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Steve Brown 

 

 

1890-1965 

 

Steve Brown, born in New Orleans January 13th, 1890, and younger 

brother of Trombonist Tom Brown, is one of the most important early jazz 

bassist that migrated to Chicago in May of 1915. Brownôs real name was Ted 

Brown. He was the original bassist with the New Orleans Rhythm Kings. He 

played with his brother Ton Brown in New Orleans. He later worked with the 

Husk O'Hare organization and also with Jean Goldkette. 

 

Early Life  

 

Brownôs early life was typical for families who were ñin poor 

circumstances.ò He was 12 when he lost his father and a little less than two 

years when his mother died. Both He and Tom quit school to work (Sic: this 

also was typical of society in this era in New Orleans. Both my mother and 

father did not finish their schooling.) The boyôs father played in a little band. 



He played different string instruments. He did not read music and the bands 

of this era played the dance music popular ï lancers, mazurkas, waltzes, etc.  

Steve used to hear Stale Breadôs Band (Emile August Lacombe Sr.) and 

the various bands that played for lawn parties, these bands mostly consisting 

of Violins and Flutes.  

Steve and brother Tom rented a house together and ñHappyò Schilling 

asked if he could leave some instruments in the house. The brothers, during 

the day would ófool aroundô with the instruments ï trombone, tuba, clarinets, 

etc. Tom liked the trombone best and Steve loved the bass. 

Having no formal lessons the boys picked up the instruments their 

father had ï guitar flute and harmonica. Working on the bass the boys soon 

were joined by others and in time became able to form a little band which 

began to get attention and were offered a job playing in a carnival parade for 

the Garden District Carnival Club. Acquiring uniforms after joining the state 

militia they used their blue coats, bought white pants and the name of the 

band covering the militia hat emblem. The carnival club won first prize and 

the band was praised in a newspaper article. Steve was about 15 or 16 years 

old at this time. Soon after the parade they got acquainted with Jack Laine. 

Laine gave the boys band dance jobs and soon they had enough work that 

some of the members quit their job to just play music. Ray Lopez was one of 

the band members. (Steve wasnôt in the band when they went to Chicago the 

first time. Arnold Loyocano was the bass player.) 

The band played regularly in New Orleans for the prizefights. The band 

would play before, after each round and after the fight. They played the 

ballyhoo wagons to promote the fight. 

Steve left the band in 1913 and went to Jackson, Miss. To work in the 

state hospital as a sheet metal worker. Staying there for about three years 

getting married to a lady that was a seamstress at the hospital.  

The couple returned to New Orleans and soon moved to Natchitoches, 

La. And opened up a business in the latter part of 1917.  They remained there 

until 1920 when he got a letter from Tom asking him to come to Chicago. At 

first Steve had a hard time getting music jobs. The bands were using tuba 

instead of string bass. Finally he substituted in a band playing at the 

Blackstone Hotel. Steve put on a show that night, spinning his bass, riding it, 

doing things that really entertained the audience. From that night, Steve 

didnôt have any trouble securing jobs. He remained in Chicago until 1926.  

 

Chicago 

 



Steve joined the NORK at Friarôs Inn and after substituting for Arnold 

Loyocano became the regular bass player for the NORK. While with this 

band he also played at the Midway Gardens (until 12:00, then went and 

played with the NORK until 5:00 AM. WE called the band the Original 

Memphis Melody boys. The members of the band when Steve joined them 

were Elmer Schoebel-piano, Leon Roppolo-clarinet, George Brunis-trombone, 

Ben Pollack on drums, and Paul Mares on cornet. After Roppolo had to leave, 

we got Volly DeFaut to play clarinet; After Schoebel left we had Mel Stitzel on 

piano; Jack Pettis was added on saxophone. After Roppolo left Steve 

remarked that the boys just couldnôt get together right, there was always 

something lacking and they sorta disbanded. After I left, Chink Martin joined 

the band. While I was with the Midway Gardens Benny Goodman joined the 

band. He was playing with the band at the time I left and went to join Jean 

Goldkette in Detroit. (Steve recorded with both the Friarôs and Midway 

Gardens bands.)  

Milt Hinton heard Steve while he was playing with the band at Midway 

Gardens. He remarked: 

 

ñHinton recalls his own youth in Chicago, standing outside the Midway 

Gardens, unable to enter because blacks were not allowed. But you could hear 

him (Steve Brown) loud and clear, even from outside. What a beat that man 

had. He was doing things, cross-rhythms and stuff, that Iôve never yet heard 

anyone else do. He was the best, and we all knew it. Donôt let anyone tell you 

different.ò 

Wellman Braud, Ellingtonôs superb bassist, also cited Brown as his 

favorite on his own instrument. 

Steve became the first bassist to solo with the Whiteman band: 

ñPerhaps the 1st bassist to be granted such an honor-Steve was regularly 

featured with both Goldkette and with Whiteman, coming out from to do solo 

specialties.ò (Lost Chord ï Sudhalter)  

Steve was the most admired of early New Orleans bassists, white or 

black said Sudhalter. 

In  the George Brunies interview in the ñSecond Lineò Brunies 

remarked: ñSteve Brown, from New Orleans, the first white man to use the 

pizzicato style of playing string bass. 

 

Detroit  

 

Steve remarked that he enjoyed his time with the Goldkette band best of 

all: ñMy most enjoyable music years was spent with the Goldkette outfit 



because it was in my estimation a very good band for the size ï it was a big 

band and they played rhythmically - the rhythm was perfect. It had a nice 

body to it and the people liked the music very much - everyone that we played 

for.  

When talking about the Goldkette Bandôs style Steve remarked: ñWe 

were ahead of the time with this orchestra, we were about ï I think we were 

about four years ahead of time with our arrangements; we had the best 

arrangers in the country. See this Bill challis went with Whiteman, too. óCause 

our records were outselling Whitemanôs. In this band were: Steve, Bix, Joe 

Venuti, Newell ñSpiegalò Willcox, Don Murray. This band recorded for 

Victor. Soon after the recording the band broke up.ò This band finally 

collapsed in Sept. 1927, under the weight of an inflated payroll and poor 

prospects for the coming year. 

Soon as the band broke up Whiteman reached in and grabbed all the 

boys he wanted. He secured the services of  Trambauer, Bix, Brown and the 

arranger Challis. 

 Steve then joined the WGM band in Chicago.  

 

Steve Brownôs Bass Style 

 

Steve began playing music after Schilling left some instruments at his 

house. He began experimenting with them and found out he liked the string 

bass best of them all. Other musician friends gave him some hints and like 

many New Orleans musicians had no formal musical training. Once he began 

playing with bands that were reading bands he secured an instruction book 

and taught himself to read.  

 

Tuba vs. String Bass 

 

When arriving in Chicago the custom of the time was to use a tuba in 

the musical ensembles of the day and the city. He speaks of the use of the tuba 

and the difference between using a tuba and a string bass in musical 

ensembles. When asked about the ñlighted tubaò he remarked: 

ñI couldnôt understand why I couldnôt get a job around there. (Sic: 

Chicago) Everybody and his brother had a big tuba or I can tell you, it was 

somethinô to look at with all the lights, turning on and off and I just concluded 

that I had to do the same thing in order to get a job, but, as I told you ï it just 

so happened that a booker must have been short one night and he gave me 

that job in the Blackstone Hotelé.Inside the bell, down inside where it 

couldnôt be seen, but the reflection of these lights would go on and off and it 



was a beautiful sight there, you see theyôd have sousaphones more of them, 

theyôd have sousaphones, with these large bells, the larger the bell the bigger 

the show. See, and theyôd have a large bell for a show and when all these lights 

would go on from a distance you would look at it, and it was beautiful. They 

were not connected with each valve. It was just the same as a Christmas light 

going on and off, the switch would be down on the floor. . . . 

It was beautiful but to me that grunting sound of the tuba was ï it 

wasnôt a true bass tone to me. And After I started playing and they heard the 

recordings why all the band leaders thought the same as I did, because they all 

started changing to string bass. But for awhile, I had the field all to myself and 

I traveled all through the New England coast and those places and when Iôd 

return on my second trip, Iôd see basses seem to appear in different 

bandstands, as I went alone, and then after I made the third trip or so, why 

everybody and his brother had a string bass on. And they discarded tubas 

completely. Theyôd put them away. And in a great many bands now, bringing 

tubas back a little bit and also banjos. Very few tuba players that can continue 

playing smooth tones. It depends upon his stomach and the condition of 

himself, physically. But a string bass, you can always get a nice smooth tone 

out of it.  

 

Steveôs Unique Bass Playing Style 

 

ñNow I played a different type of bass. I played what they called 

óslapstick bassô. When I first, when we were playing out at Milneburg and 

West End and those places out at all day picnics, one place in particular the 

drummer failed to show up. And I had used the bow up until then. I had used 

the bow, learned to bow the bow (Sic: how to stroke the bow over the strings) -  

just bass like any legitimate bass player. With this drummer not showing up 

left us without any rhythm, so I put the bow down, and slapped the bass, just 

slapped the strings against the finger board, which produced an after beat 

effect which gave it a rhythmic effect to the band, and the boys all liked it so 

well they even though after we did get a drummer why they wanted me to 

continue. So I continued that way.ò 

Steve then explained this technique of óslapô bass: 

 

ñ With the aid of the finger board, I used to make triple beats. Youôll 

hear it on ñDinahò (with Jean Goldkette, Victor Records). The string will hit 

the fingerboard and Iôll just catch it, catch it on the bounce and it makes a 

sort of triple effect. It was so pronounced that all the musicians could hear it 

and they didnôt understand how I did it. In fact, I wasnôt able to explain it 



myself. They liked it that way and theyôd never heard anything like that 

before.ò 

When Steve talked to salesmen at the music stores he visited he was told 

that the people like a lot of bass in the records. They liked the heaviness that 

Steve had in there, they like that. ñThatôs why,ò Steve remarked, ñthat I 

continued to play that way. I had heavier strings on my bass for larger 

orchestras because if Iôd put the regulars, legitimate size strings on why it 

wouldnôt come out, it wouldnôt be as pronounced as it was on the records that 

you hear.ò 

Steve then describes the strings he used: 

 

ñIôd have a heavier óGô string than was ordinarily used. It was a gut 

string. Both óGô and óDô were gut strings. Then Iôd add óAô and óEô wrapped 

with silk and then that would have, being heavier, that would give me a 

deeper vibration.ò 

 

Steve used a German bass. He paid $75 dollars for it. He had it fixed up 

the way he liked it and later was offered $800 for it. When Steve was in 

Cincinnati  the Wurlitzer people offered him a $1000. Unfortunately the bass 

was later stolen and Steve said ñIt was just like losing somebody in my family 

after I lost my instrument.ò 

Steveôs first string bass was a half size bass that I bought. As I grew up 

that little half size bass was gettingô too small for me. Joe Meyerôs father had 

some sort of pull (Sic: political) in one of the stores and he told me to go down 

there and pick out a bass and pay so much a week and heôd stand good for it, 

which I did. I paid $125 for it. At that particular time that is a high amount. 

