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Jazz Locations 

Halfway House 

Halfway House 

This historic structure was named ‘Halfway House’ as it was halfway 
between the city of New Orleans and the southern shores of Lake Pontchartrain. 
The present day Causeway Highway when driving from the Super Dome to the 
southern lakefront passes the structure on the right halfway to the lake. The 
junction is now the corner of Pontchartrain Boulevard and City Park Avenue. The 
present I-10 was formally the Basin Street Canal and was filled in to become the I-
10. 

The popular club opened its doors in 1915 and remained popular until 
about 1930.  during this period it was the ‘tradition’ when going to the lake front to 
get away from the heat in New Orleans you would stop on the trip halfway at the 
club and either pick up a cold drink or different other types of beverage to make 
your trip more pleasant. After a time at one of the lake camps you might arrange a 
time at the club to listen and dance to the great jazz music that was played there in 
the evening hours and enjoy a seafood dinner. You would be entertained by one of 
the top jazz bands of the era. 
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The Halfway House Orchestra 
Charlie Cordilla-Sax, Milton “Micky” Marcour-piano,  Leon Roppolo-sax,  Abbie 
Brunies-cornet, Bill Eastwood-banjo, Joe Loyacano-trombone, Leo Adde-drums. 

Roppolo’s last gig was at the Halfway House and ironically is buried across the 
street in the Archdoicesan Cemetery. 
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Emmet “Buck’ Rogers, Abbie Brunies, Mickey Marcour and Stalebread Lacoume 

at the Halfway House in 1920 
 
 The brothers Chris, Gus and Oscar Rabinsteiner operated the club. In the 
early days the club was known as “Chris’s” rather than the Halfway House. Gus 
was the bartender with Oscar (a dental technician by day) handled the car service at 
night. Crhis was the manager. Patrons remarked that there was never a dull 
moment at the Club and at times even the band members doubled as bouncers. It 
became necessary fore Chris to close the Club when the economy was taking a 
beating the last days of the club. Sunday evening was usually the busiest time at the 
Halfway House with the young people, after a day at the lake front would come to 
the club and dance to the great jazz bands. 
 The jazz band did make a number of recordings and the group stayed 
together after Abbie Brunies left the club around 1927 still using the club’s name. 
On Saturday, Feb. 19, 1827 the band gave a farewell dance. 
 After Chris closed the club it became an ice cream parlor. From 1952 to 
1995 it was used by the Orkin Exterminating Company. The company abandoned 
the building after it was damaged by fire. 
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Interior of the Halfway House around 1920-only known photo 

 
 
 
 

 
Photo showing the closeness of the Halfway House to the New Basin Canal. 
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Side View of Halfway House 

 

 
After a fire in 1995 the structure was closed and this photo is from 2003 

 
As of today, 2008 the building is on lease by the state. It’s fate is up in the 

air. It is now in flux and the heavy weight of political, racial and community 
pressures are being placed on its future. Much like the Dew Drop Dance and Social 
Hall in Mandeville (which now has been saved and is under control of the city and a 
board of directors), the Halfway House needs help in keeping it intake and have it 
become a historic site. New Orleans bulldozed Louis Armstrong’s House and there 
are few historic jazz locations left. With the Halfway House’s past history it should 
be converted into a jazz museum. The jazz musicians who played there are a ‘who, 
whose’ of New Orleans jazz of the 1920s. 
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Luthjens 
 

 
 

During its existence it was a hallowed jazz location. Luthjens was located at 1200 
Franklin Avenue in New Orleans. The establishment was owned by Mrs. Clementine 
Luthjens and her song Jules. During its tenure the place was steadfast in employing the most 
authentic early jazzmen available. There was music usually three nights a week. It was 
known as a ‘family’ place, a place to bring the family and listen and dance to authentic old 
New Orleans jazz. 

Mrs. Luthjens was a semi-invalid spending much time in a wheelchair, occasionally 
using crutches while she was around the club. Jules was the bartender. On Jan. 30th, 1960 it 
was gutted by fire with the tragedy that both Mrs. Luthjen and Jules had their lives taken by 
fire. The two occupied the back apartment that was connected with the main club. It was an 
old tar paper covered building that was seen as a fire hazard. 

There was a small bandstand at one end of the club which was elevated about 2 feet 
off the floor. A list of early jazz bands that worked at Luthjens is impossible to enumerate 
and this list would be interminable. But the most everlasting musicians were Deedee and 
Billie Pierce. George Lewis played a long stint at the club with various sidemen, and if 
George was playing you could be sure that “Slow Drag” Pavageau, Lawrence Marrero, 
Alton Purnell and Joe Watkins probably were there with him. Other jazzmen frequently 
performing were “Big Eye” Louis Nelson, Peter Becage and Louis Warnecke. Also playing 
there frequently were: Albert Glenny, Charlie Love, Ernest Rogers, Benny turner and Al 
“Big” Landry. 

 
Lyric Theater 
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The Lyric Theater was a theater as far back as 1878. The theater employed a drama 
company which was managed by Walter S. Baldwin. 

The Wenger Family (William F. and Henry Wenger) bought the building in April of 1892. 
The theater was rebuilt and named “Wenger’s Theater.” Its capacity was approximately 3,000. Plans 
were announced to use first class vaudeville. The admittance was called a nominal fee which was 
given to exclude the rougher elements of New Orleans society. No orchestra was available at the 
opening as there was a musician’s strike on Nov. 6, 1892, and the singers were just accompanied by 
pianists. The cost for the new building was given at $60,000. 

In 1903 Henry Lehman and Charles Davis purchased the building. Their intent was 
announced to completely remodel the theater and rent it to the famous Bijou Theater company of 
Richmond, Virginia for ten years. The Bihou backed out of the deal and the theater was opened as 
the Lyric Theater on Nov. 21, 1904 as the home of the Olympic Opera company. The stage size was 
38 feet (depth) and 82 feet wide with the building measuring 127 feet. It now held 700 patrons on the 
lower floor, 800 in the balcony with 12 special boxes on each side. 

It was not a successful operation as financial difficulties developed by 196 and the building 
was sold again, this time to Luke Boudreux and was renamed the Diamond Theater. The theater 
presented plays, motion pictures with musical accompaniments by Prof. Gluck’s famous orchestra. 

On Feb. 24, 1922 the theater opened under the partnership of Boudreaux and Clarence 
Bennett as a playhouse for the Negroes of the city. Bennett had been the sponsor of automobile races 
and this association led to a friendship with the famous racer Barney Oldfield. Oldfield had given 
Bennett a ring containing two three carat diamonds. Bennett pawned the ring for $1,000 and used 
the money to invest in the theater. Bennett and Boudreaux were investors and instrumental in 
forming the Theater Owners Booking Association. This association included a string of fifty theaters. 

They presented what would be called a variety show format or vaudeville bill which 
included magicians, roller skating acts, contortionists, mind readers, ventriloquists, wire walkers, 
jugglers and other assorted acts. 

There was a unique feature of the theater. It possessed a stage that was raised or lowered 
by hydraulic power. The theater now possessed a front and foyer of white marble and the dressing 
rooms were of marble and quartered oak. Its appearance was a very classic look. Careful 
consideration was given to the theaters sight lines and there was easy access to the exists. During this 
time there was much consideration given and concern for fire codes due to the famous Chicago fire. 

Robichaux was playing at the Lyric on Jan 5, 1917. An item in show business magazine 
“Variety” on that date states: “The Lyric is advertising its offering with a jazz band, which parades 
the principle thoroughfares about an hour before the performance begins. It does not given the name 
of the jazz band. Later on Sept. 19, 1919, also in ”Variety” the same column does give the name of 
the jazz band and it is Robichaux’s: 

 

 
John Robichaux’s Orchestra cc 1890s. Standing l/r-Baptiste Delisle, James Wilson, James 

MacNeil, Octave Gaspard. Seated l/r-DeDe chandler, Charles McCurdy, John Robichaux & Wendell 
MacNeil. 
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“The Lyric, with a strictly colored policy, is to give a ‘midnight frolic’ advertised as for 
;;white folks only. Appearing will be Willie Jackson, Happy Holmes, Edward O’Bryant, Margaret 
Ward, Thomas Francis, New York Minstrels and the Robichaux Jazz Band. 

Robichaux was playing during the 1920 season as we find an advertisement in the paper on 
Jan. 4, 1920. 

In the interviews some musicians stated that they played with Robichaux as early as 1917. 
The theater, was early as 1916 was known as the Lyric Theater. 

In the oral interviews of early New Orleans musicians we have numerous mentions of the 
Lyric Theater and John Robichaux’s leadership. 

Oke Gaspard remembered playing with the Robichaux Orchestra when Robichaux first 
began playing at the Lyric Theater in 1917. Gaspard left the theater orchestra only to return to play 
again in 1927. 

The Esquire 1945 Jazz Book states that Robichaux was at the Lyric Theater between 1920 
and 1923 “where vaudeville was three a day (four on Sunday)”. The Jazz Book also list the band’s 
personal: “Charlie McCurdy-clarinet, Andrew Campbell-cornet, John Lindsay-trombone, Walter 
Bundy-drums (later Louis Cottrell and Zutty Singleton), and Henry Campbell-string bass. The Jazz 
Book further states that: “At these and other times the Robichaux outfit boasted these h ot 
hornsmen: Vic Gaspard, Lindsay Delisle-trombones, Baquet, Tio McCurtis-clarinets, George 
Kimball, James Williams, George McCullogh, and Andrew Campbell-cornets. 

Richard Allen said that he saw Pigment Markham at the Lyric Theater after they changed 
its name to the Palace. Mrs. Clementin also said that “I went to the Lyric but some people said they 
wouldn’t go there.” 

John’s nephew Joe Robichaux, in his interview at Tulane Jazz Archives remembers that 
“John was quite often away from home for long periods. The Lyric Theater job kept him busy. That 
sometimes he would write music for some of the acts there and would be up all night copying, getting 
home with time only to change cloths. 

Punch Miller used to hear the Robichaux Band at the Lyric. He says that: “I used to hear 
the Robichaux Band all the time at the Lyric Theater. They had midnight shows. Robichaux featured 
much jazz in his band. He would play the overture starting off like a march and about the middle of 
it they would start ragtime, jazzing it. After that he just played the vaudeville shows.” 

Narvin Kimball’s father played in the ’pit’ band with Robichaux at the Lyric and Narvin, 
when he was  8 or 9 went with his father to the Lyric. He listed the following as members of the 
orchestra at the Lyric: “Charlie McCurdy was on clarinet, Vic Gaspard on trombone, Walter Bundy 
was the drummer and Andrew Kimball on trumpet. There was also Henry Kimball on bass. 

Joe Robichaux remembers John played at the Lyric Theater for a long time, almost until 
the time the Lyric was closed and demolished sometime in the early 30’s.” 

The following musicians, in their oral interviews at Tulane remarked that at one time or 
another they played with Robichaux at the Lyric: Morris French, Chinee Foster, Charles Love, 
August Laurent, Zue Robertson, Milton Martin and Arnold Montoyer. Other musicians stated that 
Robichaux played at the Lyric. Among those are Cie Frazier, Kid Thomas, Albert Warner, Amos 
White, Dave Oxley, Sing Miller, Bill Matthews and Alfred Williams. 

Punch Miller states: Robichaux had a straight reading band. Johnny Lindsay played with 
John Robichaux the whole time he was here. Robichaux had the biggest band here in 1917. 
Robichaux while at the Lyric had 2 trumpets, 2 clarinets, 2 trombones, piano and drums.” 

