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Harrison Barnes

Harrison Barnes was born on Magnolia Plantation on
January 13, 1889. His father was foreman of the plantation.
Harrison had one sister and three brothers, all of who were
musicians and played in the Magnolia Eclipse marching bands;
Alfred-clarinet, Thomas-cornet, and Fred-baritone. Harrison used
to watch band rehearsal while still young, observing his brother
finger the baritone. When his brother would return to work in the
fields, Harrison would pick up the horn and:

“Get the music down by ear. | would take the same piece of
music and ah they already had the fingerings on the baritone, ya
know...and I would work on it, and play it ya see.”

Harrison continued playing this way on his own and like a
‘black Paganini’ one day at a band rehearsal, Harrison surprised
everyone by sitting in and playing the baritone along with the
band:

“Started on baritone, had Eb cornet there, too, ya know, and
after | learned good, they would go to rehearsal, so one night they
were rehearsing — my brother he wasn’t there — | had his
instrument, waiting for him, ya know, and he didn’t come — and
they played a couple numbers and | just went right on ahead and
played; they was surprised, ya know, but I had my ear and | had
been practicing along, too. So that made me watch the notes like
that and 1 knowed where to, how to play ‘em, ya know, so | didn’t
need, | didn’t need that, ya see...Only thing I had to learn there the
key, see...and I could always, I got that down when they’re playin’
in Bb or whats ever, was one flat, 2 flats, and so on...well 1
knowed how to figure that and we went along.”

Unlike the ante-bellum Southern Plantations, there wasn’t
much music on the plantation after the Civil War. Harrison Barnes,
Jim Robinson, and Sunny Henry gave similar answers when asked
about music on the plantation:

“Father didn’t play music. Wasn’t much music in that time
around that part of the country...now and then you’d see a fella
with a mandolin or something like that...nothin” down my way
there where | lived at, there wasn’t much. Harmonica was the
biggest thing there and old Jew’s Harp and things like that.”
(Barnes)



“There was singing and whistling in the fields, or whatever
they want to do.” (Robinson)

“Yeah there was some singing while working — sing any
kind of a church hymn, anything you want. Yeah, yu could sing, yu
could do anything you want down there.” (Henry)

From their description it didn’t sound like the organized
field shouts and work song noted in the early slave days. But,
Negro music still existed, being heard in the church and church
socials. From Barnes descriptions, the church’s music remained the
same exuberant and emotional spiritual music that was heard and
sung by the early slaves in their church services. Barnes wasn’t
with a church while he lived at Magnolia but he heard the music of
the church:

“No piano, just sing anthems, jubilees. They’d word it out,
then they’d sing that strain. Then they’d word it out again and sing
some more. (Sic: this sounds much like the New England ‘lining
out’) Jubilee songs — fast. Sometimes when they, sometimes they
would start to clapping their hands on the jubilee, yeah. Sometimes
the sisters would shout, you know? Just a like a person would
dance there. At socials they would be shouting. | don’t know what
they call it; it wasn’t dancing, but it was so near dancing | don’t
know what it is.”

Barnes, later in life joined the Free Mission Baptist Church,
playing on the trombone with Remus Matthews on snare drum,
accompanying the church choir on hymns.

Harrison talks of his job on the plantation stating that he
was skilled labor, hoeing the straight lines necessary for planting.
Magnolia had a large bell to wake up the workers and to toll the
important hours. Harrison doesn’t talk about all the times the bell
rang, but he does mention that it tilled at 4:30 A.M. in the morning
and then fifteen minutes later at which time they left for work.
While working in the fields, the workers heard the breakfast bell
ring at 7:00 or 7:30 at which time a boy would bring breakfast for
them, a half-hour being allowed for its eating. This bell must have
been a large one. In an interview in the courthouse in Point-a-la-
Hache, it was remarked how the interviewee remembered hearing
the Magnolia bell across the river from Magnolia.

When Jim Humphrey came to the plantation his music
lessons were confined to brass band rehearsal and not private,
individual instrumental lessons. Barnes says he only took four
lessons with Humphrey in concert rehearsal. The Negro musicians
in the band helped each other out teaching each other what they
knew. There is much evidence of this. In the oral histories at the



Jazz Archives at Tulane University there is stated many times how
one musician would help out the other. The Magnolia Band at one
time had Effie Jones as leader. There is also evidence that Sunny
Henry also taught the band, and Harrison Barnes talks of teaching
the band:

“Now by me getting that ah from ah H. N. White and
setting down...I don’t have nothin’ to do but concentrate and
trying to figure on that music — I give the band couple lessons, let
them play it. I commence teachin’ them instead of sending to the
city (Sic: New Orleans) Well | was getting’> my part down good
and | had a cousin that | used to be show him. Well we had that
lead. Then my brother, I used to show him, the baritone part. I got
him so he didn’t need to be puttin’ them fingers and things on there
(Sic: writing down on the music the valve combinations that
produced each note. | think this practice of putting down the
fingerings on top of the notes is done by beginning band students
in school today when they can get away with it). We had several
numbers and that Sunny Henry, he left and came to the city here
and he brought a couple numbers out there and he, he gives the
band a couple of numbers. I used to play some of them, well some
of the, I wouldn’t need somebody to help me, if I played that; it
would come in certain divisions — the syncopated notes and things,
now | commence learnin’ them, you see.”

Barnes, like so many of the Negro musicians of his day,
many times had to teach himself to increase this musical
knowledge. Barnes tells of how he taught himself:

“...But the chorus and things like that, (Sic: talking about
band music) | learned that, but | never gave them to the band but I
used to play it myself. Then I had a big method (Sic: an instruction
method) with a whole lot of songs in it...three or four lines, things
like that (May have been Arbans Instruction Book?) Well, 1 used to
play some of them.

I changed to trombone — there was a demand for trombone
players. (Barnes used Sunny Henry’s old trombone) Got a method
and learned the positions. 1 went along slow but | had the music in
me and when | commenced to getting that time, | could play by ear
and when 1 learned the instrument then | learned the notes, and the
trombone players, the few they had here at the time, they wasn’t
readers. And ah Uncle Sam taken most of them and the better
orchestras playin’ without trombones.”

Harrison Barnes came to New Orleans in 1913. The
Magnolia Plantation had begun growing rice. Once when it was



raining, Harrison was told to go out and work. In the past Harrison
was not used to working in the rain with sugar cane. Harrison did
not like working in the rice fields. In New Orleans he secured a job
as a welder, working for 17 years while he played music 3 or 4
times a week.

One of the jobs Harrison played was a place on old Howard
Street, now LaSalle Street called “Sans Souci.” Harrison said of
the leader: “The boss couldn’t play nothing by ear, but he was a
good reader, and he believed in buying music.”

It was about this time that Harrison joined the musicians
union. Most of the New Orleans musicians at this time had day
jobs. In one group Barnes played in, Sam Dutrey Sr. was made the
leader. Sam didn’t have a day job. This gave him the time to go
around looking for jobs for the band. Pete Locaze was in this band
and also worked a day job. The band had a large repertoire and a
huge “pile of music.” Barnes played there, in his own words, ‘about
a year or two.’

In the defense of his musical education and the ability of
the number of country bands that played in the city Henry states:

“The country bands could play anything any other band
could play. That’s why when | came here (New Orleans), | knowed
as much as | know now. I learnt in the country (Sic: from Professor
Humphrey).

There were lodges and burial societies in the country also.
Mention is made about the country bands playing for them. Most
of the men interviewed expressed the fact that there were very few
marching funerals in the country. Henry also expressed this view:

“The funeral in the country: they’d leave church and go on
back to the cemetery and come right back.”

Henry makes the only mention of the name of one of the
country social clubs:

“The church on Magnolia Plantation was a Baptist Church,
the Macedonia Baptist Church. The society on Magnolia was the
Morning Light.”

Henry, like many of the early brass musicians, could
transfer to other brass instruments and play them in parades.
Coming to the city, Henry changed to the slide trombone, which
was gaining in popularity over the valve trombone. He is said to
have also played bass when needed. Henry continued to be



interested in playing in brass bands where he could continue to
read music.

The importance in the history of jazz of musicians like
Sunny Henry was his influence on younger musicians of his ideals,
dedication, high musical standing and the importance of getting a
good background in their musical training. Henry set high
standards for the young musicians in his ability to read and his
unwaving dedication to perfection in music. These younger
musicians could, buy example and practice, see the traditions of
New Orleans brass bands and the musicianship of its performers.
The older musicians would guide the younger ones through the
heavy parts and, like Henry, were always willing to help those that
really wanted to learn.

In the transitional years of jazz one cannot think of any
‘jJazz’ musicians that did not play in the brass bands. The only
exceptions would be those that were blind or lame like the guitarist
Mumford. The influence of good musicianship helped the rough,
young Negro musicians who needed training on their instruments
before they could express their full potential in beginning jazz
music. People like Jim Humphrey, Sunny Henry, Harrison Barnes
and so many others, taught the correct embouchure and breathing
techniques that enabled the early jazz musicians to develop their
full potentials. The brass bands gave them opportunity to play with
well-trained musicians and exposure to the diatonic harmonic
background of the marches necessary for jazz improvising. Jazz
might have developed in a different way and not in the New
Orleans contrapuntal style if not for the brass bands. They
influenced the form of ragtime with the popularity of the march,
which in turn influenced early jazz rhythms and styles. It was
musicians like Sunny Henry, who, through his talent, dedication
and performance of all styles of music, greatly influenced the
direction of early jazz music. To him the world owes so much.

