the circus
at Sedalia. He spent a night in jail
there for not being able to produce
his draft card. “We were playing the
big show then. They had no white
band on the show.”

Ifany event of 1918 cutmore
deeply into the ranks of minstrelsy
and vaudeville than the draft, it was
the Spanish flu epidemic. This was
reflected in the Freeman. In mid-Oc-
tobera letter form Rocky Mount, North
Carolina informed that, “Prof. Eph
Williams closed the ‘Silas Green from
New Orleans’ company heresuddenly
on Oct. 5, owing to the Spanish Influ-
enza epidemic.” Areportfrom Busby’s
Minstrels on October 26 said:

This writing leaves the bunchin
Kansas City, Mo., closed on account
of the Spanish influenza. The coun-
try closed on us at Alberquerque, N.
Mex., October 7th, and we jumped
from there to Kansas City, Mo., which
is quite a jum p. Here we found many
companies closed on the same ac-
count and the city is also closed. All
or most of the Alabama Minstrels are
here and that show is closed, too,
according to a message which was
received by one of the members of
that show last night while the bunch
were taking a drink at Billie King’s
saloon. To tell the truth, I never saw
so many performers, and nobody
working: performers on top of per-
formers now tell the tale of who saved
the dollar and who did not. It pays to
save a dollar for a rainy day.

By November 1918, virtually
everytheaterandtravelling show that
was writing to the Freemanhad some
sad story to tell. In Chicago so many
out-of-work performers were turning
up atthe stock yards that a correspon-
dent was inspired to file this report:

The Union Stock Yards, for de-
cades one of Chicago’s most re-
nowned show places, have recently
taken on a new phase of showlife
since the appearance of “Villain Flu.”
There is being featured daily by stars
and end men alike the art of canning,
casing and beef killing, etc., in vari-
ous departments throughout the
yards and from all indications the
performers are serving as box office
attractions, judging from the size of
the bacon they are bringing home.

Ofthe variousanecdotes that
Lizzie Miles dispensed during her

(olo)

comeback years, the one best re-
membered by writers and fans con-
cerned her own personal bout with
the flu. Jazzologists know the story as
“Lizzie’sInfluenza.” She gave hermost
detailed—and, in retrospect, accu-
rate—telling of it to Dave Garroway
in 1958, Garroway asked her when it
was she had sung with the-circus:

1IZZYE: Well, that was back during
the World War 1, during the flu epi-
demic. It was the end of the season
and we were on our way to Winter
headquarters at Shreveport, Louisi-
ana.

Everybody on the train nearly
came down with the flu. Every little
town we'd come to they'd stop and
try to get a doctor or a nurse or
somcbody to come and take care of
the sick ones. I’'d been doing what I
could to take carc of them, and they
told me I'd better be careful or I'd
come down with it. Well, I did and I
got so sickI'went out of my head and
they had to take me off the train.

They put me in this litile town in
a sanitorium and twice there they
thought I was going to die or go into
tuberculosis or something. They was
all Baptist in the hospital and I
couldn’t pray. Couldn’tspeak to God.
Iwas so sick I was nearly dead. They
could’t get me a priest and I wanted
to do what little I could alone to save
my soul, save what little of it I could,
and one of the women there said,
“Why don’t you talk to God? Talk to
him and tell him yowll make a sac-
rifice or something, ifhe’lllet you get
well.” Well, Idid. I talked to God, just
the way I’'m talking to you here and I
promised him that if he’d just let me
get over it, get back to my Mother,
that I'd never set foot on a stage or
travel with any actors again.

WhenImadethe promiscIguess
I was almost unconscious, at least
when I got well, I remember I was
saying goodbye to the nurses and
told them I'd be going on to my next
appearance on the stage. And they
said, Lizzie, how can you play with
God this way? And Mama said, Lizzie,
did you really make that promise. I
started remembering that bargainI'd
made and it all started coming back
to me and I knew I had to keep it and
I've never set foot on a stage again. I
do sing in the nightclubsand people
ask me what’s the difference and I
tell them that when you sing in a
nightclub yow’re a servant of the
public, yow’re not out there acting or
making a spectacle out of yourself.

She went on to explain how
she turned down a big part in the
Broadway hit play “Jamaica,” starring
LenaHorne. “Twent, spent 10 daysup
there, and they all talked to me and

of his death,
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4 J. C. MILES DEAD.

The many friends of J. €. Miles, in
the profession, will be grieved to learn
which
Shreveport, La., October 19th, of the
Mr. Miles was well known
in the musical world and at the time
of his death wag bandmaster with the

buried at his home 'in Indianapolis,

occurred in

The remaias were

o

JC Niles” brief obituary in the lndianapohsfre’(man,
November 10, 1918, was a«ornpanied by this photograph

tried to get me to take the part. They
even wanted to get Bishop Fulton
Sheen to talk to me, and I told them
even if the Holy Father in Rome told
me to go on the stage I wouldn’t do
it.”

The Freemanbrings out a more
tragic side of “Lizzie’s Influenza.”
While Lizzie took sick, J.C. Miles actu-
ally died on that last train to Shreve-
port. The story broke on November 2:
“Ino. C. Miles, noted bandmaster and

musician, passed away October 19,
1918, while en route to Shreveport,
La., Cole Bros. world toured shows
winter quarters. His wife is suffering
from the same complaint, which was
an attack of influenza and pneumo-
nia.” Miles’ remains were shipped to
Indianapolis for burial at Crown Hill
Cemetery, and brother Willis came
from Oregon for the funeral. The
November 16 Freeman carried a brief
eulogy, accompanied by a photo of
the departed minstrel bandmaster,
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Following J.C.’s death, Lizzie
disappeared from the Freeman. Ap-
parently, she did retreat to her
mother’s New Orleans home to recu-
perate. Amos White, whose recollec-
tions check out remarkably well
against the Freeman documentation,
told Bill Russell that he had been
drafted out of the J.C. Miles Band &
Minstrels shortly after their July 1918
date in Sedalia. Following his dis-
charge from the Army in the fall of
1919, he went down to New Orleans.
“I knew J.C. Miles had passed, and [
knew Lizzie was down there. It wasn't
the idea that I'd go down there and
wed anybody. That was completely
out of the question. But, I went down
there because I had a friend down
there.” He said he found Lizzie work-
ing with Arnold Metoyer’sband atthe
Pythian Temple Roof Garden. Heand
Lizzie started working cabaret dates
in Bucktown. A few years later, in
February 1922 in New York City, Lizzie
launched her recording career with a
rendition of “Muscle Shoals Blues.”

Aclmow|eo| gments and

footnotes
All contemporaneous references to
J.C. and Lizzie Miles’ activities, 1911-
1918, and to the 1918 Spanish Influ-
enza cpidemic, are drawn from the
authors’ review of the Indianapolis
Freeman, 1910-1920.

We are grateful to Richard B. Allen,
Sheldon Harris, Donald Marquis, and
William Russell for shared knowl-
cdge and resources.

1. Lizzie Miles conversation with Paul
Rossiter, quoted in the “Lizzie Miles
Memorial” show prepared by Rossiter
and Jack Nelson for broadcast over
radio station WWMT, New Orlcans,
April 1, 1963.

2. The Allen-Greenwood interview
with Lizzie was thought to have taken
place January 18, 1951, but a review
of Greenwood’s letters in the Hogan
Jazz Archives indicates he was still in
graduate school in Ann Arbor, Michi-
gan at that time. Therefore, 1952
scems more likely.

3. Sheldon Harris letter to Lynn
Abbott, July 2, 1991,

4. “Landry” is an Americanization of
“Landreaux.”
Appendi(es

A. Roster of the J.C. Miles Band and
Minstrels—The troupe’s correspon-
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(Robb

Blue Chip Series .
You Didn't Want %ic
| wanted Yc

I'm Somebody Else’s Now
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In february, 1924 pianist Gverett Robbins, once a member of the JC Miles
NMinstrels, made this rare Autograph for Marsh Labs in (hicago.
He was the leader of this historic f\i|wauket band.

dence often included a roster. These
are collected here:

1914

May 16: “The roster of the band is as
follows: P.M. Williams and J.C. Miles,
cornets; Earnest Montague and
Samuel Johnson, trombones, Chas.
Brewer, clarionet, Jess Watt, snare
drum, and James Small, bass drum.”

June 13: “Mr. James Jackson joined
our band. Mr. Jackson is some trom-
bonist, too. He and our old reliable,
Ernest Montague, form some trom-
bone battery, with Ben Joncs, tuba;
Ed Miller, alto; Chas. Brewer, clari-
net; James Small, baritone; Jess Watt,
snare drum, and Edward Evans, bass
drum, and owing to the illness of Mr.
P.M. Williams, cornet player, Mr. Pe-
ter Davis is assisting J.C. Miles on
cornets. Mr. Williams is expected to
be up and on the job again in a few
days.”

August 8: “Mr. John Wilson of the Kit
Carson shows, has joined us, doing
bass drum and stage.”

November 7: “The band is composed
of the following members: Mr. J.C.
Miles, solo cornet; Mr. Frank Moland,
solo cornet; Mr. J.C. O’Bryant, first
claironet; Mr. Arthur Cox, second
claironet; Mr. Willie Brown, first alto;
Mr. Harvey McCloudy, first trombone;
Mr. J.R. Jackson, second trombone;

Mr. Ernest Montague, baritone; Mr.
RobertCade, tuba;Mr. Andrew Evans,
snare drum; Mr. Harry Anderson,bass
drum.”

November 14: “Roster of the band as
follows: Prof. Frank Moland, leader
and cornet; J.C. Miles, cornet; Arthur
Cox and John O’Brien, clarinets; Ear-
nest Montague and Harry McCloudy,
trombones; RussellJackson, baritone;
Robt. Cade, tuba; Willic Brown and
EddieFrye, altos; Andrew Evans, bass
drum. In the minstrel first part we
find Mr. E.H. Robbins and Harry
Anderson holding extreme ends,
backed up by Eddie Lemons, J.W.
Johnson, BillieFreeman, Chas. Berry,
Mrs. Hattie Cox, Mrs. Marie Robbins,
Mrs. Irene McCloudy and Mrs. Eliza-
beth Miles.”
1915

April 24: “Members of the band...are:
J.C. Miles, cornet and leader; Ben
Penn, cornet; Dranan Pernot, clari-
net; Geo. Sharp and Wm. Moore,
trombones; Geo. Walker, baritone;
Fred Weaver, alto; Geo. Blanks, tuba;
John H. Mason and Edw. Carson,
drums.”

June 12: “Roster of band as follows:
J.C. Miles, leader and cornet; Ben
Penn, solo cornet; Harry Franklin,
first cornet; Dranan Pernot, clarinet;
Edgar Carson, clarinet; David Gor-
don, alto; Geo. Sharp, trombone; Geco.
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Walker, baritone; Geo. Blanks, tuba;
John H. Mason, snare drum; Willie
Moore, bass drum.”

July 31: “The Original Billie Moore is
now with J.C. Miles Band and Min-
strel, doubling tromboneinbandand
minstrel.”

October 16: “Mr. Boonie Walker has
been added to our roster. Mr. Walker
is an excellent cornetist, who suc-
ceeds Mr. Ben Penn, who closed re-

cently.”
1916

April 8: “The roster of the band is: Ira
Walker, cornet; George Walker, bari-
tone; J.R. Powell, clarinet; Fred
Goodwin, alto; Russell Jackson,
trombone; Clarence Walker, drums
John Moody, bass drum; J.C. Miles,
cornet and leader.”

April 22: “Here is our line-up: J.C.
Miles, cornet, Ira Walker, cornet and
second violin; James Powell, clari-
net, B. and O. [Band and Orchestra:
i.e., played in both the parade band
and the side-show stage orchestral;
Fred Goodwin, alto and traps; Haley
Walker, baritone and first violin;
James R. Jackson, trombone and B.
and O.; W. Greene, trombone and
stage; Clarence Walker, tuba, B. and

0.; John H. Mason and John Moody,
drums and stage.”

May 20:“Here’s thelineup: J.C. Miles,
cornet; Ira Walker, cornet; James R.
Powell, clarinet; Edw. Smith, clari-
net; Geo. Walker, baritone; Fred
Goodwin, alto; James R. Jackson,
trombone; Clarence Walker, tuba;
John H. Mason, snare drum; John
Moody, bass drum.”

July 1: “Our band line-up is J.C. Miles,
cornet and leader; Ira Walker, cor-
net; James R. Powell, clarinet; Joseph
Smith, clarinet; Fred Goodwin, alto;
Geo. Walker, baritone and violin;
James R. Jackson, trombone; John H.
Mason, snare drum;John Moody, bass
drum. Some line up fellows, each
member is real and cut the big ones
just the same as the little ones.”

December 23: “We regret very much
to state that we lost our friend James
R. Powell. No, not dead; just did not
care to go to California. Our late addi-
tion is Mr. and Mrs. Ernrst Montague,
Harry Smith and Kosko Krop.”

December 30: “Members of band are:
J.C. Miles, cornet; Ira Walker, cornet;
Raymond Lattimore, clarinet; George
‘Walker,baritoneandviolin;John Wet,
alto and traps; Earnest Montague and
J. Russell Jackson, trombones;

Clarence Walker, tuba; Little Harry
Smith and Cosgo Cropp, drums and
principal comedy.”

1917

April 24: “Members of our company
are: Ira Walker, J. Russ Jackson, Geo.
Walker, Harry Smith, Cosgo Cropp,
Clarence Walker, Lawrence Baker,
Earnest Elliott, Ben Shelton and Mr.
and Mrs. J.C. Miles.”

July 7: “Members of our company at
present are Ira Walker, Harry Smith,
Kosgo Kropp, H.A. Quick, Clarence
Walker, Ben Coy, EarnestElliot, James
R. Jackson, Roy Mays, Mr. and Mrs.
J.C. Miles. Some happy family, and
we expect to enlarge some with the
addition of another clarinet and slip
horn soon.”

September 22: “J.C. Miles has added
to his roster Frank Perryman and
John H. Mason.”

September 29: “Our company con-
sists of the following twelve people:

J.C. Miles, cornet and leader; Ira
Walker, solo cornet; William
Simpson, first cornet and end; H.A.
Quick, clarinct; George Walker, bari-
tone and violin; Harry Smith, alto
and end; Frank Perryman, trombone;
J.R. Jackson, trombone; Clarence

-
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A vase full of plastic daffodils brightms the site of Lizzie's unmarked grave
in St. Louis Cemetery Mo. 3, Mew Orleans &



Walker, tuba; John H. Mason, snare
drum and end; J.K. Johnson, bass
drum and end, and Mrs. J.C. Miles,
featuring all the latest and up-to-date
songs and taking care of the semi-
circle as conversationalist.”

November 3: “Members of our com-
pany are J.C., Ira Walker, James Jack-
son, Geo. Walker, Frank Perryman,
Harry Smith, John H. Mason, Arelis
Watts, Clarence Walker, Joe Johnson,
Mrs. J.C.”

Note: Several future recording artists
can be found in thése rosters:

James Powellwouldlead Powell’s Jazz

Monarchs on a 1926 Okeh recording
of “Laughing Blues.” During the late
30’s and early 40’s, he recorded with
Benny Carter, Hot Lips Page, Fats
Waller, Billie Holiday, etc.

Ira Walker and E.H. Robbins would
turn up on an obscure 1924 Auto-
graph release by “Everett Robbins
and his Syncopating Robins.”

Harry Smith could be the same man
who recorded extensively in London
during the mid-1930s, including ses-
sions with W.C. Handy’s one-time
banjoist, Ike Hatch.

].C. O’Bryant, listed as “first clarionet”
in the November 7, 1914 correspon-
dence, could be prolific future re-
cording artist Jimmy O’Bryant, but
the possibility is clouded by the fact
that in the next weck’'s correspon-
dence he is listed as John O’Brien.

Astute discographers will probably
find more future recording artists
among the musicians who accompa-
nied Lizzie Miles during her circus
career.

B. A Selected Lizzie Miles Bibliogra-
phy:

Interviews

Allen, Richard B. and Greenwood,
RobertW., interview with Lizzie Miles,
New Orleans, January 18, 1952 (tape
copy at Hogan Jazz Archives).

Garroway, Dave, conversation with

Lizzie Miles on “Wide, Wide World,”

New Orleans, February 2, 1958 (tran-

scription at New Orleans Jazz Mu-
_seum).

Russell, William, interview with Amos

White, Oakland, California, August
23, 1958 (tape copy at Hogan Jazz

Archives).
Books

Charters, Samuel B., “White, Amos,”
Jazz: New Orleans, 1885-1957, 1958.

Chilton, John, “Miles, Lizzie,” Who’s

Who of Jazz, 1970.

Harris, Sheldon, “Miles, Elizabeth,”
Blues Who's Who, 1989,

Hewspapers, Journals and
/’\agazines

“Blues Singer Makes Comeback,”
Ebony, December, 1955.

“Death Claims Blues Singer Lizzie
Miles,” Louisiana Weekly, March 23,
1963.

Doucet, Clarence, “Famous Blues
Singer Expires,” New Orleans Times
Picayune, March 18, 1963.

Goreau, Laurraine, “An Evening With
Lizzie Miles,” Jazz Journal, January,
1964.

“Lizzie Miles, Blues Singer, Rites
Slated,” New Orleans States-Item,
March 18, 1963.

“Lizzie’s Return,” Time, October 3,
1955.

“Lizzy Miles Will Sing, But Only In
Audience,” New Orleans Item, Sep-
tember 28, 1952.

Morris, Bob, “Wide Wide Jazz,” The
Second Line, March-April, 1958.

Newlin, Jon, “Remembering Lizzie,”
Wavelength, June 1988.

Tate, CareyJames, “Famed Lizzie Miles
Death Ends Era of Blues Singing,”
Louisiana Weekly, March 30, 1963.

“What Happened to: Lizzie Miles?”
Hue, April, 1955.

YJ#H Transiorms vicarious
thrills into real shellac

Overcome with pangs of de-
sire from the labels pictured in this
magazine? Have those nuggets in the
Rarest 78s column entered your fanta-
sies?

Don't live vicariously! Sub-
scribe to Vintage Jazz Mart (VIM),
where you'll find those objets d'arte
and more accessible classics as well.

Vintage Jazz Mart is the old-
est continuing publication for jazz
record collectors, founded in 1954 by
Trev Benwell. Last year the team of
Russ Shor (USA) and Mark Berresford
(England) took over V/Mfrom Trev. It's
now quarterly (a lot more quarterly
than 78 Quarterly) with thousands of
78s (for example, two Willie
Hightowers, the Danny Altier, several
Pattons, the Bertha Lee, etc.) being
auctioned in VJM. In addition, there’sa
good deal of memorabilia, books, LPs,
videos, and modern jazz offered within
V]M's pages.