 Miller also stated: “I used to hear Robichaux band all the time at the Lyric Theater. They 
used to have midnight shows. This was between 192201924.” 

Louis James, also of Thibodaux, played with Robichaux and remembers that the Lyric at 
one time was called the Palace. 

Dr. Souchon recalls: “On Burgundy St. and Iberville was the Lyric, a colored theatre. I 
used to sneak in there between the wings and hear the outstanding attractions that would play there. 
Robichaux’s Orchestra played for the shows. Sometimes, I would be late getting back to the LaVida 
as I would wait for people like Bessie Smith to finish their numbers.        
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Eagle Saloon 

  
 

 

 
1 – Kid Brown’s  7 – Omaha Café  12 – Pelican Club  18 - Bagnettos 
2 – Tick Tock Tavern 8 – Scotti’s  13 – Duroux’s  19 – Red Onion 
3 – Astoria Dance Hall 9 – Winter Gardens 14 -  Odd Fellows Hall II 20 – Carrington’s 
4 – Pelican Café  10- Prat’s  15 – Iroquis Dance Hall 21 – Patterson Hall 
5 - Ferrantelli’s  11- Eagle Saloon  16 – Allen Saloon 22 – Pythian Hall 
6 – Pelican Dance Hall         (Odd Fellows Hall) 17 – Winan’s Chapel Hall 
 
 The area of the Eagle Saloon is now called the Center Business District but in the early 
1920s it was the center for Negro entertainment in New Orleans. It was near what is now called 
‘Black Storyville, much like the entertainment establishments near Storyville. It was considered 
the ‘hub of Black life’ in the city of New Orleans. It is said that the third floor of the building was 
the location of the Odd Fellows ballroom, a venue that such musicians as Buddy Bolden and John 
Robichaux played. 
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Eagle Saloon-front view 

 
The Eagle Saloon was constructed in 1875 and was the home of “Little Jake’ Itzkovich’ Eagle 

Loan Office. After ‘Jake’ moved Frank Douroux turned the building into a tavern and named it the Eagle 
Saloon. The saloon soon became the hangout for musicians.  

 In need of repair for years it has recently been purchased of Mr. Johnson and there are plans to 
develop the site into a Jazz Hall of Fame for New Orleans Jazz. 

 

The French Opera in New Orleans 
 

“The Bee Newspaper” 1836 
 “Spectacles and operas appear to amuse our citizens more than any other 
form of public amusement – except balls. Thus in so far as musical entertainment is 
concerned, two widely disparate musical activities occupied first place in New 
Orleans. The connection between dancing and opera in New Orleans was much 
closer than one would suspect was possible. It seems evident that the opera could not 
have existed without the presence of an extraordinary passion for dancing. The close 
alliance between social dancing and opera was more than merely financially 
beneficial. The presence in ballroom orchestras of fine instrumentalists from the 
opera was bound to improve the quality of dance music and to accustom the ear of 
the dancer to better music. The alliance between opera and dancing served to make 
early New Orleans opera much more a real part of the community than has been 
true of Lauberval – ballet.” 
 

 
Two Views of the French Opera House 
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 In the French Quarter, at the corner of Bourbon and Toulouse was the 
famous French Opera House. It was built and opened in 1859. It was destroyed by 
fire in 1919 and was never rebuilt. It is now the location of the Landmark Hotel. In 
its time it became world famous and brought to the city the best in the world of 
opera. New Orleans was the first city in America to establish an opera company. 
The melodies from the major operas are said to have influenced the early New 
Orleans jazz musicians and many arias were used in the early repertoire of jazz. It 
is found that John Robichaux led the only Creole orchestra to play a carnival ball in 
the old French Opera House.  
 Brass band repertoire was also influenced by the music of the opera. The 
flow of musical ideas was cross-cultural: bandsmen picked up musical ideas from 
every quarter of the city, from every ethnic groups and the presence of the French 
Opera meant that familiar passages like the sextet from Lucia could be rendered as 
funeral dirges. A. J. Pickett wrote in his “Eight Days in New Orleans,” published 
around 1847 that he was amazed to hear young Negroes humming opera tunes on 
the streets of New Orleans. 
 The opera had far reaching popularity. In the Thibodaux newspaper of 1881 
we read: “The French Opera was jammed this week and the opinion everywhere is 
that as artists they have no equal in America.” (Jan1, 1881) 
 The famous Emmanuel Chol lived in Thibodaux. His older brother Alfred, 
emigrated to America in 1849 and was hired as an opera singer at the Theatre 
D’Orleans, which was the predecessor of the French Opera House. The Theatre 
D’Orleans was at the corner of Orleans and bourbon Streets. He encouraged 
Emmanuel to immigrate to the United States. 
 The opera had its rough season and was canceled in 1904 only to open in 
1905. This was due to the quarantine because of the disease in the city. We also see 
the many activities available in New Orleans that were in competition with the 
opera. We read about this in the Napoleonville Pioneer Louisiana  newspaper  
 “The New Orleans Season – The winter in New Orleans will be an unusually 
brilliant one. The French Opera Company is one of the best ever brought to 
America. There was no French Opera last season, and society turned out in 
immense numbers to welcome its return. The subscriptions are the largest in the 
history of the opera. Manager Charles Fonnton, of the Grand Opera House, has 
strengthened his stock company and with legitimate drama is playing to packed 
houses. The St. Charles Orpheum, modern vaudeville, ahs a long list of excellent 
attractions for the season. Instead of one will be open for one hundred days, while 
Mardi Gras and the carnival balls, it is announced, include some specially attractive 
features, including a new organization which will give a pageant. Thus New Orleans 
has thrown off all thought of quarantine and all other unpleasant memories and 
again opens her hospitable doors to her neighbors.” (Dec. 2, 1905) 
 The musicians of the opera orchestra taught music lessons from the Milano 
conservatory of Music which was run by Italian musicians that played in the Opera 
House. Arnold Loyacano was one who took lessons there. He remarked: “They 
could teach you in four years what it would take twelve to learn today.” Arnold had 
‘a full scale course’ on the violin at the conservatory, where he learned “true ear 
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training,” as he calls it. “They taught you to distinguish a tone, no matter what the 
note was.” 
 Emile Tosso received instructions from different teachers in the French 
Quarter, all accomplished French Opera artists., 
 Alphonso Picou spoke of using of French tunes: “We played old French 
music as the French Opera was still in operation at that time. The tunes that we 
played were generally hard orchestrations of tunes not normally used in jazz.” (cc 
1903) 
  
 The Opera House was designed by James Gallier, Jr. being commissioned by 
the director of the opera company. The building took less then a year to finish at a 
cost of $118,500 and for the next 60 years or so, was the center of the social activities 
of the city. The building seated about 200 and was on ¾ of an acre of land.  
 
 

 
          Lobby of French Opera House 
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 This elaborate decorated theater seated 2078, including 500 unreserved seats 
in the fourth balcony. At the time of its opening the opera house was the largest in 
the United States. In 1919, just before the big fire that destroyed the theater, tickets 
could be had for from 28 cents to $1.65 for matinees and 55 cents to #3.30 for 
evening performances. The interior was painted white and embellished with gold. 
 
 
 
Of course not only opera was held there but carnival balls, receptions, concerts and 
the like. The opera house was neglected for a number of years and was donated to 
Tulane University when the flames reduced the building to ashes. 
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 The first opera presented in the Opera House was “Guillauame Tell” 
(William Tell) by Rossini and was conducted by Professor Eugene Prevost, a New 
Orleans musician. Many of the most famous operas of Gounod, Bizet, Massenet and 
Saint-Saens were head for the first time in America in the French Opera House. 
Over 400 operas received their U.S. premieres in New Orleans in the 19th Century. 
 

 
 
 The opera was the focus of social life in New Orleans. Its every performance 
was a scene of New Orleans ‘royalty’ attending the opera wearing costly jewels, 
elaborate dress, worn by lovely women, accompanied by gallant gentlemen. While 
these socialites sat in the loges grilles (boxes enclosed with lattice work) those not so 
well off sat in the higher seats which were further away from the stage. We find 
many early jazz musicians attending the opera and seated in this area. Emmett 
Hardy played at the opera house on Feb. 14, 1918 for a production called “Pageant 
Louisianne.” 
 Some of the musicians who played in the early operas taught younger men 
who in turn passed musical traditions on to their protégés. For example, Louis 
Arthidore, a musician at the French Opera House taught his hephew Isidore 
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Barbarin (18872-19960). Isidore played with the famous Onward Brass Band, and  
subsequently, passed his knowledge to his sons Paul and Louis. 
 There was a close alliance between the opera and social dancing. It is said 
that once the opera had concluded many of the musicians from the orchestra would 
also play music for the ball that followed. Many of these musicians were from 
Europe. At the time of the French Revolution the turmoil there brought many 
musical artists, fleeing the Revolution, headed to New Orleans which soon soared to 
become the center of French drama and opera in America. 
 The very first opera presented in New Orleans was in 1796. It was Andre 
Ernest Gretry’s “Sylvain.”  
 

 
 
 

Pike’s Hall in Baton Rouge 
1866, Nov 17 

This fine Hall, in which all citizens of Baton Rouge take great pride, is at 
length completed and open to the public. It is now ready for any exhibition, local or 
otherwise, which may honor the once capitol city with a visit. For the benefit of 
those abroad who are concerned in giving concerts, lectures, etc., we give the 
following particulars which we hope may prove an inducement to visit us during the 
business season; The auditorium is ninety feet deep by fifty two in width; height of 
ceiling twenty-four feet clear. The stage measures forty-five feet in width by fifty in 
depth. The proscenium is twenty-four feet in width by ten feet in depth. There are 
three hundred arm chairs now in the hall, and room enough for two hundred more, 
without inconveniencing the sitters. It can accommodate an audience of from five to 
six hundred persons and can do so comfortably-the stage being at an elevation 
sufficiently high to allow a good view from any part of the hall. A magnificent 
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chandelier is suspended in the centre, dispensing a brilliant light over the entire 
auditorium. For ventilation in warm weather, the large windows on both sides can 
be thrown up,  which can be further increased by opening the smaller windows near 
the ceiling, as well as those in front and rear of the building. The stage is provided 
with a separate gasometer so as to afford the necessary light and shades required 
during the performance, without interfering with the lights in front. There are two 
beautiful private boxes on the stage measuring six feet by eight, handsomely fitted 
up with curtains, chandeliers etc. for the accommodation of those who desire to 
witness the performances in a more retired position. The fitting up of the interior of 
this hall is chaste in style and beautiful in execution. The proscenium is a beautiful 
piece of work, the moldings and cornices are finely furnished, while the crowning 
point of the whole work is the taste displayed in employing the small fluted columns 
upon which the entire work rests. 

It is contemplated at some future day, to throw a gallery or tier of boxes, 
around the interior of the hall, which will add greatly to its capacity. It will then be 
able to seat from six to eight hundred persons, which will be about the total of a 
Baton Rouge audience upon any occasion. It was a great oversight in not having this 
done while the fitting up was going on, as the expense would have been less and the 
inducement greater for exhibitions of a superior character to visit the town. But we 
hope the necessity for it will become so apparent, that the work will not long be 
delayed.. It will then be one of the handsomest and best halls in the State for 
theatrical or other entertainments. 