When Harrison first came to New Orleans he didn’t think
he played well enough to play with the New Orleans musicians. He
was asked to play with Henry Allen Sr.’s Band as a substitute on
Eb alto horn. Called again as a sub. He played baritone, and then
trumpet. In talking about Henry Allen Sr., Barnes recalls that Allen
had to put up his card (music) and that he couldn’t play by ear:” He
(Henry Allen Sr.) wasn’t the greatest musician,’ said Barnes.

Barnes found out he could play with the New Orleans
musicians and in fact was a better reader:

“l used to think the fellows here was above me, and I didn’t
find out “till I got in the W. P. A. Band, and it come down where
they had to put that music up there, and | had much chance as
them. They ain’t knowed nothing. I had to teach them.”



At first Barnes worked with a band led by Johnny Brown, a
clarinet player who used 4 or 5 pieces on a job. He again recalls:

“You didn’t have to do too much with a trombone in them
times, you mostly vamp, and that two makin’ run, well with one
bein’ kind of experienced we could do a little bit more than other
fellows, I, by knowing trumpet, could ‘lead on the trombone.’

When the trumpet player of the Brown Band left, Barnes
mentioned Chris Kelly to Brown and Chris was hired as the
replacement for Edward Clem (a country musicians whom Barnes
described as: “He’s not a blast trumpet player and he wasn’t full of
jazz but he had a nice swing.”).

Barnes describes Chris Kelly: “He was full of the old blues
and we used to call it jazz music.” As time progressed Chris’s
influence grew. Johnny Brown was a reading musician: “He
couldn’t play “Nearer My God To Thee” without his music,”
Barnes said. Brown couldn’t write his music. The character of the
band changed as Chris’s aggressive trumpet (always a cornet)
began to expand into more jazz orientation. Soon Emile Barnes
replaced Johnny Brown, Chris was very popular and became the
main attraction. He became so popular that he was, many times,
getting two jobs on the same night. Chris would often send a
substitute for himself on one job and play the higher paying job.
Harrison and Chris were at a job at Eagle Eye Hall in Algiers,
when Chris came late one night, had an argument resulting in
Harrison leaving the band. It was now Chris’ band, a band that was
to become one, if not the most popular and ‘hottest’ band in New
Orleans.

Sam Dutrey Sr. leader of a band that Barnes played in
began asking for a higher total band fee, hoping for higher leaders’
fees. Harrison thought the price set was too high and decided to
leave the band. He joined the leading reading/legitimate orchestra
in New Orleans, the John Robichaux Orchestra. “Robichaux
played nothing by ear, nothing at all” remarked Barnes, “and he
(Robichaux) had a house full of music.” Many of these are now in
the Jazz Archives at Tulane University.

As to the type of jobs Barnes played with Robichaux,
Harrison says:

“We used to play at Country Clubs, Saturday night. We got
all the high-class jobs. Carnival Balls, Athenaeum Country Club.
On Sunday we played on the boat to Mandeville “Susquehanna.”
They danced during the ride which was 2 nights a week. Played for
a special party at Antoine’s one night with a 10 piece band. When



John received a request he usually could do it, looking through a
large pile of music he carried on the job.”

Harrison Barnes was truly a remarkable musician, being
mostly self taught, but with good basic, fundamental brass
technique. He played in both the most respected legitimate band in
New Orleans (Robichaux) and the most popular band of the new
jazz style (Chris Kelly). It was the trained/ear musicians, many
coming from the country and many having Professor Humphrey as
a teacher, that forged the direction of early jazz music. Harrison
Barnes was one of these men.

Barnes’ late life was filled with problems of health. It was
difficult playing his trombone (the same trombone he had used for
years). He had bad teeth, and developed a tumor on his hip, which
necessitated an operation. There were other assorted medical
problems that further deteriorated his body. He spent his last years
playing his trombone for church services. He died in New Orleans
in 1960.

Charles “Sunny” Henry

Charles “Sunny” Henry was born on Magnolia Plantation
November 17, 1885. His career as a trombone player in the Ieadin%
New Orleans brass bands extended from almost the end of the 19"
Century band tradition to well into the 20™ Century, dying in 1960.

Sunny began his musical training, like so many other young
black field hands on Plaquemines Parish Plantations, as a pupil of
Professor James Humphrey, along with such names in New
Orleans jazz as: Chris Kelly, Sam Morgan, Jim Robinson and
Harrison Barnes.]

On Magnolia Plantation there were large families working
and living. Chris Kelly’s family had 8 children; Harrison Barnes,
five. Sunny Henry also came from a large family. One of his
brothers, Willie Henry, played the alto horn in the Magnolia
Plantation’s Eclipse Marching Band. Sunny, after being schooled
by his brother for playing his alto horn while he was away working
in the fields, borrowed Effie Jone’s trumpet. Sunny explains his
acquiring of his first trumpet:

“l got so | was starting playing and then the trumpet was
taken away. And so my father, I told him about it — and so he said,
“You go to the store (Magnolia Store, just across the Highway
from the main house) and you tell the storekeeper to send you — to
go ahead and get you a trumpet. On the train that morning — | run
to the train by the road there, and | told the storekeeper and he said,
“Okay Henry, I’ll have it here for you tonight. Train came that
night, and there it was.”



The Magnolia Plantation store is still standing today along
side of Highway 23, but is very old. It is no longer open for
business. The steps to the porch are weak and one cannot put any
weight on them. The sign “Magnolia Store” is faded but one is still
able to read it. Highway 23 runs directly in front of the store and
one can imagine Sunny Henry waiting on the porch of the store
until the train was in sight.

Sunny began studying with Professor Humphrey when he
was around 15 or 16. He would have eleven years of study and
work at Magnolia Plantation before he and other musicians moved
to New Orleans in 1913. Sunny did receive an education although
he only went to the 7 grade, at which time he began working in
the fields at Magnolia. Sunny describes the Magnolia Band as
being about 16 strong and discusses the teaching of Jim
Humphrey. A number of country musicians from Plaguemines
Parish went to New Orleans, some becoming manual laborers
while playing music on the weekends. One can find names of these
musicians in the leading ragtime orchestras of the city and most of
them played in one of the brass bands of the city regardless of
whether they played in dance groups or not. Sunny Henry loved
brass band music and its tradition in New Orleans.

He did play dance jobs but his interest remained with brass
bands.

While Sunny may have played in other brass bands, the
principle ones he was associated with are listed below:

Eclipse Young Tuxedo

1903 to 1913 1940’s to 1947
Excelsior Eureka

1913 to 1920 1947 to 1960 (died)
W.P.A. Band Allen Band

1930’s 1907-1940’s

Sunny played in the Amos White dance band during the
early 20’s. He worked with John Robichaux’s society orchestra at
the Lyric Theater for a number of years until 1927. For years
Sunny worked in a taxi dance hall located at Carondelet and Canal
Streets. In the 390’s he played in a large semi-concert/dance
orchestra, the Lincoln Band, a title used for bands lead by
Pinchback Touro, who was director of the WPZ Band in which
Sunny played Ist trombone. He played for dances at Spanish Fort
with the New Orleans Creole Jazz Band in 1925. He was playing
in the emergency Relief Administration Band, being pictured with
this band in a snapshot taken on January 15, 1935. Sunny’s career
was of a well-rounded professional musician, able to play in the
leading marching bands, the leading dance orchestras and



professional concert bands of the city. In speaking of the abilities
of the old marching brass bands Sunny says:

If you couldn’t read, you’d be in a heck of a fix. Celestin
used to bring the music, and sometimes on the job, like that there.
We used to play it. Course my kicks, | was getting my kicks off
that, when he’d bring it on the job, he’d tell me — I look at it — I use
to look at it and laughed. Man, say, “You better look at it,” | say,
man, let’s go play.”

Sunny Henry was a very good reader. He read both treble
and bass clef for trombone. Trombone music, during the early 20"
Century, was many times written in treble clef. Henry didn’t play
by ear. This does not mean he didn’t improvise in his later career.
He felt it was important to learn to read and advised young
musicians to do so:

“Didn’t want to play by ear. In the first place | wanted to
learn the right way. But now if I’d have jumped out the first time
going by head, I’d have been putting the horse behind the wagon. I
was taught the right way. Now | found out that | did go the right
way. In WPA band only four out of 24 trombone players were
good readers.”(The three included Harrison Barnes)

Henry always emphasized the necessity for careful reading
and how it was that way in the older bands:

“When you get in there — let me tell you; in the Excelsior
Band, the Onward Band and the Tuxedo Band — well, I’ll tell you —
and the Allen Band too — you know, then, you just had to know
your stuff or else — you get to have a mighty good head to play in
the band if you couldn’t read. Course, if you could read some,
well, you could make out, you understand. But them people, you
used to put them old heavy marches on you, you had to jump.”