VIM’syearly subrate is $19.50
U.S.; $22.50 (Canada); £10 Europe; $24
(Y3000) Japan, and everywhere else.
Advertising rates are reasonable ($U.S.
$39; & 20 per page). We invite you to
subscribe, but if you're the cautious
type, send $2 for a sample copy.

In the U.S., Canada, Japan—
write to Russ Shor, P.O. Box 8184,
Radnor, PA 19089: In Europe, Australia
etc., write to Mark Berresford, 1 Station
Cottages, Moor Rd., Bestwood Village,
Nottingham NG6 8SZ, England.

YIM
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THE ONLY ENOWN PHOTO OF LUKE JORDAN

KEVIN CLEARY: “I want to tell you about this photo of Luke Jordan. In 1977, 1
wrote a story about Luke for the Lynchburg (Virginia) News. A couple of days later,
I received a phone call from Henry Smith, who told me he had a picture of Luke
Jordan. I'went over to Mr. Smith’s house and was shown asmall snapshot Mr. Smith
said he shot in the 1940s after receiving a camera for his birthday. Mr. Smith said
he routinely walked around Lynchburg’s Fifth Street area—predominately black—
photographing everything he saw. Luke Jordan just came walking by and gestured
to Smith as he shot this photo (note the wilted flower in his lapel). I took the photo
to several people who knew Luke, and they identified it without hesitation—
including Frank Wright, a local guitarist who operates acommercial art studio. Mr.
Wrightsaid he once showed Luke how to make abarre chord on his guitar, and Luke
reacted with amazement.”

72

n 1968 preliminary research
was done on Luke Jordan of
Lynchburg, Virginia (see Blués
Unlimited #66), then and now
a favorite artist, which continued
sporadically over the next 15 years.
Aided by Lynchburg’s own Kevin
Cleary, who had a really profound
passion for Luke “Jerdin” (as he was
called), we made a multitude of (of-
ten vague) “expeditions” to try and

_ferret out the secrets of one of
Virginia’s few prewar seculdr artists.

(courtesy of Joe bussard and Sherman Tolen)

Kevin's tenacity paid off with a copy
of the only snapshot known of Jor-
dan, as well as locating the under-
taker whoburied him, which resulted
in finding Jordan’s grave.

Virginia's black music was

|ar8e|y ignor?d

record (ompanies

A not-unexpected side re-
sult of all this chasing after old musi-
cians and vagrant leads was the real-
ization that Virginia’s black musicwas
woefully unrepresented by commer-
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(L. Jordan)
Luke Jordan

Tenor with gultar

MICTOR TALKING MACHINE CO
Conden, N1 .

cial record companies during the
Golden Age of Shellac (circa 1926-
1940), excepting religious quartets.
Twenty years of canvassing and in-
terviewing (as Kip Lornell could tes-
tify) leads one to realize that there
were a multitude of musicians of all
stripes who flourished at this time
and then vanished without a note.
From Richmond to Roanoke, from
Rectorville to Danville, black music
rose and fell without documentation.
Ifhalfas muchblack string music had
been recorded as white, a phenom-
enal picture of Virginia blues would
have emerged. The handful of artists
who did record were firmly in whatis
characterized as the “East Coast” tra-
dition, but remnants of more maver-
ick and hard-hitting musicians who
were active in the '20s and '30s would
have (had they fecorded) shaken as-
sumptions.

Regardless, all the informa-
tion that can be expected aftér more
than a half-century is meager: Luke
Jordan was born in West Vifginia in
1894. BrownPollard, a contemporary
=N
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(from the collection of JOT BUSSARD)

Charlotte, M., August, 1927 —remembered in Lynchburg’as
ear|y as 1912—said to have been Jordan's ‘best effort

(b. 1897) who began hanging out in
Lynchburg fromhis native contiguous
county (Amherst) in 1914, remembers
Jordan's coming totownaround 1916.
He had thought Jordan was from
Appomattox, Va., because Jordan
knew musicians there. More likely,
Jordan had merely come from there
as his last stopping-point before
Eynchburg. Luke was already playing
“Pick Poor Robin Clean,” as well as
“Cocaine Blues,” when he joined .a
robust musical scene in Lynchburg.
Although Jordan’s best effort was
probably “Church Bells Blues,” it was
notunique to him. Pollard stated that
the tune was the rage around 1914,
and everybody played it. He claims to
have taught it to Jordan and implied
that the blues were not a major part of
Jordan’s repertoire priorto hisarrival.
Anotherinformantstated that “Church
Bells” went back atleastto 1912, and,
before that, Vesterpol was preferred
to standard tuning.

Jordan was drafted -
in World War |

Jordan’s beiag drafted dur-
ing World War I prevented him from
being a complete cipher, since he
received a military funeral which also
supplied the dates ofhislife and death.
While itisunknownifhe served over-
seas, he went on to become the most
well-remembered andliked musician
in the town dhd surrounding area.
The majority of older people Kevin
and I interviewed remembered
Jordan’s singing and playing, and his
mostpopularsongs.Inmuchthesame
way Charley Patton is mostly remem-
bered for “Pony Blues” and “Banty
Rooster,” few citizens of Lynchburg
couldrecallanysongs otherthan “Pick
Poor Robin Clean,” “Cocaine Blues,”
and “Church Bells Blues.” An
unexpurgated verse (that he would
only sing to male groups) is recalled
from the former song:

“Picked his head, picked bis
Jeet.

Would've picked bis asshole, but
it wasn’t fit to eat.”

Still, it was unusual to find any-
one middle-aged who hadn't seen or
heard Jordan play on the streets or
attended a party or dance where he
played. He was popular with white
and colored alike, playing white
square dances as quickly as country

)



| was going down fifth
Street, turning out Main.
Looldng for the man who
sell cocaine’ —(from "Won't

You be Kind")
(transcription by fevin (leary)

(photo by ISEVINT CLEART)
FIFTH AND f'\AlH—Lynchlourg, Va.
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WON'T YOU BE KIND?

’ (Luke Jordan)
Jordan’s second session; Luke Jordan '
H?W Tork (ity— . Singing with guitar
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FIFTH AMD POLK—[Revin (Ieary: ‘(Photo of Luke Jordan was shot just around thg corner)

(ohoto by [RTVIMT CLEART)

Green’s barber shop used to |pe at this corner. ‘l.uke was a regular visitor,
Mr. Green said,—especia”y if it was raining.
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Lyn(hlour Shoe Manufacturing Plant—Mevin (leary: "Luke Jordan used to show up

at focal manufa(turing plants at lunchtime and play for 5S¢ per song.”
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PICK POOR ROBIN CLEAN
(Jordan)

Luke Jordan
Vocal Solo with guitar

VICTOR TALKING MACHINE CO
Carrnaden, NLJ.

Jordan’s firsttworecords sold
well for Victor (“Pick Poor Robin
Clean,” especially, sold enoughinthe
area to be canvassed regularly in the
1960s). Victor contacted him againin
1929 to record him in New York,
resulting in Victor 38,564: “My Gal
Done Quit Me/Won’t You Be Kind?”
This coupling=is a minor treasure, if. |
not as powerful as “Church Bells/
Cocaine,” and fortunately, not hope-
lessly rare, even for a Depression
record. Two otherintriguing titles that
no one recalled, “If T Call You Mama/
Tom Brown Sits in His Prison Cell”
have neversurfaced (by virtue of their
issuance on Victor 23,400 in July,
1933). A long-projected release by
the now-defunct Mamlish Records
(*Old Dominion Blues”) was fore-
stalled in hopes of its recovery.

Jordan had lost his voice loy
the mid-40:s
Jordan stayed in Lynchburg
throughout the Depression, often
playing in front of the local shoe

<

factory for a nickel a song. No one
ever recalled him having a job, but

~

.

i

suppers. He was noted as a stone
cocaine addict in his early years, and
an almost hopeless drunk in his later
ones.

His introduction to the Vic-
tor race lists is a mystery. It's remotely
possible—he did travel some in the
*20s—that he auditioned forVictor in
Charlotte, N.C. in 1927. More likely,
he was referred by the Victor dealer
in Richmond, who occasionally acted

as talent scout. Or, possibly, he was ke

referredby the local Victor/Paramount T Radio-Brepoast - 4"
) (12846) e

dealer on Main Street, since he had
become a musical presence in town
by then. A former crony, Fortune An-
thony, said that Jordan (best man at
Anthony’s wedding) had already be-
comeknownasthe bestsingeraround
by 1925. It should be mentioned that
although Jordan absorbed some of
the local style, he does not reflect the
area’s entire blues scene, anymore
than Richmond’'s Spark Plug Smith
(who sojourned frequently in
Lynchburg, allegedlyevenliving there L

b
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fora few years)is typical of thatarea’s

-

blues scene.

January J, 1933: §

was a

Fark Plug Smith, a Richmond, Va. native,

requent Visitor to Lynchburg -
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GEORGE COLf\OPf—‘During the ‘40s he and his wife

|ayeo| ina gospe| group in the

l.ynchlourg area. Luke Jordanwas a regu|ar visitor at his E.ouse (George also p|ays blues)'—

(Kevin (leary)
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MY GAL'S DONE QUIT ME

(Luke Jordan)

Luke Jordan
Singing with guitar

METUR TALKING MACHINE LI
Camde NJ .

Novernber, 1929—"a minor treasure’
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obviously, he could stay at some sort
of sustenance level in an area where
he was well known and had friends.
By the early 1940s, he scemed tohave
lost his voice, or ruined it through
drinking. He played and sometimes
stayed with a local gospel/band gui-
tarist, George Colmore, until the late
'40s, when he wenttolive withasister
in Philadelphia. He returned to
Lynchburg to be buried in 1954.

Itwould be stretching things
to term Luke Jordan a bluesman, al-
though he was oft described as such.
He was more of a local bard, such as
Mance Lipscomb. The black popula-
tion of West Virginia (neververylarge)
was not substantial in Jordan’s youth;
only after the turn of the century did
blacks migrate to the southern coun-

ties for work. In the years when his

repertoire was forming, blues were
probably less vital in an area that was
fairly isolated (even for the time) and
overwhelmingly white. Of his six
sides, onlytwo (inthe key of E) would
seem to qualify as blues: “Church
Bells Blues”" and “My Gal Done Quit
Me” (the latter, his only narrative
theme, features a slight rearrange-
ment of the former’s guitar par0).

The remainder are represen-
tative of pre-blues, raggy, minstrel,
secular black music, which had wide
circulation. Other snipets of songs
remembered by Jordan’s friends were
not particularly blues oriented. Ver-
sions were done of "Pick Poor Robin
Clean” by Geeshie Wiley and Elvie
Thomas, “Traveling Coon” by Jim
Jackson, “Cocaine Blues” by Dick
Justice, and the double-entendre
“Won't You Be Kind” by Hattie Hart
as well as Walter Coleman. The latter
song always contained an erotic
content as exemplified by Mance
Lipscomb’sunexpurgated version. All
of Jordan’s versions show an indi-
vidualistic treatment of these songs
(excluding Justice’s, which was most
likely a copy of Jordan’s).

Only “Church Bells” (from
1912-1914) is indicative of the blues
style played around the area, along
with “Tampa Blues.” The latter song
(in A standard) was the most popular
blues theme in the area—anyone who
picked guitar before 1950 (and even
after) was familiarwith it. When inter-
viewed in 1968, Brown Pollard
claimed it was one of the two songs
he had originated (around 1918); at

the time, I had not heard the song or
realized how widespread it was. The
song itself is widely known in the
counties surrounding Lynchburg, but
does not seem to have traveled far-
ther south than Start, Va., or further
north than Charlottesville, Va. (where
a 12-string guitarist is remembered
having played it with local favorite
“Hopper” Grass). One recording of it
was made in Newark, N.J.,in 1943, by
Skoodle-Dum-Doo and Sheffield on
Regis; the former pseudonym cloaks
the identity of Seth Richards, who
recorded for Columbia in 1928.
Richards’ version is identical to those
heard and collected by myself and
Kip Lornell. It's not impossible for
Richards to have been from around
the area (nor is it impossible for him
to have only been a temporary resi-
dent, or having learned the song in
Newark from migrating Virginia mu-
sicians). There’s nothing in Richards’
approach that precludes a Virginia
origin, and the fact that he used a 12-
string is only incidental. His music is
more indicative of Virginia styles that
flourished and went unrecorded.

LUKE JORDAN'S
GRAVE
—forest Hill Cemeter
on Route 221 in West
Lynchlourg—l\evin
(leary: "An emp|oyee
of the local funeral
home took me to
the grave. He said he
remembered it
because he liked

Luke. He was my
friend.”

(photo by IKEVINT (LTART)
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FISK UNIVERSITY!

s e —

CONCERT

MASONIC HALL

Two Nights,

THURSDAY & FRIDAY

March 9th & 10th.

F "~ THE OANTATA OF ' '

ESTHER,

The Beautiful Queen!

Will be sung, in Costume, by Btadeuts from Fisk University.

pnnsm ATIONS:

Esther, the Queen—Soprano, - Miss Magyie Porter, Nashville,
Abrsucrus, King of Persis and "edlt—Btle, - - Mr. Greene Frana, Mo mphis,
v va. Osersecr of thy Realm—Baritone, - Mr. [. P. Dickeraon, Chattanonga,

Zoreah, [Taman'a Wife—Alte, - - . - Miss Minnie Tate, Nashville,
Morileeai-—Tuno - - . Mr. Thomas Rutllag, Nashville,
Quoen's first \hlrz of Honor——Soprno. - - Mins Jennie Jackson, Nashville,
Hegai— Hase, - 1 - - Mr. J. D. Burrus, Nashville,
High Priest—Dase, - - - - - MeJ 1 le'lln. Nashyille,
Zoresh’s Maid of llonor—Alte, - . . - Mis P J. Andernon, M.-mphu v
I arbonah—Tenor, - - - - - .~ Mr. Bagj. F. llolmos, Nasbville,’
l'mphden——ﬂnpnm Mism Qeargia finnden, Nashville,

Muanenger. (lh—mler) \lnulu of hunnr' Clmrunu Quartein, wio,

MISS ELLA SHEPPABD, - - - - Organist.

PROGRANME.
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"The Cantata Of Ether” was a poEu|ar vehide for 19th

(?ﬂth)’ Afrlcan Amerlcan ¢ OO| programs

SUONOII0D Terdads ‘Arerqry AISIDATUN YSE] :AS91IN0D

RESEARCHED
FROM
MICROTILM BY DOUG SEROFT
AND LYNN ABBOTT
EDITED AND WITH COMMINTARY
BY DOUG SEROFF AND LYNN ABBOTT

ANUARY 2, 1891: “The Cantata
Christmas Night—The delightful
cantata of ‘Queen FEsther, was
given under the auspices of St.
MatthewsLyceum at Fraternity hall
on Christmas night. The atten-
dance was large and hence the
Lyceum must have netted a neat
sumastheresultsoftheir efforts. Some of the
principals in the cast were the same as
those who participated in the same some
time ago, but there were quite a number
of new voices, who while lacking in the
power of voice almost made it up in
sweetness of tone. Despite mistakes here
and there, such as a principal, singing out
of tune, the pianist in error, and long
waits, the presentation was as creditable
as could be expected from the short time
that was spent in preparation. The chorus
was unusually good. Miss E. Azalia Smith
made a very pretty queen and sang as
sweetly as she always does...“After the
cantata dancing formed the chief
amusement.”(Detroit Plaindealer)

NOTE:E. Azalia Smith (later Mme E. Azalia
Hackley) was born in Murfreesboro,
Tenn., on June 29, 1867, and moved to
Detroit with her family three years later.
As briefly described in an earlier install-
mentofthis column (Vol. 1, No. 5; citation
of December 6, 1889), Mme Hackley be-
came a concert soloist of international
renown, as well as an important cham-
pion of black folk music, staging festivals
in cities across the U.S.

“The Cantata Of Esther, the
Beautiful Queen,” a costumed musical
drama based on the Old Testament story,
was a popular and ambitious vehicle for
19th century African-American school
programs, as well as church and com-
munity entertainments among the “as-
piring" strata of black society. The suc-
cessful presentation of “Queen Esther”
early in 1871, by a group of Fisk Univer-
sity students under music instructor

George L. White, inspired the organiza-
tion and initial tour of the Fisk University
Jubilee Singers.

JANUARY 3, 1891: “The students of
Hampton Institute gave a concert in New
Bedford, Mass. last week. The singing by
a quartet of students was excellent. A
collection was taken after the concert, for
the benefit of the Institute.” (Indianapolis
Freeman)

JANUARY 10, 1891: “Exceptionally fine
invitations announcing the marriage,
January 27th at Port Elizabeth, Cape
Colony, South Africa, of Miss Mattie E.
Allen of Columbus, Ohio, and Orpheus
Myron McAdoo have reached many of
theirfriends in this country...Mr. McAdoo
is an educated gentleman who is very
successfully managing a jubilee company
which left the country some months ago.
We rather think he isa graduate of Hamp-
ton College. Miss Allen is well-known in
Ohio, and Washington, D.C....She taught
school several years in this state.”
(Cleveland Gazette)

JANUARY 16, 1891: “A number of the
members of the Cleveland Colored Min-
strel Company got into a fight with train-
men on the Missouri Pacific between St.
Joseph, Mo. and Achison, Ks. last week.
Tom McIntosh the principal comedian
was badly hurt.” (Detrost Plaindealer)

JANUARY 17, 1891: “The Tennessece
Jubilee Singers, Mme Mathilda S. Jones,
leading soprano, sang at the President’s
Palace in Port-au-Prince, Haiti, Novem-
ber 16th. The music hall was handsomely
decorated... The President complimented
the singers in a neat speech.” (Indianapo-
lis Freeman)

JANUARY 17, 1891: "Miss Mattie Allen
of Columbus, Ohio, who is now traveling
in South Africa as a soloist in a concert
troupe organized in the East for a three

yearstour, is winning the highest encomi-
ums from the press of the various cities in
which she sings, as wellas having secured
a husband in manager McAdoo. The fol-
lowing concerning her is clipped from a
paper published in Cape Town, S.A.: ‘Miss
Mattie Allen has a complete tenor voice,
and anybody not looking at the singer
would imagine that a gifted male tenor
was performing. Her solo was encored to
the echo, and she kindly obliged with
the“Maid Of The Mill,” sung with a simple
pathos which carried her hearers withiit,”
(Cleveland Gazette)

JANUARY 23, 1891: "Loudin’s Jubilee
Singers gave a very excellent concert at
the Metropolitan Church Thursday night
to an audience of over 2500 people. Be-
tween the first and second parts he gave
a very interesting narrative of his tour
around the world.” (Detroit Plaindealer)

JANUARY 24, 1891: “The Sad Ending of
Blind Tom's Eventful Career—Where Is
His Money?—Poor ‘Blind Tom,’ the musi-
cal genius, is driveling away the remain-
ing months of an eventful life at a private
retreat in St. Mark’s place. He has been for
some time anidiot, and now consumption
has set its iron grasp upon his once tough
frame, and his days are numbered. ‘Blind
Tom’ earned in his day something like
half a million dollars. Today he is com-
paratively a pauper, and the wonder is
what has become of the fortune he made,
as he was always in charge of a guardian
and was never allowed to spend it.