Mr. James McVay, the architect, has displayed much taste in this building, 
and has justly received the highest praises from his fellow citizens for the manner in 
which he haws fitted up and decorated the interior. 
In conclusion we can only say that this fine building is but another monument to the 
munificence of our former fellow-citizen, Wm. S. Pike, who, for so many years, was 
identified with Baton Rouge and her interests. 
 

Tango Belt 
 

New Orleans was a port city and as such attracted visitors came from far away 
places especially from South America and the Caribbean. Around 1914 the world 
was experiencing a Tango craze. This craze sweep New Orleans and soon there was 
a part of the French Quarter that one newspaper reporter with the numerous clubs, 
saloons, etc in part of the Quarter, began calling it “The Tango Belt.” The 
concentration of halls, cabarets, restaurants and café centering around the 
boundries of Canal, Rampart, Bourbon and Decatur Streets. In its heyday The 
Tango Belt rivaled Storyville as a district of vice and prostitution, and was known 
for the sandaled dance from Buenos Aires that seduced Paris, the Tango. Female 
skirts were rising above the ankles, getting tighter and to make the dance 
movements less restrictive, a tango slit in the dress exposing more of the leg then a 
normal dress. Hot and sassy dancers began to crowd the dance floors of the 
numerous cabarets. A number of theaters (at least three) also were found in the 
Tango Belt and New Orleans being the end of the vaudeville circuit the commercial 
possibilities were present for the entertainers to stay some time in New Orleans and 
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perform in the Tango Belt’s numerous commercial establishments. The most 
popular cabarets included: the ‘Oasis,’ the ‘Elite,’ ‘Butzie Fernandez’s,’ the 
‘Ringside Café, also named  the ‘Black Orchid,’  ‘Haymarket,’ and many others. At 
its peak the area had one of the highest concentrations of commercial jazz venues in 
New Orleans. 

 
Tango History 

 
The Tango evolved in Buenos Aires at the end of the 19th century. It 

is said that it evolved from the Milonga, a lively, suggestive Argentinean 
dance, and the Habanera of Cuba. By the 1920's it had become a standard 
ballroom dance in Europe and the United States. It evolved into a flowing, 
elegant dance accompanied by somewhat melancholy music with a 
characteristic tango beat. The Tango caused a sensation in dancing circles 
and is danced in both the closed position and in various types of extravagant 
dance relationships which incorporate a particular freedom of expression.  

The Tango uses some of the same step patterns as other 'walking' 
dances, including the fox Trot and the Quickstep. No other dance but the 
Tango connects two people more closely and emotionally as well as 
physically. Part of this is the dance position. Partners face the same direction 
(the woman's right, the man's left) and so dance almost cheek to cheek. You 
also keep your arms around each other for the entire dance. Begin the dance 
in a standard dance position, keeping your upper body straight, then shift 
your weight onto the balls of your feet. This will push you and your partner 
together. The man pulls his partner toward him with his right hand behind 
his partner's back. The partner places her left hand on your upper arm just 
above his biceps and pushes against him. Extend your other arm (the 
woman's right, the man's left) to the side in the usual ballroom manner. Do 
NOT let your arm sink like a lead weight, or flop around like wet spaghetti. 
Instead press very lightly against your partner's hand.  

There are hundreds of step patterns that can be used. The simplest, 
most basic tango pattern is the walk. Start from the neutral position (feet 
close together). The woman steps backward with her right foot, then 
backward with her left. The man steps forward with his left foot then 
forward with his right. Don't leave your legs apart after the second step. 
Instead bring your free foot (the woman's right, the man's left) up beside 
your supporting foot. Don’t put any weight on the free foot. This brings you 
back to the neutral position, poised to do another Two-Step Walk or some 
other pattern. In the Tango you do not do standard step patterns in standard 
sequences to a set rhythm. Instead you create new step patterns and combine 
them in ways new to you. Creativity and improvisation are valued more than 
correctness by the best Tango dancers. Perhaps this freedom is one reason 
for the popularity of the dance during the jazz era of dancing. 

 
The Argentine Tango came from the working-class neighborhoods of 

Buenos Aires, and long had illicit connotations, in the same manner as the 
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African-American dances did in the United States. But the American 
"tango" dancers always presented the dance as having gone through the 
civilizing effects of Parisian adaptation, and it was in Paris that they learned 
the dance." 

 
Perhaps not historically important but interesting was the reaction of 

the American Indian at seeing the Tango at the Cotton Palace: 
 

Dec. 5, 1914: 
 
"Indians and the Tango. It is said that the Apache Indians on 

exhibition at the Cotton Palace are by no means enthused at the thought of 
returning to their reservation. The taste of high life they have had here in 
Waco has fascinated them. All who watch these Indians closely are agreed 
that the thing that seems to give them the greatest delight is in watching the 
dancing in the coliseum circle at night, after the band concert. The 
Aborigines have finished their own lugubrious dance by that hour and bucks 
and squaws gather to see the tango and other dances with Alessendra's 
music. They look on, enthralled by the sight, until the dance ends. Then they 
go away sand a buck may be heard to say, sotto voce to another: "Pgh! heap 
fun white man have." Ordinarily the Indians are very reticent and 
unemotional, but the white man's dance touches them in an effective 
manner.” (Dec. 5, 1914) 

American jazz music is beginning to take over the dance scene but not 
in Argentine where the Tango is still popular: 

 
April 11, 1920 

 
"American "Jazz" Fails to Oust Argentine Tango. Buenos Aires, 

April 11. The Argentine has retained its affection for its national dance, the 
tango, despite the introduction of American jazz music and syncopated 
melodies in the programs of Argentine halls and dances. This was shown 
during the balls held in a resort carnival when tango tunes outnumbered the 
Fox-Trot and One-Step in a proportion of three to one. Several American 
waltzes, however are very popular. The Argentines call the syncopated music 
"Yanqui" tunes. 

Some native musicians have grown rich composing tangos. One of the 
most popular here is called "Fany Agus" (Bread and Water). The title of 
another is translated as "Flower of the Mud." The tango continues to be the 
craze of the young dance set and new steps are being added to the dance: 

 
May 17, 1923 

 
"La Mome, Paris Importantion, does the Trick. 
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As dancing becomes more of a vogue, unpretentious dance halls 
become elaborate ballrooms and the simple two-step is superseded by the 
picturesque tango. 

West, step stylist and chief dancing instructress at Roseland, New 
York's largest ball room, thinks the modern version of the tango is about to 
change flapper dancing and incidentally to influence flapper dress and 
manners. 

Tango languor, she maintains, does not go with short skirts and 
bobbed hair. Finished movements and graceful flowing garments are, on the 
other hand, its natural accomplishments. 

 
NEW VOGUE 

 
"La Mome Tango," written by Emile Doloire, musical director of the 

Follies Bergere, Paris, is one of the new members to which Miss West points 
as typical of the recent vogue for leisurely and ceremonious dancing. 

The tango will, she thinks, do more to temper flapperism with 
feminism than the combined energy of all America's irate parents. 

"La Mome Tango" has the added advantage of a step simplicity 
which has been lacking in other tangos," she adds."   (May 17, 1923) The 
tango has never lost its popularity in Europe. In Paris and many another 
European big city it is still being danced assiduously, to the typically South 
American strain of "Pan y Agua," "Lulu," "El Irresistible," "El Joaquina," 
"El Reservao" and many other really Spanish-American tunes, some of 
which have never become acclimated in New York, where the tango failed 
somehow to gain a real foothold. In addition to the regular tango, various 
variations of it, as well as other South American dances of the same family, 
have swept thorough the dance halls of Europe in an irresistible wave, 
actually daring to raise their heads in competition against the ubiquitous 
overlord of present-day dancing, the Broadway jazz tune. 

 
We find an article reprinted in the Baton Rouge paper from Ohio 

University about the Tango: 
 
"TANGO APPEARS AT OHIO. The faculty social committee at Ohio 

State University has approved of the Tango after seeing it danced by a 
professional dancer from New York. The verdict was "Graceful and proper 
and wholly inoffensive when danced correctly.” The fish walk was 
pronounced objectionable." (Feb. 14, 1914) 
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El Choclo 
 

 
 

 
Haymarket Cafe 
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Ringside Café 

The New Orleans Harmony Kingsare  
l/r-Chink Martin, Freddie Neumann, Joe Capraro, Sidney Arodin,  

Sharkey & Augie Schellang 
 

 
Eagle Saloon 
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Pete Herman’s Ringside Café 

 

 
The Pig Pen – Decatur & Ursulines Sts. 
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Selling their Candidate ( 1941) 

l/r-Placide Adams,  Frog Joseph, Kid Howard, Louis Cottrell, Jr. & Paul Barbarin 
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Picture of the Dew Drop in the Jan.1985 issue of the St. Tammany Farmer. 
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Dew Drop Social & Benevolent Hall 
Mandeville, LA 

(From Web site of Dew Drop) 

 
 

After discovering the Dew Drop in my research on St. Tammany Parish I 
tried for years to get help in getting it on the National Historical Register. Finally it 
was placed there. There is now a board of directors and jazz is once again heard in 
the Dew ‘Drop. The write-up below is from the narrative of the National Historical 
Register: 

 
“The Dew Drop Dance Hall is a small wooden building built in 1895 in an 

African-American neighborhood of Mandeville, La. Shaded by large live oaks, it 
survives virtually unaltered. A cornerstone bears testament to the founding of the 
“Dew Drop Social and Benevolent No. 2 of Mandeville” on May 5, 1885 by Olivia 
Eunin and the erection of the group’s hall in 1895. The building was the meeting 
hall for the mutual assistance/social organization, as well as the venue for popular 
dances. 

Much of the Dew Drop’s appeal is its simple, unaltered state. Raised a couple 
of feet above grade on brick piers; the rectangular gable fronted building is 
sheathed in clapboards on the front, and board and batten on the sides and rear. 

Amazingly, the interior of the Dew Drop is largely pristine. In fact, the 
building has never been electrified.  There is one large single space with wall of 
rough vertical boards, an exposed beam ceiling and a wooden floor. At the rear is a 
simple wooden stage that presumably has been replaced over the years. 

The Dew Drop Social and Benevolent Hall is of local significance as a major 
center of social life for African-Americans in the Mandeville area. It is also of 
significance within southern Louisiana as a rare surviving African-American 
benevolent association hall. Because all available evidence indicates that the 
building’s heyday as a social center and benevolent association hall ended c. 1940, 
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that date is being used to end the period of significance for the National Historic 
Register’s listing. 

Thus far, scholarly and public attention has focused on the Dew Drop’s 
dance hall and general social history. The cornerstone gives the name as the Dew 
Drop Social and Benevolent hall, indicating that the organization was as benevolent 
association of the type found throughout New Orleans and south Louisiana 
beginning in the late nineteenth century. The history of these mutual assistance 
groups is yet to be written, but surviving documents and interviews provide the 
broad outline. Essentially a group of people banded together to provide assistance in 
times of need, most notably to pay for a proper burial. Charters were drawn up, 
providing for a dues structure, officers, and various membership requirements. 
Dues, and money raised from dances and other functions, were used to finance the 
funeral of the member in style, sometimes, if desired, with a traditional New Orleans 
jazz funeral. 