But playing music as we were then, why it didnôt take no time to pay off 

everything. 

Playing with a óslappingô style Steve had to have the fingerboard 

ódressedô constantly in order to keep the fingerboard smooth and playable.  

When playing his style he would use two or three fingers. When he was 

óplaying heavy musicô he would use three fingers. He explained: 

 

ñIôd grab them because mine was heavier strings than ere ordinarily 

used on the string bass. They werenôt soft and pliable. Now you take for 

legitimate work, I couldnôt finger it as well as a legitimate man could, because 

my string were too heavy but I had to have them heavy on account of the 

body, to produce with all that heavy instrumentation that we had. "       

Steve never needed to put tape on his fingers as he said they were tough. 

He mentions being a tinsmith helped get his hands tough. He said ñthe more I 



played the tougher they got. They got calluses on óem.ò Steve could play all 

night and all day without his fingers hurting him or bothering him at all. 

Actually the first bass Steve had was one that he and brother Tom made 

out of wooden cheese boxes: 

 

ñI made the first bass fiddle, Tom and I worked on it together ï and the 

damn thing sounded just like a bass after we got through with it, but always 

stunk like anything from the cheese that was in it you know. We used these 

heavy, twine strings; just rope and it sounded enough to please us for a three-

piece band-violin, guitar and bass.  

 

Time Line 

 

1890 ï Born January 13th, 1890 

 

1902 ï Began trying out musical instruments. Liked String Bass best. 

 

1905-06 ï Played in Mardi Gras Parade for Garden district  Carnival Club.  

 

1906? ï Met Jack Laine and played parade and dance jobs for him;  and 

for  prize fights 

 

1913 ï Left band and moved to Jackson, La. ï worked as sheet  metal 

worker in the East La. State Hospital.  

1916 ï Married (1916) and moved back to New Orleans 

 

1917? ï Natchitoches, La ï opened up his own business-latter part  of 

1917-until  1920 

 

1920 ï Moved back to New Orleans and into music again ï stayed  in New 

Orleans briefly before going ïa year or two to  Chicago upon  Tomôs 

request. Played with Dixie groups  and Friarôs In  Band & Midway 

Gardens Orchestra. 

1925 ï Recordings made but not released until 26-27 

1926 ï To Detroit to join Goldkette (5 years). Records  

1927 ï Recordings (latter part of 27) 

1931 ï To New York to join Paul Whiteman-latter part of ó28ô and  ó29ô 

19-- - Return to Detroit with Goldkette (also New York for a time with one of 

Godketteôs Band 

19-- - Traveled around country (The Vagabonds/Goldkette unit) 



19-- - Back in Detroit ï found he had arthritis (stopped playing for  a few 

years. 

Original Memphis Melody Boys - 

   Midway Dance Orchestra 

In Detroit ï 1930-40 - For years  

 

  



Ted Lewis 

1891 

 

Ted Lewis, born Theodore Leopold Friedman was born in Circleville, Ohio on 
June 6, 1891 or 1892. Lewis began playing clarinet as a young boy and soon 
organized his own band by 1910. He joined the popular Earl Fuller Jazz Band in 
1917 and became its featured soloist.  In 1919 he again formed a band and 
secured a recording contract with Columbia. Through his records he began to 
gain popularity in Europe. He was not considered to be an outstanding musician 
but surrounded himself with great musicians such as Benny Goodman, Jimmy 
Dorsey, Muggsy Spanier, Fats Waller, Jack Teagarden, George Brunis, Frank 
Teschemacher and others. Sophie Tucker also performed with Lewis.  

There are reviews written about the musical abilities of Lewis. He 
probably should be known more as an entertainer and showman then a 
ƳǳǎƛŎƛŀƴΦ hƴŜ ǎǳŎƘ ŘŜǎŎǊƛǇǘƛƻƴΥ ά{ǘǊǳǘǘƛƴƎ ƭƛƪŜ ŀ ŘǊǳƳ ƳŀƧƻǊ - before his gaily-
uniformed band - twirling his clarinet like a cane, a battered to-hat at a rakish 
ŀƴƎƭŜ ƻƴ Ƙƛǎ ƘŜŀŘ όǿƘŜƴ ƘŜ ǿŀǎƴΩǘ ƧǳƎƎƭƛƴƎ ƛǘ ǳǇ and down his forearm); 
ŦǊŜǉǳŜƴǘƭȅ ƛƴǉǳƛǊƛƴƎ άLǎ ŜǾŜǊȅōƻŘȅ ƘŀǇǇȅΚέ ά¸Ŝǎ {ƛǊΗέ ŀƴŘ ǇǳǘǘƛƴƎ ƻǾŜǊ ǘƘŜ ƭȅǊƛŎǎ 
of his songs in a droll parody of a worn-ƻǳǘ ƘŀƳ ŀŎǘƻǊΦέ Lǘ ƛǎ said that Lewis got 
this phrase from legendary minstrel Ernest Hogan. 

! ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ Ƙƛǎ ŎƭŀǊƛƴŜǘ ǇƭŀȅƛƴƎ ŎƻƳǇŀǊŜǎ ƛǘ ǘƻ άŀ ŘȅƛƴƎ ŦƛǎƘ ŦƭƻǇǇƛƴƎ 
ƻƴ ǘƘŜ ǎƘƻǊŜΦέ wŜƎŀǊŘƛƴƎ Ƙƛǎ ǾƻŎŀƭ ŀōƛƭƛǘƛŜǎ ǘŜƴŘŜŘ ǘƻ ōŜ ƭŜǎǎ ƪƛƴŘ ŀƴŘ ƎŜƴŜǊŀƭƭȅ 
ŜƴŘ ǿƛǘƘ άǳƴōŜŀǊŀōƭŜΦέ  

The ǎǳŎŎŜǎǎ ƻŦ [Ŝǿƛǎ ŀƴŘ Ƙƛǎ ōŀƴŘ ƛǎ ŀǘǘǊƛōǳǘŜŘ ǘƻ [ŜǿƛǎΩǎ ŀōƛƭƛǘƛŜǎ ŀǎ ŀ 
master showman. He recognized the musical talent in others. Any deficiencies 
that Lewis might have possessed is compensated by his hiring many of the 
greatest jazz musicians of his timeΦ IŜ Ƙŀǎ ōŜŜƴ ƭŀōŜƭŜŘ ǘƘŜ άIƛƎƘ-Hatted 
¢ǊŀƎŜŘƛŀƴ ƻŦ WŀȊȊΦέ  

There is a description of his style while performing: 



ά{ǘǊǳǘǘƛƴƎ ƭƛƪŜ ŀ ŘǊǳƳ ƳŀƧƻǊ ς before his gaily-uniformed band ς twirling 
his clarinet like a cane, a battered to-hat at a rakish angle on his head (when he 
ǿŀǎƴΩǘ ƧǳƎƎƭƛƴƎ ƛǘ ǳǇ ŀƴŘ Řƻǿƴ Ƙƛǎ ŦƻǊŜŀǊƳύΤ ŦǊŜǉǳŜƴǘƭȅ ƛƴǉǳƛǊƛƴƎ άƛǎ ŜǾΨǊȅōƻŘȅ 
ƘŀǇǇȅΚέ ά¸Ŝǎ ǎƛǊΗέ ŀƴŘ ǇǳǘǘƛƴƎ ƻǾŜǊ ǘƘŜ ƭȅǊƛŎǎ ƻŦ Ƙƛǎ ǎƻƴƎǎ ƛƴ ŀ ŘǊƻƭƭ ǇŀǊƻŘȅ ƻŦ ŀ 
worn-ƻǳǘ ƘŀƳ ŀŎǘƻǊΦέ 

[ŜǿƛǎΩǎ ǊŜŎƻǊŘǎ ǿŜǊŜ ǘƻǇ ǎŜƭƭŜǊǎ ŀƴŘ Ƙƛǎ Goodnight recording featuring the 
sound of a muted trumpet was one of the best selling dance records of all time. 
He was chosen by a New York columnist as one of the five greatest showmen of 
modern times. Besides Lewis, the other four were Caruso, Will Rogers, John 
Barrymore and Charlie Chaplin. 

His signature - his high hat - is said to have been obtained in 1917. Lewis 
won it in a crap game with a colored cab driver named Mississippi. In 1927 he 
sewed a silver lining in the hat to fit the lyrics of a song written for him - Wear A 
Hat with A Silver Lining. 

hƴŜ ŀŎŎƻǳƴǘ ƛǎ ǘƘŀǘ ŀƴ ƻƭŘ ŦŀǎƘƛƻƴ ƘƻǊǎŜ ϧ ōǳƎƎȅ ƘŀŎƪ όΨaƛǎǎƛΩύ 
His area was around Central Park. He wore a colorful big plug hat that 

inspired Lewis to feature a high hat in his act.  
His most famous act was the performaƴŎŜ ƻŦ άaŜ ŀƴŘ aȅ {ƘŀŘƻǿΣέ ǳǎƛƴƎ 

ŀ ΨƭƛǾŜΩ ǎƘŀŘƻǿ ǘƘŀǘ ŦƻƭƭƻǿŜŘ ōŜƘƛƴŘ ŀƴŘ ŎǊŜŀǘŜŘ ŜǾŜǊȅ ƳƻǾŜƳŜƴǘ ǘƘŀǘ [Ŝǿƛǎ 
did.  

 

 

9ŀǊƭȅ ƛƴ ¢ŜŘΩǎ ŎŀǊŜŜǊ ƘŜ ǿŀǎ ǳǎƛƴƎ ŀ ƭƛƎƘǘ ǘƘŀǘ ǇǊƻŘǳŎŜŘ ŀ ǎƘŀŘƻǿΦ IŜ Ǝƻǘ 
the idea of using a live shadow when he saw an usher mimicking his 
ƳƻǾŜƳŜƴǘǎΦ ¢Ƙƛǎ ǳǎƘŜǊΣ 9ŘŘƛŜ /ƘŜǎǘŜǊΣ ōŜŎŀƳŜ ¢ŜŘΩǎ ŦƛǊǎǘ ǎƘŀŘƻǿΦ tǊƻōŀōƭȅ ǘƘŜ 



Ƴƻǎǘ ŦŀƳƻǳǎ ΨǎƘŀŘƻǿΩ ǿŀǎ /ƘŀǊƭŜǎ ά{ƴƻǿōŀƭƭέ ²ƘƛǘǘƛŜǊΣ ŀƴ !ŦǊƛŎŀƴ !ƳŜǊƛŎŀƴ 
dancer who spent several decades with Ted. Eugene Luigi, later to be a very 
famous and popular dance teacher on Broadway was, when he was ten years 
ƻƭŘΣ ǿŀǎ ¢ŜŘΩǎ ǎƘŀŘƻǿΦ 

!ƴƻǘƘŜǊ ƻŦ Ƙƛǎ ōƛƎ Ƙƛǘǎ ŀƴŘ Ƙƛǎ ΨǘƘŜƳŜΩ ǎƻƴƎ ǿŀǎ ά²ƘŜƴ aȅ .ŀōȅ {ƳƛƭŜǎ 
!ǘ aŜέ ōȅ ¢ŜŘ [Ŝǿƛǎ ϧ !ƴŘǊŜǿ {ǘŜǊƭƛƴƎ όƭȅǊƛŎǎύ ŀƴŘ .ƛƭƭ aǳƴǊƻ ǘƘŜ ƳǳǎƛŎΦ 

 

 

Lewis made 7 movies, the first being Is Everybody Happy? (in 1929) and 
the last in 1943, bearing the same name. 