“Judge Andrews, of the Supreme Court,
confirmed areport of referee Jerome Buck
allowing the estate of Daniel P. Holland
$3,000 for services rendered and neces-
saries furnished the mad musician during
the life-time of Holland. Mrs. Elise
Bethune, the committee having charge of
Tom, vigorously opposed the confirma-
tion of the report. The Judge observed
thatitwas sadlyapparent thatthere would
be nothing left for the maintenance of the
unfortunate pianist after all claims were
paid.

“The musician’s real name is Thomas
Wiggins. He was born in Virginia about
forty-six years ago. His mother was a
slave. Fromthetime he was able to toddle
Tom displayed wonderful powers as a
musician, He could play on any kind of
instrument, and yet never had an instruc-
tor. With the surrender of Lee at
Appomattox, Tom became a free man, or
rather free boy. An alert, enterprising
Southerner, ] W. Bethune, saw his pecu-
niary value and got an order from a Vir-
ginia court appointing him a committee
for the maintenance and safety of Blind
Tom. Bethune took him out onthe road—
to every city, town and hamlet from Bos-
81
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ton to San Francisco. Tom proved the best
card of histime. Inthose days Tom earned
for his manager from $2,000 to $4,000 a
week. His mother, Charity Wiggins,
thoughtthat she ought to get hold of some
ofhis earnings and fought in the courts for
the possession of her son. There were
speculative people behind her who sup-
plied her withthe needed cash to getlegal
and bodily control of Tom. Bethune won
in every fight. The courts decided that she
was not a proper person to have control
of such an erratic genius as Tom.

“When Bethune died a few years ago he
left Tom to the care of his wife, Elise. She,
in time, was appointed a committee by
the court to maintain Tom. She, too, had
to fightwith Mrs, Wigginsand other people
forthe control of Tom. Soon, however, he
broke down in health, became danger-
ously insane and was placed under re-
straint. AlllastsummerTomhad delighted
audiences in the house adjacent to his
retreat in St. Mark’s place. He played
incessantly upon the piano, guitar and
other melodious instruments. He can play
no more.,

“The wonder is what has become of the
money which Bethune was obliged, by
mandate of the court, to deposit for Tom’s
maintenance. It was supposed to be
twenty-five per cent of the net proceeds
of the entertainments given. That would
give Tom at least $125,000 in his own
right. There is now, it is authoritatively
stated, less than $5,000 in the exchequer.
The $3,000 judgment entered will make
an awful gash in the fund.” (Cleveland
Gazeltte)

NOTE: A variation of thisarticle appeared
in the January 17 New York Age, where it
was credited to the white New York
Morning Journal. There’s an excellent
chapteronBlind Tom in James M. Trotter’s
Music And Some Highly Musical People,
originally published in 1881 and reprinted
in 1968 by Johnson Reprint Corporation,
New York. Trotter called Blind Tom: "un-
questionablyand conspicuously the most
wonderful musician the world has ever
known.”

JANUARY 24, 1891: “The Nashville
Tennessee Jubilee Singers, under the di-
rection of Prof. J.H. Jones, gave anaccept-
able concert on Thursday evening, last
week at Little Zion Church, Harlem.” (New
York Age)

JANUARY 31, 1891: “Lightbourn’s Mail
Notes of St. Thomas, W.I., in its issue of
January 8, contains the following: The
Allemania from Haiti brought to our shores
yesterday Mme Mathilda S. Jones and her
talented company of Jubilee Singers. On
repeated occasions we have had the plea-

(" APRICAN ASSHEI3SUNG. )

A Familiar Hymn and a Gong as Bondered by Zclu
Dingang Omessh.
From the Qalveston Weekly Teat.
''COME TO JESUS."

1 Enar Jessebar,
Enar Jeesebar,
Enar Jessebar,
Chogns—Sarnar, Sarpar.
20 I Qaebarlar,
I Quebarlarlar,
I Quebarlar.
Chorns—Barnar, Sarnar.
3 2 1 Aquarmar,
1 Aquarmar, -
1 Aquarmar,
Chorus—B8arnar, Baroar.

4 I Adarwar,
I Adarwar,
_ 1 Adarwar,
Chorus—5arnar, 8arnar,
5 ) 1 Baqnarnar,

I Buquarnar,
I Baquarmar.

Chorus—8arnar, Sarnar, .

6 E Midono,
¥ Midono,
K Midoro.

Chorus—Sarnar, Barnar,
THE PICKAMIRNY'S BONG.

Ye.a Yen Yea,
Yea Yea Yea,
Qo da see,

00 da see—e—e.
Chorus—Yen, Yes, Yeot.
Ching, ching, ching hollamarsar har.
“Ching, ching, ching hollamarsar har.

hing, ching, ching hollimarsar har.
Chorns—Yen, Yes, Yea,
Tiyiyloh yiyiylyl
Ou wy ou wy ah 8y wa,
O ding & mar O dlpg & mar.
Chorns—Yea, Yer, Y;eu.

Hook O mocka’;
Hook O mocka;
Hook O mocka;
Hook O mocka. .
Choras—Yesa, Yes, Tea. *
—Zuly Dingang'Omesah, Copclown, Afriea,

\_ _/

January J, 1891
(Mew %Jrk Age)

sure of mentioningthe great success which
this new celebrated prima donna has at-
tained in the West Indies, in fact each
island has been but a fresh field in which
to gather laurels. It has now been two or
three years since Madame Jones made her
debut before a West Indian audience at
Jamaica and starred. In Haiti she and her
company have just met with great success
and we hope that a portion is in store for
them here.” (Indianapolis Freeman)

FEBRUARY 7, 1891: “Natchez, Miss. is
the birthplace of the late Miss E.T.
Greenfield, the famous ‘Black Swan,’ who
was a noted vocalist of her time. She sang
atthe Queen’s Concert Rooms, in Hanover
Square, London, in about the year 1859.
The present prima donna, Madame Selika,
is a native of the same place, and has
extensively traveled abroad, singing be-
fore several crowned heads.” (Cleveland
Gazette)

FEBRUARY 7, 1891: “Association Hall,
Brooklyn, was crowded to its utmost ca-
pacity last Monday evening, at the con-
cert given for the benefit of Siloam Pres-
byterian Church...The overflow of
Brooklyn’s music loving people was a
splendid tribute to Miss Flora Batson, the
famousmezzo-soprano...The concert was
opened with a piano solo, ‘Racing Down
the Rapids,’ by Mrs. Wilson...Mrs. Robert
W. Conner...is an accomplished elocu-
tionist, and kept the audience in a per-
petualuproar. As she had neverappeared
before an audience of like complexion
before, perhaps, the appreciation with
which she was received must have been
anagreeable surprise toher...Miss Batson
sang ‘Scene E Cavatina’ from the opera
‘Atilla’ in which the vast improvement she
has made in operatic singing as against
her fame as the queen of ballad soloists
was remarked. The fact that she received
four encores for this rendition is sufficient
evidence that she acquitted herself to the
satisfaction of the audience.” (New York
Age)

FEBRUARY 7, 1891: (Stage column)
“Prof. Z.A. Coleman, the basso profundo,
formerly of Donovan’s Jubilee Singers,
has been stopping in Helena, Montana
for the past few months, trying to get the
Helena people stuck on hisstyle, but they
didn’t stick, he finally gave them a cool
shake and married a white lady, and em-
barked for Great Falls, taking with him his
new wife and her $3000. We wish the
Prof. success, esp. as long as the $3000
lasts.” (Indianapolis Freemar)

FEBRUARY 7, 1891: (Washington, D.C.
News) “Loudin’s Jubilee Singers met with
a crowning success while here; they sang
in all of the principal colored churches in
the city.” (Indianapolis Freeman)

FEBRUARY 7,1891:(Albany,N.Y.News)
“The concert given by the champion solo
singers, Prof. M.S. Simmons and Henry
Tate, at Israel A.M.E. Church, Thursday
eveningwaswell attended. Prof. Simmons
has travelled in twenty-eight States of the
Union and also extensively in Europe.
Whoever hears the bass solos rendered
by him acknowledges him to be a singer
of merit. The fine soprano of Mr. Tate is
something wonderful. He assumes fe-
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t.The South Conquered |

The Middle States Captured!

Oulifarnis’ Surrendere |

To FLORA BAISON: duecs of Song.
n Afieen’ 4 mile tour of the continent and will apposr In concert

At ASSOCTATION HALE, Bond and Fulton Sts., Brook]jm}
Monday HKvening, Feb. 2, 1891, - -

; ; : . subPONTED BY ‘
Mrr, ALBERT, WILSOX, Mies’ MAGQIE BCOTT, Mr. RENEY JACKHGY, Hr, NENRY W, UBKEBR
and Oiher Talent, "
For the banefit of BILOAM PRESUYTERIAN CNURCH, Hev, W. IT. DicKEnsox, Pastor,
A charming apd gified afnger.—San Francisco CAronicle,
A mez10 soprano of wonderful range~3an Francce Esaminer, . -
A sparkllog dlamond 1n {he goldon realm of sang, —Fan Sate (Ual) Mercery, .
Her vocal reglster bas a wonderfal swesp, from lowest contralio notes w0 s0prano helghte.—Lot Angetes (€.
Eocoming Express, . .
Ahe will not be fargotten by this generation of Callforntavs.—San Mcl;w Jetter in Nxw Yok Aqm,  *
A better pleased sudlonce nover Bled out of & thostre taan tbat which tirtoned Lo her laat evenlog,— Lot Anpelen
(Cal ) Tritune, .
The marvelous sweatness, purity and compass of her voice, ocovericg in 1ts range pesrly threa octaves, ia the
wondersnd admirstion of muslcal crit'ed.—San Diego (Cal.) Sun,
Shescored & pomplete success as & vocallst of high ability and fully justitied the fayoruble critfelsma of the Eneb.
arn prem —San Francface Ezamaner. . .
The lndescribable pathes of her volcs [n dramatic and pathetic stlections wronght s wondrous effect.—TAe Co »
omial, Yictoria, frituk Columbia.
A magulficsnt voloe, highty coltlvated and capadle of compaming Ynorn cclavas Lthan sny volca we aver hoard.—
Saulh ¥ Caritian Ad i, 9 -
Ahe lld;l w;mom affeclation, xad has ao absolate command of her volga from the hightit to the lowest Togister.
Her executlon la frm, her notes correet and heor enunclation rorfect. Bhe =asssarpriss L0 avery ona predeat, and
bl da ton thag will her full housea at her futars chucer(t oo tha Paclda comst.—Ban Fram.

cwca Qall. = o
1m Tialsam possesecs Lwo dlstinct volces, both flexible and Arm 1o tons; oor, & clear, bellliks merzo soprano of

wide rapge, which never onco runa Into the falsetto, aud the other a ruelodiéua 8ot and deop baritons, whoes Jower
chiest notes, claar and distioct, appear almoet unnstursl coming from & wumkn. The audlesce would have willingly
stened 10 her maryeloos volce until morsiag.—San Jose (Cal) Times
Never before was 10 aclect, 85 critical an nudlence, more moved, more excuanted, more electrified, than by thle
colored mistress of song: Though of pleasing presence, wbe 1s unaffected. slines: child-like {a her bearfog; this »
with her wonderful singing, captivatea the hesrt of the latener, regardless of the “color lpe."—San Diegam (Cal.)
 Ier remarkable volce, which s of equsl purity la Lbe apper reglaters of A mezzo scpranc and the rol'ing depths
of Lhe lowest tenor notes, was revelation to her hearers The flaxibLillty, metal and purity of her voesl organ
Justiy entitie 31 Bawsoa 10 1he distiaction of belug called the enlored Janny Lind.—f iltsburgh (1'a.) Dispaich,
Thoea who crowded the opera bhonss last pight to hear Mim Flora Datsod, tne “colored Jonny Lind," had anew
experfence. Yorthe frattimethey saw on tha platform the enibodimant of (he pew cirfllzation 1 the peopla of
that race—a ladyof r and Avp d gueen of song—and she wors hor jeweled dledem
with & self-poise and humility that & princess might have eovled—Mlie Bauon convinced the oritica with ber first
selection, the "Muntaman’s Horo," ss the sonoroos a7 plitude of berrare volgy resounded ke asllver bugla_ cheers
1ng the hounds to portult of game, that she pomessed a0 organ magnificent,.a respect of sound, and inthe'uss of
which thera s little the European inaaters will find 1o corract. 1a respopee tu the éncore which broug'it ber back-
she gave a selection from Il Trovatore ln barltone, showing the extraordinary rlnge. of her volce, and producing s
melody l1ke the low tones of a pipe org4n under & master's teuch.—San Diego (Lal.y Suy:.
- 0 L . L] .
" flan earned the fame of belog the greatest colored alagee 1o the world,— Fiekaburg (Mire) Post.
All ber numbers were 1uo0g wlthout effart—as the binds slog.—Mobile {Aln) Hally Keguler, (
A valee of grest range and of remsrkable depth and parhiy.— Louueitle (&Y ) Cvurier Jowrnal,
B will never lnck for an audi 'oce Ia tho ~City of Beven Hills"— Riehmandd (Fa) o lanel. .
The sweetent volce that ever charmed a Virginia sudience.— Lynchburg ( I'a.) Dauly Aifvance.
1t 1a the general verdict that her slog'ng here hax fully Justified the magonificent nolices of the Enuerq préss.—
New Orleans Pelican. - | 5 - X
A highly cultivated wezzd s0prano of great sweectoese, pIwer and compyss' and of dramstic quality.—Charfetion
(5. € News and Courner, -
The rangs of her voleo ln such ahe ?mmlr u‘l‘:nle from the puresl sOprano Lo as Ane & baritone as any male
aoe~ Colutmbur (5. C) Daily Heguler. :
“;Il:::::r‘l::‘xe?hu ever drawn ruch sudlences fa New Orleans s0 wany feeyentecn]) sucocmive nluhl‘l. The mar.
yalons aweginoes, power and range of her yolcs, ber perfect artlculatlon, ul‘ﬂl her ability to cxpross lnsong every
paslon of the poul, aoables her, withant apparent effort, 1o electrify by her dramatia w-:_r.ln conrulss with l:ln.u,
tar by her lnfmitahle huicor, or to mova 1o tearabiy the Irrestatible pathos of ber voles.—New Urleans Stamdard, |
Her voleo lerich o the qualities mott Mimable to salager. The range s wonderful, Itisclear and resonast,
exceedingly fexible pnd pore, Her srtlculation s perfect, and she sirgs wilha frendom from efect noen raraly,
except In the medt famous siogers. The toaes of Ter volce sre powerful nnd_l.hrtlllr-u. It l! rathor dramatic than
emotional. Ter rendltluca last night covered an extraondisary versatllity anlrange.— Narhwille American.
We of the Bouth hisye all ocr lives enjoyed (e aweet wniludies charsctoristlc of Uiy eolored ruce, but go ong eve ¥
Adreamad that & colored person could resch the merit end schicve the dlstinction wlilea thils olng?r bas aftalned. —
N, ) Paity Jeursal, )
“:m::ﬂ:mifﬂfd lier :unterfui volce, hasa dlvine mimion toald 1s broaking down the stubhorn walls of Prejo
dice, which muit sooner or luter glve way 1h aue satlon's progres towards & Ligher efville utlun.aLlynuhrp{ Va)

Cor. B’:Jton Transeripls ! > . . -

1 marked contrust with some others, Mis Batson never boasts of herownwork, nor speake 1l of ether

singers. Bheaimply dogsthie best alie 2an, and round by.round lsatzadlly climblog the Jadder of fame.* Like als

1 herself, HP colorsd slnger lyiog cas pre
1 L artistr, Wl ls modest and unasnming, ot be neod not pralsa - !
::‘;lt.{u‘:;:::aml;um from the Ameriean press wastand under her pame to-dny.—Lh iago Comervalor,
Bhe electiifed the yaat audlonce at tha {Mormon) Tebernacle nn\:'o on Bagaay by har mervelous rendition of the
—Deserel Evening News, Salt Lake Cily, Ufad. v
@hl:.:$u fr‘;or pnllchlm‘ponr of electrifylog an aodlarce lles oot salaly o heretgdlod s, bot In the eapils
ing melody xod rwettacs, shd singularly extensiys range of hor faultives boice, fuupled with her simple, uuos-
- ot and chlian RU, Ree. Bltnop 8. T Jones, =
wa iriumph = Deaver Rocky Yountaim Noer,
hila,

rOgTeN b the coustry hay beoa one contiang - 1

g:: :‘I.H. m::t': :7 her volee held the vast andlence npoll-bonnﬂ.-—-_ﬂu-l\?; I‘c:y::r.

Hor nama ls the slgoal fors erowded house.—few, I J, (\:pmu. Elitor _t. “ﬂi el e,

A brililant example of Lhia posibilitiea of the rese.~ L, Semmen, Prey l* Ur -rffnl"h«f eatuely,

A copoertin horsalf! It 1y worth golog & thousand miles to hea.\r er.—hila) Tridubhe.

Bile bas sung ber way (nto bondrods of thuuu;dl nr‘ nearts,—I"Aila. Sinlunel]

of tho messer,—Naw Youu Aow. .