Surviving charters also indicate a rigorous regiment for sitting up with sick 
members and attending to their need (i.e., each member was required to put in so 
many hours). Benevolent associations operated under a wide variety of names. 
Among the most interesting, are the Do right in Geismar, Beauty Bright in 
Gonzales, and True Friends in Donaldsonville. Some were men’s groups, some were 
women only, and others were both. All available evidence (admittedly fragmentary) 
indicates that the Dew Drop was either all female or heavily female in 
membership….. 

Benevolent association history aside, the Dew Drop is best known as a 
popular social venue for African-Americans in the Mandeville area. As early 
member Celeste Lee recalled, “The hall was the center of our social life.” She 
continued: “Many things went on in that hall. It was used for anniversaries, 
entertainments and concerts. The most popular event were the balls and dances…I 
remember the dances. There were my favorite…The bands in those days played all 
kinds of music; waltzes and everything, but my favorites were the lively jazz 
numbers. I liked to dance to them. We even gave ‘penny parties’ to help the society. 

Lee’s sister, Lilliam, 99 at the time of the interview, recalled other social 
events: “The dances at the dance hall were fun times. There was all kinds of fun . . 
There was an event that was called a Tamarama, a musical vaudeville revue like a 
local talent show. It was real popular. Four of us girls would make look-alike 
dresses and wear them to the hall. I remember one was pink with frills and laces. 
My parents made sure that us young girls left the hall by midnight, even though the 
dance would always last until almost daylight. I remember the delicious gumbo and 
cakes we served at the dances.” 

Ella May Payne, born in 1895, reiterated Celeste Lee’s comments about the 
Dew Drop being “the social center for blacks in Mandeville.” She continued: “The 
Negroes were very social minded and the Dew Drop was always having some kind of 
affair. In 1928 it was going strong and very active.” In recollecting some of the 
bands that played in the area, she observed that black bands played a “different 
style” for white audiences. “Then when they played at the Dew Drop they played 
‘hot’ – you could really dance to that music.” 
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Additional research remains to be done to fully document the jazz history of 
the Dew Drop, although Karl Koenig has done pioneering work. It is a prime 
example of a late nineteenth Century country dance hall – the kind of hall that 
nurtured early jazz. The building hosted jazz luminaries such as Buddy Petit and 
his band, famous Cornetist Bunk Johnson, and Kid Ory, among others. 

In an interview Dr. Koenig had on February 23, 1985 with Celeste Lee, she 
recalls: “I remember the dances. They were my favorite. We used to sell gumbo and 
other things outside the hall to make money for the club. I remember many of the 
musicians that played there such as Buddy Petit. My sister’s husband played with 
him; Papa Celestin, Louis Armstrong, Sam Morgan, the Fritz Brothers Band and so 
many more.” Some musicians were locals and others crossed Lake Pontchartrain 
from New Orleans to play various venues on the North Shore. 

When the Dew Drop ceased being a dance hall is unknown. Its heyday 
apparently was the 1920s and ‘30s. The organization formally disbanded in 1980, 
with only five members. As Celeste Lee, among the original members recalled: “The 
social club just dwindled away and the young people weren’t interested in those 
kinds of activities – we couldn’t even get a quorum for meetings.” 

Emma Cade Badie, Celeste Lee’s niece, bought the building in 1981. In 1993 
Jacqueline Vidrine purchased it from Ms. Badie’s succession, and generously 
donated the Dew Drop to the City of Mandeville in early 2000. The City purchased 
the land it sits one, and is committed to leaving it in the old neighborhood and 
retaining its original character. 

 Jazz was played at the Dew Drop for the first time in probably over 50 
years when in April 2000 a four-hour recording session was held there under the 
sponsorship of the National Park Service, the New Orleans Jazz Commission, and 
the George Buck Foundation. As Richard Boyd wrote in The Times Picayune, the 
spirits of former jazz greats who played the Dew Drop were probably in abundance 
as the all-star band opened with “Walking Through the Streets of the City.” In 
attendance were about 100 European jazz musicians and enthusiasts, who danced 
and second-lined. The Dew Drop was once again rocking.” 

 
The Destruction of Louis Armstrong’s House 
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It’s gone now – It’s been gone since 1964. It wasn’t much of a house, 

as houses go, but it was ‘His’ house. Question: Did they bulldoze 
Shakespeare’s thatch cottage, a very humble abode? Did they raze Mozart’s 
modest little flat? In Washington D. C. they did save and install a museum in 
John Philip Sousa’s House. 

Back of the first Precinct Police Station at Broad and Tulane Streets, 
in New Orleans, and extending from Perdido to Gravier Street is a wide 
expanse – which was razed for slum clearance in 1964. Almost in the very 
center of this area is a small pile of burned out rubbish and old timbers – all 
that remains of ‘the house’. This house and all of its surroundings have 
passed into oblivion. These architectural structures (if this pool old house 
can be called architecture) are not great examples of the great art of 
architecture. This area, often know by some as ‘Black Storyville’ was a 
Negro slum area and contained both commercial establishments such as 
‘Funky Butt Hall’, ‘Segretti’s’, and many more entertainment places along 
with personal residences, including Armstrong’s house. (See Jazz Map of 
Black Storyville below) 

Within the pile of rubbish is a pile of heartache and frustration for a 
group of dedicated jazz devotes that tried but failed to save what now would 
be a worldwide shrine. That they have failed was no crime, in fact, it was a 
badge of courage for these few far-sighted individuals. 
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It has been over 30 some year ago that a small band of noble soldiers 
of preservation marched with a sacred goal in mind – save the little, poverty 
stricken house.  

The rest of the story is a story of attempted preservation, of deep 
heart-stricken feelings of desperation and loss, and is told with a deep 
feeling of personal loss and guilt, not only for myself but also for the 
millions of citizens of the world. But, mostly this feeling of guilt still felt by 
those that caused the demolition of a great citizen of: New Orleans, and later 
the world, and a citizen of all times. 

The small structure stood back of a massive concrete structure that 
occupied nearly an entire city block – the Criminal District Court Building. 
A small stretch of unpaved alleyway ran from Gravier Street to Perdido 
Street, hardly enough for two small cars to pass – if anyone dare venture into 
this ‘roadway’ of uneven surfaces, dotted with potholes and other 
inaddiment objects in and near the roadway. During Armstrong’s early life 
the ‘alley’ was a very dangerous place to be. In his words: “Even Negroes 
didn’t want to go there after dark.” But it was his home. There was the 
omnipresent New Orleans saloon on the corner, which seemed to be jammed 
with people no matter what time of day or night. To get to ‘his’ house you 
had to go down a narrow passageway off the alley. His house number was 
723. The area was a very heavily populated Negro area, comprised of 
poverty wage level earners and welfare participants. The area was, of course, 
ill kept, what would now be called a ghetto and for urban improvement, no 
one would argue that it needed to be torn down. 

Armstrong’s house was a single story cottage set on an eight brick, L-
shaped corner foundation, using 8 x 8 unfinished timbers that stretched 
across. The entire house only measured 24 x 18 feet. It was divided into four 
small rooms. In the kitchen was a gas stove and electricity used for lighting 
only, the only running water was from the small sink in the kitchen. Room 
‘A’ was used as a combination living room, bedroom. As seen from the 
picture each room was of equal size and connected to each other by a door. 
The ‘facilities’ (none within the house) were in the back yard. The sides of 
the house had been covered with heavy plastic imitation wooden shingles, 
(not on the original house of course). It was off-white in appearance, with 
the frames of the windows and doors painted a dark green. There was a 
peaked roof, which was covered with cheap corrugated iron roofing sheets. 
There was a ledge that protruded over the front and rear of the house, which 
seemed to be a protrusion of the roof. The floors were pinewood, unfinished 
and were covered by linoleum rugs. The windows had inexpensive viole 
hung as curtains. Small individual gas heaters are the only heat. A 6-foot 
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high board fence surrounded the house on the right and the other side. This 
created a rather narrow passage way between houses. It was about 6 feet 
wide. Near the house stood a large Chinaberry tree, which can be seen in a 
picture of the back of the house. A 10-foot area between the house that was 
in front of 723 created a very small yard. 
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This then was the cottage. You ask, why save such a structure hardly 

fit to live in by our standards? Simple – Because it was ‘his’ house, Louis 
Armstrong’s house. 
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Now – The story of the ‘attempt’ to save the Armstrong cottage! 
 
It all started on a typical humid New Orleans morning of May 6th, 

1964. One of the members of the New Orleans Jazz Club (Dr. Edmond 
Souchen) received a phone call from a Mr. Tom Kennedy, 720 Calhoun 
Street, in New Orleans. Mr. Kennedy had purchased a house from a 
construction company for $50.00 and thought the jazz club might be 
interested in the structure. He offered the house to the club for preservation. 
Begging the action for preservation, a Mr. Arthur Steiner informed the then 
President of the New Orleans Jazz club, Miss Helen Arlt, that he would have 
the house moved to a site at Constance and Thalia, a temporary location. Mr. 
Steiner had plans to move the house to the Vieux Carre and had contacted a 
firm to move the structure at a cost of from $500 to $800. 
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Trying to move with all haste, the New Orleans Jazz Club obtained 
the permit to move the house on May 22nd through the proper channels of 
the city of New Orleans. However, the construction company (in charge of 
the demolition of the area) claimed ownership of the house, and for some 
reason, (I think economic ones), working with an attorney, would not release 
the house. Miss Arlt, had a meeting with the construction company and its 
attorney, who assured her that he would notify her on Monday morning, 
June 8th, whether the Jazz Club could have the house then, or at a later date. 

On that infamous morning of June 8th, the news was stated on the 
radio and T.V. that the house had been knocked down and the remains 
burned. There was no notice that the destruction was to take place. What 
happened between the last few hours of June 7th to the morning of June 8th. 
One paragraph, hinting at something stated: “The interim between May 6th 
and the final demise of the property was filled with several other unpleasant 
incidents which do not bear repeating at this time, but which was hoped that 
will eventually come to light.” 

But – these have not come to light. Someone gave the order for total 
destruction. Why? Why? And what could have been the reason that one of 
the most important landmarks in jazz history went up in smoke? I think it is 
time to find out the answers to these questions. There have been hints at the 
reason stated to me but no quotable facts. What was the atmosphere in New 
Orleans in early June of 1964? 

The Times Picayune of June 17th, 1964 stated: 
“The incidents leading from the first knowledge that the birthplace of 

America’s trumpet player was in the midst of the new police complex are, 
until last Thursday when it was demolished appear to be a series of 
mysteries. No one involved appears to understand what happened.” 

The Bal Construction Company said that it had until Wednesday, June 
7th to clear the area. The house was among the last remaining structures on 
the site. “It had to be cleared,” said a spokesman of the company. So, on 
Thursday the firm burned it and leveled it.” In almost what sounded like an 
after-thought the man said, “It was where you see that little mound.” That 
rubbish in that ‘little mound’ contained the remains of the house of Louis 
Armstrong. That little mound of rubbish is a national disgrace. You could 
bottle that rubbish and sell it for millions in most places in Europe. The 
former structure from this little mound would now be considered sacred, and 
priceless. 

Who is to blame for the destruction of Armstrong’s house? Was it the 
Construction Company? Or just a misunderstanding of the bulldozer 
operator? Or was it a politician in city hall? What purpose would anyone 
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have in the destruction of the house? There are hints in the answers to 
question One asks – where there phone threats insinuating that if the house 
was saved someone would pay? Who did these ‘threats,’ come from? Where 
the phone calls from secret organizations or from just on individual; and was 
this a product of integration and the Anti-Civil Rights movement? The 
phone calls could have come from either anti-intergrationists or those 
working to make the smooth-change that we now know occurred in New 
Orleans (unlike many other cities in the south). Was the Armstrong cottage 
an innocent victim of the changing times in America? 