This “Jumping” meant that you had to fake your way
through some difficult passagework found in the old marches.
Harrison Barnes speaks of this as “heavy” music.

Sunny Henry in his later life did not play for the money a
bandsman received. It was because he venerated the music and the
tradition. Henry, in talking about the bands role in the various
ceremonies and the weight of tradition felt:

Only old, well-organized bands and the older bandsmen
played the music properly. They (the hastily constituted “jump-up”
bands) don’t play no dirge. They might play, sometimes, like what
you call that — “Closer Walk with Thee” and something like that,



something slow by head. They play “God Be With Us Till We
Meet Again;’ well, they play all them things by head, but when
you come down to them real dirges, you understand, they can’t
fool with that, see.”

Commenting on what was played coming back from a
funeral, Sunny said:

“Sometimes, some of the guys in the parade, they ask for
them (Sic: the blue) things, you see, of course what they ask for,
we play the blues. The march back was not at a breakneck tempo
but a comfortable walking pace; well you couldn’t play too fast.
Play in the march tempo little faster than the dirge.”

Sunny Henry played numerous funerals and talks about the
actual pay a bandsman would receive:

“At the turn of the century, bandsmen were paid $2.00 to
$2.50 each for a funeral, and by the 1950°s they received $6.00
each, with a little more to the leader.”

Hardly kingly wages for the long days work, marching in
all kinds of weather through miles of city streets and country roads,
Sunny, when asked to describe the routine for a funeral stated:

“The band is notified by the Grand Marshall, he notifies the
leader or manager. The leader notifies the members of the band.
The Grand Marshall is in charge of the music for the band. When
they turn it over to him he has full possession of it. “The club
would choose which band they wanted. The meeting place? Any
place that they tell you to meet, preferably near a corner bar. Might
meet at church or funeral parlor. Usually meet about 8 or so blocks
from the church, the march to the church. The order? Band in
front, members next to us, then the hearse and things next to the
members. The Grand Marshall of course leading the band. Route
figured out already. The route depends on where the body is.”

Nathan “Big Jim” Robinson
Jazz Trombonist

The old trombone lay by his side as he had requested. He
was lying in bed singing one of the great jazz songs — “The Saints
Go Marching In”. His hand kept the beat on the side of his hospital
bed. He was dying, but his mind was on what he loved best — his
kind of music — New Orleans jazz. This dying man, born on a
Louisiana sugar plantation in the low delta area of Plaguemines



Parish called Deer Range, perhaps thought of the long distance he
had traveled — from a young bandsman and worker on the
plantation to Carnegie Hall in New York City, Kennedy Center in
Washington D. C., and to all the capitals of the world.

Suddenly he stopped in the middle of a phrase of the
“Saints” and sat up and began singing the Negro Spiritual, “We
Will Understand It Better Bye and Bye”. It was to be his last
performance.

Thus did jazz trombonist “Big Jim” Robinson join so many
other early New Orleans jazz musicians who were “cut loose” from
earthly performances. He did not complete the first chorus of the
spiritual. The breath that he took for the last phrase of the spiritual
was his last breath on earth.

Jim Robinson was born on Deer Range Plantation,
December 25™, 1890. Deer Range Plantation is about an hour from
New Orleans some nine miles above Magnolia Plantation, on
Route 23. Robinson was one of five children. He had three
brothers, Sparks, Effie and Sam. He was, during his playing career,
“unwilling to play for any length of time away from his New
Orleans home.

In an interview, Jim talks about the plantation where he
was born:

“All my brothers played music. My father was deacon
of the church. At this time (the turn of the century) there
were about 500 people living around Deer Range. They
had, at my home, one of the best brass bands in the world.
Percy’s Grandfather (James Humphrey) taught that band
and Magnolia’s Band. They had a band at Oakville, located
about 5 miles after you leave Belle Chasse.”

Jim and his fellow friends growing up on Deer Range had
chances to hear music and bands quite frequently. He remembers
hearing bands from New Orleans and even names of musicians he
heard:

“Well, they used to have band from the city. They came
there and played, like the orchestra play like when they
have little fairs and different things.

I’d go around and hear the bands play. Tom Albert used
to come down and play music. Tom was playing the violin,
next time he was playing trumpet. Frank Dusen was with
him. No, Frankie did not teach music there to my
knowledge. (There are those who have said that Duson did
not read music and was unable to teach as a complete
music teacher.) The onliest man who taught music down



there what | knowed was Jim Humphrey. He’s the one
taught all them bands down there, Jim Humphrey.”

Robinson did play in dance orchestras before he joined the
Army. In one interview he states:

“My first band (dance orchestra) | played with was
Isaiah Morgan. Started on guitar, playing chords. Professor
James Humphrey used to stay at my sister’s house. He used
to show me the chords and everything. Well, he learned me
a lot, took up the trombone in 1917 in France. They drafted
me.”

Jim’s nephew, Sidney Brown, played in a band made up of
boys living on or around the Deer Range Plantation. He recalls this
band and its personnel:

“Jim and Sidney Brown played for dances in the Deer
Range area, going to Buras and as far down the river as
Pilot Town. In the band? Chris Kelly-trumpet, Sam
Robinson-clarinet, Effie Robinson-bass, Sidney Brown-
violin and Jim Robinson-guitar. Also; Willis Porter-
trombone and Walter Arnolia-drums.”

The country fellows always figured the city fellows
could beat us playing music, but when we came to town,
we did all right.”

While Jim did not play trombone at Deer Range in the band
he did have three brothers who did. He talked about them and the
instruments they played:

“All my brothers used to play music. One played
trombone (the oldest of the brothers-Sparks), next one
(Effie) played bass and the other (Sam) played sax. | didn’t
know about saxes until the time of World War I. That’s the
time | first saw a sax. Before sax, my brother played
clarinet. Sparks played with the Deer Range Band. Sam
played with Sam Morgan. Effie also played in the Deer
Range Band, and also the Young Morgan Band, that
included: Sam Robinson, Sidney Brown, Eddie Pierson
(bass), (Jim played guitar with the group).”

During the latter part of the 19™ Century and early 20"
Century, there were many bands around Plaguemines Parish, both
brass bands and string bands. There were also many guitar players
during this time Jim recalls:



“There were plenty guitar players around Deer Range.
They’d play blues and different things, songs, some of
them play chords. . And they could play melody, some of
them would sing, some used a harmonica and play the
guitar. Songs? ‘Steamboat Bill.” *Casey Jones,” all them
numbers were out then. There wasn’t much blues then, at
that time. Didn’t nobody fool with blues that much at that
time. Blues ain’t been long, just a few years been out.”

The style of the times called for brass bands and string
bands, both playing for the various affairs that used music. There
was work for musicians and for the bands furnishing this type of
music. Blues players did not earn money playing; thus, the rule of
supply and demand warranted brass bands and string bands. The
Deer Range Band was one of these brass bands that did find work
playing for the various musical activities. Jim remembers the Deer
Range Band playing for these affairs:

“The brass band of Magnolia and Deer Range played
inside dances as well as parades and other outside
activities, they played for the various societies,
organizations, etc. in the area.”

Both Jim Robinson and Chris Kelly came from the same
home place — Deer Range Plantation. Jim knew Chris Kelly all his
life. He relates:

“Kelly was older, being about the same age as my
brother. Sam would be 73 years old now. Kelly died in
1929, the same year | went to Chicago.

Kelly was a really nice trumpet player. He could read
and play by head (i.e. by ear or from memory) too. | don’t
know about Kelly’s youth, but Kelly and my brother Sam
started music when they were in their 20’s. Kelly started
playing in Magnolia Plantation and down there at home’.
Played in a band at Junior (Junior Plantation). After that, he
began playing in the big brass band at Magnolia. He took
lessons from Percy Humphrey’s grandfather, James
Humphrey.”

Robinson, continuing, recalled the bands at both Magnolia
and Deer Range and remembered the members of the Deer Range
Band:



“The Magnolia Band was led by Effie Jones, The band
was a reading band. Percy’s grandfather taught the band.
When the bandsmen learned their numbers, they could play
them anyway they wanted to — jazz them up. | was quite
small at the time. There was also a band at Deer Range.
Some members were: Walter Johnson-bass, Lafayette
Johnson-valve trombone, Alex Taylor, Ben Cole, Earl
Stevenson, Herbert Jason and William Stevenson-trumpets,
Dan Sparks-alto horn, John Cole-solo alto horn, Joe
Grandison-baritone, Robert Cole-snare drum, Dee Dee
Taylor—bass drum and Willie Davis-clarinet.

The Deer Range Band traveled to New Orleans and

played a Labor Day Parade.”

Robinson left the country (Deer Range) earlier than some
of the other country musicians. He talks about this move:

“l left home (Deer Range) in 1911. Went to work in
New Orleans at the Southern Pacific Steamship Company.
Worked there until 1 was drafted into the Army. | was
making $3.50 a day and $4.40 at night. | made $1.00 a day
in the country, working in the fields.”

There are a number of variations on how Robinson began
playing trombone. Perhaps his memory, after repeating the story so
many times, began to cloud, but, in all the stories, he was taken off
a detail of manual labor while in the army in France during the
First World War and taught to play the trombone. One account of
the story is:

“But when they took me to war, they had plenty of
guitar players and | figured | had to blow something to get
by . . . My first day in France, they handed us picks and
shovels and put us to work. It was cold and we were
building roads and working in the mines and it was hard
work.