‘1.":: ;}:ﬁ:‘l‘::l::;rllol;nao.nﬁm York Sun. The Ueclorad Jenny Lind,—Néw Yok Werld. —

Thae presa of he esustrr, from the Atlsntic ta the Facific, pulie 1ncrowaid~ Inr-hah- gr-uu'_r llﬂl'll' " :a
7,000,000 eolored poople In America, acd worthy (o be ranked smong the greatelngors bt tlin workl.—Loriland Lvs=

ponian. .
i BNTH,

T to 'all parts of house, FIFTY O
'ﬁfigfu?lﬂ.lgar J G BERGEN, 238 Bouth 101h strest, Phlll.delp.mn., oriceyeof Nxw YORK AoaL

Tlora Batson—Queen Of Song’
January 10, 1891 (New York Age
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male costume and imitates the part with
perfection.” (New York Age)

FEBRUARY 14, 1891: (Zanesville, Ohio
News) “Miss Sadie Hall received a $40
gold watch - 1st prize for selling the larg-
estnumber of tickets for the concert given
at Black’s music hall by the Tennessee
Warblers. Miss Hall sold $58 worth.”
(Cleveland Gazertte)

FEBRUARY 14, 1891: (Chillicothe, Ohio
News) “In 1865 we had a good colored
brass band, also a band wagon, but most
of its members are dead now. At present
we have no brass band in the city that is fit
to fill an engagement.” (Indianapolis
Freeman)

FEBRUARY 14, 1891: (Brooklyn, N.Y.
News) “Bills and cards, to which, with
others, were attached the names of Messrs.
Geo. A. Slater, Geo. E. Thompson and
W.L Stanley, announced a cake walk on
Feb. 12, butasthese gentlemenregret the
use of their names and deny having any
sympathy with the affair, it may be safe to
say that cake walks form no portion of
their social provender.” (New York Age)

FEBRUARY 20, 1891: (Washington, D.C.
News. A portion of a concert review:)

“The concert was largely advertised and
Miss S. Labelle Anderson, we were told
was the ‘colored Patti’ and superadded to
the treat of hearing a ‘Colored Patti' we

were promised several selections by the
‘Inimitable Powell Quartette of Phila.’and
to fill our measure to overflow, the cel-
ebrated Cook’s orchestra, Prof. John T.
Layton and Miss Lula Hamer, all local
talent weretoadd tothe occasion...A few
minutes after eight o'clock Cook’s or-
chestra struck up a classical overture be-
fore a select and critical audience which
would have inspired a more doubtful
troup. Following the orchestra came the
quartette, then the soloist and ‘Shylock’s
Soliloquy’ by Mr. Downes...From an ar-
tistic standpoint the concert was a disap-
pointment. Miss Anderson unfortunately
chose pieces too difficult and lost the
effect which her voice evidently could
have produced. The range of her voice is
high and her tones are sweet but not
strong and had she chosen a ballad,
doubtless she would have scored a de-
cided hit, but as it is she has lost her last
chance. The quartette introduced so much
of the comicdl that it was encored several
times and were it not for the fact that
comedy is a common possession of the
race, they would deserve some credit in
that line. The greatest disappointment
was in the elocutionist. Such a miserable
murdering of Shakespeare’s masterpiece
would certainly have broughtthe old bard
from his grave had he been buried in this
continent. With however the appearance
of the orchestra, Prof. Layton and Miss
Hamer, everybody left with the appear-
ance of having spent a pleasant evening.”
(Detroit Plaindealer)

FEBRUARY 21,1891:(Erie, Penn. News)
“Cleveland’s Colored Minstrels gave a first
class performance at the Opera
House...Mr. Ollie Hall of the Challenge
Quartette gave a very pleasing rendition
of the hymn Jesus, Lover Of My Soul’ to
the tune of In The Gloaming."” (Cleveland
Gazette)

FEBRUARY 21, 1891: “The celebrated
Miller Quartet (of mixed voices), under
directorship of W.A. Miller, sang recendy
forthe Hon. John Wannamakerat Bethany
Sunday School at Phila., before a large
audience of about 2,000 persons. They
were introduced by M. Wannamakerwith
high recommendation.” (New York Age)

FEBRUARY 28, 1891: “After Thirty-five
Years Experience as an Amusement Ca-
terer, Mr. William Foote Decides on a
New Departure with Afro-American Tal-
ent...

“Mr. Foote...was for many years manager
of Haverly's Mastodon Minstrels...For
three years, Mr. Foote, in London, suc-
cessfully controlled the Mastodons. While
in London Mr. Foote spent many an hour
in the British Museum, turning over num-
berless volumes treating of Africa and its
people. He made copious notes of the
humorous side of the Negro character, as
described by African travellers from the
days of Mungo Park to the time of
Livingstone.

ANTED

HIGH CLASS COLORED ARTISTS,

of unmistakable Necro Oricin, possessing SUPERIOR talent in ANY BRANCH of amuge-
ments and desiring engagements in"Kurope 1891—2 and returning to World’s
Fair in Chicago, 1893. Only the best representatives of Afro-American talent in the
world can secure equitable and liberal pay, by addressing,

WILLIAM FOOTI, Manager,
106 West 28:h Street, New York City,

N. B.—Operathic,.D'ramatic, Musical, specialty Gymnastic and Dancing Stars of
best éuality only desired. A GReaT CHANCE AND A NEW FieLp and only opportunity

for Genuine Colored talent (if accepted) to APPEAR BEFORE THE CROWNED HEADS OF
EvurorE. ) - -
— =

reloruary 28 189 (Mew York Agr)
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“His study at that time was made for the
purpose of getting new material, new
business for his company; but the grow-
ing popularity of rival companies, which
under the guise of burnt cork, were intro-
ducing variety business into minstrel
shows, led him to lay aside certain cher-
ished ideas for a more convenient oppor-
tunity. The degeneration of minstrel com-
panies was rapid. Instead of portraying
the comicalities of the Negro character,
business from variety shows and the
gradual growth of the burlesque and the
farce comedy, developed a new field for
comedians and no more study of the
Negro was made. The public became
tired of men who, as Mr. Foote said,
‘blackenedtheir facesto hidetheir gall.”...

“Through all these years Mr. Foote has
been studying the problem of how to
rescue Negro minstrelsyand bring itagain
to its former popularity...He has nosed
through the Astor Library and the Cooper
Institute; he has wandered about the
haunts of the Negro in town and country;
he has talked with them, attended their
churches and schools, observing and
noting many a bright action and funny
gesture, until of the humorous side of the
Negro he has become an authority.

“From a mass of material thus gathered,
Mr. Foote hopes to evolve an evening’s
entertainment that will be edifying, inter-
esting and highly amusing. It is hisaimto
portray the progress of the Negro from
savagery, through slavery to the fullness
‘ol his powers as citizen, making the comi-
cal side of the Negro's character promi-
nent throughout...” (New York Age, re-
printed from the Pueblo Opinion)

FEBRUARY 28,1891:(Articletitled: “The
African and the Foot Lights”) “...In the
present presentation of the drama the
Afro-American has a very small, if any,
part, either as an impersonator or as a
character in the play. Is the time ripe for
himtotake his place uponthe boards and
become embodied in the framework of
the drama? We think so. So, also does Mr.
William Foote...

“Mr. Foote...has mighty big ideas about
his pet project to give the Afro-American
his legitimate place in the drama and
uponthe stage. He has a magnificent field
upon which to draw. There is as much
humor and wit and pathos in the African
nature as in the Irish, and given a proper
opportunity to display these we believe
he would take with the amusement pub-
lic.” (New York Age)

MARCH 21, 1891: (Cincinnati News)
“The Carmen double quartette is making
preparationsforan entertainmentat Union
M.E. Church this month. The following

composed the club: Messrs. Charles
Hinson, Grafton Jones, W.W. Staton, Harry
W, Smith, C.A. Gradison, Chas. Bushong,
Thos. R. Jones, C.N. Johnson. Mr. Chas.
Trotter is pianist. Under the direction of
Mr. Fred Burch they have attained high
musical excellence.” (Cleveland Gazette)

MARCH 28, 1891: (Kansas City News)
“The Oberlin minstrel troupe hasreturned
from their tour in an excellent, healthy
condition, but bankrupt.” (Cleveland
Gazelte)

MARCH 28, 1891: (Kansas City News)
“The Silver LeafMandolinand Guitar Club
is the best in the city and consists of the
following gentlemen: Clun James, Fred
Spencer, George Clay. They are open for
engagements for balls and entertain-
ments.” (Indianapolis Freeman)

APRIL 4, 1891: (New Haven, Conn.
News) “The National Brass Band held
their promenade concert Easter Monday
night at the Masonic Temple...The band
was assisted by the mandolin
orchestra... The affair was a success, the
net proceeds being $45.” (New York Age)

APRIL 4,1981: “The Johnson Brass Band
is destined to fill a place in this city [New
York] which is much needed. Since their
inaugural concert in December last the
number has been increased to twenty-
four musicians, and by constant practice
they have attained a high proficiency.”
(New York Age)

APRIL 11, 1891: (Lengthy article re-
printed from Transvaal Advertiser,
Lydenburg, South Africa. In part:) “Mr.
Orpheus M. McAdoo must be congratu-
lated on drawing his honor, President
Kruger, out of his shell, and inducing him
to attend a public entertainment on Fri-
day at noon. His honor, punctual to his
engagement, attended at the theater, just
as the gun boomed forth the hour of
twelve noon. .. His honor was received by

. Mr. McAdoo and conducted to a seat in

front. The "Volkslied’ was then sung in
English by the jubilee singers, the whole
of the vast audience standing. The trans--
lation was made by Mr. Leo Weinthal,and
reflected the greatest credit on his ability.
The anthem would have been sung in
Dutch but for the risk the singers ran in
failing to learn the words correctly. His
honor was evidently greatly pleased with
the cordial reception accorded to him,
and greatly enjoyed the entertainment.
The opening items, ‘Steal Away to Jesus,’
‘The Lord’s Prayer’ and ‘Get You Ready,’
were exceptionally well rendered and
secured loud applause. In place of item
No. 3 an old slave song, ‘Nobody Knows
The Trouble 1 Have Seen,’ was substi-
tuted, and so plaintive was the melody

thattears could be seen stealing down the
rugged features of the president. After the
singing of ‘Good News' Mr. Orpheus
McAdoo's powerful basso voice washeard
to great advantage in the rendition of
‘Poor Black Joe, whilst the hidden chorus
gave Pretoriaasampleofa pure harmony.
‘Peter, Ring Them Bells' was another ac-
ceptableitem,and the'Jingle, Jingle, Sleigh
Bell' chorus with bell accompaniment
created a perfect furore.

“Mr. McAdooat this stage announced that
in consequence of the hour there would
be no interval, and in a short speech
thanked his honor for his presence, re-
marking that when back in America they
would be proud of boast of having per-
formed before the president of the great
South Africa republic.

“The second half of the programme was
opened by a medley consisting of selec-
tions from airs of all nations, followed by
the singing of The Old Ark’sa’ Movering.'
At this stage his honor left. Madame Bell
then sang “The Old Folks at Home’ in 2
splendid manner, securing an encore.
After the song of ‘Wrestling With Jacob,’
in which Miss Belle Gibbons’ rich con-
tralto voice was heard to great advantage,
the troupe gave an imitation of the Pretoria
band. The greatest praise we can bestow
on the effort is to say that all the bands in

Pretoria rolled into one could not pro-

duce such rich volume of sound or har-
mony as the jubilee singers. ‘Hard Trials,’
‘Bingo Was HisName,’ and 'Sweet Chariot,’
concluded one of the pleasantest after-
noons ever spent by Pretorians.” (Cleve-
land Gazette)

MAY 2, 1891: “On Tuesday evening the
Apollo Social Club gave their first stag
party. The club room was brilliantly illu-
minated with electriclights and the club’s
colors, blue and white. The party opened
with a lively address by president Wm. H.
Nimor, followed by a banjo solo by Mr.
Fred A. Stevens, the popular treasurer.
Boxing by Mr. Gussie Belland Mr. Everette
Chapelle, Mr. Geo. Townsend and Mr.
Edward Anderson showed that the club
was not lacking in pugilistic sport. The
violin selection by Mr. Woodley was highly
rendered. The solo by Mr. Steven Morris
was very fine. The quartette by Messrs.
Morris Stevens, Townsend, Dyer and Bell
was received with high glee...Checkers,
chess and dominoes were indulged
in...Supper served at 12 o’clock.” (New
York Age)

MAY 9, 1891: “Madam Selika is said to
get $7000 a year and has a contract for
three years with Foote's Afro-American
Specialty Company, that left for Europe a
few weeks ago. Song and dance and
other acts, as well as solos, will be given.
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Selika surprises all her friends and admir-
ers in taking this downward step.”
(Cleveland Gazette)

MAY 11,1891: “The general public is
hereby warned against the fraudulent
representations of a troupe styling them-
selves the ‘New Orleans University Glee
Club,'.. .which is said to be raising funds
for an industrial school in the South. The
faculty and trustees of New Orleans Uni-
versity know nothing of such a troupe.
They have fraudulentlyassumedour name
and are gulling our friends, éspecially in
the North.” (Southwestern Christian Ad-
vocate)

MAY 16, 1891: “James Bland, the come-
dian; has left Cleveland’s (colored) min-
strels, and gone back to England.
Henderson Smith, the cornetist, leads the
minstrel band.” (Cleveland Gazette)

MAY 23, 1891: “Sulzer’s Harlem River
Park...was the scene of the fourth annual
picnic given by the].T. Delph Social Club.
This being the first picnic of the season
the many presentenjoyedthemselves with
unusual enthusiasm. Through the ener-
getic efforts and popularity of Mr. Jas. T.
Delph, the president, the entire privileges
were secured...At 12:30 the Twilight
Quartet appeared and were greeted by
tumultuous applause. Many old fashioned
songs were sung by the quartet and en-
cored. The chief feature of the evening
was the prize waltz...The prizes were a
Scotch pug dog and a gold headed silk
umbrella.. Theaffairwasattended by over
500 people and was a financial success.
Prof. Craig’s orchestra played the music.”
(New York Age)

MAY 30, 1891: (Providence, R.I. News)
“The Apollo Club celebrated its 15thanni-
versary. All hgd an enjoyable timeand the
merriment prevailed until morning. Just
at the hour of twelve the club drank to
absent members and then sang ‘Nearer
My God to Thee,’...The Banjo Quartet
acquitted themselves nicely.” (New York
Age)

JUNE 6, 1891: “Billy Kersands will be
with Richard & Pringle’s minstrels next
season.” (Cleveland Gazette)

JUNE 6, 1891: (Pittsburgh News) “The
concert given by ‘the Old Jubilee Singers’
in Lafayette Hall Wednesday evening was
very successful. After the concert, danc-
ing was indulged inuntil 1:30.” (Cleveland
Gazette) .

JUNE 6, 1891: (Stage column) “A chal-
lenge from the ‘Boss Quintette’ of Mobile,
Ala. hasbeen made publicto sing for $100
a side with any quintette in the South.”
(Indianapolis Freeman)

(_

us a trial. Addtess,
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PRUF. J. M. BECKER’S BRASS BAND,

Here for the Season! A firat class Colored Brass
Rand from S8outhern Kentucky are preoared to
furnf -h Music for Excursions, Plonics, ¥. stivals
and Receptions. -We earpesily a-k the pat)on-
" age of Churches, Léodges and Mnsic huntersiw
general, - We are six in number and will en-
deavor to give you pertect gatisfac-ion,

Give
J. M. BECKER,

. ; . 929 8ixth Avenue, Top floor,
" Or 453 Seventh Avenue, : - ‘
J

/’\ay 16, 181 (Mew Tork Age)

JUNE 6, 1891: “The Latest Combination
in the Variety Line—Sam T. Jack’s Creole
Burlesque Company.

“Except in the minstrel line the Afro-
American has held a very small place on
the stage. It has been a number of years
since Haverly put the first Georgia Min-
strels upon the boards, which for a time
forced recognition of worth and appre-
ciation the world over. But minstrelsy had
its day and for the past four or five years
has been on the wane. The stars, McIn-
tosh, Kersands, Banks, Lucas, the Bohee
Brothers, 'Judge’ Crusoe and many others
havingdivided their forces or retired from
the stage, is probably the cause of this
lack of public interest. Mr. Cleveland has
tried with some success to revive the
colored minstrel business, and while he
has a few of the original merry makers,
Tom McIntosh being the manager, his
company is made up mostly of new tal-
ent.

“Probably the most refined and elevated
Afro-American amusementcompany ever
organized was brought together recently
by Mr. William Foote fora tour of Europe.
All of his stars are new in this line, and
instead of making plantation melodies
and peculiar dialect their forte, they have
a sort of historical bearing in portraying
the different evolutions from 1860to 1891.
With such stars as Mme. Marie Selika,
leader of the burlesque opera, and her
husband Mr. Veloska, baritone; Mme.
Mamie Flowers, anoted soprano asleader
of the choruses and Mr. H.E. Jones, as
banjoist and guitarist, one can see the
organizer's intention was to elevate the
character of the minstrel show and possi-
bly draw a new interest.

“Thelatest combinationseen around New
York in this line is Sam T. Jack’s Creole
Burlesque Company. This company is
composed of all Afro-Americans and the
program contains many names familiar to
the musical and theatre going public.The
company is what they call in theatrical
.-¢ircles a variety company and is made up

of many New York city girls. They played
to full and appreciative houses last week
atHyde and Behman’s Theatre, Brooklyn.
The performances commenced with a
tropical revelry, introducing an excellent
array of artists. The curtain rose amidst
the singing of a beautiful melody, and
displayed a galaxy of artists in graceful
poses, with the customary end men to
make the fun. Misses Florence Briscoe,
Florence Hines, May Bohee and Mrs. Sam
Lucas, as conversationalists and soloists,
gave a new impression of the possibilities
of our girls in the variety business. Miss
Bohee is a daughter of one of the Bohee
Brothers and is destined to attain much
prominence among theatricals as a serio
comic singer. The DeWolf Sisters in sun-
set melodies, George Westerner and Fred
Piper, punsters, Jones, Norris and Grant,
fun makers, Irving Jones, Premier knock
about song and dance comedian, the four
Creolesand Mr. and Mrs. Wesley B. Norris
keptthe audience highly amused for over
an hour. The veteran Sam Lucas and his
wife are splendid entertainers. Mrs. Lucas,
besides playing many musical instru-
ments, has developed into a contralio
singer of much merit. Miss Florence Hines
impersonated a male character in 2 man-
ner that would do credit to any variety
actor on the stage. The prize dancing by
BurrellHawkins, Irving Jones, Burt Grant,
Wesley Norris and Miles, Marie Valerie,
Stacciona and Stabolo, with George
Weston as banjo accompanist, was a fea-
ture that elicited much applause. ‘The
Beauties of the Nile', or ‘Doomed by Fire,’
anancient Egyptian burlesque, by twenty
young wormen, nobles, soothsayers, fire
worshippersand Nubians, wasa gorgeous
display of physical development. The
grand Amazonian March, under the di-
rection of Miss Florence Hines, with a
superb tableau, concluded the perfor-
mance. The entire company iswell drilled
and perform their respective parts with
much exactness and precision.” (WLM
Chaise, in New York Age)
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JUNE 11, 1891: (At New Orleans Uni-
versity Commencement exercises, musi-
cal interludes included:) “Miss Eloise Bibb,
‘Sebastopol,’ guitar concerto.” (South-
western Christian Advocate)

JULY 4, 1891: (Kansas City News, an-
nounces an upcoming entertainment
sponsored by the Aeolian Society) “The
Athletic Quartette, which is considered
the best male quartet in the West; also our
famous Female Quartette (of K.C.) will
render selections. Admission: 15¢. Mrs.
Mattie L. Tuter—Musical director; Prof.
A.R. Harris, business manager. (India-
napolis Freeman)

JULY 25, 1891: (Delaware News) “The
Twilight Male Sextet of Norfolk, Va. gave
aconcertrecentlyatthe A.U.M.P. Church.”
(New York Age)

JULY 30, 1891: (From a letter to the edi-
tor, signed by Mrs. Alice R. Albert:) “I clip
the following from the [New Orleans]
Times Democrat of July 21:

"“Texarkana, July 20.—The colored people
who came originally from the ante bellum
home of Jefferson Davis, in Mississippi,
will give an entertainment at Ghio’s Op-
era House, Wednesday night, the pro-
ceeds of which are to go to the benefit of
the Jeff. Davis monument fund.’