The people involved in the unsuccessful attempt at saving 
Armstrong’s house were well known jazz enthusiasts – namely: Helen Arlt, 
Mr. Arthur Steiner, Mr. Victor Schiro, Mr. Don Perry, Mr. Jack Steward, 
and Mr. Alex Gifford (then a newsman for channel 4 – now channel 6 T.V. 

To find out who was to blame is not to publicize guilt but to make 
sure the world knows that it was not the work of the city or the New Orleans 
Jazz Club. Let us not take their work in vain but give them the credit and 
make sure the world knows that New Orleans cares. That individuals care 
and the New Orleans Jazz Club cared then, and does now. I cared. The jazz 
world cared. 

Was the demolition of Armstrong’s house racially motivated? I am 
sure the action taken would not have been allowed in today’s atmosphere. 
New Orleans lost a famous landmark. 

When asked her feelings about the incident Helen Arlt remarked: 
“I still feel very sad about it. We missed an opportunity to 

preserve an important part of the history of New Orleans, a part of the 
history of this native music that has spread throughout the world. It 
could have been so easily done. The house was very small; it could have 
easily been put in an area of the present day Mint. New Orleans is still 
not aware of how important jazz is to this city and the world. There 
should be made available a fund to preserve historic landmarks. So 
many people desperately pleaded to help their case to save the house. 
The attitude was like an ice cream cone – if it melts away, we can get 
another one. When things are lost, we all lose a little something. The 
house was a little jewel we should have maintained. It would have 
drawn people throughout the world. A recent European visitor was 
really upset over the fact that there are no makers to show visitor jazz 
sites. We have them all over Europe; you can see Mozart’s house and 
many others. What a shame.” 

As of this date, January 2002, New Orleans still does not have many 
landmarks. There is one on the middle ground pointing out Storyville. 
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Having lived in New Orleans for almost 20 years, I attempted to try and 
have them install some. I have conducted many jazz tours, pointing out the 
famous locations of jazz sites in and around the French Quarter and old 
Storyville. New Orleans should have plaques pointing out these sites so 
those tourists could take their own jazz walks. I researched and published a 
“Jazz Map” of the famous jazz locations and houses lived in by the old time 
jazz pioneers that located 100’s of jazz sites. (Sic: please boot up my web 
site www.basinstreet.com for a description of the map) 

While living north of New Orleans and Lake Pontchartrain I had a 
little to do with saving one of the only remaining dance halls in Mandeville, 
dating from around 1899. I am proud to say that it is now a jazz museum, 
having been purchased by the town of Mandeville, on the shores of Lake 
Pontchartrain.  

 
There was an article in the newspaper during the controversy: 
 
“Jazz Club Fails to Save Birthplace of Armstrong. Statement Blames 

Firm and Attorney. 
The president of the New Orleans Jazz club said Thursday the Jazz 

club was prevented from saving the Louis Armstrong birthplace cottage by a 
construction company and its attorney. 

Miss Helen Arlt released the following statement from the board of 
directors of the New Orleans Jazz Club: 

“On May 6, the New Orleans Jazz Club was offered the house through 
contact with Dr. Edmond Souchon, a Jazz Club director. 

“The original proposition was that the Jazz Club could have the house 
if the club moved it to another location. Efforts were made to do so and the 
club was given an extension of time in which to accomplish this. Mr. Arthur 
Steiner offered to provide for moving the house and to furnish the lot to 
which it was to be moved. Mr. Steiner, after making application for a permit 
to relocate the house, was issued the permit on May 22. However, the 
construction company, claiming ownership of the house, would not release it 
on the advice of its attorney. 

“On June 4, Miss Helen Arlt, new Orleans Jazz club president, met 
with the construction company and its attorney, the latter assuring Miss Arlt 
that he would notify her on Monday morning, June 8, whether the Jazz Club 
could have the house then or at a later date. Not until the news was released 
on television did the Jazz club learn that the house had been knocked down 
and the remains burned. 
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“The Jazz Club definitely received no notification. Mr. Steiner and the 
Jazz Club were ready to begin moving preparations as of May 22, but were 
thwarted in their efforts by the construction company and it attorney. 

“The motive for the Jazz Club wanting the Armstrong birthplace was 
not for any financial gain but solely in the interest of saving and preserving 
any important mementos of jazz history.” 

 
The specifications of the Armstrong cottage was located at 723 Jane 

Alley, New Orleans, La. are given below. 
 
Jane Alley – short street, extending from Gravier to Perdido, and 

located just back of the First Precinct Station, the House of Detention and 
the Parish Prison. Very hard to find, unless known to individual. A very 
heavily populated Negro area, comprised of low-wage earners and people on 
Welfare Relief. Very “anti” and even objecting to Caucasians passing 
through to look or take pictures. Ill kept, slovenly and run down. Typical 
slum. Needed to come down. 

 
Armstrong Cottage was located in the rear of a better-kept house (No. 

725 Jane Alley), on a lot 60’ x 30’. The people in the front cottage owned 
Louie’s house, and were aware of the historic value. They ‘charged’ $2.00 to 
permit photographers roam around their alleyways and back yard. 

Armstrong cottage was numbered No. 723. It was a single story 
cottage, raised from the ground on 8 brick L-shaped corner foundations, with 
large 8 x 8 unfinished timbers stretching across. The entire building 
measured 24 feet (across) and 18 feet deep. There were 4 rooms, each 
measuring 9 x 12 feet. There was a gas stove and electricity (for lighting 
only), and the only running water was in a small kitchen sink. 

The two front rooms were primarily bedrooms, but the right hand 
bedroom was also used form a combination bed-room-living room. There 
were two “front doors,” and two front windows. Each room connected with 
the adjoining room by means of one door. The dining room (back of the 
right hand bedroom-living room) had one window. The kitchen (back of the 
left-hand bedroom) had one door leading to the back yard. In the back yard 
was a “2-holer”. There was no modern toilet factitious within the house. 

The sides of the house were covered with heavy plastic imitation 
wooden shingles, and were either lightly painted or whitewashed. The doors 
and windows had screens and the frames were painted a dark green. The 
roof was a peaked roof, covered with corrugated iron roofing sheets (as 
formerly used on cheap garages). A ledge of about 2 to 21/2 feet protruded 
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over the front and rear of the house, and was a projection or extension of the 
roof itself. The floors were of wide, old-time pine flooring, unfurnished. 
They were covered with worn out cheap linoleum “rugs.” The two front 
rooms had inexpensive voile hung as curtains over the windows. “The only 
heat available was by means of small individual gas heaters, and later on, 
small individual electric heaters. There was an ‘imitation’ fireplace in the 
right hand front bedroom. No chimney emanated from this ‘decorative’ 
addition, but it did add to the otherwise undecorated room. 

Between the house on the right (NO. 721 Jane Alley) and the side of 
the house-No.725 Jane Alley – was a 6 foot high board fence. This made an 
alleyway between the two houses, and led into the back yard cottage 
occupied by Armstrong. The alleyway was about 6 feet wide. From the 
entrance to the alleyway, standing on Jane Alley, the large Chinaberry tree, 
which Louie spoke about, can easily be seen. Also, the right hand front door 
and steps and one window can be seen. 

There was a distance of about 10 feet between the rear of No. 275 
Jane Alley, and the front of Armstrong’s cottage. Very narrow alleyways 
extended on either side of the Armstrong cottage, which was barely usable 
(about 2 feet each), and which were not negotiable.  

I have included the last pictures taken of the Armstrong house and the 
floor plans of the house for your examination. Luckily, we still have the 
music of Armstrong. His contribution to world music will never dim. His 
performances are legendary. His music will live forever, and so will the 
disgrace that some bear of destroying his birthplace. God bless Louis 
Armstrong. 

 
I think it is time to find out the answers to the many  questions about 

the destruction.. There have been hints at the reason stated to me but no 
quotable facts. What was the atmosphere in New Orleans in early June of 
1964? 

The Times Picayune of June 17th, 1964 stated: 
“The incidents leading from the first knowledge that the birthplace of 

America’s trumpet player was in the midst of the new police complex are, 
until last Thursday when it was demolished appear to be a series of 
mysteries. No one involved appears to understand what happened.” 

The Bal Construction Company said that it had until Wednesday, June 
7th to clear the area. The house was among the last remaining structures on 
the site. “It had to be cleared,” said a spokesman of the company. So, on 
Thursday the firm burned it and leveled it.” In almost what sounded like an 
after-thought the man said, “It was where you see that little mound.” That 
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rubbish in that ‘little mound’ contained the remains of the house of Louis 
Armstrong. That little mound of rubbish is a national disgrace. You could 
bottle that rubbish and sell it for millions in most places in Europe. The 
former structure from this little mound would now be considered sacred, and 
priceless. 

Who is to blame for the destruction of Armstrong’s house? Was it the 
Construction Company, or was it a politician in city hall? What purpose 
would anyone have in the destruction of the house? There are hints in the 
answers to question one asks – where there phone threats insinuating that if 
the house was saved someone would pay? Who did these ‘threats,’ come 
from? Where the phone calls from secret organizations or from just on 
individual; and was this a result of integration and the Anti-Civil Rights 
movement? The phone calls could have come from either anti-
intergrationists or those working to make the smooth-change that we now 
know occurred in New Orleans (unlike many other cities in the south). Was 
the Armstrong cottage an innocent victim of the changing times in America? 

The people involved in the unsuccessful attempt at saving 
Armstrong’s house were well known jazz enthusiasts – namely: Helen Arlt, 
Mr. Arthur Steiner, Mr. Victor Schiro, Mr. Don Perry, Mr. Jack Steward, 
and Mr. Alex Gifford (then a newsman for channel 4 – now channel 6 TV 

To find out who was to blame is not to publicize guilt but to make 
sure the world knows that it was not the work of the city or the New Orleans 
Jazz Club. Let us not take their work in vain but give them the credit and 
make sure the world knows that New Orleans cares. That individual’s care 
and the New Orleans Jazz Club cared then, and does now. I cared. The jazz 
world cared. 

Was the demolition of Armstrong’s house racially motivated? I am 
sure the action taken would not have been allowed in today’s atmosphere. 
New Orleans lost a famous landmark. 

When asked her feelings about the incident Helen Arlt remarked: 
“I still feel very sad about it. We missed an opportunity to 

preserve an important part of the history of New Orleans, a part of the 
history of this native music that has spread throughout the world. It 
could have been so easily done. The house was very small; it could have 
easily been put in an area of the present day Mint. New Orleans is still 
not aware of how important jazz is to this city and the world. There 
should be made available a fund to preserve historic landmarks. So 
many people desperately pleaded to help their case to save the house. 
The attitude was like an ice cream cone – if it melts away, we could get 
another one. When things are lost, we all lose a little something. The 
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house was a little jewel we should have maintained. It would have 
drawn people throughout the world. A recent European visitor was 
really upset over the fact that there are no makers to show visitor jazz 
sites. We have them all over Europe; you can see Mozart’s house and 
many others. What a shame.” 