From 1917 to 1967 Lewis was active in show business. At age 16 he began 
working in vaudeville gradually building a reputation as a good entertainer and 
ǊŜǎǇŜŎǘŀōƭŜ ŎƭŀǊƛƴŜǘƛǎǘΦ IŜ ƘŀŘ ŀƴ ŀŎǘ ǿƛǘƘ ŀ ǇŀǊǘƴŜǊ ŎŀƭƭŜŘ ά[Ŝǿƛǎ ŀƴŘ [ŜǿƛǎΦέ Lƴ 
1916 he formed his own, a five piece group initially as part of a comedy act. In 
1917 he joined the Earl Fuller band. To co9unter the appearance of the ODJB at 
RŜƛǎŜƴǿŜōŜǊΩǎ ǘƘŜ CǳƭƭŜǊ ōŀƴŘ ǿŀǎ ōƻƻƪŜŘ ŀǘ wŜŎǘƻǊΩǎΦ 

 



 

Feb. 14, 1917 

It was during this engagement that he began wearing his high hat and used his 
catch phrase άLǎ 9ǾŜǊȅōƻŘȅ IŀǇǇȅΚέ ¢ƘŜ ŎŀŦŞ ƘƛǊŜŘ [Ŝǿƛǎ ǿƛǘƘ Ƙƛǎ ƻǿƴ ōŀƴŘΦ 
 

 

Oct. 15, 1917 

 By 1907 he was appearing with his brother Edgar in an act but soon Edgar 
left show business and Ted continued to perform in cabarets, burlesque houses 
and night clubs. He made his first appearance in New York City in 1911 as part of 
ŀ ǘǊƛƻ άwƻǎŜΣ ¸ƻǳƴƎ ŀƴŘ CǊƛŜŘƳŀƴ ό¢ŜŘΩǎ ǊŜŀƭ ƭŀǎǘ ƴŀƳŜύΦ IŜ ǘƘŜƴ ŦƻǊƳŜŘ Ƙƛǎ 
first  musical group ¢ŜŘ [Ŝǿƛǎ ŀƴŘ Iƛǎ bǳǘ .ŀƴŘΦέ ¢ƘŜ ƎǊƻǳǇ ǇƭŀȅŜŘ ŀǘ /ƻƴŜȅ 
Island and their clowning made them an instant success. There he met stars 
such as Eddie Cantor, Irving Berlin and Al Jolson plus Sophie tucker, George Raft 
and George Jessel. He met Adah Becker a fine ballet dancer and they were 
married in 1915. They moved into a 15 room apartment overlooking Central 
tŀǊƪ ǿƘŜǊŜ ¢ŜŘ ƭƻǾŜŘ ǘƻ ƛŎŜ ǎƪŀǘŜ ŀǘ ǘƘŜ ǇŀǊƪΩǎ ǊƛƴƪΦ 
 During his career Ted introduced into his act laughing trombones, a 
sobbing clarinet and hat-muted instruments. 



 By 1919 he was appearing in the Greenwich Village Follies. During this 
ǘƛƳŜ ƘŜ ǊŜŎƻǊŘŜŘ Ƙƛǎ ŦƛǊǎǘ ǊŜŎƻǊŘ ŀƴŘ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ȅŜŀǊ ǊŜŎƻǊŘŜŘ ά²ƘŜƴ aȅ 
.ŀōȅ {ƳƛƭŜǎ ŀǘ aŜέ ǘŀƪing this song as his theme song. By 1920 he was 
considered one of the two entertainers, one of the top selling artists on 
recorded and one of the most popular bands in New York. Recording with such 
artists as Ruth Etting, Fats Waller and in 1926 a record with Sophie Tucker that 
ōŜŎŀƳŜ ƻƴŜ ƻŦ ǘƘŜ Ƴƻǎǘ ǇƻǇǳƭŀǊ ǎƻƴƎǎ ƻŦ ǘƘŜ ŜǊŀ ά{ƻƳŜ ƻŦ ¢ƘŜǎŜ 5ŀȅǎΦέ {ƻƻƴ 
the band was playing overseas in Europe and became an international star. AS 
he continued to make records he added such great jazz artists as George 
Brunies, Don Murray and Muggsy Spanier. In 1929 with the band making their 
ŦƛǊǎǘ ƳƻǾŜ άLǎ 9ǾŜǊȅōƻŘȅ IŀǇǇȅέ ǿƘŜƴ ŀ ŎŀǊ ŀŎŎƛŘŜƴǘ ǘƻƻƪ ǘƘŜ ƭƛŦŜ ƻŦ aǳǊǊŀȅΦ Lƴ 
turn the band featured clarinetist Frank Teschemacher and Jimmy Dorsey. Lewis 
announced his retirement in 1930 (the first announcement of many) but by 
1931 he returned to show business. On his return he hired clarinetist Benny 
Goodman. The big band era was now in full swing and the style of music that 
was played by Lewis was losing favor. He used his talent as a showman to enter 
radio and build a reputation as a solo entertainer. Lewis; never liked radio and 
ŦŜƭǘ Ƙƛǎ ǇƭŀŎŜ ǿŀǎ ƻƴ ǘƘŜ ǎǘŀƎŜ ŀƴŘ ƘŜ ŘŜǾŜƭƻǇŜŘ ŀƴ ŀŎǘ ǳǎƛƴƎ ǘƘŜ ǎƻƴƎ άaŜ ŀƴŘ 
aȅ {ƘŀŘƻǿΦέ ! ǊƻǳǘƛƴŜ ǘƘŀǘ ƎŀƛƴŜŘ ǇƻǇǳƭŀǊƛǘȅ ŀƴŘ ōŜŎŀƳŜ Ƙƛǎ ŎŜƴǘŜǊǇƛŜŎŜ ƛƴ Ƙƛǎ 
act. He gained much success with this act in the most popular clubs as his act 
was a visual and needed a physical presence. He made special appearances in 
ǘƘŜ ƳƻǾƛŜǎ όǘŜƴ ƛƴ ŀƭƭύ ŀƴŘ ŜǎǇŜŎƛŀƭƭȅ ǿŀǎ ǇƻǇǳƭŀǊ ƛƴ ǘƘŜ ŦƛƭƳ άIƻƭŘ ¢Ƙŀǘ DƘƻǎǘέ 
with Abbot and Costello. 
 Show business was in his blood and he continued to make records, give 
shows and do movies. He appeared in the new media of TV and continued to 
play the biggest hotels and resorts. In 1957 he played his last show at the Desert 
Inn in Las Vegas. 
 Lewis a genial personality, had in his career hired the best musicians; 
ŘƛŘƴΩǘ ƘŀǾŜ ŀ ǊŜŀƭ ƎƻƻŘ ǾƻƛŎŜ ǘƻ ǎǇŜŀƪ ƻŦŦ ōǳǘ ǇŜƻǇƭŜ ƭƻǾŜŘ ǘƻ ƘŜŀǊ  ƘƛƳ ǎƻǊǘ ƻŦ 
talk  his way through the lyrics of a song, much like a rapper of today. All in all 
he was a master showman. 
 During his career he was the highest paid performer in showbiz. He 
performed for 7 presidents. When asked what his secret to success was. Lewis 
ǊŜƳŀǊƪŜŘΣ άLƴ ƎǊŜŀǘ ƳŜŀǎǳǊŜ ǎƘƻǿƳŀƴǎƘƛǇΦ Yƴƻǿ ǿƘŀǘ ǘƘŜ ǇǳōƭƛŎ ǿŀƴǘǎ ŀƴŘ 
ƎƛǾŜ ƛǘ ǘƻ ǘƘŜƳΦέ !ƭǿŀȅǎ ǿŜŀǊƛƴƎ Ƙƛǎ Ƙƛgh hat it was W. C. Fields who taught Ted 
to make the hat tumble down his arm (a trick I once was able to do myself). 
Lewis died on August 25, 1971 at age 81. 



 

 

APRIL ï MELODY - 1923 

TED LEWIS OF JAZZ BAND FAME by A. C. E. Schonemann - Ted Lewis and 
his band of jazz kings have developed into a popular musical institution in the 
United States, and when one calls up the names of the pioneers in the jazz band 
field the name of the indomitable Ted is invariably topmost and foremost. The 
words jazz and band have been so closely associated with the name of Ted 
Lewis that any attempt to go into detail about one necessitates a discussion of 
the other.  

Lewis and his band have been identified with the "Greenwich Village 
Follies" since the original village follies started on the road several years ago. At 
the present time Ted Lewis and his jazzical clowns are en route with the latest 
edition of the "Greenwich Village Follies" and dispensing a brand of music that 
the dynamic and fiery Ted describes as "pure and unadulterated jazz."  

Ted Lewis off stage is a quiet and modest gentleman: he is an intensely 
human sort of fellow and a musical enthusiast from crown to soles and through 
and through. Lewis revels in putting over song numbers, in introducing what he 
calls the "human factor" and in giving the public variety, melody, musical tricks 
and all the features that are classed in the alchemy of jazz.  

"The original idea in music always appeals to the public," said Lewis, in 
discussing his work. "If one can introduce a feature and inject something new 
and novel into the presentation of a number the people will invariably enjoy it. 
It must have life and punch; American people like snap and fire in their music 
and they enjoy beautiful and soft, dreamy harmonies.  

"Above all, the man who plays popular music should concentrate his 
efforts on making it human, for it is this particular quality that is understandable 
to men and women. One can please an audience by playing snappy numbers 
and putting them over in a manner that will start one beating time with hands 
or feet; then will come smiles of appreciation and applause, and all are like a 
barometer which enables you to measure your audience in a musical way."  

Ted Lewis is a man of many methods, but through all of his work he has 
had as inseparable companions his alpaca suit, a great flaring cape and a 
battered two-gallon hat. He has utilized various eccentric dances; his juggling, 
singing and work with the clarinet and saxophone have all served him at various 
times, but through it all the alpaca suit, cape and hat have come down through 
the years with Lewis. They are traditional with him and always have been and 
probably always will be associated with him.  



Ted Lewis started out in 1917 with his jazz band. He had four men, the 
instrumentation of his band being cornet, trombone, piano and drums. He used 
what was considered at that time an odd combination, but the success of his 
first band in the years that followed was due to methods, with the versatile Ted 
being the man back of the methods. To show his faith in the original 
instrumentation he has added a cornet, trombone and bass horn, and he now 
contends that he has the most effective jazz band combination that it is possible 
to assemble.  