“This is an outrageous shame! What has
Jefferson Davis done for the colored
people that they should wanttohelp raise
funds to help build a monument for him?
The cause for which he fought, and spent
his life, I should say, left enough monu-
ments on the backs of our poor fathers
and mothers, to satisfy any people...”
(Southwestern Christian Advocate)

NOTE: Alice R. Albert wasthe wife of Rev.
Aristides E.P. Albert, editor the South-
western Christian Advocate. An article in
the June 6, 1889 issue revealed that Rev.
Albert was a Louisiana-born Creole of
slave descent, who converted from Ca-
tholicism to Methodism in 1866, then
moved through several comfortable posi-
tions in the administrative arm of the
Louisiana Methodist Conference and be-
came editor of the New Orleans-based
Southwestern in 1887.

AUGUST 1, 1891: (Coshocton, Ohio
News) “At the meeting of the McKinley
club of this city, last Friday evening, the
Golden Tip quartette was chosen as the
McKinley quartette. They are L.S. Yager,
first tenor; T.B. Carr, second tenor; Isaac
C.Dorsey, baritone; Jerome Nichols, bass.
The Golden Tip singing club and the
Coshocton String band, both managed by

Lewis Yager, are gaining quite a reputa-
tion.” (Cleveland Gazette)

AUGUST 8, 1891: (Portion of a bio-
graphical sketch of Madam Marie Selika,
headed “The Sweet Singer™ “Her maiden
name was Price, and she was born in
Natchez, Miss. Her mother died when she
was quite small, and her father, H. Price,
with several other daughters came to Cin-
cinnati to live. Selika was raised by an
eldersister, Mrs. Holloway. Her voice was
first remarked upon in the Allen Temple
Sunday-school where shesang; afterwards
she took part in nearly all the Sunday-
school and church entertainments in Cin-
cinnati. From Cincinnati she went to
Chicago, where her voice wastested, and

here she was married to her husband;

who is now traveling with her, Mr.
Sampson W. Williams. After their mar-
riage he put her under the musical train-
ing of Farina. From Chicago she went to
California and remained under a teacher
there for three years, after which she
returned east, and she now claims Co-
lumbus, Ohio as her home, having pur-
chased property in that city. She is at
present on a three years’ tour of Europe,
having signed a contract calling for
$21,000.” (Cleveland Gazette)

AUGUST 8, 1891: (Stage column) “From
the careful manner which Manager Lew
Johnson of California has followed in
selecting his concert troupe it will, when
ready to appear, be one of the finest
concert jubilee troupes in America. Ev-
eryone selected is an artist in his particu-
lar role.” (Indianapolis Freeman)

AUGUST 8,1891: (New York City News)
“H. Sylvester Russell, the operaticsoprano
of Orange, N.J. and H.W. Scott of Boston,
basso profundo, left the city to join Hicks
& Sawyers Minstrelsat Philadelphia.” (New
York Age)

AUGUST 8, 1891: “Knights of Pythias
Meet—The Supreme Lodge K. of P,
N.A.S.A, E, A. and A. held its sixth bien-
nial session in this city [New York] at
Wendel’s Assembly Rooms this week...a
welcome reception was tendered to the
Supreme Lodge by the Grand Lodge of
New York...The concert which followed
wasofavery high order; the performances
of Misses Joseph of New Orleans, demon-
strated them artists of the first class. The
Onward Brass Band of St. John, La., also
contributed worthy numbers to the pro-
gram. The features of the program, how-
ever, were the numbers given by Mrs. and
Miss Preston of Detroit, Mich. The
Delsartean Pantomime by Miss Preston
and selection ‘Le Partate’ stamped her a
young woman of unusual culture and an

artist of exceptional power...On
Wednesday evening the Knights held a
musical and literary entertainment at
Bridge Street A.M.E. Church,
Brooklyn...The musical part of the pro-
gram differed little from the one rendered
the previous night in New York City. The
Knights were to have a clambake and
encampment at Flushing Thursday and
wind up their festivities with a street pa-
rade Friday...” (New York Age)

NOTE: Prominent black New Orleans
lawyer J. Madison Vance was one of the
session’s principal speakers, and he
probablyaccompanied the Onward Brass
Band of “St. John, La.” to New York. To
think that they were upstaged by a
Delsartean Pantomime! “St. John” must
refer to St. John the Baptist Parish, which
is just upriver from New Orleans and
includes the riverside town of Reserve,
where New Orleans clarinetist Edmond
Hall’s father was from. Hall told Nat
Shapiro and Nat Hentoff in Hear Me
Talkin’ To Ya (1955): “My father was a
musician. His name was Edward Hall. As
a matter of fact he was a member of the
Onward Brass Band that came to New
York from New Orleans in 1891...” He
mentioned thisagain in an interview with
Bill Russell and Dick Allen (1957) and
said the band wasled by “Jim Humpbhries,”
patriarch of the Humphrey family of New
Orleans jazzmen, who reportedly in-
structed brass bands in several river par-
ish towns.

AUGUST 13, 1891: “The sharp criticism
which Mrs. A.E.P. Albert administered to
the colored minstrel troupe which was
announced to give a performance at the
opera house in Texarkana, Texas, for the
benefit of the Jeff Davis monument fund,
has raised a considerable flurry in the
troupe, and they have united in a letter in
which they seek to exonerate themselves.
They claim that they performed for 40 per
cent of the proceeds and that 60 per cent
went to the contractor...'He may have
given a part of his 60 per cent for the use
of Jeff Davis’ name, but we did not give a
cent of our part.’

“This, to say the least, smells rather suspi-
cious, and makes it appear as if some-
body was quite willing to go into partner-
ship, into any kind of co-operation, so
long as ‘our 40 per cent’ was not dimin-
ished...

“The troupe is composed of Dave Jack-
son, Will Dyson, Isaac Mingo, James
Benson, Cary Daughtry, Scott Soplin /sic/,
John Adams, Pleasant Jackson and Hugh
Garner. Their action dishonors their race
and curses the memories of John Brown,
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Abraham Lincoln, Wm Lloyd Garrison,
Calvin Fairbank and the host of abolition-
ists that fought and bled that they might
enjoy the privilege of organizing such a
troupe.” (Southwestern Christian Advo-
cate)

The first known newspaper reference
to Scott Jop|in (above) was the
Jefferson Davis monument fund

ontroversy dted in the August 13,
18N Southwestern Christian Advocate

NOTE: Here we find, complete with a
bothersome typesetting error, the earliest
known contemporaneous reference to
Scott Joplin. The contradiction-riddled
“Jeff Davis Monument” incident, Mrs.
Albert’s reaction to it and Scott Joplin’s
part in it will be explored in the Joplin
biography that Edward A. Berlin is pre-
paring for Smithsonian Institution Press.

AUGUST 15, 1891: “Rev. Sherwood, an
evangelist, is said to have taken a number
of colored boys froman asylum at Omaha,
Neb.,drilledthem, andappropriatedtheir
earnings, allowing them but 10¢ a day for
food.” (Cleveland Gazette)

AUGUST 15, 1891: “Wherever the fa-

mousFisk Jubilee Singers have appeared,’

the name of Jennie Jackson is
familiar...nowMrs. DeHart, has organized
a vocal sextette after the model of the
original company of Jubilees, and has
trained them, selecting the kind of music
she knows will please the audiences. The
Cincinnati lecture and music bureau will
arrange the tour.” (Cleveland Gazette)

AUGUST 15, 1891: “The concerts given
by the Hall Jubilee Singers at Cory
Chapel... were well attended and seem-
ingly enjoyed. The singing was not of the
first note quality, but was well rendered.
It consisted mostly of southern plantation
melodies.” (Cleveland Gazette)

AUGUST 29,1891:(A portion ofalengthy
biography): “The Black Patti—The Race’s
Most Brilliant Song Bird, Madame M.
Sissieretta Jones—

“This charming and celebrated
singer was born Jan. 5th, 1868 at Ports-
mouth, Virginia. When very young Madam
Jones displayed a great love for
music...She commenced her instrumen-
tal education at the age of 15 at the Acad-
emy of Music, Providence, R.I1., under the
tutelage of Baroness Lacombe, an emi-
nent Italian preceptor, and Mr. Monros,
also eminent in the world of music.

“At 18 she commenced vocal
training at the Conservatorium at Boston,
where she made such rapid progress that

she was at once pronounced America’s
future Afro-American Queen of Song.

“In 1887 being asked to sing ata
grand entertainment for the benefit of the
Parnell Fund before an audience of five
thousand she carried the great gathering
by storm, and had them, metaphorically
speaking, at her feet, by her daring bewil-
dering flights of matchless melody...

“She commenced her profes-
sional career in 1888 at Wallack’s Theatre,
New York City, where no other Afro-
American artist had ever appeared, and
from that day to this her career has been
one chain of unbroken triumphs and vocal
achievements...
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“Before entering upon her West
Indian Trip she sang before all the news-
paper critics of New York City...The New
York Clipper gave a glowing account of
her, and gave her the name of the ‘Black
Patti.’ Onthe 28th of July, 1888, she started
on her West Indian trip, appearing first for
two months in Kingstown, [sic] Jamaica,
where her success was very great. The
trip lasted eight months, during which
time she appeared in all the different
colonies of the West Indies. Upon her
return home to Providence she was re-
ceived and feted in a manner due her
exhalted triumphs. ..

"Afterneededrecreationandrest
she made a starring tour throughout the
largest cities of the Union with unequivo-
cal success. While on this trip she met Mr.
Mikado (sic: McAdoo], of Australia, who
offered her a great consideration to visit
the Indian Continent on a professional
trip which, owingto a promisetoreturnto
the West Indies, she was compelled to
decline. The story of her triumph, mea-
sured by years is a short one, but within
the same time, we know of no Afro-
American songstress who has sofilled the
measure of brilliant achievements upon
the lyric stage.” (Indianapolis Freemar)

AUGUST 29, 1891: (Lakewood, N.Y.
News) “The concert given by the waiters
of the Sterlingworth on the 18th was a
grand success... Mr. Frank Crane was the
favorite of the evening. His rendition of
the comic song entitled ‘Charcoal,’ car-
ried the audience by storm. Mr. Henry
Forbes was especially good in Negro
Minstrelsy...Mr. E.H. Leonard captivated
all by his clever remarks in a stump
speech...Mr. James Randolph rendered
the familiar song ‘Old Black Joe’; Mr.
W.H.E. Hall recited Tennyson’s ‘Bugle
Call’; Prof. Mitchell entertained the audi-
ence by a rendition of the Carnival of
Venice upon the piano.” (New York Age)

SEPTEMBER 5, 1891: (Advertisement)
“Wanted - Vocalists - A first class soprano
and tenor for the Fisk-Tennesseans Jubi-
lee Singers. Address Robert Day, Jr., busi-
ness manager...Pittsburgh, PA.” (Cleve-
land Gazette)

SEPTEMBER 5, 1891: (Saratoga Springs
News) “There was a cake walk in the
Kensington Hotel dining room, the pro-
prietor giving prizes for the best dressed
lady, the most graceful dancer and the
best walker.” (New York Age)

SEPTEMBER 5, 1891: “The 11th annual
excursion of Mt. Olive Baptist Church
took place onThursday, Aug. 27,to Grand
View Park on Long Island. The steamer
Pavonia and barge Warren, which were

chartered for the occasion, comfortably
accommodated the large number that
cmba.rked foraday’s pleasure... A pleas-
ant sail of a few hours was had up the East
River... Meanwhile, .M. Becker's Brass
Band discoursed sweet music, which had
an inspiring effect on those who desired
to trip the light fantastic toe on the barge.
The refreshment tables were under
competent attendants and were wel| pa-
tronized. Nothing unpleasant transpired
until the Grove was reached, when one of
the young men anxious to land so as to
secure a table on the grove, unintention-
ally jostled against a white deck hand,
who cut him badly on the left temple and
in turn was severely thrashed by the young
man’s friends and was not again seen
during the day on the boat. At the grove
the excursionists set their tables and ate
their dinners in the open air. The band in
the meantime had marched at the head of
a large procession to the platform, play-
ing lively airs, which amused the younger
portion of the assemblage very much,
and then they danced there.” (New York
Age)

SEPTEMBER 26, 1891: “The old and
original Nashville University students at
P.T. Wright's Grand Colored Concert
Company were enroute September 13:

Brunswick, Missouri—September 21,1891

Miami, e — 22,
Norborne, “«o— 23, "
Harding, ¢« — ¢ 24,
Camden, “© o= " 25, "
Liberty, w 26,
Kansas City, =« L 28, "

Personnel of Company: Billy Johnson,
stick dancer; Mlle. Pauline King, leading
soprano; Ed. Harris, specialist + banjoist;
Miss Josie Anderson, old woman imper-
sonator; Jeff. Davis, comedian; Mrs. T.P.
Wright, contralto; Prof. John Owen, Musi-
cal Director; Master Albert Brown, slack

(‘
( MME., H. C. PALMER )
GIVES YOUAL LESSONS
By periniskion of her teacher, Sig. A. FARINL
' Terms Reasonable, '

608 Broadway, Brook:'lyn, E. D,
NEW- YORK.

reasonuble
Addrese,

terms,

Becker’s Brass Band,

having coneclnded to remain in the city, desires
to inform the public that'it ean be hired at very
Satisfuction guarantecd.

J.'M. BECKER, 9:9 8ixth Ave,
TOY ¥LOOR, OR
\GEO. M. WASHINGTON, Manager, 433 7th ive.j

Septembtr 26, 1891 (New York Age)

SEPTEMBER 26, 1891: “Mr. Harry T.
Burleigh of Erie, passed through the city
this week for Ravenna, where he joins
Loudin's Jubilee Singers for the coming
season.” (Cleveland Gazette)

SEPTEMBER 26, 1891: “The Blind Boone
Concert company, one of the most suc-
cessful and enterprising Afro-American
Concert companies on the road, is now
doing Michigan and Canada.” (India-
napolis Freeman)

wire performer and juggler; Will J. Smith,
business mgr.” (Indianapolis Freeman)

OCTOBER 3, 1891: “Mr. Harry T.
Burleigh, of Erie PA. did not join Loudin’s
Jubilee Company, as first intended, be-
cause of satisfactory inducements offered
himby hisemployers, toremain athome.”
(Cleveland Gazette)

OCTOBER 3, 1891: (New Haven, Conn.
News) “Mrs. Flora Batson-Bergen... gave
a concert at the Dixwell Avenue Congre-
gational Church last Tuesday evening. A
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Bergen Star Concerts.
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large audience gathered within and in
frontandaroundthesides of the church...
During the concert an accident occurred
outside but no one washurt. Thedesireto
see and hear Miss Batson caused the
people to build a temporary stage with
benches, which gave away with a crowd
on it. The Flower Song from ‘Faus’ [sic] by
Miss Batson scored a complete success.
She afterward sang as an encore a selec-
tion from ‘Il Trovatore' in baritone...”
(New York Age)

OCTOBER 3, 1891: “Mrs. Flora Batson

" Bergen, ‘Queen of Song,’ and Mrs. Matilda

Jones, the rising star, supported by New
York and Brooklyn talent, will be heard at
Bridge Street Church, Brooklyn, Thurs-
day evening Oct. 8 and at Bethel Church,
New York, Monday evening, Oct. 12. A
word to the wise—go early.” (New York

Age)

OCTOBER 10, 1891: “Loudin’s Jubilee
Company drew a large crowd to Music
Hall Tuesday evening (6th), and sang, as
italways does—exceedingly well. Mt. Zion
church received the proceeds, having
engaged the company for that evening.
Next Monday evening (12th) the com-
pany concerts again. Shiloh church will
receive a percentage of the receipts.”
(Cleveland Gazelte)

OCTOBER 17, 1891: (New York City
News) “The concert given October 1ith
for the benefit of Bethel A.M.E. Church
wasa grandsuccessand a crowded house
grected the stars, Mme Flora Batson
Bergen and Mme Mathilda S. Jones. This
was Mme Jones' second appearance in
New York since her return from her tour
through the West Indies and South
America, where she met with great suc-
cess. Her voice is something wonderful.
They were supported bylocal talent. Mme
Maria Selika, the great Prima Donna, is
touring Europe.” (Indianapolis Freeman)

OCTOBER 17, 1891: “Harry T. Burleigh
of Cleveland expected to join the Fisk
Jubilee Singers, but the First Presbyterian
church in whose choir he sang refused to
let him go and raised his salary as a re-
tainer.” (Indianapolis Freeman)

OCTOBER 23, 1891: (Editorial by T.
Thomas Fortune) “We are natural vocal-
ists. We sing almost as naturally as Shelly’s
‘skylark.’ We need not the elaborate cul-
ture of European conservatories to be
able to touch the tenderest chords of
human sympathy. In our church choirsall
over the country there are soprano, alto,
basso and tenor voices almost angelic in
purity of tone and expression the posses-
sion of which by a white person would be
worth a snug fortune; but just now there
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is small space on the operatic stage for
black interpreters of classic sonatas. But
the triumph is coming. These natural
flowers from Nature's musical garden
cannot always ‘waste their sweetness on
the desert air.” (New York Age)

NOTE: T. Thomas Fortune, part owner
and chief editor of the Age from its in-
ception in 1887, was a pioneer civil rights
leader. Fortune founded the Afro-Ameri-
can League, forerunner of the twentieth
century NAACP, in 1890.