That lasted two days and Willie Foster (a jazz musician
from New Orleans) told me to cut it out and try to learn
something. The next morning at reveille, we lined up for
inspection and the lieutenant said, ‘Anyone who has the
spirit and wants to play in the band, step forward’. |
couldn’t move, but Willie was in back of me and gave me a
push. They piled us in a truck and off we went to the supply
camp to get some instruments. Willie asked me what I’d
like to learn and I said I’d try the trombone. I always liked



the trombone, ever since us kids used to sneak down to hear
Kid Ory and Joe Oliver.”

Robinson had been interviewed a number of times and the
story of how he began playing trombone probably did change a
little each time it was repeated. The interview of 1958 was one of
the first that was written down and perhaps is closest to the true
story:

“No, they drafted me. So now | come to took up
trombone. The Lieutenant, he wanted a band for the
company, and so he asked if any fellows had an idea (that)
they wanted to take a part in music. Well, | knew I could
play guitar, but I didn’t fool with no trombone. So they had
a fellow from Napoleonville — Ernest Himes — Well, they
were good musicians. Willie Foster well, he was from here
and he was a good musician. So he told me, Willie say — he
called me Bob - “Bob man, come on, why don’t you take
up trombone. We’ll learn you how to play.” | say, ‘Oh man,
I don’t want to fool with nothing like that.” He say, “Man
listen, you see they done took the rifles from us? Now
listen: You got a shovel and you got a pick; now you got to
handle both them things. You got to dig a hole and got to
shovel all that dirt out of there.” | say, “Man, that sure is
true,” So | looks every day — and we had them army shoes,
you know, light shoes. They, (the band) didn’t have to
work hard then.

The band just go to the YMCA everyday and rehearse,
you see. So next morning when they called the roll,
understand, | stepped on out too. I just took a chance . . .’all
right, Robinson, you want to play trombone?’ the Lt. Said.”

Thus started the illustrious career of one of the great
trombonists in jazz, a trombonist that so many later players used as
a model for their style. In France, Ernest Himes and Willie Foster
proceeded to introduce Robinson to the trombone and help him
learn the instrument. Robinson continues his narrative of how he
first began playing trombone:

“Well, the Lt., he gives me a brand new Conn
trombone. So Ernest took it and put it together you now,
but I could fill it up, you understand. Well, everyday — so
after — they had a fellow was working with the band, had
been there about 3 or 4 weeks and he couldn’t even full his
horn up. (The term “full up is referring to getting a full-
rounded trombone tone, without an airy or raspy tone.)



Everyday Ernest would take me and him both behind the
hill and — blowing the trombone and Ernest would have his
hand and show me how to put the positions, and after that,
say in about 2 weeks time, | started running my scales.”

Willie Foster helped Robinson learn the pieces he needed to
know. Foster would play a song on the violin and Jim would repeat
it on the trombone and would vamp with Willie. This helped Jim
learned to improvise. Jim, while in France, began playing in a jazz
band that included another trombone player. About this early
experience Jim states:

“They had both of us together, playing in a jazz band,
but he just confused me because he couldn’t play nothing
by ‘making’ (all that harmony) (Jim’s terminology -
‘makin’ — he means improvising a trombone part that
would fit with the other horns.) So Lt. Lyons said, “Well, 1
think the best we got to put this fellow back in the big band
and let Jim play by himself in the small band. After that
look to me that thing (trombone) just come to me over
night. My whole heart and mind had got to it. In three
weeks we were going all over France playing for the Lt.’s.
and for buck privates.”

Robinson returned from France after having spent 18
months there. Perhaps because he felt inadequate having just
played trombone since he had been in France, Jim did not play his
trombone in public for almost a year. His friend, Chris Kelly,
asked him to resume playing a number of times, but Jim would not.
He was playing at his sister’s house with the pianola, perhaps
working on his technique and improvising. Jim’s house was
directly next to Economy Hall, his balcony overlooked the Hall.
He could hear the great bands that played there:

“l heard Buddy Petit, Sam Morgan, Kid Rena, Mutt
Carey, Kid Punch Miller, and many others. They had
dances at Economy Hall every Sunday and Monday nights,
and sometimes during the week, various societies gave
banquets every Monday afternoon; at which a band would

play.”

Robinson, during this time, had a chance to hear many
great trombone players around New Orleans. The players he
especially liked were:



“Harrison Barnes, Yank Johnson, Buddy Johnson, Vic
Gaspard, Sonny Henry, Ernest Kelly, George Filhe and
Eddie Vincent. | didn’t try to follow anybody’s style, just
made up my own style.”

Jim does mention that there were a few trombonists that
played around New Orleans who were more capable than he was:

“Morris French, George Washington and Eddie Morris
were playing a lot more trombone than | was when | came
out of the Army. (Robinson, becoming inspired by those he
heard around him began playing again). When | started
again, | passed them, because | was in fast company. |
listened to Barnes, the Johnson’s and others and try to
profit from what | heard. | substituted for Harrison as often
as twice a week with Chris Kelly. Because others in that
band were better, they pulled me along with them.”

The valve trombone was used during the early development
of New Orleans brass bands. Jim mentions some of the valve
trombonists he knew:

“The valve trombone players | knew of were:
Grandison, Lafayette (Johnson) and a guy named Dude.”

Robinson, known not only for his musicianship but his
showmanship related to Jazz historian Bill Russell that he once
lacked the confidence to become a performer but changed his
mind:

“When | came back here, | tell you the truth, babe,
where 1 lived on Marais Street by the Economy Hall the
trombone players played so much I could sit on my back
porch at night and see the musicians on the stand playing.
And | came back and | put down my horn. Then | said,
“You go back and play, pick up your horn’. | say, ‘There’s
much more improvement that you can make.”

In early jazz the trombone part supported the band both
rhythmically and harmonically. As played by Robinson, the
trombone bridged the gaps between phrases, his rhythmic playing,
driving the pulse of the beat with the use of syncopation and
playing on top of the beat, weaved in and out of the complex
polyphonic improvising of the ensemble. Both his interpretation
and showmanship made Robinson a star, even though the
trombone was a subordinate to the cornet in leadership of the jazz



ensemble. Playing in the older style which delegated the trombone
to playing more counter-melody, players like Jim made the
trombone also a solo instrument:

“In those days, trombones never played solo, trombones
always played only side melody. Nowadays, if you don’t
play lead, people say they can’t use you. But I’d rather play
that old style than play the new style. When | get a trumpet
player, he plays that melody and I can play what | want.”

Robinson was asked about early jazz style and expressed
the opinion that there were two styles of playing trombone:

“Vamp style: just fitting in. There seems to be two
styles of trombone playing - The vamp style and the
tailgate. When the trumpet player holds a good lead, like
‘High Society’ 1’d rather vamp the part than try to (sing?)
the solo, because it sounds much better.”

In the preceding interview quote Robinson sings a vamp.
When asked about the jazz beat Robinson expresses the same
opinion that is given by others on the importance of a good, strong,
steady beat. Professor Jim Humphrey’s pupil Sonny Henry, in a
previously written article in the Second Line talks about how
important the ‘battery’ is to the band as rehearsed by Professor
Humphrey. Scott Joplin’s piano rag music always stated: “Ragtime
should not be played fast.” Sam Morgan’s band was noted for their
steady tempo, a result of meticulous rehearsal by Sam and the
rhythm section. Robinson states it thusly:

“The beat on the trombone is just like when you play
Dixieland music. You can’t rush it, you can’t make your
chords and things good. See because you’re rushing the
notes, our band don’t never play like Sam Morgan’s band
because Sam had a tempo; he’d set you to a tempo and that
rhythm would hold you right there; you never would move.
Because that’s your whole background: that piano, drums,
bass and banjo, that’s your background. Now if them
people don’t work together, you can blow your brains out
there and you can’t, you ain’t getting nowhere. If the banjo
and that drum you are going just as fast as a cyclone and
you can’t execute your horn like you want to. (Robinson is
stating what Bill Berry, the great Los Angeles trumpet man
told me: “It’s not how many notes you play but what notes
you play that determine if it’s good jazz.) It’s too fast. But
as long as that drum and that piano and that banjo and bass,



that must work together . . . and man got a band, should get
that together; that drum, bass, banjo and piano. Because
that’s the main thing, that’s your background, and if it’s
clicking, your band got to go right.

I got in Sam Morgan’s Band in 1922. The first
Morgan Band, Isaiah Morgan was the leader. Sam’s Band
was the “Magnolia Band.” Sam and his brothers had a split.
Sam had a stroke and he got sick. Then after Sam got well,
he come with his brother. Put the band under Sam’s name,
because he had all the work and everything. He was more
famous.”

Robinson had played with Isaiah’s Band back in 1920, and
played with the Morgans’ Bands until around 1929. Robinson
never played in the large dance bands that were becoming in vogue
in the late thirties. The Morgan Band would be the largest musical
aggregation he would play in. He was a small combo jazz
musician.