"The strings can be used effectively in the orchestra, but a jazz band 
should be a jazz band in name and effect." said Lewis. "String instruments do 
not hold up in the average jazz band because they lack volume and from a 
musical standpoint they cannot compete against brass instruments. There is no 
one instrument in a genuine jazz band that is superior to another from a jazz 
standpoint; one is about as jazzy as the other and they all contribute to the 
successful interpretation of a number. 

ά[Ŝǿƛǎ ǿƛǘƘ Ƙƛǎ ƳŜƴ ǿƻǊƪ ƻǳǘ ǘƘŜƛǊ ƴǳƳōŜǊǎ ƻƴ ǘƘŜ ōŀǎƛǎ ƻŦ ŀŎcentuating 
one or more features; the introduction of novelties and innovations that appeal 
to people. Their method is to develop and enlarge every point of interest in a 
musical number, Lewis like most of his contemporaries, insists upon giving the 
people what they want and in the manner that they desire it." 

Lewis began the study of music when he was a boy in his home town, 
Circleville, Ohio. He was a member of the town band when a boy of six, playing 
clarinet, and since that time he has devoted the greater part of his life to music. 
In discussing his work he epitomized his success by saying that he kept at music 
until he found the type that appealed to him and then he worked to build up a 
musical organization that would convey his ideas. 

Ted Lewis and his men do not work out their numbers from special 
arrangements written out in detail and at length: they build up the melody and 
embellish it and elaborate upon it to suit their needs. Lewis does not believe in 
stereotyped programs; he advocates diversity, quick changes and the use of 
striking features. 

"We have used successfully the metaphysical idea in our presentation of 
one number; the suggestion of wedding bells and marriage is conveyed in 
another, while a third has for its theme the patriotic thought, for which we used 
E. E. Bagley's famous "National Emblem March" to give our interpretation of a 
small town band out to do its bit on Independence day. 



"In presenting these numbers we have been guided by what we know 
that men and women enjoy, what they understand and what will satisfy them. 
We must strive to entertain the public, and to do it successfully we must make 
our music conform to public demands. Conditions are always changing and we 
are compelled to govern our work by always playing the music that is in the air 
and is such a way as to please people. 
"We know that men and women appreciate our efforts, not only from the 
applause that comes to us but from letters that we receive from time to time, 
and best of all through personal contact. One of the letters that I have received 
and which I prize came from the late E. E. Bagley, composer of the "National 
emblem March." He spoke highly of our program. This letter is but one of a 
number received and indicates that men and women will not hesitate to 
commend your work, to offer suggestions and even ideas at times." 

Speaking of popular songs, Lewis stated that in his opinion "Dardanelle" 
was one of the best written song hits turned out in a decade. He spoke 
enthusiastically of "Fair One," which he wrote with George Mallen, and of his 
latest number, "Bees Knees." Lewis has written the lyrics for a number of songs 
and devotes a large part of his time to writing. 

Lewis believes that song hits may be as original as to "go over big at the 
start or it may be necessary to play up a song in order to cultivate a taste for it 
on the part of the public." He contends that the use of original ideas has saved 
many a song and that interpretation is the keynote to putting over any number. 

Ted Lewis has an ambition, it being to carry syncopation to all classes of 
people; to utilize his nimble feet in eccentric dances, to juggle his clarinet and 
saxophone and bring from both strange and weird harmonics intermingled with 
those uncanny melodies that are, according to Lewis, "truly American, because 
they represent the thoughts and emotions of our people." 

JULY 12 - MUSIC COURIER -1923 - CASELLA ON JAZZ    

Here is a very interesting extract from an article written by Alfredo Casella 
for the Italian paper, La Critica Musicale, translated for the Boston Transcript. 
Although Mr. Casella is quite mistaken in referring to jazz as "negro music," we 
have seen no more just appreciation of it than the following: 

Among all the sonorous impressions that a musician may have 
experienced in the United States, that which dominates every other by its 
originality, its force of novelty and even of modernism, its stupendous dowry of 
dynamics and of propulsive energy, is, without doubt, the Negro music, called 
jazz. To explain what jazz is, is impossible with an ordinary vocabulary. And it is 



impossible, most of all, because it treats of an art made solely of continuous 
improvisations, of incessant rhythmic force, of constant energetic mobility. The 
occasional decadent examples of jazz which we have had here and there in 
Europe do not give,, even faintly, an idea of that most curious music. Hear, for 
example, the jazz of Ted Lewis. Few instruments; a trombone, a piano, a 
xylophone, besides Lewis himself, who plays the saxophone unless he takes the 
clarinet or sings or talks to the public. There is also a fifth individual who, single-
handed, manipulates a small arsenal of instruments of percussion: cymbals, 
Chinese block, drum and what not. But this dispassionate cataloguing of persons 
and things signifies nothing. The point, above all, worthwhile-and it is amazing-
is the instrumental technic of those men Alas! friend Luizzi, with how much 
solicitude you explained to me months ago, on these same pages, the individual 
uses and moods of the oboe, pastoral; of the clarinet, affectionate; of the 
trombone, passionate- (you neglected to state, solemn). Friend Luizzi, I say, you 
would be overcome to hear a trombone that capers about and vocalizes muted 
and without dignity; a saxophone which almost as distinctly as the human voice, 
appears to speak American; a piano such as Chopin or Liszt would not have 
dared to dream of; a clarinet, gossiping and brawling like a gay, fickle little 
woman; and, finally, a Chinese block, cheerful instead of terrible; a drum, 
impertinent rather than warlike; and a xylophone, insinuating and caressing 
instead of macabre. 

JULY/DEC. ï DIAL - 1923 - TOUJOURS JAZZ by Gilbert Seldes 

We go farther than Ted Lewis. M Darius Milhaud has told me that the jazz 
band at the Hotel Brunswick in Boston is one of the best he heard in America, 
and stranger things have happened. The best of the negro bands (although he is 
dead I make exception for that superb 369th Hell-fighters U. S. Infantry Band as 
it was conducted by the lamented Jim Europe) are probably in the 
neighborhood of 140th Street and Lenox Avenue in New York and in the negro 
district of Chicago. Many hotels and night clubs in New York have good jazz 
bands; I limit myself to three which are representative, and, by their frequent 
appearances in vaudeville, are familiar. Ted Lewis is one of the three; Vincent 
Lopez and Paul Whiteman are the others. Lewis does with notorious success 
something that had as well not be done at all. He is totally, but brilliantly, wrong 
in the use of his materials, for he is trying to do what he cannot do, i.e., make a 
Negro jazz orchestra. it is a good band; like Europe's it omits strings; it is quite 
the noisiest of the orchestras, as that of Lopez is the quietest, and Lewis uses its 
(and his) talents for the perpetration of a series of musical travesties, jokes, 



puns, and games which are extraordinarily tedious and would be hissed off the 
stage if it were not for the actual skill Lewis has in effecting amusing orchestral 
combinations. His own violence, his exaggeration of the temperamental 
conductor, his nasal voice and lean figure in excessively odd black clothes, his 
pontificating over the orchestra, his announcement that he is going to murder 
music-all indicate a lack of appreciation of the medium. He may be a good 
vaudeville stunt, but he is not a great jazz leader. Lewis may have a perfectly 
trained orchestra, but the sense of control which one absolutely requires, he 
does not give. He has violence, not energy, and he cannot interpret those 
qualities which Mr. Haviland so justly discovers as being of our contemporary 
life because he isn't hard and scornful and sophisticated himself-he is merely 
callous to some beauties and afraid of others and by dint of being in revolt 
against a serene and classic beauty pays it unconscious tribute. 

APRIL - THE AMERICAN MERCURY (II) - 1926 - THE ANATOMY OF  

JAZZ by Henry Osborne Osgood.  

Art Hickman, who came East later and did much to arouse popular 
interest in the kind of music already so well known on the Coast, was its leader. 
The combination was two saxophones, cornet, trombone, violin, banjo, piano 
and drums. For probably the first time the limelight was focused on the 
drummer, since Hickman was neither violinist or pianist, like the usual leader, 
but a master of the drums and traps. Though, as we shall see, the modern jazz 
orchestra was already in existence as early as 1914, it was by no means familiar; 
in fact, saxophones were rare for several years longer. The public liked its jazz 
hot in those days, and reveled in such noise as Ted Lewis made with his 
combination of clarinet, cornet, trombone, piano and drums, the most nerve-
shattering, ear-destroying, cacophonic racket ever produced upon this earth in 
the name of music. 

DECEMBER 14 - NEW REPUBLIC - 1927 -A NEW YORK DIARY (Ed: 

excerpts from column in New Republic).  

 From the musical standpoint the evening is saved by the late 

appearance of Ted Lewis' orchestra, which, for those who ask no apologies 

from jazz, is about the best of its kind. Among other things it plays (as it 

played for a Columbia record) Lewis' version of the "St. Louis Blues," the 

most interesting jazz arrangement since Grofe's of the "Rhapsody in Blue." 

(Ed. from musical "Artist and Models")  

 



JUNE - THE BOOKMAN - 1928 

 Ballads, Songs and Snatches by Abbe Niles. Ted Leǿƛǎ ƛƴ άaŀǊȅ !ƴƴέ ŀƴŘ 

ά/ƻōōƭŜǎǘƻƴŜǎΦέ 

Feb. 14 ς Denies Jazz is Low Music - 19 

 I agree with you that not only national anthems but also the classics 
ǎƘƻǳƭŘ ƴƻǘ ōŜ ǎǳōƧŜŎǘ ǘƻ ƧŀȊȊ ƳƻŘƛŦƛŎŀǘƛƻƴΦ !ǎ ŀ ƧŀȊȊ ƳǳǎƛŎƛŀƴ ƻŦ ǎƻƳŜ ȅŜŀǊǎΩ 
standing. I have always contended that jazz is a distinct form of music, and that 
jazz musicians should leave the classics to the classicists. Conversely, the 
classists should leave jazz to the jazzists and stop all this talk about putting jazz 
in opera and on the concert stage. 
 But I cannot see that jazz is a low form of music merely because it is a 
different form. Jazz had a distinct musical identity, just as the classics. The two 
forms serve entirely different purposes and there are certainly many people 
who enjoy jazz as well as the classical music. Some of our best classical 
musicians enjoy jazz and dancing, and not one of them has ever assailed jazz as 
a low form of music. And even if they did, it must be remembered that 
²ŀƎƴŜǊΩǎ ƳǳǎƛŎ ǿŀǎ ŎƻƴǎƛŘŜǊŜŘ ƻōƧŜŎǘƛƻƴŀōƭŜ ǿƘŜƴ ƛǘ ǿŀs first played in 
Germany.  Ted Lewis 
 

Fate Marable 

 

 
1890-1947 

It was the year of 1907 in the month of September in Paducah, KY., that 

a colored youth riding on a delivery wagon with a friend of his who worked 

for the (then) Dry Goods Store of L. B. Golobie, was hailed by a passerby, and 

abruptly his driver friend pulled the reins of the horse (as automobiles were 



not so common in that year) so to take it as brief as possible, Fate was asked if 

he wanted a job playing on the Steamer J. S. an excursion steamer then in 

port at Paducah. She (the J.S.) was 175 feet in length and had a capacity of 

2,000 people. 