As of this date, January 2002, New Orleans still does not have many 
landmarks. There is one on the middle ground pointing out Storyville. 
Having lived in New Orleans for almost 20 years, I attempted to try and 
have them install some. I have conducted many jazz tours, pointing out the 
famous locations of jazz sites in and around the French Quarter and old 
Storyville. New Orleans should have plaques pointing out these sites so 
those tourists could take their own jazz walks. I researched and published a 
“Jazz Map” of the famous jazz locations and houses lived in by the old time 
jazz pioneers that located 100’s of jazz sites. (Sic: please boot up my web 
site (<www.basinstreet.com>) for a description of the map) 

While living north of New Orleans and Lake Pontchartrain I had a 
little to do with saving one of the only remaining dance halls in Mandeville, 
dating from around 1899. I am proud to say that it is now a jazz museum, 
having been purchased by the town of Mandeville, on the shores of Lake 
Pontchartrain.  

 
There was an article in the newspaper during the controversy: 
 
“Jazz Club Fails to Save Birthplace of Armstrong. Statement Blames 

Firm and Attorney. 
The president of the New Orleans Jazz club said Thursday the Jazz 

club was prevented from saving the Louis Armstrong birthplace cottage by a 
construction company and its attorney. 

Miss Helen Arlt released the following statement from the board of 
directors of the New Orleans Jazz Club: 

“On May 6, the New Orleans Jazz Club was offered the house through 
contact with Dr. Edmond Souchon, a Jazz Club director. 

“The original proposition was that the Jazz Club could have the house 
if the club moved it to another location. Efforts were made to do so and the 
club was given an extension of time in which to accomplish this. Mr. Arthur 
Steiner offered to provide for moving the house and to furnish the lot to 
which it was to be moved. Mr. Steiner, after making application for a permit 
to relocate the house, was issued the permit on May 22. However, the 
Construction Company, claiming ownership of the house, would not release 
it on the advice of its attorney. 
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“On June 4, Miss Helen Arlt, new Orleans Jazz club president, met 
with the construction company and its attorney, the latter assuring Miss Arlt 
that he would notify her on Monday morning, June 8, whether the Jazz Club 
could have the house then or at a later date. Not until the news was released 
on television did the Jazz Club learn that the house had been knocked down 
and the remains burned. 

“The Jazz Club definitely received no notification. Mr. Steiner and the 
Jazz Club were ready to begin moving preparations as of May 22, but were 
thwarted in their efforts by the Construction Company and it attorney. 

“The motive for the Jazz Club wanting the Armstrong birthplace was 
not for any financial gain but solely in the interest of saving and preserving 
any important mementos of jazz history.” 

 
The specifications of the Armstrong cottage was located at 723 Jane 

Alley, New Orleans, La. are given below. 
 
Jane Alley – a short street, extending from Gravier to Perdido, and 

located just back of the First Precinct Station, the House of Detention and 
the Parish Prison. Very hard to find, unless known to individual. A very 
heavily populated Negro area, comprised of low-wage earners and people on 
Welfare Relief. Very “anti” and even objecting to Caucasians passing 
through to look or take pictures. Ill kept, slovenly and run down. Typical 
slum. Needed to come down. 

 
Armstrong Cottage was located in the rear of a better-kept house (No. 

725 Jane Alley), on a lot 60’ x 30’. The people in the front cottage owned 
Louie’s house, and were aware of the historic value. They ‘charged’ $2.00 to 
permit photographers roam around their alleyways and back yard. 

Armstrong cottage was numbered No. 723. It was a single story 
cottage, raised from the ground on 8 brick L-shaped corner foundations, with 
large 8 x 8 unfinished timbers stretching across. The entire building 
measured 24 feet (across) and 18 feet deep. There were 4 rooms, each 
measuring 9 x 12 feet. There was a gas stove and electricity (for lighting 
only), and the only running water was in a small kitchen sink. 

The two front rooms were primarily bedrooms, but the right hand 
bedroom was also used form a combination bed-room-living room. There 
were two “front doors,” and two front windows. Each room connected with 
the adjoining room by means of one door. The dining room (back of the 
right hand bedroom-living room) had one window. The kitchen (back of the 
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left-hand bedroom) had one door leading to the back yard. In the back yard 
was a “2-holer”. There was no modern toilet factitious within the house. 

The sides of the house were covered with heavy plastic imitation 
wooden shingles, and were either lightly painted or whitewashed. The doors 
and windows had screens and the frames were painted a dark green. The 
roof was a peaked roof, covered with corrugated iron roofing sheets (as 
formerly used on cheap garages). A ledge of about 2 to 21/2 feet protruded 
over the front and rear of the house, and was a projection or extension of the 
roof itself. The floors were of wide, old-time pine flooring, unfurnished. 
They were covered with worn out cheap linoleum “rugs.” The two front 
rooms had inexpensive voile hung as curtains over the windows. “The only 
heat available was by means of small individual gas heaters, and later on, 
small individual electric heaters. There was an ‘imitation’ fireplace in the 
right hand front bedroom. No chimney emanated from this ‘decorative’ 
addition, but it did add to the otherwise undecorated room. 

Between the house on the right (NO. 721 Jane Alley) and the side of 
the house-No.725 Jane Alley – was a 6 foot high board fence. This made an 
alleyway between the two houses, and led into the back yard cottage 
occupied by Armstrong. The alleyway was about 6 feet wide. From the 
entrance to the alleyway, standing on Jane Alley, the large Chinaberry tree, 
which Louie spoke about, can easily be seen. Also, the right hand front door 
and steps and one window can be seen. 

There was a distance of about 10 feet between the rear of No. 275 
Jane Alley, and the front of Armstrong’s cottage. Very narrow alleyways 
extended on either side of the Armstrong cottage, which was barely usable 
(about 2 feet each), and which were not negotiable.  

I have included the last pictures taken of the Armstrong house and the 
floor plans of the house for your examination. Luckily, we still have the 
music of Armstrong. His contribution to world music will never dim. His 
performances are legendary. His music will live forever, and so will the 
disgrace that some bear of destroying his birthplace. God bless Louis 
Armstrong. 

 
A Trip through Armstrong’s House 
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  Street sign                 Jane Alley from Gravier towards 
Perdido 
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  Armstrong house (left) with bulldozer in front 

 
A long view of Armstrong’s House 
 

62



 
A Closer View of Armstrong House with Bulldozer in Front 
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Back View of Armstrong House 
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Front View of House with Two Young Boys 
 

 
Front of Armstrong House 
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Back of Armstrong’s House 
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Back of Armstrong’s House 
 
 

 

 
Back of Armstrong’s House 
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Right Side Door of Front of Armstrong’s House 
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Room in Armstrong’s House 
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Kitchen in Armstrong’s Boyhood House 
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Bedroom in Armstrong’s House 
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Dining Room in Armstrong’s House 
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Interior of Armstrong’s House 
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Interior of Armstrong’s House 
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Exterior side of Armstrong’s House 
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Exterior Passageway of Armstrong’s House 
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Exterior with Tree by Armstrong’s House 
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Small Yard of Armstrong’s House 

 

 
Louis Armstrong’s House in Corona 
   It was Louis & Lucille Armstrong’s Home from 1943 
to 
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1971. Located at 34-56 107th St. Corona, Queens, New York 

 
Louis’ House Backyard in Corona 
Louis was famous for his backyard parties and BBQ. 

 
The Alley – St Bernard & Claiborne 
 In New Orleans, in the inner city, there were meeting places frequented by jazz 
musicians. There was  
Alphonse Picou’s bar; Galloways Barber Shop, Bartin’s bar in Exchange Alley and the 
old Club 25 on Franklin  
Street. 
 For many of the musicians who lived in the Treme area, it was the “Alley,” at St. 
Bernard and Claiborne 
Streets, a few blocks from the old Negro musicians headquarters on Claiborne. The Alley 
is mentioned by many  
Early jazz musicians in their oral interviews at Tulane’s Jazz Archives. Clarinetist Emile 
Barnes states: 
 “The downtown musicians had a sort of headquarters called the Alley, next to the 
market at St. Bernard’s  
Circle. It was run by Edgar Monget. It wasn’t a headquarters for getting jobs- it was just a 
gathering place 
For musicians. There was a piano there and drums and other instruments, so that any 
musician who felt like it could play.  
There were sometimes 2 clarinets at once, 2 trumpets, even 2 men playing one piano at the 
same time.” 
 Emile remembers seeing Sidney Bechet, Lorenzo Tio, Alphone Picou, A. Baquet, 
Robert Taylor and Arnold  
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Metoyer at the Alley. Picou, Tio, Baquet, Sidney Vigne and Barnes used to meet uptown 
musicians in the Alley. He 
Remembers partying and playing with them in the Alley, then a bar room. Big Eye 
Nelson, one of the first great jazz 
Clarinetist would come to the Alley after a job and not go home until 7 A.M. at which 
time he would get food at the 
Market next door to take home and prepare. 
 Other musicians who would come to the Alley (besides the above mentioned) 
include the trombone players  
Zue Robertson, George Filhe and Harrison Brazley; and drummer Jean Vigne; also Walter 
Brundy and Ed. Gaspard 
and Wilhelmina Bart, the great woman pianist – a lady trained in classical piano but 
played in jazz bands and was 
sought after by most of them, the bands it is said, would fight to get her. 
 Emile continues his description of the Alley: 
 “I used to play at Ed. Dimaggio’s Alley, near St. Bernard Circle. There was a 
market in front where the 
Cicle is now (Sic: with the building of the highrise highway, the circle no longer exists.). 
Behind in the Alley towards  
St. Bernard St. was the bar room. The Alley was behind Claiaborne on the St. Claude side 
of Claiborne and you 
Came in through St. Bernard. Musicians from uptown and downtown would come  there 
to roll poker dice and  
For drinks. Pete Bocage, Red Allen, Robert Taylor, Willie Santiago, who played guitar 
and my Uncle Billy Marrero 
On bass. They all used to go there and play, sometimes until 5:30 in the morning. There 
were a lot of women around  
There too. We called it the Alley and it was owned by Ed. Dimaggio. 
 Maurice Durand, a trumpet player also played in the Onward & tuxedo Brass 
Bands and led early jazz bands  
in the 20’s mentions playing in the Alley in his Tulane interview: 
 “I used to play in a cabaret called the Alley, adjacent to the St. Bernard Market, 
cornet of St. Bernard and 
N. Claiborne,’ where there was a band every night.” 
Rudolph Beaulieu, the early New Orleans drummer, who later owned a popular drum 
shop, remembers Durand’s  
band when they played at the Alley also mentions the Alley in his Tulane interview:  
 “I used to play in a cabaret called the Alley, adjacent to the St. Bernard Market-
corner of St. Bernard & N.  
Claiborne.” 
 Manny Gabriel, a clarinetist, who once played in the Kid Rena Band, recalls that 
just after finishing playing a 
 stint with the Rena Band, the band then began playing down at the Alley, a little hole in 
the wall club near St. Bernard Circle. 
Alex Bigard, brother of Barney, recalls it was down near St. Bernard’s Market that Alex 
got Barney in the Omer  

80



Bernard’s Band which rehearsed near the St. Bernard Market. 
 Chester Zardis played at the St. Bernard Market area with the Buddy Petit Band. 
The band played at the 
Opening of the St. Bernard Market on Saturday morning from 7 a.m. till 9 p.m. They 
played for a number of 
Saturday’s and received about $3.50 for pay. 