OCTOBER 23, 1891: “Mr. William Foote
writes me from Germany that he has met
with tremendous success with his combi-
nation, ‘'The African in Slavery and Free-
dom,’ and that the best musicians of the
Fatherland have been captivated and
captured by the splendid voice of Ma-
dame Marie Selika. He talks of producing
‘UncleTom’s Cabin.” He expects to remain
in Europe until the World’s Fair opens,
when he will descend upon the Windy
City and rob it of some of its conceit.”
(New York Age)

OCTOBER 24, 1891: “The Richmond
Jubilee Singers have headquarters at
Philadelphia.” (Indianapolis Freeman)

OCTOBER 24, 1891: “The Louisiana Ju-
bilee Singers are the attraction at the corn
palace at Sioux City, lowa.” (Indianapolis
Freeman)

OCTOBER 24, 1891: “Blind Boone has
engaged with O.B. Shephard for a forty
weeks tour in Canada next season, for
$12,000 clear of all expenses.” (India-
napolis Freeman)

OCTOBER 24, 1891: (City News) “The
Magnolia Quartette is the name of a new
musical organization, composed of the
following gentlemen: Thos. Pittman, so-
prano; Silas Fisher, baritone and special-
ist; Paul Floyd, tenor; Charles Poole, bass.
The organization made its first public
appearance and scored a great success.
Mr. Fisher the specialist of the quartet, is
an artist of high degree.” (Indianapolis
Freeman)

OCTOBER 31, 1891: “A Colored Opera
Company—The Success of the Virginia
Jubilee Singers in Africa—The Virginia
Concert Company (Orpheus McAdoo’s),
now in South Africa, is warmly com-
mended by ‘The Burlesque,' a weekly
newspaper, and ‘The Star,’ a daily, both
published in Johannesburg, South Africa.
Special mention is made of the company’s
new members. Misses Julia Wormley and
Kate Slade of Washington, D.C.,and Rob-
ert Allen of Columbus, Ohio, who left this
country a few months ago to join the

company. Miss Belle Gibbons, Mrs, Mattie
Allen-McAdoo, Messrs. McAdoo and
Hodges are also highly spoken of. Miss
Wormley is the company’s elocutionist;
the others named are vocalists. On De-
cember 1, all sail for Australia. In his ‘Star’
interview, Mr. McAdoo said: 'T have met
with financial success far and away be-
yond my wildest dreams and anticipa-
tions. In all my travels I have met with the
most flattering receptions, and the press,
generally, have been unanimous in their
kind expressions of praise. When I have
finished with my presentline of business,
my crowning ambition is to open a first
class opera company in Great Britain,
return to South Africa, and my ultima
Thule is Australia, and home again to
Virginia.” (Cleveland Gazeite)

OCTOBER 31, 1891: “More Color Preju-
dice Shown—The Star Quartette, ac-
companied John Rice, secretary of the
county Republican executive
committee...went into the Hollenden
House (Cleveland) barroom last Saturday
evening for liquid refreshments. The bar-
tender refused at first to give the quartette
anything to drink unless they agreed to
step behind a screen. This Sam Moore, a
member of the quartette, refused to do,
and started in to lecture the bartender,
tellinghimhe drank whereverhe pleased,
when he had the price, here in Ohio, long
before the said bartender left the old
country. Meanwhile, Sam was pounding
the counter and seemed in a fair to de-
molish things in general. Messrs. Akers

-and Rice told the man in charge that

unless the quartette was served, they
wouldn’'tacceptanythingand never would
darken the doors of the Hollenden again.
The rest of the party concurred, and im-
mediately all were properly served.”
(Cleveland Gazette)

NOVEMBER 7, 1891: (Cincinnati News)
“Walker's Merry Makers, the great south-
ern trio...have just closed a seven week
engagement at Kohl & Middleton’s mu-
seum. Great credit is due these gentle-
men, forthe artistic manner in which they
render their music, vocal and instrumen-
tal.” (Cleveland Gazette)

NOVEMBER 7, 1891: (Glasgow, Ken-
tucky News) “The Non Musical Quartette
were out last Friday night and made the
stillness of the night melodious with fine
music rendered by them.” (Indianapolis
Freeman)

NOVEMBER 7, 1891: “A Juvenile Band
said to be from the Colored Orphans’
Homeat Jacksonville, FLA., which institu-
tion they are raising means to support in
this city.” (Indianapolis Freeman)

NOVEMBER 14, 1891: (Cincinnati News)
“The Carmen double quartette composed
of the best male talent in Cincinnati, will
concert during the holidays. Messrs.

Johnson and Buahonb are the best bass
singers in the city. The quartette has ren-
dered music of avery high standard. Such
an organization of young men has never
before existed in this city.” (Cleveland

Gazetle)

NOVEMBER 14, 1891: “The S.B. Hyer
colored musical comedy company are
playing ‘Out Of Bondage,' ‘Blackville
Twins' and ‘Colored Aristocracy’ in the
East." (Indianapolis Freeman)

NOVEMBER 14, 1891: (Evanston, Illi-
nois News) “The Tennessee Jubilee Sing-
ers gave one oftheir characteristic concerts
in Evanston on Tuesday evening the third
to a large audience, and were encored a
number of times. Their programme, for
the most part, was very good, especially
the songs by the male quartette; the solos
by Miss Zoe Ball, and the old Negro
preacher, delineated by Mr. Wise.” (In-
dianapolis Freeman)

NOVEMBER 21, 1891: “The Olympian
Quartette, comedians and vocalists, are
making a great hit in Texas.” (Indianapo-
lis Freeman)

NOVEMBER 21, 1891: “The Young Star
Quartette concert at Excelsior Hall
(Cleveland) December 2. Tickets for sale
by members of the quartette, or at the
door. A good orchestra in attendance.”
(Cleveland Gazette)

NOVEMBER 28, 1891: (New Haven,
Conn. News) “Mr. John Godette, Jr., gave
one of his popular concerts Thursday
evening Nov.12, at the Atheneum with a
full house of New Haven’s best people, of
whom one half were whites...The Elm
City Quartet produced in addition to their
special selections, some of those quaint
old plantation songs which received pro-
longed applause.” (New York Age)

DECEMBER 5, 1891: (Cincinnati News)
“The Carmen double quartette gave their
first concert in Allen Temple, November
26. Mr. Clarence N. Johnson, the bass
singer of the Carmen quartette, hasjoined
the concert company of Mrs. Jennie
DeHart.” (Cleveland Gazette)

DECEMBER 5, 1891: “The concert given
Wednesday at Excelsior hall by the Young
Star quartette was quite a success indeed,
both from an artistic and financial stand-
point.” (Cleveland Gazette)
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DECEMBER 5, 1891: “The Tennessee
Jubilee Singers, under the management
of Lew Johnson, are in California.” (India-
napolis Freeman)

DECEMBER 5, 1891: “M.M. Sisieretta
Jones of Cape Town, Africa, known as
‘Colored Patti,’ made her first American
debut at Baltimore, in the Trinity A.M.E.
Church, Nov. 6; she possesses $3000 worth
of diamonds, and other presents, which
she received from Queen Victoria, King
of Denmark, Chas. Stewart Parnell and
the President of Hayti; she was born 22
years ago, and is full blooded African and
received her musical education in Lon-
don, England. She has a high soprano
voice, of the first quality.” (Indianapolis
Freeman)

NOTE: This wildly fictitious account of
Sissieretta Jones appears to be in the na-
ture of a spoof, aimed at the widespread
stage practice of concocting professional
histories from a mixture of fact, fantasy
and other people’s exploits.

DECEMBER 19, 1891: (Review of Fall
Leaf Social Club entertainment, includes
the following:) “The Young Star quartette
sang well... A little fair criticism will but
help this organization, and we offer it
here in the shape of twa or three sugges-
tions. One of the tenors, Master John
Cossey, should aim to sing more natu-
rally, and not ‘pucker up’ his mouth quite
so much, in imitation of some vocalists.
His brother forces his voice too much,
and it sticks out prominently above the
others. Master Joseph Lucas should ex-
ercise a trifle more care in his effort to
sing, so as to harmonize entirely with the
other voices. The best voice in the
quartette, and the one deserving of the
least criticism is Master Ben Shook’s. He
has a remarkable basso voice for one so
young, and with care and study, it will
make many a dollar for him, when fully
developed and trained. His parents will
dowelltoplace himunder Prof. Underner,
at once. Our suggestion to Master Lucas
can be taken by Master Shook and the
other members of the quartet with profit.
However, the organization is the best one
of the kind the younger element of this
city has ever produced.” (Cleveland Ga-
zette)

DECEMBER 19,1891: “McCabe & Young
Colored Minstrels are in Mississippi.” (In-
dianapolis Freeman)

DECEMBER 19, 1891: “The Hyer sisters
will start for the Pacific slope in January.”
(Indianapolis Freeman)

DECEMBER 19, 1891: “The Bohee
Brothers, specialists, will make the sea-
son in Australia.” (Indianapolis Freeman)

DECEMBER 19, 1891: “The Hearne
Academy Choral Union will travel next
year in the interest of the school.” (India-
napolis Freeman)

DECEMBER 19, 1891: “Sylvester Russell
Angry—Iwas surprised when1 picked up
last week's New York Clipperand saw my
name advertised as a member of the Ten-
nessee Minstrels. I sang at two perfor-
mances with this company last October,
while waiting to appear ata star concert at
the Academy of Music in Philadelphia.”
(New York Age)

DECEMBER 26, 1891: (Stage column)
“McCabe & Young’'s Minstrels are in
Georgia with twenty-five artists.” (India-
napolis Freeman)

(ONNMTARTY

The year 1891 saw a depar-
ture on the African-American stage,
the first flashes of a new style of black
entertainment. Shrewd, progressive
African-American performers and
open-minded producers set a course
away from the older minstrel format,
toward a variety program which
would eventuallybecome vaudeville.
The main concern of minstrelsy had
always been the “delineation of Ne-
gro character.” It was widely held that
whites were better suited for this work
than black actors, though the logic of
such a belief isn’t readily apparent to
the modern mind.

During the prior decade,
black performers had made gradual
professional inroads in the field of
popular minstrelsy. A handful of
outstanding entertainers such as Sam
Lucas, Billy Kersands and the Bohee
Brothers carved out a limited place
for themselves in the fantastic plan-
tation recreations and Ethiopian de-
lineations of classic minstrelsy but
there had been no widespread
breakthrough.

Aboveall, the new minstrelsy
of the 1890s represented a platform
for a fuller expression and develop-
ment of legitimate African-American
stage arts. The“olio” portion of the
standard minstrel show was broad-
ened. “Variety” became the keynote
of the new style of shows. Diverse
vocal and instrumental music, com-
edy, dance, and cross gender imper-
sonation, all became staples of the
new program, along with comedic
and dramatic skits, which forged a

pathway for the emergence and
growth of legitimate black theater.

The role of African-Ameri-
can women on the minstrel stage was
rapidly expanding. As described in
the excellent New York Age com-
mentary of June 6th, Sam T. Jack’s
Creole Company was the first to fea-
ture chorus lines of beautiful African-
American females; while at the same
time a great variety of black women
singers, dancers, comediennes and
actresses also claimed a place on the
stage.

As described in the newspa-
per commentaries, William Foote’s
Afro-American Specialty Company
initiated the specific vehicle of a pan-
oramic “Negro evolution” theme,
representing the cultural progress of
the race since slavery. This motif was
employed repeatedly through the
remainder of the 1890s and beyond.
It can be seen as a metaphor for the
new era in African-American enter-
tainment that was in the process of
unfolding.

While developments de-
scribed in the black community press
of 1891 reflect real progress in “the
profession,” the gathering success of
a new African-American entertain-
ment could not be completed until
the emergence of popular ragtime, a
half-decade later. When ragtime did
appear, the apparatus for its full
professional exploitation was already
firmly in place. In retrospect, 1891
might be seen as a year in which the
stage was set for the monumental
ragtime minstrelsy of the late 1890s.

The initial efforts of this new
generation of black minstrel compa-
nies were duly noted, and their
progress was hopefully observed in
the black press of 1891. However ,
some well-founded skepticismis also
in evidence. The Cleveland Gazette
of May 9thexpressed disappointment
that Madam Marie Selika, one of the
most highly trained aspiring black
operatics, would take the “down-
ward step” of joining William Foote’s
minstrel company. Hopes expressed
on October 23rd, by New York Age
editor T. Thomas Fortune, that there
would soon be space on the operatic
stage forblack interpreters, provedto
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be decidedly premature. In fact, it
wasn’t until the 1950s, two genera-
tions later, that the New York Metro-
politan Opera Company accepted its
first permanent African-American
member. Before the end of the 1890s,
allthree of the aspiring “Black Queens
Of Song,” Selika, Flora Batson and
Sissieretta Jones would have to com-
promise their ambitions and resign
themselves to singing occasional op-
eratic excerpts in the new generation
of black minstrel road shows. They
were not the only ones to fall back on
minstrelsy, as Robert C. Toll describes
inhisbook On With The Show!: «.. .for
a quarter-century, the minstrel show
was virtually the only steady enter-
tainment oppertunity for black per-
formers. ‘All the best (Negro) talent of
that generation came down the same
drain,’ recalled W.C. Handy, ‘Father
of the Blues,” who began his own
career as a black minstrel. “The com-
posers, the singers, the musicians,
the speakers, the stage performers—
the minstrel show got them all.””

In 1891, however, minstrelsy
had just begun to tighten its grip on
African-American popular entertain-
ment. A broad spectrum of perfor-
mance contexts is represented inthese
newspaper commentaries. Profes-
sional companies of jubilee singers
still enjoyed international celebrity,
appearing before heads of state
abroad, and entertaining both black
and white audiencesinthe U.S. There
were elaborate musicales in middle
class black churches, presenting
cantatas and other vocal and instru-
mental “Western art music.” In the
largerurban churches, “star concerts”
remained a prevalent mode of local
promotion, usually presenting one of
the nationally recognized African-
American “Queens of Song” sup-
ported by outstanding local talent.
String bands and brass bands enter-
tained at picnics and “excursions,”
street parades, political rallies, lodge
meetings and stag parties. Vocal
quartets were heard everywhere.
They already permeated African-
American musical culture, and there
is ample evidence in these commen-
taries of the geographically scattered
presence of “community-based”
quartets, seemingly not unlike those
we are familiar with from the post-
World War I era.

Of course, even this vast ar-
ray of musical styles and venues only
represents the strata of entertainment
reported in the black community
newspapers, whose orientation re-
mained decidedly bourgeois. In
general, the musical culture of the
“under class,” and most importantly
that of the rural South, fell outside of
their purview. Between the lines,
however, are references to the musical
activity that attended the emergence
of a black, urban lower middle class.
In New York, while Johnson’s 24-
piece military band catered to the
concert requirements of the “black
bourgeoisie,” Becker’s Brass Band—
six pieces from Southern Kentucky—
managed to carve out a living from
church and fraternal functions. It's
tempting to conjecture thatbandslike
Becker’s and the Onward Brass Band
of Reserve, Louisiana were bringing
black vernacular music to the brass
band performance style. Within only
a few years, though, ragtime min-
strelsy usurped all the energies of the
African-American stage. One result
was a profound homogenization of
black musical culture.
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SME and Shure-SME 3009 & 3012 tone arm
owners: Upgrade through exchange!!

Audio "78," the exclusive distributor of the SME 3009 and 3012-R tone arms, offers owners of earlier
versions [Series |, Series Il, Series |l Improved and older Series "R" ] an extremely attractive
opportunity to upgrade their playback systems.

Since the Series | and Series |l tone arms were introduced, significant advances and refinements have
been made to both the 10 inch and 12 inch versions.* More rigid and less resonant, the improvement
over an already outstanding and rugged product is apparent immediately upon installation. Lower
tracking - weight plus improved tracking of difficult materials including lateral and vertical
warps ' and the acceptance of more compliant cartridges characterize the latest
version 3009 and 3012-R. These latest versions have been designed to accept an SME
fluid damper which further improves performance while being both inexpensive and
simple to install.

Audio "78" is offering curr -

opportunity to trade their earlier
matter how old, for the latest "R" models! This
to the Series |, ll, earlier "R" versions as well as
models designated "Shure-SME."

owners of 3009 and 3012 tone arms the
models, no
offer -applies
to those

AUDIO
upgrade
and we will allow
current "R" up-

MasterCard. No mat-
discount off the price!

To take advantage of this offer simply call or write
"78" for current prices and express your intention to

through exchange. Pack and ship the arm insured UPS to us
a substantial trade-in discount off the usual price for the
graded models. You may enclose a check or pay by VISA or
ter what terms of payment you choose, deduct the upgrade

The arm you will receive is a current production run model [not an obsolete arm that has languished
in some back room for years!] factory packed and sealed and is FULLY guaranteed both by Audio "'78"
and SME Ltd., the world's leading manufacturer of precision tone arms.

*
The SME 3009-R 10 inch tone arm offers superb tracking of all recordings through 12 inches. The extra length of the 3012-R 12inch tone
armprovides atleast 25% less distortion caused by lateral tracking errorthan is possible with a 10inch arm plus 16 inch playback capability!

This offer also applies to those who are v '
present owners of or wish to upgrade to an _
SME Series III tone arm. This arm is The best pick-up arm in the world

designed for light weight high compliance
cartridges such as the Shure V15 series.

- Lil;; ﬂhe Ser_iesd3f009L';1”1ang 3(1)(13) "R" it Audio "78" Archival Supplies®
18 1aeally suited tfor playback but, un-
like the "R" series, is not suitable for 78 . P O. Box 387
rpm, 16 inch transcription, acetate or metal PaCIflca, CA 94044
: ® playback. Call or write AUDIO "78" for
= ‘ details. —

. Tel: [415] 359-7431
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(courtesy of Dr. Rainer € Lotz)

James and George Bohee
on stage in formal dress—early 1880s?
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he Afro-Canadian-born
brothers, George and
James Douglass Bohee,
served a long apprentice-
ship in U.S. minstrelsy before sailing
to Britain in 1881 as members of
Haverly’s Colored Minstrels. When
the company returned to America a
year later, the Bohees stayed in Eu-
rope. Eventually they organized their
own minstrel troupe and toured the
provinces. Even though the late 19th
century environment had become
increasingly racist, the Bohees were
conferred the privilege of royal pa-
tronage. In London they became a
focal point for Afro-American visitors
who, unlike themselves, worked the
gruesome routine of European con-
cert halls or variety house circuits.

The Bohees were song-and-
dance artists who excelled in playing
the banjo. Indeed, they were consid-
ered by some to be the world’s pre-
eminentvirtuosos on thatinstrument.
Although the banjo’s history remains
obscure, there can be no doubt that it
has African, or at least Afro-American
origins. Today, “the banjo is all-
American, fullyadopted, secure, even
taken for granted”(Webb, p. 2)—and
is played almost exclusively by whites.
Banjo recordings, on cylinders or flat
disc records, have been dominated
by white artists since 1910, when the
fledgling recording industry gained
momentum, Yet, the Bohee-brothers
pioneered recorded banjo as early
a51890. Few, black or white, recorded
before them. They may also be the
first black artists to have recorded
commercially. Their Edison wax cyl-
inders were considered soexceptional
and exemplary that Douglas
Archibald, a phonograph promoter,
chose them as demonstration proto-
types when he traveled the Australian
colonies in the mid-1890s.