“The largest band | played in was the Sam Morgan
Band — 8 pieces. That was the largest Dixieland band I
played in.”

Robinson talks about the tempo in the Morgan Band, a fact
that many interviewees in the Jazz Archives also mention:

“Sam Morgan was on the time because Sam had one of
them slapsticks and Sam would get that band to move, he’d
hold that stick like that (in interview Robinson motions
how Sam held the stick) the fellows had got together so the
rhythm, he didn’t have to worry at all with it because he’d
knock a piece off, you couldn’t move them fellows, they’d
stay right there. Same would take any kind of number and
make a dance number of it . . . He could put a time to it and
play it in a moving time that you’d like it. We had one of
the best swing bands in the city of New Orleans. The Sam
Morgan Band had a swing to that band. Some fellows had
been playing so fast (that when) they get in a swing band
they can’t play like they want to. Some of them overfinger
their horns and different rhythms and that made it sound
bad.”

The Sam Morgan Band was a dance band, perhaps the first
quasi-big dance band that preceded the swing bands of Basie,
Lunceford and Henderson. The band read music and would be
what is now called a ‘tight ensemble.’



“His contemporaries relate that his legacy plays a
significant role in today’s New Orleans jazz. They cite his
special rhythmic sense, and how he stood over his rhythm
sections with a ‘clap-stick’ until they got it. It wasn’t
mathematics, it was sound and protoplasm and it spread
like bacteria. Before Sam, rhythms were primarily martial
struts and ‘look out for cow chips’ . . . He used the refined
Creole band styles (such as A. J. Piron’s) to the band style
acquainted with the rougher groups which played the
colored dance hall . . .Jim Robinson was with Morgan from
start to finish.”

Playing in the Morgan Band left a young Jim Robinson

with the importance of rhythm in his music. (Anyone playing with
the Sam Morgan Band had to have been influenced by the
emphasis on rhythm. Robinson relates that the Morgan Band was

indeed

a dance band whose main object was to play so the people

could dance:

“Sam Morgan would find the tempo to which the most
dancers responded the best. The band would play in that
tempo all night, except for waltzes: which they would jazz
after they had played them in waltz time.”

In the early Morgan band Robinson recalls their names and

about the use of the saxophone and the clarinet.”

toured.

“In the Sam Morgan Band they had: Earl Fouche, my
nephew-Sidney Brown, Andrew, Sam and Isaiah Morgan
and Johnny Dave, Shine (Nolan) Williams, Georgie Parker
and a girl named May (A good piano player) worked some
with Same when they used a piano.

They used a clarinet in the band — Andrew played it and
Earl would play the soprano sax. They would play them
together, but they would not play alto sax and clarinet at the
same time but would use the alto and tenor sax.”

The Morgan Band recorded, did radio broadcasts, and
Jim did all these as a member of the band:

“Did a radio broadcast with the Same Morgan Band
from Meridian, Miss. In 1927 - worked on the radio 1 and a
half years, sponsored by Regal Beer. Ed Hart and Tiger
Flowers were the announcers. Charlie Hamilton played
piano, Elmer ‘Coo Coo’ Talbert played trumpet.”



Robinson remembers taking a week’s tour with the Sam
Morgan Band and itinerary of the band:

“Went on a week’s tour; from the Mississippi coast to
Mobile and Birmingham, Alabama, back through Meridian
and to New Orleans for a regular night job at the Wagontop
(Tchoupitoulas and Napoleon). We were in Chicago in
1928, getting back in 1929. That was when Sam had
another stroke. We used to travel to Miss., Ala., and the
West Coast (I didn’t go to the West Coast too much). Went
to Chicago on the excursion and we played on the train and
played at Warwick Hall in Chicago.

I also played with Morgan’s Band at the Pythias Temple
Roof Gardens and the Pelicans in double rushes.” (doubles
rushes — continuous music by two bands, following each
other so no musical break occurs.)

As Jim aged, he stopped playing in the marching bands of
his youth. He stated in an interview that he played in a lot of
parades when he was young, but walking got him down now, and
he didn’t take any more parade jobs. Robinson did remember how
they marched when he did play:

“In earlier times, the paraders would walk steadily. I
played with the bands of Buddy Petit, Kid Rena, Chris
Kelly, Kid Punch Miller, Eureka and the Tuxedo.”

Robinson lists some of the music played by these bands”

“Petit’s band played jazz numbers; ‘Fidgety Feet,’
“High society’ — all ‘head music. The Excelsior Band
played ‘heavy’ march music, playing from the music. The
music played by the reading brass bands of years ago was
hard, harder than that played today; the Allen Band, Pacific
Band — they played funeral marches from the music and
nothing but 6/8 marches on parade.”

Sam Morgan’s Band, as mentioned before, was also a
reading band. As with marching bands, the music, with luck, was
furnished free by the music store in New Orleans, Werlein’s.
Robinson speaks on this subject of free music:

“Sam Morgan got the tunes for his band from sheet
music, which he could read. He would go to the music store
for his music. Dan Franks, at Werleins, had a limited



number of orchestrations to give away free to bandleaders,
hoping the tunes would be played and that people who
heard them would buy the piano music from him.”

Willie Parker, a country boy himself from St. Sophie, led
and played with a number of the city’s brass bands and was one of
the founders of the Terminal Band. They were boyhood friends
and Robinson played with him in the Jefferson City Buzzards
carnival parade:

“The first brass band | played was for the Jefferson City
Buzzards. It was on a carnival day with Willie Parker. The
band’s name was the Magnolia Brass Band (not the
plantation). | never played for the Terminal Band.”

Robinson worked with most of the musicians who came up
during his time. The latter part of his life is well documented and
remembered while his early collaborations might not be. Robinson
gives some of the bands and places he worked. It is a well-known
fact that Jim Robinson probably played in most of the places
having jazz music and with most of the musicians of his time.

“l worked with Kid Rena quite a bit. | worked at ‘La
Vida’ for six years with; Paul Barnes-sax/cl., Kid Howard-
trumpet, Robert Davis-drums, Ben Turner on piano. |
worked with: John Handy-he and Shelly Lanelle replaced
Howard and Barnes.”

Robinson played with Chris Kelly but only as a substitute:

“l was not a regular member of the Chris Kelly Band,
but often substituted for Harrison Barnes who had to work
sometimes and couldn’t make the job.”

Robinson, recalling the availability of work in his early
days claims:

“A lot of bands were playing along Basin Street then
and in the District. Joe Oliver/Peter Bocage (playing violin)
were at the ‘Big 25°. They went on to Pete Lala’s (Marais
and lberville).”

Robinson liked to play with the George Lewis Band and
gives his reasons:



“I liked playing with the George Lewis Band with Kid
Howard because everyone in the band helps everyone else.
If one horn man is taking a solo, the other two horns back
him up.”

Robinson gives the members of the George Lewis Band
this time:

“The Lewis Band had; Kid Howard, George Guesnon,
Alton Purnell-piano, Slow Drag (Pavageau) — bass, Joe
Watkins on drums.”

In a rather odd instrumentation but one that | am sure had a
great swing to it, Jim and Kid Howard played some jobs as a duet:

“Kid Howard and | played parties with just the two
horns.”

Jim did like to play with banjo and piano and speaks on the
use of the banjo during jobs:

“The banjo came in after world War I. The banjo is
louder than the guitar, which makes it more use in certain
kinds of jobs, such as advertising jobs played on trucks.”

When asked about the qualities of a good style in a band,
Jim stated:

“The time. The ability of the band to keep steady
tempo. That is the most important element of good band
style.”

As the early bands usually did not read music it is difficult
to compile a repertoire of early jazz tunes or how an early band job
was run. Just how many numbers did the bands have in their
repertoire? Jim speaks on that:

“Sam Morgan played a lot of numbers. Only time he
would repeat a number was when the applause of the
dancers demanded an encore, which the band would play
immediately.”

Jim liked to play in the taxi dance halls rather than the
larger clubs and tells why:



“The taxi dance hall jobs (the Budweiser and La Vida)
were not as hard as “Paddocks and the Famous Door — the
latter two having no dancing). In the taxi dance halls the
piano or guitar could start a number, giving the horns a rest.
At the larger clubs the horns didn’t get a chance to rest.”

When asked about is favorite trombone players, he replied,
‘all of them.” He did list some of his favorites, good clarinet and
trumpet players:

“A lot of good clarinets; George Baquet, Jimmie
Noone, Johnny Dodds, Sidney Vigne, Sidney Bechet.
Trumpet players: Hypolite Charles, Willie Edwards, Louis
Dumaine, Amos Riley, and George McCullum. They all
could read music. But none of the listed trumpet players
could finger as fast as Buddy Petit.”

In looking back when he first played trombone, Jim recalls:

“I think the first tune | learned on trombone was ‘Home
Sweet Home.” | learned it by following the violin lead
provided by my nephew, Sidney Brown.”

Robinson would have been able to play a number of tunes
before he learned ‘Home Sweet home,’ as he didn’t play trombone
prior to joining the Army. It would have to be when he returned
home. It was the first tune he might have learned upon returning
home from France. He mentions that most of is knowledge of the
trombone came from playing with the pianola at the house of his
sister-in-law. He remembers he could play ‘Till We Meet Again’
on the trombone when he came out of the service.