The Steamer J. S. the previous Sunday had ran an excursion from Paducah 
to Cairo, Ill and Fate at that time was working in a barber ǎƘƻǇ ƻƴ ΧΦōŜǘǿeen 4th 
and 5th and while shining shoes kept hearing about the 2 piece band on the J. S. 
(white violin player-colored piano player) and the wonderful playing of the two 
and their names were Charles Mills and Emil Flint. Emil Flint (violinist) is the 
absoluǘŜ ŎƻƳǇƻǎŜǊ ƻŦ ²ŀȅƴŜ YƛƴƎΩǎ ǘƘŜƳŜ ǎƻƴƎΣ ά¢ƘŜ ²ŀƭǘȊ ¸ƻǳ {ŀǾŜŘ ŦƻǊ 
aŜΦΣέ ōǳǘ ŀǘ ǘƘŜǎŜ ŜŀǊƭȅ Řŀȅǎ ƛǘ ǿŀǎ  ŎŀƭƭŜŘ ǘƘŜ ά5ŀƴŎŜ ƻŦ ǘƘŜ tƻǇǇƛŜǎΣέ ǘƻ ƳŀƪŜ 
a long story shore, Charles Mills the pianist on the J.S. was anxious to leave the 
boat to go to music school and any piano player ____ so Fate was ever really 
rushed into the job and naturally following a great pianist as Chas. Mills it 
seemed impossible to make the grade and on top of playing the piano he had to 
double on the calliope and that was his hardest job to master the calliope. 

The J.S. laid over in Paducah from Monday morning till  Friday A.M. and 
left for Wevansville Ind. For two excursions to ____ KY (a distance of 50 miles) 
and while there FŀǘŜ ƳŀǎǘŜǊŜŘψψψέ9ǾŜǊȅōƻŘȅΩǎ ƛƴ {ƭǳƳōŜǊƭŀƴŘΦέ .ǳǘ ȅƻǳ ŀƴŘ L 
number on the steam calliope and downstairs on the dance floor, Fate a 
musician and born leader from birth had the crowd screaming and yelling over 
Ƙƛǎ ǇƭŀȅƛƴƎ ƻŦ ǘƘŜ άDǊŀƴŘ hƭŘ CƭŀƎέ ǿǊƛǘǘŜƴ ōȅ DŜƻΦ aΦ /ƻƘŀƴ ŀƴŘ ǾŜǊȅ ǇƻǇǳƭŀǊ 
in those days. 

On the piano Fate was a immediate success, but upstairs on the calliope 
ƘŜ ǿŀǎ ǎǘƛƭƭ ŀ ǊƻƻƪƛŜ ŀƴŘ ǎƻ ƎǊŜŜƴ ƘŜ ǘƘƻΩǘ ƛŦ ƘŜ Ǝƻǘ ǘƻƻ ƳǳŎƘ ǎǘŜŀƳ ƛǘ ǿƻǳƭŘ 
blow up.  

He would go on the band stand and keep the people enthused but 
upstairs on the calliope he was still scared. 

Now this year of 1907 of October was an epoch in American history. 
Theodore Roosevelt then President of the U.S. and father of the 9 ft. 

channel idea from Pittsburgh to Cairo, Ill..  
So on our arrival in Cairo there was a steamboat parallel with the 

Steamer. Alton, S___ Eagle, Mississippi (Gov. ___), St Paul, Quincy, Dubourg 
5ŀǾƛŘ {ǿŀƛƴ ŀƴŘ Ƴŀƴȅ ƻǘƘŜǊǎ ŀƴŘ ǘƘŜ tǊŜǎƛŘŜƴǘΩǎ ŀōƻŘŜ ǿŀǎ ƻƴ ǘƘŜ {ǘŜŀƳŜǊ 
Miss. 

During the parade the J.S. passed all ____ and pulled up alongside the 
Miss. And Fate getting better on the calliope started playing the old rural 
ƴǳƳōŜǊ ά¢ǳǊƪŜȅ ƛƴ ǘƘŜ {ǘǊŀǿέ ŀƴŘ ǘƻ ŜǾŜǊȅƻƴŜΩǎ ŀƳŀȊŜƳŜƴǘ  ǿƛǘƘ ǘƘŜ calliope 



playing the President of the U.S. came out and danced on atop the Miis. And 
continued until he Master of the Miss. Who also was the boss of the river 
parade, yelled over and told the Capt. Of the J.S. to turn away as she was not 
supposed to be in the parade. So she turned around and went back to Cairo. 

Charlie Mills left the boat at Cairo and left Fate and Emil Flint to take her 
to New Orleans and the two boys handled the musical job all the way down the 
river until they got to Bayou Sara, La. 

It was there that the Capt. Told Fate he was not satisfied with his calliope 
playing and insisted that he play the calliope until he got back from uptown, so 
Fate kept playing and playing and old Capt John Streckfus who told Fate to 
continue playing was still up in the city kept hearing the calliope and told  his 
ŜƭŘŜǎǘ ǎƻƴ /ŀǇǘΦ WƻŜ {ǘǊŜŎƪŦǳǎ  άǘƘŀǘ ŦŜƭƭƻǿ ƛǎ ǎǘƛƭƭ ǇƭŀȅƛƴƎΦέ CǊƻƳ ǘƘŀǘ Řŀȅ ƻƴΣ 
Fate has asked no quarter from any calliope player today living and still is tops 
among calliope players. 

The trip continued south to New Orleans and that was where he got his 
idea of the New Orleans swing-jazz ___. 

Arriving in New Orleans with a two-piece band (violin and Piano with Emil 
Flint the violin player, doubling on banjo, trumpet and piano) and breaking the 
ho-down each night with rhythm and the crowds kept getting larger so that 
Capt. John decided to put another instrument in the band, so he had Tony 
Catalano a very good cornet player to join, as he already knew Tony as he had 
previous service with the company before Fate became an employee of the 
company and so the two piece combination became a rousing three piece and 
with business continuing to pick up a drum now was added to the combination 
with the coming of the drum Flint and Fate considered that they had a Big Band 
(4 pieces) as that was long before 10 to 16 piece bands were heard of, so the 
summer of 190? Was spent in St. Paul, Minn. Also 1904? On the Steamer J.S. 
and the crowds from New Orleans to St. Paul went wild over the super band and 
their success continued thru 1909 fall and winter then in 1910 in the month of 
June (10th to __) the_____ accident that happened in maritime life can like a 
bolt from the skies. 

The steamer J.S. had a trip from Lansing, Iowa to La Crosse, Wis. And it 
indeed was a great trip. 

The schedule was to leave Lansing at 8 A.M. arriving at LaCrosse at 6 P.M. 
from LaCrosse and finishing the day about 10:30 P.M. 



Well to make a long story short the Steamer J.S. made the trip to LaCrosse 
and left the scheduled time, but about 7 P.M. that night something happened 
that changed everything around. 

The J.S. caughǘ ƻƴ ŦƛǊŜ ŀƴŘ ǘƘŜǊŜ ǿŜǊŜ ŀōƻǳǘ мфлл ǎƻǳƭΩǎ ŀōƻŀǊŘΦ 
At the time the fire started the people were all dancing and making 

merry, so the members of the band thinking it some minor accident paid no 
attention to the commotion until things got so bad that the violin player (Red 
wƻōƛƴǎƻƴύ ǎŀƛŘ άL ŀƳ ƎƻƛƴƎ ƻǳǘ ǘƻ ǎŜŜ ǿƘŀǘ ƛǎ ǿǊƻƴƎΣέ ƘŜ ŘƛŘ ƴƻǘ ŎƻƳŜ ōŀŎƪΣ ǎƻ 
ŀǎ ǘƘŜ ŎƻƴŦǳǎƛƻƴ ŎƻƴǘƛƴǳŜŘΣ ǘƘŜ ŎƻǊƴŜǘ ǇƭŀȅŜǊ όhƭƭƛŜ CŜǊƎǳǎƻƴύ ǎŀƛŘ ǘƻ CŀǘŜΣ Ϧά 
am going out to see what is the matter and find out where our violin player Red 
has gone."He did not come back, so that left Fate and the drummer alone on 
the bandstand, so after playing a certain length of time Fate decided to go out 
and see what happened to the boat and the other two musicians and he told 
the drummer he would be right back, Fate he did not come back and the next 
time the band saw one another was on the island where the boat tied up and 
ŘƛǎŎƘŀǊƎŜŘ ŀƭƭ ǇŀǎǎŜƴƎŜǊǎ ŀƴŘ ŎǊŜǿ ōŜŦƻǊŜ ǎƘŜ ōǳǊƴŜŘ ǘƻ ǘƘŜ ǿŀǘŜǊΩǎ ŜŘƎŜΦ 

²ŜƭƭΣ ǘƘŀǘ ƭŜŦǘ ŀ ǾƻƛŘ ƛƴ CŀǘŜΩǎ ƭƛŦŜ ŦƻǊ ŀ ǘƛƳŜ ŀǎ ŦŀǊ ŀǎ ǘhe steamboats were 
concerned so the fall of 1910 he took a fling at a carnival traveling as far as 
South Carolina, Georgia, W. Va. and other states in the Piedmont country, but 
by CƘǊƛǎǘƳŀǎ CŀǘŜ ŘŜŎƛŘŜŘ ǿŜǊŜ άƴƻ Ǝƻέ ŀƴŘ ǳƴǘƛƭ ǘƘƛǎ Řŀȅ ŀƭƭ ǎƻǿǎ ǿŜǊŜ Ŏǳǘ ƻǳǘ. 

With the Steamer J.S. having burned June 10th, things looked pretty 
gloomy in early 1911 for Fate, but lo and behold during the month of April there 
came a letter from the offices of the Acme Packet Co. now Streckfus Steamboat 
Line telling me they had purchased the Diamond Jo Line boats. 

This was a famous company plying the upper Miss. River and all the boats, 
were big ones. 

Steamers St. Paul, Quincy, Dubuque, and Sidney. The 4 boats were bought 
for approximately $1oo,000- big money in those days. That investment of 
$100,000 caused the company to try ___ and build two new million dollar 
excursion boats both of the them is the peer of any pleasure boats the world 
over. 

Blake, Eubie 

 

Memphis has W. C. Handy; New Orleans has Louis Armstrong; 

Baltimore has Eubie Blake. 



Eubie Blakeôs story is one that stretches from Aggie Sheltonôs 

ñHookshopò (Eubieôs own definition) in Baltimore to the White House in 

Washington D.C. in 1978.  