It is our misfortune that the
Bohees recorded so early, at a time
when soft wax recordings only lasted
a few playings. The techniques of
molding cylinders and mass produc-
ing pressed flat discs had not been
developed. The more rewarding the
recordings, the more often they were
played—and the quicker they were
wasted. Today, not one of their his-

toric cylinders is known to have sur-
vived. This may explain why musi.
cologists and sound recording histo-
rians alike have ignored the contriby-
tion of the Bohee brothers to the
heritage of popular music in the U S,
and Britain,

James Douglass Bohee was
born in Indiantown, the port town of
St. John, New Brunswick, Canada, on
December 1, 1844. His brother,
George B. Bohee, was born there 13
years later on March 25, 1857.2A sis-
ter, Laura, was active in vaudeville;
and Mayme Bohee may also have
been a relative (Southern, p. 40).
Known as Mary (Mae) Bohee, “The
Creole Nightingale,” she toured the
U.S. as a member of The Black Patti
Troubadours in 1896; with Sheridan
and Flynn's Big Sensation Company
in 1897; as Madam Bohee, “The Cu-
banMelba” in Tom McIntosh’s musical
farce comedy A Hot Time In Dixie in
1899; and with Sam T. Jack’s Creoles.
Mary Bohee was married to minstrel
comedian Charles Hunn.

\\Dﬂehg\@cy of
touch’ — Tenderrje‘ss
of treatment

The brothers went to school
inIndiantown, then moved south with
their parents to Boston. The Saint
John Daily Telegraph reported in 1880
that “James had always been, from
youth, partial to string instruments,
his particular affection settling upon
the banjo. His first banjo was given
him by Phil. Logan, well known at
that time. Young Bohee took great
delight in picking away this instru-
ment, until he reached a good degree
of excellence. He taught himself en-
tirely, withoutinstruction, and though
acknowledged the best banjo player
in the United States, he can read no
note of music. His execution on that
very difficult instrument is unlike in
character to that of the generality of
banjo artists, The rough and heavy
thumping and strumming is avoided
by him. The delicacy of his touch and
skillfulness of his fingering brings out
the most delicate melodies with a
touch that is perfection and a tender-
ness of treatment that is remarkable.

He is an artist of that instrument.”

“Jas. Bohee, ...appeared at
all the principle theatres of note. His
brother George, also in the [Haverly’s
Colored Minstrel Company], has a
sweettenorvoice....Hereaches Cwith
ease and is a banjoist and specialty
artist, both brothers appearing in dia-
logue songs and dances. These, like
many others of their features, are said
obeentirely original with themselves,
at least they have never been pro-
duced here before."(Anonymous,
May 18, 1880, p. 3).

That both Bohee brothers
should have taken up the banjo
(George also played the piano) in an
autodidactic manner, rather than
through formal training, may be due
to the social situation of the family at
the time (about which we know noth-
ing). Perhaps it made for better pub-
licity to suggest they were “natural”
and nottrained instrumentalists. That
they chose the banjo in the first place
may have been influenced by the
location. Banjo authority Bollman
estimates that among banjo makers
active during the first hundred years
of shop and factory construction from
1840 onwards, none seems to have
contributed more, or produced any
finer instruments, than the fraternity
of craftsmen located in the greater
Boston area. During the great Victo-
rian rage for the banjo as a parlor
instrument, the art of banjo making
flourished in Massachusetts.? St. John
had sea links to Boston through the
fishingandboat-building trades. Thus,
Boston-made instruments and instru-
mentalists would be found in St. John
in the 1850s.

Minstrel veteran and histo-
rian Harry Reynolds spent decades in
British minstrel circles. His 1928
Minstrel Memories gives details of
the Bohees’ early career, presumably
based on first hand information from
the brothers themselves: In the late
1860s, when James was in his 20s and
George probably still in short pants,
the two “gained much valuable pro-
fessional experience in a Lager Beer
and Concert Saloon on Washington
Street, Massachusetts, U.S.A., of which
James Bohee was the proprietor. Short
concerts were given at intervals be-
tween 8 and 12 p.m. to the customers
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towhich the musicalaccompaniments
were provided on the banjo and pi-
ano by James and George Bohee re-
spectively.” Reynolds continues to
explain their close association with
other well known black entertainers:
“In the early seventies for many
months the concert party consisted of
three artistes only, namely, Hen Jones,
a coloured comedian whospecialized
in the older type of nigger song, and
two young minstrel artistes still in
their teens, named Henry E. Dixey
and Tom Moore. Each artiste’s salary
wasa dollara nightand refreshments.
Being growing lads they naturally
preferredsolidstoliquids. TomMoore
said he ate so many extra large slabs
of mince pie during that engagement
that he was ashamed to stare a mince
pie in the face in after years. Henry E.
Dixey afterwards became one of
America’s greatest stage favourites,
and certainly its most versatile
actor.”(Reynolds, p. 201.)

Nohees form their
Oown minstrel
troupe.

George B. Bohee married
Frances Jennings on May 7, 1876
(Brewer. 1952. p. 227). Around 1876
the Bohee brothers organized their
own minstrel troupe and went on
tour, probably starting in Philadel-
phia. A remarkable aspect of this en-
trepreneurial decision is that The
Bohee Minstrels were a combination
of white and black artists. The black
artists predominated and employed
their white fellow entertainers. Ap-
parently this troupe had a fairamount
of success. Usually, a street parade
featured George Bohee wearing a
breathtaking costume and heading
the procession on horseback
(Reynolds, p. 202). The success of
this tour was probably due to the
renown of the Bohee brothers them-
selves, but it is worth noting that in
1876 Afro-Americansinger/composer
James Bland was a member of the
troupe. Bland later joined Sprague’s
Georgia Minstrels, then the Haverly
Colored Minstrels, after which he
“continued his rise to stardom and his
outpouring of minstrel songs, which
both black and white minstrels used

extensively.”(Toll, p.216.) Bland was
hired by the Bohee brothers once

- again for an 1891 tour of England.

However, the success of The
Bohee Minstrels cannot have been
overwhelming; by 1876 the brothers
toured the U.S. as members of
Callender’s Georgia Minstrels. In 1878
Jack Haverlyhad bought the Callender
Minstrels, and manager Gustave
Frohman took the troupe on a tour to
the Pacific Coast. Haverly organized
a new troupe in the Northeastin 1878
and, as Haverly's Genuine Colored
Minstrels, played New York in July
1879 and the Boston Theater in Octo-
ber, moving on to New Orleans,
Galveston, and Shreveport, all in
November 1879. The roster of this
show included some of the famous
names in black entertainment. Apart
from the Bohee brothers, there were
Billy Kersands, Sam Lucas, Wallace
King, Tom Mclntosh, Dick Little,
James Bland, the acrobatic team of
Sommerfield & Holcomb, Woodson
& Sykes (billed as the New Orleans
Pickaninnies), Pete Devonaer, AA.
Luca, W.W. Morris, Charles Ander-
son, Cunningham & Chase, James
Grace, Neil Moore, William Allen, Bob
Mack, Chase & Brockley, “Steamboat
Bill,” Sam Jones, A. Boyer, George
Skillings, James Crosby. This minstrel
organization was entirely profes-
sional; they employed the usual spe-
cial effects to draw crowds. Sampson
(p. 37) quotes a contemporary re-
view: “Haverly’s Genuine Colored
Minstrels astonish the citizens of
Shreveport, La., giving a parade with
two brass bands, the company being
divided, each band going in different
directions and later coming together
on the main street, both playing the
same tune in perfect union.”

May 1880 found the troupe
up north, and if reports in the local
press are any indication, the Bohees
had become more and more of a
drawing card: “Haverly’'s Genuine
Colored Minstrels delighted a
crowded house at the Portland
(Maine) Theater. The first-part, as
heretofore, was their strong feature.
The Bohee Brothers' songs and
dances were well received, as was
the banjosextet, led by George Bohee.
This company’s street parade is a
novel one, attracting crowds of spec-

tators. George Bohee wielded the
drum major’s baton in a manner diffi-
cultto surpass.”(Anonymous, May 12,
1880; Sampson, p. 40.) A few days
later (May 17 thru 22) the Bohees
were at home in St. John, Canada,
playing the Mechanics Institute. The
brothers played banjo duets and dida
song and dance routine. As custom-
ary, James Bohee also acted as the
drum major of the minstrels’ parade.
The May 22 edition of the Daily
Telegraph noted that James Bohee’s
skillful performance on the banjo
earned an encore. Further perfor-
mances were given at Halifax, Nova
Scotia.

By the time the troupe had
reached Chicago and opened at the
Haverly Theater, it had been consid-
erably augmented. It contained 20
end men and included preeminent
black entertainers. “The second part
exhibited Alex Hunter in his remark-
able imitations; the Bohee Bros. in
banjosonganddance; Charles Caruso
in a stump speech; The Blackville
Jubilee Singers, headed by Billy
Speed; Abe Coxand Bob Cox inbarn-
yard frolics; the ¢ompany in planta-
tion songs and dances; the sextet
banjo-orchestra; and the sketch
‘Brudder Bones Baby.’ Robert Elkins
has succeeded Gus Frohman as
manager.”(Anonymous, October 30,
1880; Sampson, p. 41.)

Dohee Drothers qo
to ﬁngland.

Later that same vyear,
Haverly’s Mastodon Minstrels left the
U.S. for England, to open at Her
Majesty’s Theater in the London
Haymarket. This was evidently a dif-
ferentcompany of whites using burnt
cork, and there is no evidence that
the Bohees visited England at that
time. The show did include a banjo
orchestra of some dozen performers,
butthe leader was one W.A. Huntley.
There are no confirmed reports of the
Bohees' activities during the 1880/
1881 season, but it may be assumed
that they continued to tour the States
as members of Haverly’s Genuine
Colored Minstrels. On June 13, 1881,
the company began a week’s run at
Halleck’s Alhambra in South Boston,
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Mass., their last engagement before
sailing to Liverpool, England, on July
14, 1881 (Sampson, p. 42).

Haverly’s Genuine Colored
Minstrels opened in London at Her
Majesty’s Theatre, Haymarket, on July
30,1881. Reynolds (p. 203) describes
the event: “When the curtain wentup
on the opening night it disclosed on
the stage aboutsixty-five real negroes,
both male and female, ranging in
shades of complexion from the coal
black negro to the light brown Mu-
latto or Octoroon. They were of all
ages, from the ancient Uncle Toms
and Aunt Chloes, smart young coons
‘and wenches, down to the little
Piccaninny a few months old nestling
in his mother’s lap. Their costumes

.were of the Plantation, in a pictur-
esque plantation setting, somewhat
reminiscent of the Jubilee Festival
scene from ‘Uncle Tom’s Cabin.’ There
were sixteen corner men in all, eight
bones and eight tambourines, ar-
ranged in two rows on the stage...
The programme was a mixture of
plantation solos, concerted numbers,
Jubilee Quartettes, and spirituals, in-
terspersed with comic nigger ditties
and witticisms by the
comedians... The music was not an
outstanding feature ofthe show. Some
clever specialties were introduced by
a troupe of twenty dancers and a
banjo orchestra...W.H. Allen gave an
excellentdisplay ofhigh pedestal clog
dancing and the Bohee Brothers
(James and George) made their first
appearance in this country with this
troupe.”

Afteraseasonoftwo orthree
months the company toured the prin-
cipal cities in the English provinces,

then returned to the U.S. in the late
spring of 1882. The tour’s apparently
limited success can hardly have been
due to the all-Afro-American roster
which featured outstanding profes-
sionalssuchas Billy Kersands (princi-
pal comedian), Sam Lucas, James
Bland (singer), Billy Speed, Irving
Sayles, Tom Mclntosh (comedian,
drummer), Richard Little (bass voice),
Wallace King (tenorvoice), BobMack
(comedian), J. Grace (comedian),
W.H. Allen (clog dancer). The banjo
band consisted of E.M, Hall, Arthur
Thatcher, Tom Beet and, of course,

the Bohee Brothers. The white troupe,
which had performed at the same
venue the previous year, had “stolen
the show” and the novelty effect of a
large American troupe had worn off.

A contemporary review (in
the August6,1881 edition of Entr’acte)
is revealing in its racist undertones:
“The band of sable entertainers, now
disporting at Her Majesty’s Theatre,
under the auspices of that compre-
hensive caterer, Mr. Haverly, must
not be confounded with the troupe
which first made a sensation here
something like twelve months ago
underthe same management; the first
batch gottheirblack faces by artificial
means, whereas nature has effected
the darking operation for the per-
formers who are just now demon-
strating at this theatre. The entertain-
ment which these coloured folks give
is varied in character, though, we
humbly opine, not sufficienty differ-
ing fromthat given by artificial blacks
toendow it with an absolutely special
mark. There is no feature in the per-
formance which we witnessed and
listened to last Saturday that is more
suggestive of negro life than was to
be found in the entertainment ten-
dered by Mr. Haverly’s former troupe,
which was made up of entirely white
men; and, in our opinion, this is the
weakness of the enterprise. England
has done much for the black people,
and ever since Mrs. Beecher-Stowe’s
story of ‘Uncle Tom’s Cabin’ created
sucha furorashaseverbeenmade by
the publication of any book since,
English people have felt a strong in-
terest in the man of color, and in the
accounts of his daily life. Let us say
that there are excellent voices among
the choristers, more especially in the
basso department. There are also
some twenty female choristers, and it
seems to us hardly enough is made of
this factor. Inthe comedy department
we make bold to say that the negro
can hardly be ranked as a man and
brother with the professional white
‘corner’ man,; the former knows how
to make the most of a wide mouth
and a wealth of tongue; but such play
ceases to be humorous, unless sup-
ported by something more substan-
tial. The chief ‘corner’ man Ms.
Mclntosh, we think, is his name—is

possessed of some humour which he
demonstrated in other ways besides
grimacing. Another weakness of the
entertainment is the comparative
poorness of the orchestral accompa-
niments. The feature which prospered
well on Saturday, and which was
genuinely comic, was that produced
by a member of the troupe who was
made up as a chanticleer, and who
imitated that bird with such fidelity
that a real bantam-cock attacked him
with much ardor, afterwards indicat-
ing his victory by crowing with all its
might. To see this little bird chasing a
man-size counterfeit was sufficiently
ludicrous to send the audience into
fits of laughter. This item made a
splendid success, asitdeserved todo,
foritis one of the funniest exhibitions
that has ever been seen on the stage.”

Six weeks later, on Septem-
ber 6, 1881, the same paper carried a
more favorable review: “The enter-
tainment which is now forthcoming
hereistendered with desirable celeb-
rity, is pleasantly varied, and is mani-
festly superior to that which graced
the opening of the campaign. Some
of the features which helped to make
up the inaugural programme are still
retained, it is true; but the changes
that have been made have had the
effectofilluminating the performance
inits entirety. The ballads which hap-
pen to be under the treatment bear a
more popular ring than did those
which we first heard these darkies
interpret, while the breakdown
dancing and the clog dancing, inter-
spersed with a series of poses, after
the styles of those introduced by Mr.
Haverly’s first batch of minstrels
(white), are excellent features of their
kind. The performances of Mr. Mack
andhislittlebantam-cock are received
with volleys of laughter every night,
and it may safely be said that this is
the specialty of the entertainment.
The concerted singing is of a very fair
order, and the voices in the bass de-
partment are singularly good in vol-
ume and quality. The comedy of the
entertainment is mostly supplied by
Mr. Kersands and Mr. Mclntosh, and
the last-named is genuinely funny,
while Mr. Kersands' fun is good but
more of the negro order. This venture
seems to be a highly prosperous one,
and full houses are the rule here.”
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It is interesting to note that
this theatrical paper made no refer-
ence to the banjo orchestra. How-
ever, weknow through Reynolds that
“their entertainment consisted of bal-
lads, banjo solos and duets, and their
famous double banjosongand dance
in the orthodox costume of velvet
coats, knee breeches and jockey
caps—a very smartly worked num-
ber this.”(Reynolds, p. 205) [see illus-
tration]. E.M. Hall played “Home
Sweet Home,” with variations, and
introduced the tremolo style of play-
ing for the first time in Britain. James
Bohee wasa stellar performerand his
favorite banjo, when he arrived in
England, was a smooth-arm instru-
ment made by Hammig of New York
(hehad played it forPresident Grant),
butinlater years he used a banjo with
fiveraisedfrets (Brewer, p. 217). Both
banjo construction and playing tech-
niques had undergone dramatic
changes from when the white Ameri-
canminstrel Joe Sweeney introduced
the banjo to Britain in 1843:* “Previ-
ously the banjo was made from a
gourd with four strings only. So
Sweeney experimented. He took an
old cheese box, cut it in half, covered
it with a skin and added another
string... This happened about 1830.”
(Reynolds, p. 78.)

By June 1882 Charles
Frohman had purchased the whole
company from Haverly in London.

Frohman’s plan was to bring together
the largest black minstrel company
ever organized and to make a grand
tour of the U.S. However, when the
company returned to the U.S. in mid-
1882, the Bohees (and some other
arusts, among them James Bland and
Billy Allen) stayed behind in Furope.®
Obviously, the Bohees had exam-
ined the prospects of making a living
in Britain as professional banjoists
anddecidedtoenterthe competition,
Once again, the elder brother, James,
seems to have been the driving force.
When the brothers organized their
own minstrel troupe, the actual pro-
prietor was James. It was also James
who, inresponse to demands for per-
formances at society functions and
“privale entertainments” in London,
set up a banjo instruction studio in
Coventry Street (London W.I). This
London studio was where Queen
Victeria’s son and future heir to the
British throne, took banjolessons from
James Bohee. (Green, p. 4.) Years
later, they advertised themselves as
the “Famous Royal Bohee Broth-
ers, banjoists and entertainers to
their Royal Highnesses, the prince
and princess of Wales, the late
King Edward VII and Queen
Alexandria.”(Southern, p. 40.) A stu-
dio portrait of James Bohee together
with pictures of Alfred Weaver and
the Weaver banjo (as played by the
Prince of Wales) were reproduced in
the London Sketch, on January 30,
1907.

In contrast to other Afro-
American visitors in Europe, the
Bohees never left Britain. They made
London their permanent home and
never entered the strenuous circuits
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British royalty stamps issued during the bohee Brothers era: (left to right)
1882—Queen Victoria, 1902— ing Cdward I, 1912—Ring Georgr\?

organized by variety house owners
all over Europe. IHere, venues
changed weekly, and there were no
paid holidays. Nowonder the Bohees
themselves had become a kind of
haven for other black visitors from
the U.S. (who normally started their
Furopean careers in England, where
there were the least language prob-
lems and the fastest maritime connec-
tions), such as the operatic singers
prima donna Madam Selika and her
husband Sampson Williams: “Ma-
dame Selika is profuse in her thanks
to the prosperous brothers, Messrs
Bohee, who were ever friendly and
even devoted to herself and husband
while the latter remained in London.
These gentlemen (formerly from Chi-
cago, I think) are still meeting with
great success in their professions. In
factthey are now considered perma-
nent London institutions. This shows
whattalent combined with study and
pluck can do.”(Trotter, p. 91.)