Jim Robinson, when performing displays a good jazz
feeling with appropriate jazz phrasing along with a firm brass tone.
Simplistic rhythm and melody contour, with a limited use of
syncopation are characteristics of Jim’s jazz style of playing.

Robinson loved the trombone and trombonists. It seemed
unnatural to see him without a trombone in his hands. There is a
story that is told that Jim slept with his trombone. It is of course
fiction but that was the way Kid Rena found Jim one day when he
needed a trombonists:

“In 1940, Kid Rena desperately needed a trombonist for
a recording session with Delta. Jim Robinson was found
sleeping in front of a barroom, cradling his trombone in his
arms, spent from a day of playing in a parade.”



Robinson loved to play New Orleans jazz and he loved life.
Robinson died May 4, 1976 and his funeral is described thusly:

“They cut Jim Robinson loose at the Orleans Avenue
entrance to Interstate 10. The funeral cars had to go on to
Providence Memorial Park Cemetery in Metairie and the
marchers couldn’t be trooping that far. But Robinson didn’t
go easily; he wouldn’t leave ‘his town.” Halfway up the
highway entrance the hearse broke down. Hapless funeral
directors peered vainly into its hood.

The crowd grew restless. ‘Cut him a loose! They yelled.

‘Cut him a loose! Let him go! By and by! But the hearse
wouldn’t budge.
Finally the bands, (Olympia Brass Band and another pickup
band) obedient to the crowd’s will, cut loose, despite the
stranded cortege. “Oh Didn’t He Ramble,” played the band,
and the people danced and jived and whooped it up. Jim
Robinson couldn’t tear himself away from the fun.”

Robinson at Presevation Hall cc 1970s

And, we all know that Jim Robinson didn’t die, he is as
close as one is to a phonograph.

Willie Parker

Willie Parker was born on March 4, 1875 in New Orleans.
He remembered his birthdates because he says: “It was the same
day as the Fireman’s Parade, 4™ of March.” A lady called Mantier
de Marchieand (the cake lady) raised Willie mostly in the country
(St. Sophie). His father was a brakeman on the railroad. Willie and
his father lived in St. Sophie most of his young life (I theorize it



was during the years from Apr. 1880 to 1895 as he talks about
being young and living in the country.)

St. Sophie (now known as Phoenix) was very close to Point
a la Hache and Robert Hingle, not only was one of Willie’s
teachers but also saw to it that the band received publicity in the
“Protector.” Robert Hingle was the editor of the local paper and
also the leader of the local band. Willie didn’t remember the name
of the band he first played in but remembered Prof. Hingle as his
teacher. When asked the question — Did you have any musicians in
your family? Willie answered:

“My Daddy, sho that’s how we learned, but when the
Prof. Hingle, white man, would be teaching, I’d be at that
window. I’d be at that window listenin’ at everything he’d
tell my daddy. My Daddy’s a musician, my brother, my
brother-in-law and them was all in one house. All of us in
the same house. My brother-in-law played the bass, bass
violin, you know. My brother, he played the bass tuba. My
Daddy was the drummer. Fice, he played the guitar.
Bentley Fice, he was the guitar player.

Yeh, everybody in the house was a musician. They had
a band when | was a kid, at home they called — what did
they call that band — not Terminal. Can’t remember the
name now. (Sic: This band was named the Springfield
Brass Band). But anyhow, they had a 16-piece brass band.
They — all the drummers went off — some died — someone
said, “Why don’t you put little Willie on drums?” That was
me. We used to play out on the street, you known, with
cans. Every night we’d be out there, field band, and they
put me on the drum and that’s where | stayed.”

The story of the Springfield Band begins with an
announcement in the Plaquemines Protestor that there will be a fair
for the benefit of a new brass band: “Fair for colored brass band of
St. Sophie organizing next week.”

The fair was a success and the new band — the Springfield
Brass Band, begins its history:

“St. Sophie has now a brass band. The instruments were
bought last Monday, from P. Werlein, New Orleans and
distributed to the members Thursday.”

This was one of the bands that was taught by Robert
Hingle. Out of this band came the early jazz musician, Willie
Parker. The Springfield Brass Band, as was usual with brass bands



of this era, played for all the community functions such as dances,
parades, and the ever present country fair and picnics:

“The Springfield Band of St. Sophie will give a grand
picnic today on the premises of Mr. Jean Louis Mollere, St.
Sophie. Refreshments of all kinds will be on the grounds.
Several bands of music will be on hand. All interested in
the success of this musical group should attend.”

Benevolent societies were very popular and were needed in
the country as well as in New Orleans. The Springfield Brass Band
worked closely with the Evening Sons Benevolent Association:

“Evening Sons Benevolent Association of St. Sophie —
paraded the colored Springfield Brass Band, Mr. Jake
Lawson, Pres. And Mr. Garrison Hill, leader.”

As with other brass bands, the personnel at times, and
especially in Plaguemines Parish, was rather transient. It is about a
year before we hear of the Springfield Band again. It is being
reorganized and Robert Hingle, who has dropped teaching his own
band in Point a la Hache, probably is no longer the teacher. I
theorize that it is now Prof. Humphrey:

“The Springfield Brass Band of St. Sophie has been
recently reorganized and the members are now progressing
satisfactorily and rapidly in their playing. Within a few
months practice under the instruction of their professor,
who is a competent musician, they will be able to resume
the lead along the several bands of this parish. The officers
of the band are: Mr. Jake Lawson, Pres.”

The members of the Springfield Brass Band are also given:

“Garrison Hill — cornet, leader James Handy — tuba

Jake Lawson — Eb cornet Willie Parker Jr. -

snare drum

Willis Thomas — Ist alto Willie Parker Sr. bass
drum

Nathan Brooks — 2" alto John Smith — drum

Sam Hill — Ist tenor Peter Smith —

saxophone

Jos. Moliere — 2" tenor Elab Tinson

Fils Buntly — baritone Joe Parker

Willie Parker, Sr. — Pres., Garrison Hill — Sec., Jake

Lawson — Tres.



As with the Juvenile Brass Band of Point a la Hache, the
Springfield Brass Band had the cooperation of a boys’ band in
their town of St. Sophie. The personnel are listed in the Nov. 15,
1890 paper, and to raise money to purchase new instruments the
Fairboys Brass Band sponsored a fair:

“The Fairboys Brass Band, a colored band of Point a la
Hache (actually St.Sophie) will give a fair at Johnson’s
Hall this evening. The object of the fair is to raise money to
purchase new instruments.”

The Fairboys Brass Band included: Pierre Buntly,
Alphonse Williams, Morris Fountain, Lewis Broussard, Jr., Davis
Green and Sam Branch.

The Springfield Band was responsible for most of the
outdoor music in the small Negro community of St. Sophie in
Plaquemines parish, a town just above Phoenix on the road to New
Orleans. Members of the band, as Willie recalls, played in a
smaller string band for small dance jobs, a band whose
instrumentation included: string bass, guitar, drums and probably
some other melody instrument. They also played in church on
Sundays. Willie talks about music at St. Joseph’s Baptist Church
and other country churches in the Tulane interview:

“Willie Parker was brought up Baptist. Attended St.
Joseph’s church in St. Sophie. The congregation sang,
sometimes there was a piano. Willie says the sanctified
near him had a band. He says the bass player Sidney ‘Little
Jim’ Brown plays there. . . The rest of the church band
comprises piano, drum, guitar, tambourine, and cymbals.
They have also had a saxophone. New Baptist church in
country had an accordion players — Lamont Daughn,
Santiagos-guitar, seven pieces — bass, trombone, drum,
clarinet and Piccolo — Bab Frank.”

There were a number of music teachers that taught in the
country (Plaquemines Parish) including Robert Hingle and James
Humprhey. Willie remembers the teachers. When asked did he
read or play by ear in the brass bands he recalled:

“Oh, read, read, we had professors. Hear me tellin’ you
about Professor Hingle? They has a fellow up here used to
come home to teach. They called him Alcibead. (Alcibides
Jeanjacques), Creole fella. Trumpet player. He used to
teach down there. Old Humphrey used to teach. He taught



all them bands down there. He come down there. He’d
come to us maybe Sunday. He stay with us two days, then
he’d go to Deer Range, stay 2 days them he’d go to
Magnolia and stay two days. He taught all them bands. See
at that time they had a band at Magnolia, Point a la Hache,
Deer Range, St. Sophie, Ironton, Belair, Oakville and Jesuit
Bend. AIll of them places had a brass band. And old
Humphrey had all that work. He didn’t charge me but two-
bits.”

Willie was exposed to some excellent teachers and while in
the country heard excellent musicians who were well taught by the
musical standards of the time, having teachers like Hingle and
Humphrey who we know were outstanding musician teachers.
Willie knew most of the musicians from around the parish
including: Sam Morgan, Jim Robinson, etc. When asked who the
musicians he had heard even before he started playing, he
answered:

“The older fellows — they all dead now. Yeah, well, I
know. Let me see: Ben Cole (See Second Line article on
Deer Range-cover is picture of Ben Cole), Dee Dee
Chandler. Ben Cole was the leader of the band. The Deer
Range Band down in Plaquemines Parish — with Cole they
had; Dee Dee Chandler, Jason Herbert, Little Jim Brown,
Walter. . .he’s a bass player and ‘Dude’. Dude played
trombone (valve). Ben Cole played trumpet, brother of
Cole. (Dude was Lafayette Johnson and Ben Cole’s brother
played drums. Walter’s last name was Johnson).