From a humble beginning Blake rose to a man who redirected the 

course of American culture. His reputation was not done only through his 

music but by his artistic effort, his determination and his awesome talent. He 

was one of small group of African-American performing artists who paved the 

way for Blacks to demand and win acceptance and equality on the American 

entertainment scene, not only in securing a respectable position in the 

industry rather than just racially stereotyped roles, but in equality in payment 

according to the standards of white artists of the era. 

James Hubert Blake was born on Feb. 12, 1883. His father and mother 
were freed slaves being owned by a master named Blake. Hubie was born at 319 
Forrest Street. In 1894 the family moved to 414 North Eden Street. In the 1890s 
the family was residing at 1510 Jefferson Street. The house at the time of 
IǳōƛŜΩǎ ōƛǊǘƘ ǿŀǎ ŎǊƻǿŘŜŘ ǿƛǘƘ ŎƘǳǊŎƘ ǿƻƳŜƴ ǎƘƻǳǘƛƴƎ ǎǳŎƘ ƭƛǘŀƴȅ ǎŀȅƛƴƎǎ ŀǎ 
άǘƘŜ DƻƻŘ [ƻǊŘΗΩ ά9Ƴƛƭȅ ƛǎ ǎǳŎƘ ŀ ƎƻƻŘ ǿƻƳŀƴΣέ ά²Ŝ !ƭƭ ǎƛƴƴŜǊΣ [ƻǊŘΦέ άIŀǾŜ 
aŜǊŎȅ [ƻǊŘΦέ ¢Ƙƛǎ ŎƘŀƴǘƛƴƎ ǿŜƴǘ ƻƴ ǿƛǘƘƻǳǘ ŀ ōǊŜŀƪ ǳƴǘƛƭ IǳōƛŜ ǿŀǎ ōƻǊƴΣ ǘƘŜ 
ǿƻƳŜƴΩǎ prays answered. There was one man present ς Hubie's father ς John 
Sumner Blake. The couple had been through childbirth ten times before, and 
Hubie was the first to live, although one child, a boy, lived for almost two 
months. John was 50 years old today. John worked as a stevedore and made 
nine-ŘƻƭƭŀǊ ǎ ŀ ǿŜŜƪ ƛŦ ƛǘ ŘƛŘƴΩǘ ǊŀƛƴΦ 

John and Emily had married right after emancipation. While John was still 
with Master Blake he had sired 27 youngsters, so Hubie had that many half 
brothers and sisters. 

Emily was a God fearing churchwomen, living her religion every day. On 
this day the mistress of ceremonies announced that it was a boy and the sound 
of applause resounded. Absolutely no one could have predicted how long a life 
ǘƘƛǎ ōƻȅ ǿƻǳƭŘ ƘŀǾŜΦ WƻƘƴ ǊŜƳŀǊƪŜŘ ά.ǳƭƭȅΣ ȅƻǳΩǊŜ ŀ ǊŜŀƭ ōƻȅΗ ό.ǳƭƭȅ ǿŀǎ IǳōƛŜΩǎ 
father name for him) 

Hubie was a frail child, a tiny infant. And giving his insalubrious 
environment, his slight physique, and the family history of mortality, it was 
unlikely that the boy would live longer than 51 one years - the actuarial table of 
Baltimore life. Who would ever think that he would live to be 100 years and five 
days old. 

His mother called him Wally, his father called him Bully; friends and 
relatives called him Hubie and the kids on the block named him Mouse. Eubie 



speaks fondly and with much admiration of his parents. His mother he recalls as 
ŀ ǇƛƭƭŀǊ ƻŦ ǾƛǊǘǳŜΦ Iƛǎ CŀǘƘŜǊ ǳǎŜŘ ǘƻ ǘŜƭƭ 9ǳōƛŜ άŜǾŜǊȅǘƘƛƴƎ L ŜǾŜǊ ƪƴƻǿ L ƭŜŀǊƴŜŘ 
ŦǊƻƳ ǊŜŀŘƛƴƎΦέ IŜ ǿŀǎ ƛƴǎƛǎǘŜƴǘ ǘƘŀǘ 9ǳōƛŜ ƎŜǘ ŀ ƎƻƻŘ ŜŘǳŎŀǘƛƻƴΣ ŜǎǇŜŎƛŀƭƭȅ that 
he learns to read. When his father would come home from work he would sit 
with Eubie and make him read the Baltimore Sun. It was important to him that 
he keeps up with what was going on in the world.  

John also was very strong on the evils of race hatǊŜŘΦ 9ǾŜƴ ǘƘƻǳƎƘ 9ǳōƛŜΩǎ 
father had been a slave he insisted there was good and bad white people just as 
there were good and band Negroes. He told Eubie stories of his experience as a 
slave. He related to his son how he once saw President Lincoln ς ά¦ƎƭƛŜǎt man I 
ŜǾŜǊ ǎŀǿΗέ IŜ ǘƻƭŘ 9ǳōƛŜ ƻŦ ǇƛŎƪƛƴƎ Ŏƻǘǘƻƴ ŦǊƻƳ Řŀǿƴ ǘƻ Řǳǎƪ ŀƴŘ ƻŦ ǊŜŎŜƛǾƛƴƎ 
an unjust whipping by a sadistic overseer. He told Eubie how his master had 
discovered this, chastised the straw boss, and put a stop to the torment. John 
still had scars ŦǊƻƳ ǘƘŜ ǿƘƛǇǇƛƴƎ ƻƴ Ƙƛǎ ōŀŎƪΦ ²ƘƛƭŜ 9Ƴƛƭȅ ƻōƧŜŎǘŜŘ ǘƻ WƻƘƴΩǎ 
ǘŜƭƭƛƴƎ Ƙƛǎ ǎƻƴ ŀōƻǳǘ ǎƭŀǾŜǊȅΣ WƻƘƴ ŎƻƴǘƛƴǳŜŘ ǘƻ Řƻ ǎƻ ǎŀȅƛƴƎΣ άL ǿŀƴǘ ƘƛƳ ǘƻ 
know about it, Emily. Everybody, especially every colored child, needs to know. 
In his later years Eubie still remeƳōŜǊŜŘ ǘƘŜ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ƳŜǊƛǘǎ ƻŦ Ƙƛǎ ŦŀǘƘŜǊΩǎ 
words and never forgot them. They helped him to control any inevitable rages 
ŀǘ ǘƘŜ ƛƴŜǉǳƛǘȅ ŀƴŘ ƛƴƧǳǎǘƛŎŜǎ ƻŦ !ƳŜǊƛŎŀƴ ǎƻŎƛŜǘȅ ŘǳǊƛƴƎ ǘƘƛǎ ŜǊŀΦ Iƛǎ ŦŀǘƘŜǊΩǎ 
words helped Eubie cope with his experiences in show business and much of his 
ŦŀǘƘŜǊΩǎ ƎǳƛŘŀƴŎŜ ŀƭǿŀȅǎ ǿƻǳƭŘ ǊŜƳŀƛƴ ƛƴ 9ǳōƛŜΩǎ ǇŜǊǎƻƴŀƭƛǘȅΦ 

Emily, beside the many hours she spent in the church, supplemented the 
ŦŀƳƛƭȅ ƛƴŎƻƳŜ ōȅ ŘƻƛƴƎ ƻǘƘŜǊ ǇŜƻǇƭŜΩǎ ǿŀǎƘΦ ¢ƘŜ ƻƴŜ ƴŜƎŀǘƛǾŜ ǘƘƛƴƎ 9ǳōƛŜ 
would say about his moǘƘŜǊ ǿŀǎ άǘƘŀǘ ŀƳƻƴƎ ƘŜǊ ǳƴǉǳŜǎǘƛƻƴŀōƭŜ ǾƛǊǘǳŜǎ ŘƛŘ 
ƴƻǘ ƛƴŎƭǳŘŜ ŀƴȅ ƳŀǎǘŜǊȅ ƻŦ ǘƘŜ ŎǳƭƛƴŀǊȅ ŀǊǘǎΦέ άhƘΣ ǎƘŜ ǿŀǎ ŀ ǘŜǊǊƛōƭŜ ŎƻƻƪΣέ 
Eubie used to say.  

Eubie loved sweets and any kind of dessert. Even at the age of 96 he 
would be seen dispatching four sugar doughnuts and a 7-up before retiring at 3 
A. M. His diet left much to be desired. As a child he would buy a big bag of 
broken cake and cookies at the nearby bakery for 2 cents, eat them and not be 
ŀōƭŜ ǘƻ Ŝŀǘ Ƙƛǎ ƳƻǘƘŜǊΩǎ ǎǳǇǇŜǊ ǎƘŜ ƘŀŘ ǇǊŜǇŀǊŜŘ ŦƻǊ ǘƘŜ Ŧŀmily.  

9ǳōƛŜΩǎ ŦŀǘƘŜǊ ǿƻǳƭŘ ǎŜƭŘƻƳ ǿƘƛǇ ƘƛƳΦ Iƛǎ ƳƻǘƘŜǊΣ ǿƘŜƴ ǎƘŜ Ǝƻǘ ŀƴƎǊȅ 
with him, would suddenly strike him about the head. His father added a few 
ŜȄǘǊŀ ŎƻƳƳŀƴŘƳŜƴǘǎ ǘƻ aƻǎŜǎ ŦƻǊ 9ǳōƛŜΥ ά5ƻƴΩǘ ƳŜǎǎ ƛƴ ǘƘŜ ǿƘƛǘŜ ŦƻƭƪǎΩ 
ōǳǎƛƴŜǎǎΗέ ŀƴŘ άbŜǾŜǊ Ǌǳƴ ŀǿŀȅΦ {ǘŀƴŘ ǳǇ ŀƴŘ ŦƛƎƘǘΦέ ¢ƘŜ ŦƛǊǎǘ ǊŜŀƭƭȅ ƳŜŀƴǘ ǘƘŀǘ 
ƛǘ ƛǎ ǘƘŜ ǇŜƻǇƭŜ ƻƴ ǘƻǇ ǘƘŀǘ Ǌǳƴ ǘƘƛƴƎǎ ŀƴŘ ǘƘŀǘ άŀ ǎƳŀǊǘ Ƴŀƴ ƴŜǾŜǊ ōƛǘŜǎ ǘƘŜ 
ƘŀƴŘ ǘƘŀǘ ŦŜŜŘǎ ƘƛƳΦ Lǘ ƛǎ ǘƘƻǎŜ ǘƘŀǘ ǎǳǇǇƭƛŜǎ ǘƘŜ ǿƻǊƪΦέ Lǘ ƛǎ ƭƛƪŜ ǘƻŘŀȅ ǿƘŜƴ it  is 



said that rich people need tax breaks as they are the ones that can create jobs 
for the workers. 