Apartfromrunning the banjo
academy inLondon the Bohees regu-
larly toured Britain for six-month
cycles. The Bohee Brothers Coloured
Minstrel Company consisted of about
30 mostly black performers— a policy
which the brothers already had
adopted in the U.S. Minstrel Memo-
ries (p. 202-203) is the source for the
following details:

“It was about 1889 that the
Bohee Brothers’ Operatic Minstrels
opened their season in the Interna-
tional Hall (now known as the Café
Monico), Piccadilly Circus. It was cer-
tainly an admirable position. The
troupe, just over thirty strong, pos-
sessed a good orchestra under the
direction of Arthur Anstis, of practi-
cally all white men. The first part
consisted of the usual ballads and
eccentric ditties. The best of these
were, ‘Falling Shadows’ and ‘Only A
Ringlet Of Hair’, sung respectively by
Fred Walton, a pleasing alto, and Ben
Shaw, a good robust tenor; the only
two white soloists in the troupe. Two
coloured ladies, Miss De Simoncourt
and Georgina Barlee, introduced
‘Sleep Little Baby’ and ‘Angel Mother's
Last Good-bye’, with excellent effect.
The coloured comedians were: bones,
Charles White, whose eccentric dance
imitating roller skating was very suc-
cessful; James Carson, whoappeared
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[Those of the audience who may desire to leave the Hall are requested to do so in the Iutervals.]

PROGRANMME.

SUBJECT TO ALTERATION.)

GRAND FIRST PART - - BY THE COMPANY.

SELECTION THE BOHEE BAND
o Baxgoist :
BoxEs : ﬂE Mg. JAMES D. BOHEE jgé TAMBOURINES ;
Mr. GEORGE B. BOHEE (The World's Champion). Mr. WEBSTER SYKES
Mr. CHARLES WATSOXN j IXTERLOCUTOR - ?j? AMr. GEORGE AYTOUN
2 Mr. 1KE JOXNES.

OrexiNg CHORUS “ Freedom To-day” THE COMPANY
OVERTURE “A la Bohee” THE BOHEE BAND
Coxic REFRAIN .. “Swinging on the Golden Gate”... coa Mgr. GEO. BOBEE
BaLrap “Baby's Laughing” ... Miss JOSIE RIVERS

. Miss AMY HEIGHT
Mr GEORGE AYTOUN
Miss C. CUSHMAN

“Up high in the Sky”
¢ Fifteen Pence”

CoMic Sone
Cowxic INTERLTUDE

BaLiap ., “ Sweet Chiming Bells”
Fivate... | “ Mary's gone with a Coon” Mg, WEBSTER SYKES
Ty YT TP TYYYYYYyrryeyy
NO INTERVAIL
A S A A BB B B B e i A Ao s A A d
. 5 )
PARBRE SE n®. |
—BPECIALITY R «.. “Hush little Baby"” ’ . Miss AMY HEIGHT

THE ROYAL BOHEE BROTHERS,
The most accomplished Banjoists in the World, in their Artistic, Classical, and Refined Entertainment:

“ The Boulanger March” o Mzessrs, BOHEE

“A Boy's Best Friend is his Mother” Mr. GEO. B. BOHEE

“ Home, sweet Home," or “ The Mocking Bird” Mr. JAMES D. BOHEE
(in Costume) Mzssrs. BOHEE

Mr. J. P. CURLETT

Baxso Druer

Soxe

Baxso Sovro -

. Baxjo Soxc axp Daxce

IMPERSONATION (W. J. Asheroft) ...

EccexTric PrantaTiox PASTIMES (The Funny Little Coon) Mgr. WEBSTER SYKES
Ser10-Coic e “Can't do it” Miss JOSIE RIVERS
Soxe (By America’'s Prima Donna) = .. Miss CORELENE CUSHMAN

Miss CUSHMAN, Miss RIVERS, and Mr. IKE JONES
Mr. GEO. AYTOUN

_Brack Swax Trio
... ““American Antics” * ...

GOD SAVE THE QUEEN.

Comic Musicar FixaLg

‘ The Orchestral Bund conducted by AMr. THOS. WEST. Lime Light and Properties by Mr. G- H. CHAPMAN.
’ The entire Entertainment produced under the Direction of Mr. GEORGE B. BOHEE. '

NOTICE.-THE BROS. BOHEE with (or without) Select Voices of their Company, can be engaged
for Priva‘t_te Parties by writing to the ‘Manager.

Messrs. BoHEE's magnificently appointed Four-in-hand Coach, American Fast Trotter and Buggy, Miniature Dog-cart drawn by the CELEBRATED
: MIDGET PONIES, in Town daily. :

THE GREAT AMERICAN BANJOS manufactured by the Messrs. Bouer, and played by them nightly, may be purchased from thewm.

These instruments are without exception, the finest Banjos yet made. They are remarkable for their brilliancy and volume of tone, peerless

crnstruction and carrying power. Lessons given during the visit of thél Company.
i

(from the collection of Dr. Rainer € Lotz)
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[ 1889 Program—(from the Lotz Collection) }

laterina plantation act; and D. Marks:
tambourines, Billy Taylor, James
Hodges, and H. Miller. The songs and
comedy business of the coloured co-
medians in the first part was of a
Quaint and lively description, if de-
void of subtlety, and rather lacking in
variety. Miss Carr Lyon, the possessor
ofa remarkable double voice, gave a
clever exhibition. But the special at-
traction of the second part was the
clever act of the Bohee Brothers
themselves, comprising banjo solos,
duets, ballads, and songs and dances,

uring which they accompanied
themselves on the banjo. James Bohee
Was the banjo soloist, and a remark-
ably clever executant. George Bohee

ad a pleasing tenor voice and sang
With greatexpression thatwell-known

ballad, ‘A Boy's Best Friend is his
Mother’, of which he was the original
singer in this country.

“Charles H. Chivers was in-
terlocutor and bass vocalist. Mr.
Lawrence Brough was the business
manager of the company. A white
comedian, Dick Davies, wasspecially
engaged for the concluding sketch
‘The Kentucky Court House’, in which
he introduced some clever and wel-
come comedyasthe judge. The whole
entertainment, while quite good of its
kind, was hardly calculated to estab-
lish itself permanently in the West-
end of London. The show ran here for
about six months, after which they
continued to tour the provinces for
several years, until shortly after the
death of the actual proprietor, James

D. Behee, onDecember 1, 1897 (sic).
James Bohee was greatly respected
in the profession.”

The bBohee
Minstrels used |
protest material

James Bohee's special num-
ber was “Home Sweet Home” (with
variations), but among his original
compositions for the banjo may be
mentioned “Star Of The Night Waltz"
and “American Jig” (BMG, June 1952,

: (. P 224). While it is undoubtedly true

~ that the Bohee Minstrels’ repertoire

2~ included “the usual ballads,” Toll (p.

246) has pointed out that it also made
use of overt, direct protest material.
Recalling the moving antislavery im-
ages white minstrels had used over20
years earlier, black minstrels focused
on the threatened black family. In
unmistakable language, George

%~ Bohee, for example, sang of a tor-

mented mother, who cried thatifthere
was “any room in heaven for a poor
black slave,” she hoped her baby
would die rather than live under her
brutal master.

Hark! baby, Hark! your mama is dy-
Ing,

For saving her child from cruel
master’s blows

Ohl cruel, cruel slavery! hundreds are
dying.

Please let my baby die and go.

The program for the May 6,

1889 performance at Free Trade Hall,
Manchester[see facsimile illustration],
reveals a balanced mixture of ballads,
comedy, spirituals, and instrumental
showpieces. Members of this troupe
included the well-known Black Swan
Trio, performers who successfully
graduated to the variety theaters,
where they were extremely popular
until the death of (Miss) Corlene
Cushman—a fact explicitly men-
tioned in James Bohee'’s obituary in
the December 11, 1897 issue of the
Menthyr Express. (Other black Ameri-
cans hired by Bohee directly from the
U.S. were the famous composer,
James Bland, and “Julian The Jug-
gler”; both sailed to England to join
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Mr. George bohee, who taught the king
to p|ay the anjo.”— The Sketch, London, 1907

r

the Bohee Brothers Company after
closing with Cleveland’s Colored
Minstrels in early 1891.)

As well as being instrumen-
talists (banjo and piano), singers,
dancers, entertainers, promoters,
theatrical managers, composers, and
banjo tutors the enterprising brothers
also became manufacturers and re-
cording artists. The aforementioned
printed program carries the follow-
ing advertisement:

“The Great American Banjos
manufactured by the Messrs Bohee,
and played by them nightly, may be
purchased from them. These instru-
ments are without exception, the fin-
est Banjos yet made. They are re-
markable for their brilliancy and vol-
ume of tone, peerless construction
and carrying power. Lessons given
during the visit of the company.”

Were they the first
AFro—Americans
to record?

Although the brothers’ claim
of having manufactured banjos is
questionable (they probably just sold
U.S.- and British-made instruments),
they were sound recording pioneers.
Unfortunately, none of their cylin-
ders is known to have survived, and
no company ledgers exist with titles
and recording dates.

When the Australian scholar
Peter Burgis researched the history of
recorded sound in Australia, he dis-
covered that in mid-1890 a Professor
Douglas Archibald introduced the
Edison phonograph to Australia.
Archibald toured the Australian colo-
nies until March 1892, recording ce-
lebrities and musicians. The press also
eported that Archibald played cylin-
derrecordings by the Bohee Brothers
(Burgis to Lotz, December 1989). If,
as is likely, he brought the cylinders
from England to Australia himself,
the recording date must be earlier
than March 1892. For the time being
the entry in my forthcoming discog-
'aphy, The Banjo Onm Record, can
therefore be no more specific than:

THE BOHEE BROTHERS
James Douglas Bohee,
George Bohee (Banjo
duet)

Probably London, between
early 1890 and March 1892,
Unidentified titles—
Edison cylinders (?)

By now, the Bohees were
something of a legend—in England
as well as in the U.S. Whereas it is
well-known that entertainers who
pursue professional careers abroad
will soon be forgotten and unrecog-
nized athome, the Bohees are excep-
tions. Edward B. Marks in his They All
Sang (1905) states that they were the
first team to play banjos while danc-
ing. He rates them among the great
song and dance men. Eileen
Southern’s Biographical Dictionary
(1982) also mentions that they won
wide attention for their soft-shoe
dances and skills at playing banjos as
they danced. James Weldon Johnson
refers to them in Black Manbatian
(1930, p. 89-93): “The two Bohee
brothers was (s4¢) a soft-shoe dance
in the calcium light while they sang
and accompanied themselves ontheir
banjos....The two Bohee brothers
were, perhaps, the first finished per-
formers on the banjo.” Aslate as 1953
the English magazine B.M.G.recalled
that “James Bohee’s ‘American Jig’
was given publicity later by Alice
Walkinshaw, a noted player and pu-
pil of Clifford Essex. She married
James Dunn, who as a ‘Banjo Sketch
Artist’ at the Palace Theater, London,
on March 7, 1898, imitated the Bohee
Bros. in his act.” The obituary for
James D. Bohee in the December 11,
1897 issue of the Merthyr Expressalso
notes that the Bohees were being
imitated: every barrel-organ played
their favorite banjo song and dance
“T'll Meet Her When The Sun Goes
Down.”

James bohee dies

at age p))

The popularity and continu-
ing acclaim of the Bohees is all the
more remarkable, since James, the
elder and more enterprising brother,
died in his best years. James made his

finalappearance at Temperance Hall,
Merthyr Tydfil, South Wales on De-
cember 1, 1897, his 53rd birthday. He
then journeyed to Ebbw Vale, where
on December8, aftera week’s illness,
he died of acute pneumonia.b James
passed away in his wife’s arms; his
brother was also present. The burial
took place on December 11, 1897 at
Brompton Cemetery, London.

Such was his reputation that
the news of his death was reported
within a week in Germany, a country
he had never visited, in the Decem-
ber 19, 1897 issue of Der Artist,
Obituaries in the local press as well as
in theatrical papers in London noted
that the brothers “were considered
the best banjoists in the world and
had performed before royalty; they
were commissioned to the privilege
of using the honourable title of Royal
Bohee Brothers.” “The brothers did
more to popularize ‘the banjo’ than
any American entertainer who has
visited these shores, eitherbefore their
arrival or since.” “Mr. Bohee was one
of the first of the clever banjo players
tovisitEngland, andhe and his brother
helped to make the instrument popu-
lar over there. He was a London fa-
vorite for many years, and appeared
frequently at the London Pavilion.”
The American Cadenza magazine
commented upon this a couple of
years later: “The foregoing notice
omits the fact that Mr. Bohee was a
colored man, and one of the very few
colored men who ever played the
banjo in a creditable manner. He was
also one of the few surviving ‘old
time' banjo performers and belonged
tothe ‘old school of players.” (Green,
1988.)

For a while, the surviving
brother, George, tried to continue
The Bohee Operatic Minstrels but, by
late 1898, was forced to disband in
Hereford (B.M.G., June 1952, p. 227).
George Bohee then accepted en-
gagements as a solo act at music halls
(B.M.G., August 1953, p. 270).
Sometime in 1898, he returned to the
recording studios in Liverpool as a
soloist:

MR. GEORGE BOHEE,
BANJO SOLO




George Bohee (banjo-solo);
accompaniment unknown, if any.
Liverpool, before May 1898.

The Darkey’s Wedding—
Edison Bell cylinder

The Darkies Patrol—Edison
Bell cylinder

The Yellow Kid’s Patrol—
Edison Bell cylinder

Bohemian Galop—Edison
Bell cylinder

Darky’s Dream—Edison Bell
cylinder

Darky’s Awakening—Edison
Bell cylinder

Medley Of Airs—Edison Bell
cylinder

Resistless March—Edison
Bell cylinder

March In C—Edison Bell
cylinder

Hunter’s March—Edison Bell
cylinder

Niagara March—Edison Bell
cylinder

According to British re-
searcher Frank Andrews, the above
are wax cylinders with two minutes
playing time, manufactured by the
Edison Bell Supply Company of
Liverpool, and may not be Edisonia
Ltd. recordings. (Frank Andrews to
Lotz, December, 1989.) None ofthese
cylinders are known to have survived.

George Bohee continued
touring the British halls, mostly on
the reputable Moss Empire circuit,
and was billed “Geo. Bohee (of the
celebrated Bohee Brothers).” Atsome
unknown time he also appeared in
England in duet with Kathleen Marie
(white). He was sufficiently popular
to merithis photographappearing on
current songs of the day, an example
being “As Dainty As A Rose, Banjo
Song and Dance,” written and com-
posed by Miss Helen Charles, sung by
George Bohee. The title page of the
sheet music, published in 1902, fea-
tures George Bohee in his stage cos-
tume, playing an unfretted banjo
(B.M.G.,June 1952, p. 227). He toured
Scotland in 1902; his latest confirmed
engagement ended at the Newcastle
Empire on January 2, 1904. He was
the author of “George Bohee Med-
leys,” which comprised excerpts from
“Manhattan Beach March,” “Wash-
ingtonPost,” and “Rastus On Parade.”
Hislastyears are shrouded in mystery.
According to one source, he was re-
portedtohave died inthe U.S.in 1915

(LaBrew, pp. 46-47); according to an-
other, he returned to the U.S. and
settled in New York either during the
1920s or 1930s (Southern, p. 40). Ac-
cording to yet another source, he was
seeninLondonaslateas 1926 (B.M.G,,
August 1953, p. 270).

FOOTNOTTS

[1] British researcher Jeffrey Green
drew my attention to the fact that the
black communities of eastern Canada
are over two centuries old. Their ori-
gins date to the American Revolu-
tionary War, when those who sided
with the British moved to Canada
after independence. Blacks whossided
with King George were promised
land. However, in Canadablack Nova
Scotians were so disillusioned with
life under the crown that they formed
partofthe settlement in SierraLeone
(West Africa). Other black people,
often from the WestIndies, and often
sailors or fishermen, settled in east-
ern Canada. Although slavery was
abolished in the British Empire in
the 1830s, the segregation of black
Canadians continued until very re-
cently. Black Canadians contributed
a number of boxers (often regarded
as Americans) throughout the 19th
and 20th centuries, but their role in
music has not been rescarched. The
Bohees, song writer Shelton Brooks
(“Some Of These Days”), and pianist
Oscar Peterson suggest that this is an
area that is overdue for study. (Green
to Lotz, August 1990.)

[2] Although these dates have been
verified by researcher Rosenberg,
other sources claim that statistics of
the U.S. census indicate that James
Bohee was born in Canada in 1815,
while “George Bohee was born in
1856 in Cahada; was not the brother
of James; he died after returning to
theU.S. in 1915.”(LaBrew, pp. 46-47.)

[3]1Bollman cites the following major
Massachusetts manufacturers:
Fairbanks & Cole; A.C.Fairbanks; O.R.
Chase Apollo Banjos; William A. Cole;
George C. Dobson; Lincoln B.
Gatcomb; John C. Haynes Bay State
Banjos; Elias Howe; Luscomb,
Thompson & Odell; Gad Robinson;
Charles Stromberg; The Vega Com-
pany (Bollman, p. 37-54).

[4] Michael Pickering, in his other-
wise excellent essay on “Black Music
in Nineteenth-Century Britain,” mis-
takenly identifies Sweeneyas a “black
musician...whorejected the Jim Crow-
type plantation costume and at-
tempted to improve the image of the
Black” (p. 24).

[5]After returning to the U.S., Haverly
and Callender’s United Colored Min-

strels closed in Philadelphia on De-
cember 30, 1881, where they sepa-
rated into two companies, one man-
aged by John Rice and the other by
William Welch.

[6] The certified copy of an entry of
death in the sub-district of Tredegue
was reproduced in the June 1952 is-
sue of BM.G. (p. 220).

ILLUSTRATIONS

(1) James and George Bohee, seated
on stage, in formal dress. No date.
[Originally published in Reynolds
(1928), facing page 196].

(2) James and George Bohee, stand-
ing on stage, in fancy dress (knee
breeches and jockey caps). No date
(about 1881). [Originally published
in Reynolds (1928), facing page 196.]

(3) George Bohee, three quarter por-
trait, seated in the studio. No date.
[Originally published in The Skeich,
London, January 30, 1907, p.80.]

(4) Program, Bobee Bros. Colored
Minstrel Company, Manchester, May
6, 1889 [Lotz collection].
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