Sam Morgan” He’s from my home (Morgan was from
Bertrandville — a small settlement a few miles closer to
New Orleans than St. Sophie). We was raised together.
Belair Plantation in Plaquemines Parish, 5 miles above
New Orleans. My home is St. Sophie his home is Belair.
He had a band in the country. They played everywhere.”

Willie was asked about the kind of music that the band
played, whether they ever played by ear and if they ever played a
hymn?

“We played everything they play now. Played 6/8 street
marches. They had funeral marches, 4/4 time. They had
everything that they got now. Some things, some old pieces
we’d pick up, you know, play by head.”

On Hymns, Willie had this to say:



“Oh, a hymn? Yes, sho’, like ‘Sing on,” ‘Gloryland,’
‘Saints,” “What A Friend We have in Jesus,” ‘Nearer My
God to Thee.” We had music for — *Sing On,” “‘Gloryland,’
‘Saints,” “What a Friend.” Prof. Chalot gave us that — we
played that by music.”

Willie came to New Orleans to live and began playing in
other bands. One of the earliest was a band in Fazendville — a town
in St. Bernard Parish close by what is now called Chalmette
(between Chalmette and Arabi). During the 1890-91’s we find
articles about the Chalmette Brass Band. (See books on Music of
the Parishes — St. Bernard Parish Bands). In the March 29, 1960
interview it is stated:

“After Willie came to New Orleans, he played drums in
the Fazendville Band located in St. Bernard Parish.”

Willie Parker, during his musical career has played with a
number of bands in New Orleans:

“I help form the Eureka Brass Band the year of the big
storm (Sic: 1915 or 1921?) The personnel of the band:

Willie Wilson — trumpet Shepard — trombone

Joe Parker — tuba Zeno — trumpet

Mullin — trombone Art Ogle — snare

Willie Weber — trumpet Buddy Alphones — alto horn
Willie Wilson — baritone Willie Parker — bass drum

Willie worked with George Lewis, Sam Morgan and Jim
Robinson in Lincoln or Johnson parks — baseball parks that
included dance halls to dance in after the game was completed — a
normal procedure in those days, Jim Robinson was Willie’s
favorite trombonists:

“The famous Jim Robinson — Jim Robinson is the best.
He’s the best we got here. Sonny Henry is twice the
musician (reader) Robinson is, by music, you know, but
Robinson got him both ways, with music and head work,
Robinson goes out and goes up north, stay 5 or 6 weeks up
there. He got a good orchestra too. My daddy played bass
drum. Nephew John smith — piano/drums and Peter smith —
sax/piano.”



Willie Parker loved playing music. He tells of one time he
lost his job once because he did not come to work one day. Instead
he played for a church excursion:

“Man, | declare, I lost my job playin’ on a Monday
(Excursions were usually held on Mondays as Sunday was
the Sabbath). Different Churches, you know, and they
would hire us. What kind of dancing? Slow drag, just like
they dance now. Waltzes, schottische, mazurkas, polkas,
and different pieces just like they got now. Yeah, the brass
band played dance music. At the Fairgrounds they didn’t
use nothing but the brass band - City Park, all over, nothing
but brass bands. To many people, the string band be too
light (too soft).”

The band that Willie Parker is most remembered playing
with is the Terminal Brass Band:

“Terminal Brass Band — Paul Pierce, George Brashear,
man Creole. Paul Pierce played trumpet. George Brashear
was the leader. We had three trumpets: Pierce, Brashear
and man Creole. | was playing clarinet then in that band.
Pierce, Brashear, Joe Martin and Man Creole, my brother
Joe Parker, who else was in there” Yeah, Clem Brown and
Pompey. There was the alto players, we had two altos —
upright altos, they were brass instruments — Oy yeah,
trombone player — Sonny Henry, Joe smith played
trombone. Oh yes, Sheik O played the baritone. He played
the baritone in the brass band and played the trombone in
the orchestra . . . and my brother Joe played tuba. Joe
Martin played snare and Man Creole played the bass drum.
(Add Louis Rodriquiz on trumpet).”

Willie played with and knew a number of New Orleans
musicians. His father lived in New Orleans with Albert Glenny, a
member of the Buddy Bolden band:

“I knew Albert Glenny. | was a kid. | was in the
country. My father was brakeman on the train see, and he
libved up here in New Orleans. Well, that brought all us up
here. Well he had a great big rooming place and Albert
Glenny used to room with him.”

Willie Parker played bass drum with the Eureka Brass
Band for many years. His daughter, Anna Mae was the Godmother



of the Eureka and recalled that they used to rehearse in the back
yard on St. Claude Avenue.

He played with a number of “pick-up’ bands until around
1940. His health began to deteriorate. In his last years, he lived on
Marais Street between St. Philip and Dumaine, and frequently sat
out on the stoop. He was taken care of by his relatives and some
neighbors, Henry ‘Pickle’ Jackson, the late drummer, and
Ferdinand Martin Jr., whose father used to play flute with Willy.

Occasionally a schoolboy would pass by Willy’s stoop
carrying a bass drum. Willy always called the boy over and beat
out a few licks ‘just to stay in shape.”

Willie Parker died on August 31, 1965, almost six months
after his 90" birthday.

Eddie ""Snoozer" Quinn

Called a "Jazz Legend", called the "greatest guitarist they
ever heard", Eddie ""Snoozer™ Quinn was a native son from the
city of Bogalusa. "Snoozer" was a nickname he acquired when he
went out into the world as a musician and was given it by band
leader Peck Kelly. Peck said he gave Eddie the nickname because
Snoozer was so good he could sleep and play the guitar at the same
time.

Quinn was born in McComb, Mississippi on Oct. 18, 1906.
(His tombstone in Ponemah Cemetery says 1907. He and his
family moved to Bogalusa in 1911 or 1912. Eddie's father, Louis
Benjamin, was known as 'L.B." He grew up in Bogalusa playing
most of the string instruments (violin, guitar, banjo, mandolin) and
piano.

Quinn began playing professionally at about the age of 12.
When he graduated from High School he first played with
Blanchard's Jazz Hounds and Peck Kelly before Paul Whiteman



heard him and hired him. Quinn only stayed with Whiteman about
a year or so, returning to the area in the Southland.

Quinn was a "proficient country fiddler,” so said Johnny
Wiggs. Eddie's mother played the piano, his older brother Dick
played the fiddle and another older brother Willie played the
guitar. Foots, his older brother remarked that "Eddie started
playing as soon as he was old enough to walk up to the piano."

Quinn is called a musical genius, one of those rare
individuals who could play virtually any instrument he set his
hands to. He was nicknamed "the fiddler" in high school but was
most famous for his guitar playing.

Young Eddie had a large double-string ukulele and was
said to be able to make it sound like an organ. He played banjo in
the pep band at football games and violin regularly in the Superior
Avenue Baptist Church orchestra.

Eddie began playing dance music at small private parties in
Bogalusa with other youngsters like Frankie, Tilden, Bevo Tilden
and George Holmes and by age 12 and 13 he was playing away
from the city in places like Abita Springs and Ponchatoula. He
played with Paul Blanchard son of the manager of the Magic City
Theater (Pugh's Flower Shop is there today.)

Eddie took some music lessons from Mrs. N. S. Young, a
BHS faculty member who taught piano and violin but soon
realized his musical ability was soon to take him to another level.
It was said that Eddie couldn't read music, but actually he didn't
need to as he knew what the other musicians were going to do
before they did themselves. Many New Orleans musicians were
thought not to read music when in reality, they had developed their
hearing to such a level that they really didn't need to read the
popular songs of the jazz repertoire.

Eddie joined the Paul English Players, a traveling dramatic
and entertainment troupe that contained a group that could provide
music as well. He played with Claude Blanchard's Orchestra
and then joined Jack Wilrich's Band.

In Houston he met pianist Peck Kelly who Snoozer
described as "his greatest inspiration in musical matters. Peck was
over my head. Completely. It was some time before what he was
doing began to sink in with me. When | finally did realize it hit me
hard. I was with Peck a good while and | have played with a lot of
other top-notch musicians. | can say that | got more pleasure out of
hearing Peck play, more inspiration, than from any other musician.
Not that | haven't gotten a terrific amount of pleasure from Louis,
Bix and others, but Peck Kelly was the top. You can take all the
other pianists put them together and that's where Peck starts, from
me at least.”



Snoozer joined Peck Kelly's Band called Peck's Band
Boys after the movie of the same name and traveled to Shreveport,
Louisiana to play at the Washington-Youree Hotel when cornetist
Johnny Wiggs joined the band. Wiggs remarked "with Snoozer
Quinn around, Eddie Lang (the best-known jazz guitarist of the
time) would have to watch out.