 
A TRIP TO THE PAST: 

TO THE NEW ORLEANS DANCE HALLS 
 
Between the shadowy humidity of the late daylight hours and the 

mysterious unpredictable hours of early evening; between the reality of 
recorded sounds on flat, heavy discs and those sound that swirl in the inner 
recesses of a jazz musician's brain - let us close our eyes and imagine 
hearing these jazzy sounds and travel back to the 'pleasure hours' listening to 
the exciting sounds of the New Orleans jazz bands of the twenties playing in 
the atmosphere of the smoked filled, dimly lit and noisy confines of a New 
Orleans dance hall. 

It is early spring, around 10:00 at night, as we climb the stairs leading 
to the taxi dance hall at 108 Carondelet called the Music Box. It is upstairs 
on the 2nd floor and overlooks Canal St. though its entrance is on 
Carondelet. At the top of the dimly lit stairs, (showing signs of being well 
traveled), the right, is the billiards room, busy with the odd-appearing pool 
hustlers lost in the art of rolling balls. At the left is the dance hall, the door 
closed as is custom or tradition. I take a handful of change from my pocket, 
find the price of admission (10 cents), open the door and hand the coin to a 
woman cashier. I turn and walk to the back of the hall, a room that is about 
70 feet long and about 30 feet wide. I immediately notice how smooth the 
dance floor is. There are windows covering the side of the walls, almost 
always open to attempt to catch the seldom-occurring breeze to alleviate the 
smothering New Orleans humidity. Surrounding the dance floor is a waist 
high railing, which separates the dancers from the observers. At present I 
notice about a dozen 'hostesses' and I am told that other girls would be 
acquired if the need existed. At this particular dance hall it was seen to that 
the 'girls' made no immoral movements or got into improper positions while 
dancing. The girls were not noted for their b beauty and appeared to be of a 
rank of the ordinary but they all danced gracefully and cheerfully. 

I decided to dance with one of them. I first had to pay for the dance, 
which was 10 cents. The girl in her late teens told me that the girls working 
there share a percentage of the ticket. A collector came around the crowd of 
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dancers and I handed over my ticket to him. We were dancing to a 6 piece 
jazz orchestra. The music had a very good sound, a sound that was typical of 
the music we were accustomed to in New Orleans. The musicians played 
with a peculiar technique and the dance set was structured according to a 
regular schedule. Each piece was played through in three movements; first; s 
slow dreamy waltz, than a jazz number with some great creative variations - 
then climaxing with a piece with accelerandos and crescendos. This marked 
the time for each separate dance and also for the collector of the dance fee. It 
was interesting that the musicians arranged their time on the bandstand so as 
to rest part of the time, some of them playing one movement and others the 
next part of the medley, then all coming in on the climax, thus there is no 
intermission of the music or the dancing. Each dance is about 2 minutes 
long. 

After a few dance I retired to the refreshment stand in the front of the 
hall. I noticed a policeman and a matron were in attendance. I thought that 
this dance hall was one of the more respected of the New Orleans dance 
halls. 

It was now near closing time, making it around midnight (although on 
special occasions it might stay open longer - i.e. during Mardi Gras.) I 
noticed some of the girls going home together, but none left with anyone 
who they danced with. I was also told that most of the clientele were men of 
the clerk status, and some were from the country, this being apparent from 
their clothes. 

The next night I got an earlier start and presented myself at the Alamo 
Dance Hall on Liberty Street, between Canal and Iberville at around 8:30. I 
think I arrived too early, as the hall was not at all crowded. In fact, the 
manager, a very soave, 'sheik' type in appearance who I imagined was in his 
early 30's, danced with some of the girls. I thought perhaps it was because he 
wanted to make the place look busy, hoping to pick up business. I did not 
dance but thought I would just observe for awhile. But because it was so 
slow I decided to leave and return at a later time. Doing this I could be sure 
that the hall would be crowded and, if I continued to be an observer, I would 
not stick out as not belonging to the regular clientele. 

Upon returning about 10:00 I stayed the entire evening, taking note 
that the action started late and got 'fast' toward the closing hour. At the 
height of action I counted 20 hostesses. There was also present, at this dance 
hall, the traditional policeman and matron, but I noticed upon certain 
occasions they were subservient to the manager. They seemed to be there to 
give the place a moral character but could, and did at times, become 'blind' 
to certain occurrences. Their presence did add a sense of re splendor 

82



respectability to the hall. The two halls had a common atmosphere and 
structure which one expected of a traditional New Orleans dance hall. 

Having taken Friday and Saturday to visit the Music Box and the 
Alamo dance halls, and being a working man for the next five days, it was 
not until the next weekend that I returned to New Orleans to try my luck at 
two popular dance halls that were next to each other on Iberville Street, 
between Rampart and Burgundy. They were both on the ground floor. One 
was called the LaVida, the other the Fern. I later learned the musicians 
called the Fern, the Budweiser-due to the sign that hung from the front of the 
building. The LaVida had the larger gambling room, three tables full, where 
stakes started at 50 cents upwards. The two nights I mingled between the 
two I observed that the Fern usually had the bigger crowd, perhaps due to 
the fact that the Fern was on the corner with the refreshment stand and the 
cigar stand in the front portion of the establishment with the lunch counter 
inside the vestibule of the hall. Each had gambling and all other things were 
very similar. The refreshment stand was the gathering place where the 
'hostesses' and the men came between dances. See page 89 for further info 
on the Fern Dance Hall. 

The LaVida had a delicatessen in front of the dance hall. Lunches 
were served inside the hall also, to one side of the hall. The Fern this 
particular night was more popular, perhaps due to the fact that the hostesses 
and men could eat and flirt out of the sight of the matron, who usually 
contained herself inside the hall around the dance floor. Talking to one of 
the patrons I learned that in 1924 Anthony Parenti and the Melody Boys 
played at the LaVida, and the orchestra tonight was lead by John Handy and 
Jim Robinson. I found out that the following musicians played in the band at 
the Fern. Eddie Faye played trumpet, Harold Peterson was the drummer, 
Buzzy Williams played piano and Charlie Fishbein bowed the violin. Seated 
at his left was the sax player, Florenzo Ramos. Standing behind him was Joe 
Kinnerman holding up the string bass. Finally on the extreme left was 
Stalebread Lacoume, a blind banjo player. They were al dressed in black 
tuxes with ribbon ties. There was a drape behind the ground hanging like a 
painted peacock tail. All in all, with the grand piano and the bandstand 
decorated with tapestry, it presented a classic air of respectability. 

The building housing the Fern was basically a two-story building with 
an attic. Most people referred to the place as the Budweiser as earlier stated. 
One could not miss the large Bud sign supported by a pipe which extended 
from the second floor wall. A balcony was present for the entire length of 
the building. There was a large doorway in which to enter, the transit being 
covered by another advertisement for Bud ("Bud Beer on draft.") Part of a 
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window on the right of the door and in the center of another door was a 
shadow like mural showing a band playing with palm trees flanking the left 
and right sides. The door on the right was the entrance to Mabel's Tavern. 

The two halls had about 20 'hostesses'. I found out that some of the 
regulars would by a $1.00 worth of tickets and dance out that entire group of 
tickets with the same girl. Then they would repeat the situation, buying 
$1.00 worth of tickets, using them all to dance with the same girl. Was there 
a method in their madness? Was it so that the hostess would receive the 
entire percentage from the tickets? 

I was standing near the entrance and overheard the matron rebuking 
one of the hostesses. The girl must have been around 15 or 16, and was 
rather pretty. She was small with dark hair and eyes. She was smoking a 
cigarette as the matron talked to her. Evidently the matron felt that the girl 
had danced too many dances with the same guy and the guy gave her $5.00 
to take a taxi home. The guy in question was standing near and seemed 
apprehensive - perhaps because the girl could lose her job because of this 
and he would surely be barred from the dance hall. 

There was no impropriety of conduct on or off the dance floor at 
either of the two places when I was there. I am told by a 'regular' and 
responsible party that there is a considerable relaxation of discipline when 
the matron goes home after her appointed hours are up, and especially 
during Mardi Gras, when dancing goes on from the afternoon till morning - 
supervision being present only from 7:30 till 12:00. At the LaVida the band 
was headed by Kid Howard, a black trumpet player. 

It is now Saturday night, the same weekend and I am presently 
walking on Burgundy Street. It is around 10:30 and I am headed to a place 
called the New Slipper. I had heard that Abbie Brunies and his 6-piece 
orchestra was providing the music. They were all white men and were 
suppose to be good musicians. As I entered I handed my hat to a fat women 
in a black dress. I could hear a girl with a parlor voice singing - it was not as 
loud as the other bands I had heard. I entered looking in the direction of the 
band. In the front of the band was a 'fake' radio mike. I heard the leader, 
Abbie Brunies read 'fake' telegrams commenting on his orchestra. It was a 
gimmick and I thought it was okay except that if I had wanted to just dance 
and not have talk break up a mood I was trying to create with a girl, I would 
want less talk and more dreamy music. The other musicians in the band 
were: Merrit Brunies, Emile Christian, Johnny Fischer, Freddie Rose and 
Sidney Arodin - all on a bandstand that had a large suspended slipper on the 
back wall. The hall was richly decorated and the atmosphere contained the 
'mystery of wickedness'. During the break between musical selections I 
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recalled I could not hear any street noises. I also got the feeling that the 
whole atmosphere and motif of the hall was to give people like myself a 
touch of the 'real night life' of New Orleans. 

There were about 6 waiters besides several hostesses. I looked around 
the hall and noticed there was only 12 couples present. These couples 
included the hostesses. A customer must accept a hostess, not accepting one 
was considered out of class. The waiters will almost insist on each customer 
meeting and being joined by a hostess; in my case, a rather tall black hair 
girl, fair complexion with green eyes and a dark maroon dress. I found out 
everything sold for 25 cents, including drinks. Rather than a feeling of 
friendly, easy, relaxed evening it seemed to be one of routine, with the 
dancing was a way of leaving the table only to return to renewed drinks than 
reenacting the same routine again with the 25 cents price repeated. The 
dance also was about 2 minutes long. I noticed most all of the hostesses, 
were tall and stately and whose stale dignity was painful. While the band 
was good, the evening was rather uninteresting. I noticed there was not 
present either a policeman nor a matron. I also noticed there were rooms 
back of the offices. I was told that the New Slipper, along with the Frolic 
and Kellys, were recently closed by revenue officers but had just recently 
reopened. The Frolic was on Bourbon Street just across the street from 
Kellys, which was in the old Absinthe House. 

Having a female escort the next weekend in town, and wishing to 
show her a good time, we drove out of the city in the direction of Lake 
Pontchartrain, several miles out - not very far from the lakeshore and beyond 
the Basin Blvd. to a club called the Honeysuckle Inn. The Inn was about 2 
blocks before the bridge leading to West End, near Canal Street. This Inn, 
most of the time, admitted gentlemen only when accompanied by a lady. If 
they did admit a single gentlemen, he was encouraged to take no part in the 
program and treated as an observer. Cover charge along with food or drink, 
was the usual 25 cents. On the bandstand was a 6 piece white orchestra. The 
hall was about 70 feet long and 40 feet wide. It was dimly lit with subdued 
pastel lights and decorations. I noticed about 30 couples which appeared to 
me to be of the better social class. The building was on low land built up 
with brickbits and other fillers and the parking space covered with gravel 
and shell. I was told that closing time was around 3.00 am but if the action 
was moving then we might want to stay later. The Inn was owned & 
operated by old man Matrango who named it Honeysuckle because he had a 
home with honeysuckle around it. 