9ǳōƛŜΩǎ ƳǳǎƛŎŀƭ ŜȄǇŜǊƛŜƴŎŜ ōŜƎŀƴ ŜŀǊƭȅ ƛƴ Ƙƛǎ ƭƛŦŜ ǿƘŜƴ ƘŜ ǿŀǎ Ƨǳǎǘ п ƻǊ р 
years old. While out shopping with his mother he went into a music store, 
ŎƭƛƳōŜŘ ƻƴ ǘƘŜ ōŜƴŎƘ ƻŦ ŀƴ ƻǊƎŀƴ ŀƴŘ ǎǘŀǊǘŜŘ ΨŦƻƻƭƛƴΩ ŀround. When his mother 
ŦƻǳƴŘ ƘƛƳ ǘƘŜ ƳŀƴŀƎŜǊ ƻŦ ǘƘŜ ǎǘƻǊŜ ǎŀȅǎ ǘƻ ƘŜǊ ά¢ƘŜ ŎƘƛƭŘ ƛǎ ŀ ƎŜƴƛǳǎΗ Lǘ ǿƻǳƭŘ 
be criminal to deprive him of the chance to make use of such a sublime, God-
ƎƛǾŜƴ ǘŀƭŜƴǘΦέ !ƴȅ ǊŜǎƛǎǘŀƴŎŜ 9Ƴƛƭȅ ƘŀŘ ŀōƻǳǘ 9ǳōƛŜΩǎ ŀŎǘƛƻƴ ǿŀǎ ƎƻƴŜ ǿƘŜƴ ǘƘe 
ǿƻǊŘǎ άDƻŘ-given                                                                                                                                                                      
ǘŀƭŜƴǘέ ǿŀǎ ǎǇƻƪŜƴΦ ¢ƘŜ .ƭŀƪŜǎϥ soon had a $75 dollar pump organ in their 
ƘƻǳǎŜΦ 9Ƴƛƭȅ ǘƘƻǳƎƘǘ ǘƘŀǘ ƳǳǎƛŎ ǿŀǎ ƧǳǎǘƛŦƛŜŘ ƻƴƭȅ ƛŦ ƛǘ ǿŀǎ ŘƻƛƴƎ ǘƘŜ [ƻǊŘΩǎ 
work. When Eubie played she was always suspicious and her ear sharpened 
ǿƘŜƴ ǎƘŜ ŘŜǘŜŎǘŜŘ ŀƴȅ Ƙƛƴǘ ƻŦ {ŀǘŀƴΩǎ ǎȅƴŎƻǇŀǘƛƻƴΦ 

Eubie was exposed to this syncopated rhythm in the music of the church 
and in the sounds coming from the nearby houses of ill repute. Eubie became a 
convert to the sounds of ragtime early in his musical career - especially in the 
playing of Jack the Bear Wilson and the aging Jesse Pickett. The first time Eubie 
ƘŜŀǊŘ ǘƘŜ ǿƻǊŘ ǊŀƎǘƛƳŜ ǿŀǎ ǿƘŜƴ Ƙƛǎ ƳƻǘƘŜǊ ŎŀǳƎƘǘ ƘƛƳ ǇƭŀȅƛƴƎ άǘƘŜ ŘŜǾƛƭΩǎ 
ƳǳǎƛŎΣέ ŀƴŘ ǊŜƳŀǊƪŜŘ ά¢ŀƪŜ ǘƘŀǘ ǊŀƎǘƛƳŜ ƻǳǘ ƻŦ Ƴȅ ƘƻǳǎŜΗέ 

Eubie received some music lesson from a next-door neighbor, Mrs. 
Margaret Marshall, an organist at a Methodist Church when he was about 
seven. 

Eubie also heard syncopated music when he followed the funeral band to 
the cemetery and listened to their syncopated music on the way back from the 
cemetery. His mother had forbidden him to follow the funeral procession.  

Eubie and three other boys formed a vocal quartet that sang renditions of 
άLƴ ǘƘŜ DƭƻŀƳƛƴƎΣέ ά/ŀƳǇǘƻǿƴ wŀŎŜǎΣέ ά.ŜŀǳǘƛŦǳƭ 5ǊŜŀƳŜǊΣέ ŀƴŘ ƻǘƘŜǊ ǇƻǇǳƭŀǊ 
songs of the day. They were good enough to receive tips from the neighborhood 
saloon trade. One time Eubie took some of this money and bought some 
Overholt whiskey. When his father took him home his mother prayed all night 
ƻǾŜǊ ƘƛƳΦ {ƘŜ ǘƻƭŘ Ƙƛǎ ŦŀǘƘŜǊ ά¢Ƙƛǎ ōƻȅ ŀƛƴΩǘ ŘŜŀŘΣ ōǳǘ LΩƳ Ǝƻƴƴŀ Yƛƭƭ ƘƛƳΦέ 

When Eubie was around 12 he learned the cornet. He said playing it made 
Ƙƛǎ ƴŜŎƪ ǎǿŜƭƭ ǳǇΦ IŜ ǇƭŀȅŜŘ ƛƴ /ƘŀǊƭƛŜ ά/ŀǇέ IŀǊǊƛǎΩǎ ōŀƴŘΦ ¢ƘŜ ōŀƴŘ ǿƻǳƭŘ Ǉƭŀȅ 
at picnics, excursions, play on furniture wagons, and many of the activities the 
church sponsored. He received 50 cents for each job he played with the band. 
Eubie would fill up the holes in the music with some of his own ideas. The 



ƭŜŀŘŜǊ ǿƻǳƭŘ ǎŀȅΥ ά/ǳǘ ǘƘŀǘ ǎǘǳŦŦ ƻǳǘΣ aƻǳǎŜΦ ¸ƻǳ ŘƻƴΩǘ Ǉƭŀȅ ǘƘŀǘ ǊŀƎǘƛƳŜ ƛƴ Ƴȅ 
ōŀƴŘΦέ 9ǳōƛŜ ǎƻƻƴ ǉǳƛǘ ǘƘŜ ōŀƴŘΦ 

Eubie was always careful with his appearance. He would dress up for 
church in high-button shoes, neatly starched collars, a necktie, and in a suit with 
knickers. His mother demanded cleanliness and Eubie learned that lesson early. 
He remained immaculate the rest of his life. His ensemble was always tasteful 
and carefully color-coordinated. Every item of apparel was flawless down to the 
fashionable folds of his handkerchief in his breast pocket. 

Eubie was never interested in physical activity and competitive sports 
were anathema to him. Piano gave him his reason for not participating in them 
ŀǎ ƘŜ ǘƘƻǳƎƘǘ ƛǘ ƛƳǇƻǊǘŀƴǘ ǘƘŀǘ ƘŜ ǇǊƻǘŜŎǘ Ƙƛǎ ΨŘŜƭƛŎŀǘŜ ōǳǘ ǇƻǿŜǊŦǳƭΩ ƘŀƴŘǎΦ 

Eubie also became a very excellent buck dancer and this talent was useful 
in his vaudeville performances. 

The education institutes of his day did not have programs for the musical 
talented so Eubie ingeniously improvised his own musical schooling during his 
formative years. Part of his musical schooling came as he listened to pianist 
WŜǎǎŜ tƛŎƪŜǘǘΦ tƛŎƪŜǘǘ ǇƭŀȅŜŘ ά¢ƘŜ 5ǊŜŀƳ wŀƎΣέ Ƙƛǎ own composition at the 
/ƘƛŎŀƎƻ ²ƻǊƭŘΩǎ CŀƛǊΦ 9ǳōƛŜ ŎƻǳƭŘ ǎŜŜ WŜǎǎŜ ǇƭŀȅƛƴƎ ǘƘǊƻǳƎƘ ǘƘŜ ƻǇŜƴ ǿƛƴŘƻǿ ƻŦ 
the bordello and study his fingerings. Pickett often talked to Eubie and 
encouraged him.    

A few of the songs that were popular in 1896, and among the songs Eubie 
ƘŜŀǊŘ ŀƴŘ ƭŜŀǊƴŜŘ ǿŜǊŜΥ ά9ƭƛ DǊŜŜƴΩǎ /ŀƪŜ ²ŀƭƪΣέ άaŀƳƳȅΩǎ [ƛǘǘƭŜ tƛŎƪŀƴƛƴƴȅ 
.ƻȅΣέ ŀƴŘ άDƻ ǘƻ {ƭŜŜǇ YŜƴǘǳŎƪȅ .ŀōŜΦέ 

9ǳōƛŜ ŀƭǎƻ ōŜŎŀƳŜ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ǘƘŜ ƳǳǎƛŎ ƻŦ 9ŘǿŀǊŘ aŀŎ5ƻǿŜƭƭΩǎΦ ¢ƘƛǊǘȅ 
ǘǿƻ ȅŜŀǊǎ ƭŀǘŜǊ 9ǳōƛŜ ǳǎŜŘ aŀŎ5ƻǿŜƭƭΩǎ ά¢ƻ ŀ ²ƛƭŘ wƻǎŜέ ŀǎ a basis for his hit 
άaŜƳƻǊƛŜǎ ƻŦ ¸ƻǳΦέ  

During the time his talents were blooming, he continued his 
apprenticeship under the auspices of madams. He was 15 (in 1898) when he 
ōŜƎŀƴ ǇƭŀȅƛƴƎ ŀǘ !ƎƎƛŜ {ƘŜƭǘƻƴΩǎ ōƻǊŘŜƭƭƻΦ IŜǊ ōƻǊŘŜƭƭƻ ǿŀǎ ŎƻƴǎƛŘŜǊŜŘ ƻƴŜ ƻŦ 
the classy bordellos in the city of Baltimore. The place had a relaxed 
atmosphere and 6 to 8 assorted belles were always on hand to keep a marathon 
party going, and the atmosphere would not have been the same without music. 
²ƛǘƘ ǘƘŜ ŦŀƳƛƭȅΩǎ ŜŎƻƴƻƳƛŎ ǎƛǘǳŀǘƛƻƴΣ 9ǳōƛŜΩǎ ŜȄǘǊŀƻǊŘƛƴŀǊȅ ǘŀƭŜƴǘΣ Ƙƛǎ 
incompatibility with the school system, his direction in music was somewhat 
guaranteed. It was while Eubie attended Primary School No. 2 at 200 East Street 
that he first met Avis Lee, whom he was to marry 15 years later. Avis called him 
ΨŘǳƳƳȅΩ όƭƻǾƛƴƎƭȅύ ōŜŎŀǳǎŜ ƻŦ Ƙƛǎ ƴƻǘƻǊƛƻǳǎƭȅ ǳƴŘƛǎǘƛƴƎǳƛǎƘŜŘ ŀŎŀŘŜƳƛŎ 



performance. Avis was also a pianist and was said to have been a mathematical 
genius, beside being very beautiful.  