When the Washington-Youree engagement finished,
Snoozer joined Mart Britt's Band, a Texas outfit that included
Joe Bishop, and Johnnie "Red" James. Snoozer is listed as playing
banjo, violin and guitar with Britt, but also sang, having a unique,
half-humming style of singing. The Britt Band played Nuevo
Laredo, Mexico in 1927, Eddie being issued a passport to travel to
Mexico. After the Nuevo Laredo job, Britt's band began playing at
Sylvan Beach Park, outside Houston.

Returning to Louisiana, Snoozer toured the Southwest
Louisiana with an outfit headed by "the DeCuir Boys," playing for
bayou dances.

Snoozer began playing in bands in and around New
Orleans and went to a Paul Whiteman rehearsal. Snoozer kept his
guitar wherever he went and he had gotten backstage during this
rehearsal and got out his guitar when everybody was sitting
around. Bix Beiderbecke and Trumbauer were in a group that
heard Quinn playing. One of them told Whiteman about Quinn and
Whiteman came over to listen. Snoozer pulled his hand-shake trick
on him (playing guitar and shaking hands at the same time - both
fingering and plucking with the left hand). Snoozer was asked to
play with Whiteman, which he did late in 1928. He quit not more
than a year later. Snoozer enjoyed the post concert jam sessions
much more than playing in the Whiteman Band where it was hard
to be heard above the 35 piece band (without amplification). Late
in 1929 he came home to Bogalusa. The Whiteman Band was also
due to take a tour of Europe and Quinn feeling was that his parents
would worry about him crossing the ocean, so he left and came
home.

Quinn once back in Bogalusa would take short trips to New
York to play with the Dorsey brothers and Ben Pollack.

"Snoozer" Quinn was the most famous and greatest
musician produced by Bogalusa. His ability landed Quinn a change
to play in the Paul Whiteman Orchestra. His early playing in dance
orchestra was in the Blanchard Band. He is first mentioned is on
June 26th as part of the Blanchard Band playing for an Atlantic
Street home. It states that: "Ed Quinn kept the crowd amused
during the evening, between dances with snappy selections on his
banjo."”

Quinn has left Bogalusa for Houston, Texas and in an item
in the paper (March 4) we read: "Quinn doing fine - Ed. Quinn,



who left here a few weeks ago for Houston, Texas, writes that he
enjoys his work very much and his services are greatly in demand
in that city. Eddie is now broadcasting regularly appearing on the
program every Wednesday evening from 7:30 -8:30 and his legion
of Bogalusa friends always tune in to hear him."
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On April 29 Quinn returns home for a few days visit:

"ED Q. HOME - Eddie Quinn, the versatile entertainer
who has been located at Houston, Texas for the past several
months where he has been broadcasting for the Houston
Post-Dispatch station, arrived home this week for a few
days visit with relative and friends before going to
Shreveport where he has secured a much better position
with the broadcasting station of that city."(1926)

I believe that during this time in or near Houston Quinn
was in Mart Britt’s Sylvan Beach Orchestra. A band photo
show Quinn (3" from right) dressed in the Mixican style
outfits of the band. He is said to have played banjo, violin
and guitar and even sang with the band. Slyvan Beach is
near LaPorte, Texas.



In the July 8th paper we read of Quinn's career up to date as
he comes to Bogalusa to do his act at the Magic City Theater:

"Ed Quinn to give act Friday - Bogalusa will welcome
her radio star Eddie Quinn at the Magic City Theater Friday
night. Ed Quinn has been a banjo favorite in Bogalusa for
several years, but it was not until a few months ago that he
achieved a splendid reputation. Leaving Bogalusa he went
to Houston where he was at once engaged as a broadcaster
on the Houston Post Dispatch station and was heralded as
Dixie's premier Banjoist. After a few weeks, the experts
declared him to be without an equal in America. From
Houston he joined the Peck Bad Boys Orchestra at the
Washington Hotel in Shreveport, and is now at home for
the summer months.

Kathryn Hobgood, a graduate student at Tulane is
researching Snoozer, her great uncle. She states that
Snoozer was in Shreveport during the years 1924-1933.
She states that she has a picture of Quinn and Louis
Armstrong standing together in Princess Park around 1931.

While Bogalusa has had world wide advertising and is
known the world over, but few individuals have had the
opportunity to give it more fame than has Eddie Quinn.

He will be at the Magic City Theater Friday night in a
selected program, in addition to the regular program of
pictures and will play the selections which attracted
national fame. There will be no extra charge on this night.
It is probable that Eddie may be induced to remain as a
permanent feature at the Magic City throughout the
summer, but it is certain that he will make his appearance
Friday night."



Quinn is musically active during his stay in Bogalusa. He
forms a new orchestra which plays at a dance at Lahrien's new
Lake View Swimming Pool on August 27th. The Pool had a
pavilion used for dancing and was to become a popular place for
dances:

"Dancing Pavilion to open Tuesday at Lake View
Swimming Pool - August 27th, 1926. Good music has been
secured for the occasion and the dance will be a "jitney"
dance a charge of 10 cents being made for each dance. The
dancing pavilion may be rented on short notice for parties."

As we have earlier read, the dancing pavilion at the Pool
becomes a very popular place for holding dances. Quinn again
plays at the Magic City Theater with the paper stating "Quinn and
Melancon, the Magic City's merry melody makers with music you
like to hear."

Quinn is still in Bogalusa during December of 1926 until
we read that he leaves for a job in San Antonio, Texas:

"Ed. Quinn, Bogalusa's favorite banjoist, and all-round
musician, after several months spent with home folks, has
again harkened to the call of the road and left Sunday for
San Antonio, Texas, where he will fill a feature position
with the St. Louis Rhythm Kings, a prominent orchestra,
now touring the South. Eddie spent last winter in Houston,
where he broadcasted regularly and was heralded as Dixie's
banjo King.

The winter previous he spent with the Paul English
Orchestra. The St. Louis Rhythm Kings have an
engagement in San Antonio for the next month and
probably longer."”

We read about Quinn next in the Sept. 20th, 1928 paper
that states:

"Eddie Quinn, Bogalusa boy who has made a success in
the musical world is here for a visit with relatives and many
friends. Eddie is located in Houston, Texas, where he is a
member of one of the best orchestras in that city and also
does considerable broadcasting for the Houston Post-
Dispatch station."

When Quinn returns to Bogalusa in 1929 (after a brief stay
with Paul Whiteman) it was not the only time he had contact with
the 'big time." For short periods he worked with the Dorsey



Brothers and Ben Pollack but his heart was at home and he
returned to Bogalusa to remain there for the last two decades of his
life. He spent his time either playing or in hospitals, as illness now
became a factor. Quinn had tuberculosis.

While back home Quinn worked in New Orleans for Earl
Crumb and the "Owils" occasionally mostly spot jobs and for a
time played with them at the Beverly Gardens, playing violin and
guitar as well as singing. Quinn's violin playing became legend
with the musicians especially those in the Whiteman band and
particularly Joe Venuti and Eddie Lang.

In his home town of Bogalusa he played regularly at the
Club LaRue, in the building which is now the Magic City Post 24
American Legion Home; also at the Plantation Club in Sun. and
most of the roadhouses along Highway 51 in Tangipahoa Parish,
followed by several years at Cave Tangi in Hammond.

Quinn was the leader of his own band called "Eddie
Quinn's Band" not "Snoozer's" as he was always known as Eddie
to his friends in Bogalusa. An item in the 1946 Bogalusa
Enterprise mentions Quinn and his "entertainers" playing at a
political rally in Curt Slegelin’s first mayoralty campaign.

Quinn had the respect of all early jazz musicians. This
respect was shown in a jazz concert in the late 1940's when Eddie
Condon and an all star band came to town and spotted Eddie in the
audience. Condon called him to the stage but Quinn wasn't able to
play. Condon ended his playing that evening right then and the rest
of the evening the guitarist's chair remained empty, letting the
audience know that Condon felt Snoozer was the man who should
fill it.

An older ‘Snoozer’

Eddie's health grew progressively worse and he entered
LaGard's Hospital in New Orleans. He died on April 21, 1949.



Manuel Perez

In the book “In Search of Buddy Bolden” the author,
Donald Marquis writes: “Perez was responsible &ming many
of Bolden’s ideas on the cornet, and he helped awenihe best of
Bolden with the Creole music so that by 1910 elamalgazz was
on its way to becoming classic Jazz. He was ortbefrue giants
of the New Orleans jazz tradition and it is unfadte that so many
jazz historians have given him so little attention.

Perez & band at Arsonia Café in Chicago, 1915 — L/Eddie Adkins-
trombone, Louis Cottrell-drums, Manuel Perez-cornet Frankie Haynie-
piano & Lorenzo Tio, Jr.-clarinet.

Manuel Perez’s birth date (given different datedifferent
books) is between 1891 and 1897). | believe it smmPecember
28" 1871. He died in New Orleans in 1946, living ® 5 years
of age. He was a Creole of Color. Monroe BergetJawzz Pre-
History — and Bunk Johnson” in “Frontiers of Jaxwites: “The
Creoles — theirs was a more traditional ingrederhpounded in
jazz, more refined and more European than the stll&zzmen
like Picou, Nelson, Perez, Baquet and Bocage ar€reble-free
Negro origin, but in them the fusion of the twoasts in jazz was