There was a competitive club called the 25-Cent Inn just across the 
entrance driveway. I was told it also had a regular clientele and the manner 
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of running the business was similar to the Honeysuckle Inn. Both of the 
clubs were back in the marsh perhaps to be just beyond the jurisdiction of 
the city police and yet still in reach of car service. Having frequently the 
Honeysuckle Inn on numerous occasions I can say that the program or 
routine is usually the same thing repeated over and over each night with the 
band playing occasionally a new song. I told myself that the next weekend I 
would take a break from routine and go and dance on the "Showboat' 
stationed at the foot of Canal Street. Their dance hall is larger (50 x 200) and 
there are very brief stops between dances with many encores. 

I was curious to compare the above dance halls with the colored dance 
halls of the city called the Pelican and the Astoria. 

Upon arriving at the Pelican (303 S. Rampart) and of which I heard 
was doubtless the best of its kind in New Orleans; a policeman at the door 
admitted no one into the club without the previous permission of the 
Manager, a colored man called Emmanuel Ridgely. 

Knowing the director of music of the other Negro club, the Astoria, I 
preceded to meet Prof. Cook. I explained to Prof. Cook, whom I had met 
through another friend, to write me an introduction to meet Mr. Ridgely.  

Both of the halls, owned by the same man (a white man) seem to co-
operate but both having a distinct clientele. The Pelican catered to a regular 
clientele of the more intelligent Negro boys and girls that work for 'white 
folks' as chauffeurs, house girls, etc. The Astoria caters to the class just 
below them in social status. I must admit there is just as much social class 
among the Negroes as there is among the white folks. A Prof. Grant arrived 
at the door and escorted me up a flight of stair and as I approached another 
gentlemen, Prof. Grant said, "I want you to meet the proprietor, Manuel 
Ridgely, a stanch Methodist." 

Manuel Ridgely was in his forties (actually I found out he was 45), 
stood six feet tall and was courteous and dignified, respectful and one could 
tell as he showed me the place, highly intelligent. Ridgely runs the dance 
Sunday night from 8:30 to 12:00, which is the night off duty for most of his 
clientele. I asked Manuel if he ever kept the dance going past 12:00. He said, 
"No Sire, you see, I have girls here who ought to be at home a certain hour. 
It is known that I never vary closing at 12:00. Their parents can tell how 
long it should require for them to get home. Thus we can have some sort of 
co-operation about guarding the morals of the young people. 

I wondered if the hall and orchestra, and the help, was ever rented to 
organizations for an evening. Manuel answered; "Yes Sir, but never without 
my management." I later found out that Manuel was not only the proprietor 
of the dance hall but manager of everything in that building. The owner of 
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the building is a prominent white man who has control of most of the Negro 
enterprises on that corner and in that section and has controlled the section 
for 30 years. The owner comes down every morning and checks up on all the 
business. Manuel told me he has worked for the owner for 16 years. 

Stationed at the Pelican, during business hours is one policeman who 
is a very active aggressive person who keeps a strict behavior place and 
several very intelligent woman who act as matrons. In the Pelican we see a 
high moral conduct code that is not foreign to a fair profit in the business of 
furnishing amusement to the public. The Astoria is also a money making 
venture and is of a high grade as a Negro restaurant, dance hall, although 
serving a different class of Negroes and managed in a somewhat different 
way. The co-operation between Manuel and the director of the Astoria seem 
to indicate that they are owned by the same principle. Manuel seems to be 
general manager of both of them. 

When comparing the New Orleans dance halls with those of other 
cities it is seen that all human activities in all places follow generally a 
common pattern. There are 1) cabarets or restaurants, which have dancing as 
part of the program furnished for their diners - or dancing as the main 
attraction with refreshments of some kind furnished the dancers. 2) The 
rented halls, which are to be hired to other group organizations on occasions, 
the group furnishing its own program and management. Some lodges and 
secret order and even religious organizations have halls which come under 
this heading. 3) Regular public ballrooms. These last are of two kinds: 1) the 
so-called 'closed' halls, which merely means that they are closed to ladies 
who are not 'hostesses' employed as partners by the management; and 2) 
Dance Palaces: These are not so numerous as are usually furnished in 
magnificence. This is the classification of the New York dance halls. In New 
Orleans there are no dance palaces. The Showboat for the white people and 
the Pelican dance hall for the Negroes are the nearest approach to palaces 
and nearest comparison as to management. This type is the least 
objectionable and the 'closed' hall with 'hostesses' is the most objectionable 
of all types of dance halls. 

In addition to these types of dance halls in the city there is outside the 
city the roadhouse. While this type of dance hall does not exist in New 
Orleans proper and hence is outside the bounds of this little discussion;' yet 
the patrons are residents of the city and must receive recognition as 
belonging to the system. The roadhouse constitutes the most serious problem 
of all forms of the dance types of amusement. It is outside of the control of 
the city, usually in tan adjourning political division (parish), which exercises 
no control beyond the prevention of violence. It is at a distance from 
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residential areas, on a good road easily accessible from the city and other 
communities. If offers opportunities for young people to form contacts 
outside of where they are known. It has dancing, refreshments, including 
liquor - one may furnish his own or order it from the every-ready bootlegger, 
and even rooms above the dance hall, without even the thought of hotel 
regulations and a detective. The mere statement of the situation is sufficient 
to suggest the graveness of the problems connected with it and the almost 
impossibility of eliminating sex-promiscuity. 

In New Orleans there has been no demonstration of correct dancing. 
There are 63 chartered dance halls in New Orleans. The people of the higher 
social circle have their own group dances under their own auspices in their 
own homes. The rest of the world here dances either at the showboat or at 
some of the dance halls described. Some of the dance hall hostesses are just 
as fine girls as any among the entire population of shop girls, who can get a 
job sometimes at a dance hall when there is not job open at the department 
stores. 
 Public dance halls in New Orleans until about 10 years ago. (Sic: 
1920) were simply regulated by the police. The proprietor paid the city 
whatever tax was required and the dance regulated itself somewhat by 
natural social selection and preference, different halls being patronized by 
clientele of different types, the police being called only in case of trouble. 
Usually the proprietor had a 'bouncer' to throw out anybody who got rough 
and the police only came when needed or to 'pick out the remains' in case of 
casualty. In the saloon days there were dance halls back of saloons or in the 
neighborhood, so that dancing and drinking were co-operative. 
 

The Pup Café 
 

The location of the Pup Café has a long history of being the location 
of various jazz clubs. In the Second Line Magazine of the New Orleans Jazz 
Club Tony Parenti speaks about this club. Salvador Romano had a club in 
the Tango Belt called the “Pup Cabaret.” He lived nearby. He worked me 
into the club and I left the Alamo Theater for my first night club job at the 
Pup. The Pup was on Iberville, between Rampart and Burgundy. I played in 
a trio with Roy Barton (piano) and Johnny Hunter (drums).  

There were 4 or 5 girls employed by the club to sing and we 
accompanied them. They sang mostly blues. I was featured quite a bit. Jazz 
was still not ‘respectable’ but the clientele at the Pup was less rough than 
that at the camp jobs, where there were brawls involving Storyville girls and 
their boy friends regularly, complete with pistol shots. 
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While I was playing at the Pup the city had a ‘clean-up’ campaign, 
but, as they could do nothing about Storyville they concentrated on things 
like the employment of miniors in night clubs. The police department 
appointed a woman named Monahan to investigate the clubs, for under-age 
employees. She once spied me, the manager would have to let me go. The 
next night I was back and I continued at the Pup for several more months. 
We found out about her rounds – when she came into the Pup I would be 
warned and I would hide behind the piano.  

In the March, 1963 Second Line we read: 
“Down in New Orleans in 1915-16, the Pup Café was ‘the’ spot of the 

town where visiting vaudeville actors gathered to talk shop, to drink and to 
listen to jazz. One night a vaudeville actor & singer by the name of Gus 
Chandler dropped into the Pup Café to hear us. (i.e. John Stein’s Original 
Dixieland Jazz Band). I was plenty surprised when he came up to me and 
asked me how I’d like to go to Chicago with a hot band. I was startled by the 
idea, but not too startled to say yes. Up to that time, only Tom Brown had 
gone north from New Orleans to give those Yankees a taste of real ragtime. 
That was back in 1915. 

Gus Chandler went back to Chicago and got in touch with Harry 
James who was managing  Sam Hare’s Shiller’s café at the time. James 
wwr\ote me and we settled the deal when he sent us train tickets for 5 men – 
Al Nunez, who was playing clarinet at the Pup Café was one of the first to 
sign up. He got me the other fellows, Eddie Edwards, trombone, Nick 
LaRocca, cornet, and Harry Rages, piano. 

The club lasted until prohibition. It became a taxi dance hall around 
1920. It was then called Fern Café #2 but the popular name was used as it 
had a big Budweiser Beer sign hanging on the outside, thus the name the 
Budweiser. 
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Iberville 

 
106 -     Little Frisco Cabaret 
717 -    Louisiana Restaurant (23)   
735 -    Neptune Grotto (38)      
1000 – Black & Tan Club (Raleigh Café/ Panama Café) 
1008 – Hub Café (48) 
1014 – New Pup Café (39)    
1014 – Haymarket (22) also 229 Bourbon at Burg. & Conti    
1015 – Turf Club (46)      
1017 – Fern D. H. (7)  
    (also The Budweiser)     
1019 – LaVida (8) 
1021 – Pup Café (1) 
1024 – Fermandez (20) 
1025 – Elite Hall – (5) 
 
Bienville 
625 – Srewman’s Hall 
 

Hotels 
120 – Cosmopolitan Hotel 
 Bush Hotel – Dauphine & Iberville 
 
Theaters 
Dauphine Theater – 218-324 Dauphine St. 
Lyric Theater – 1000 Iberville 
Greenwall Theater – corner of Iberville & Dauphine 
 
Bourbon 
 
209 – Victor’s 
229 – Shim-Sham Club 
308 – Columbus 
327 – Eagle Hall 
400 - Absinthe Bar (Kelly’s) 
426 – Silver Slipper/Dreamland 
438 -  Echo Café – 
500 – 500 Club 
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516 – Dixieland Hall 
815 -   Cobweb Club (17) 
 
N. Rampart 
 
106 – Little Frisco Cabaret 
126 -  Andersons 
200 – Westerdorf Café (51) 
300 – Dog House  
342 – Cadillac Club 
404 – San Souci Cabaret 
Conti 
942 - Ringside Café (corner of Dauphine & Bienville on Conti 
  (Also the Orchard Café & Plantation Club) 
 

Burgundy 
113 – Alamo Dance Hall 
 Astoria Club – on Burgundy between Conti & Bourbon 
Exchange Alley 
 
114 – Blum’s Café 
117 – Hemer’s Saloon 
128 – Manguno’s (Sparada’s) 
131 – Joseph’s Restaurant 
132 – Vicialet’s 
133 – Messina Osupte House 
135 – Musician’s Union 
 Doli’s – Exchange & Conti 
 
Royal 
135 – Faubacher’s Restaurant 
334 – Crystal Ballroom 
 
Dauphine 
275 – Sons of Orleans Hall 
 
St. Louis 
622 - Mechanics Hall 
807 – Casino Royale 
 

92



Decatur 
539 – New Pup Café (Rodiquez-also at 613, 1014 Iberville) 
 
Toulouse 
906 – Oriental Café 
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