Eubie never looked back. He was a favorite with the girls and their 
customers. He drifted from playing the popular songs of the day into semi 
classical ǎƻƴƎǎ ǎǳŎƘ ŀǎ άwǳǎǘƭŜ ƻŦ {ǇǊƛƴƎέ ŀƴŘ ǘƘŜ ά.ƭǳŜ 5ŀƴǳōŜ ²ŀƭǘȊΦέ 

He keep his job secret, sneaking out of his house after going to bed, 
getting a pair of long pants from a man in the pool hall for a quarter and head 
ƻǾŜǊ ǘƻ !ƎƎƛŜ {ƘŜƭǘƻƴΩǎΦ 9ǳōƛŜ ƳŀŘŜ ŀ ƭƻǘ ƻŦ ǘƛǇǎΦ IŜ ǊŜƳŀǊƪŜŘ ǘƘŀǘΥ άǘƘŜ ƳƻǊŜ 
ǘǳƴŜǎ ȅƻǳΩŘ ƪƴƻǿΣ ǘƘŜ ƳƻǊŜ ƳƻƴŜȅ ȅƻǳΩŘ ƳŀƪŜΦέ άIŜƭƭƻ aȅ wŀƎǘƛƳŜ DŀƭΣέ 
ά!ŦǘŜǊ ǘƘŜ .ŀƭƭΣέ ά¸ƻǳ aŀŘŜ aŜ ²Ƙŀǘ L !Ƴ ǘƻŘŀȅΣ L IƻǇŜ ¸ƻǳΩǊŜ {ŀǘƛǎŦƛŜŘΣέ ŀƴŘ 
any rags were popular with the customers. 

His reputation continued to progress and so did his popularity with the 
girls ς Eubie says that the girls were the main reason why he stayed with the 
music in the first place. (Eubie, throughout his life, did have extra marital affairs 
especially with Lottie of Shuffle Along. These affairs were often known by his 
two wives.) 

  The 1890s were a happy time for Eubie. With his job he had plenty of 
money.  It was this fact that was to save him ŦǊƻƳ Ƙƛǎ ƳƻǘƘŜǊΩǎ ǊŀƎŜ ǿƘŜƴ ǎƘŜ 
found out what Eubie was doing. His mother, when first told of Eubie playing at 
{ƘŜƭǘƻƴΩǎΣ ŘƛŘƴΩǘ ōŜƭƛŜǾŜ ƛǘ ǿŀǎ ƘŜǊ 9ǳōƛŜΦ ²ƘŜƴ ǎƘŜ ŦƻǳƴŘ ƻǳǘ ǎƘŜ ǊŜǇƭƛŜŘΥ 
ά²ŀƛǘ ǳƴǘƛƭ ȅƻǳǊ ŦŀǘƘŜǊ ƎŜǘǎ ƘƻƳŜΦ ¸ƻǳ ǿƛƭƭ ǊŜŎŜƛǾŜ ǘƘŜ ǿƘƛǇǇƛƴƎ ƻŦ ȅƻǳǊ ƭƛŦŜΦέ 
²ƘŜƴ Ƙƛǎ ŦŀǘƘŜǊ ǊŜǘǳǊƴŜŘ ƘƻƳŜ ƘŜ ǘƻƻƪ 9ǳōƛŜ ǳǇǎǘŀƛǊǎ ŀƴŘ ŀǎƪŜŘΥ ά²Ƙŀǘ ƘŀǾŜ 
ȅƻǳ ōŜŜƴ ŘƻƛƴƎ ǿƛǘƘ ǘƘŜ ƳƻƴŜȅΚέ 9ǳōƛŜ ǎƘƻǿŜŘ Ƙƛǎ ŦŀǘƘŜǊ ǘƘŜ ƳƻƴŜȅ ƘŜ ƘŀŘ 
hid under the oilcloth floor covering ς most probably more money than the 
elder Blake had ever sŜŜƴΦ Lǘ ǿŀǎ ƴƻǿ ǳǇ ǘƻ Ƙƛǎ ŦŀǘƘŜǊ ǘƻ ǇƭŀŎŀǘŜ 9ǳōƛŜΩǎ 
ƳƻǘƘŜǊΦ άbƻǿ 9ƳƛƭȅΣέ WƻƘƴ ǊŜƳŀǊƪŜŘΣ άǘƘƛǎ ōƻȅ ƛǎ ŘƻƛƴƎ ƴƻǘƘƛƴƎ ǿǊƻƴƎΦ IŜΩǎ 
gonna have to work, and this is good work with good pay. You just better leave 
ƘƛƳ ŀƭƻƴŜ ǘƻ Řƻ Ƙƛǎ ǿƻǊƪ ŀǎ ƘŜ ǎŜŜǎ ƛǘΦέ 

9ǳōƛŜΩǎ ƳƻǘƘŜǊ ƴŜǾŜǊ ŘƛŘ ŎƻƳŜ ǘƻ ǘŜǊƳǎ ǿƛǘƘ Ƙƛǎ ǿƻǊƪƛƴƎ ŀǘ {ƘŜƭǘƻƴΩǎ 
ǘƘƻǳƎƘ ǎƘŜ ŎƻǳƭŘƴΩǘ Ŧŀƛƭ ǘƻ ǎŜŜ ǘƘŜ ƛƳǇǊƻǾŜŘ ǎǘŀƴŘŀǊŘ ƻŦ ƭƛǾƛƴƎ ƛƴ ǘƘŜ .ƭŀƪŜ 
household from that day on. Years later she was asked how she felt about her 
ǎƻƴΩǎ ƳǳǎƛŎŀƭ ŎŀǊŜŜǊΦ IŜǊ ŀƴǎǿŜǊ ς άIŜ Ŏƻǳld have been using his talent to do 
ǘƘŜ [ƻǊŘΩǎ ǿƻǊƪΦέ 

Lƴ муфф 9ǳōƛŜ ŎƻƳǇƭŜǘŜŘ Ƙƛǎ ŎƻƳǇƻǎƛǘƛƻƴ ά/ƘŀǊƭŜǎǘƻƴ wŀƎΣέ ŀ ǿƻǊƪ ǘƘŀǘ 
ǿƻǳƭŘ ŜǎǘŀōƭƛǎƘ ŀ ŦƻǳƴŘŀǘƛƻƴ ŦƻǊ ǘƘŜ 9ŀǎǘŜǊƴ ά{ǘǊƛŘŜέ ǎǘȅƭŜ ƻŦ Ǉƛŀƴƻ ǇƭŀȅƛƴƎΦ 
9ǳōƛŜ ŜȄǇƭŀƛƴŜŘ ǘƘŀǘ ƘŜ ŘƛŘƴΩǘ ǿǊƛǘŜ ƛǘ Řƻǿƴ όǿƛǘƘ ƴƻǘŜǎύ ƛƴ муффΣ ōǳǘ ǘƘŀǘΩǎ 
ǿƘŜƴ ƘŜ ŎƻƳǇƻǎŜŘ ƛǘΦ άL ŘƛŘƴΩǘ ƭŜŀǊƴ Ƙƻǿ ǘƻ ǿǊƛǘŜ ǳƴǘƛƭ мфмрΦέ 



Eubie saw many touring Negro shows that passed through Baltimore. One 
άLƴ hƭŘ YŜƴǘǳŎƪȅέ ǿŀǎ ǘƻ ōŜ ǘƘŜ ƻƴŜ ǘƘŀǘ .ƭŀƪŜ ƳŀŘŜ Ƙƛǎ bŜǿ ¸ƻǊƪ ōƻǿ ƛƴ 
мфлнΦέ .ǳǘ ŦƛǊǎǘΣ ƛƴ мфлмΣ there arrived in Baltimore, The Dr. Frazier Caravan 
(Medicine Show). Eubie became a member of the troupe playing in the band, 
singing, showing his talent for buck dancing along with the chores expected of a 
show-business trouper. The small town of Fairfield, 35 miles from Baltimore is 
the place where the legend of Eubie Blake actually started. He soon resigned 
from the caravan having not been satisfied by the reception given by the 
ŎƻƳƳǳƴƛǘȅ ƴƻǊ ōȅ 5ǊΦ CǊŀȊƛŜǊΩǎ ƻǇŜǊŀǘƛƻƴΦ IŜ ǊŜǘǳǊƴŜŘ ǘƻ .ŀƭǘƛƳƻǊŜ ŀƴŘ ŀǘ ŀƎe 
мф ōŜŎŀƳŜ ǇŀǊǘ ƻŦ ǘƘŜ ŎƻƳǇŀƴȅ ƻŦ άLƴ hƭŘ YŜƴǘǳŎƪȅΣέ ŀƴŘ ǿŀǎ ƻƴ Ƙƛǎ ǿŀȅ ǘƻ 
New York City, an occasion that lasted only three days. 

The year 1902 also marked the end of his career as a buck dancer. 
Returning to Baltimore he got a job as a relief pianist for Big Head Wilbur. He 
began at 4 P.M. and worked until midnight. During this engagement he wrote a 
ǇƛŜŎŜ ŎŀƭƭŜŘ ά/ƻǊƴŜǊ ƻŦ /ƘŜǎǘƴǳǘ ŀƴŘ [ƻǿέ ǘƻ ŎŜƭŜōǊŀǘŜ ǘƘŜ ǇƭŀŎŜ ς Alfred 
DǊŜŜƴŦŜƭŘΩǎ ǎŀƭƻƻƴΦ  

Eubie continued to refine his piano style and it was evolving into what 
ƳƛƎƘǘ ōŜ ŎŀƭƭŜŘ ŀƴ άǳǊōŀƴ-ƻǊƛŜƴǘŜŘ ǎƻǳƴŘΦέ ¢ƘŜ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ƻŦ Ƙƛǎ ōŀǎǎΣ Ƙƛǎ 
relatively complex harmonies, and the dynamics of his concepts would later 
influence the playing of James P. Johnson, Fats Waller and the great Art Tatum. 
We must keep in mind that what Eubie was doing then is what is now regarded 
as modern. 

Lƴ мфло 9ǳōƛŜ ƭŜŦǘ DǊŜŜƴŦŜƭŘΩǎ ǎŀƭƻƻƴ ŀƴŘ ōŜƎŀƴ ǇƭŀȅƛƴƎ ƛƴ !ƴƴƛŜ DƛƭƭȅΩǎ 
ǊƻǿŘȅ ǎǇƻǊǘƛƴƎ ƘƻǳǎŜΦ Lǘ ǿŀǎ ŀ ƭŀǊƎŜ Ƙŀƭƭ ǿƘŜǊŜ ǘƘŜ άWƻƘƴǎέ ŀƴŘ ǘƘŜ ƎƛǊƭǎ 
ΨǿƘƻƻǇŜŘΩ ƛǘ ǳǇ ŀƴŘ ȅƻǳ ŎƻǳƭŘ ōŀǊely hear the piano.  

The time was ripe for Negro entertainers. Upward mobility was beginning 
for Negroes such as Jack Johnson and Bert Williams. Eubie was becoming 
prosperous and soon purchased a Jacobs piano. It was during this time that he 
developed a piece of unique character, which remained nameless for years and 
ŜǾŜƴǘǳŀƭƭȅΣ ǿŀǎ ǇǳōƭƛǎƘŜŘ ŀǎ ά9ǳōƛŜΩǎ .ƻƻƎƛŜΦέ Lǘ ǿŀǎ ǘƘŜ ōŜƎƛƴƴƛƴƎ ƻŦ ǘƘŜ 
formalization of his highly identifiable wobble-wobble bass style.  

9ǳōƛŜ ǇŜǊŦƻǊƳŜŘ ŀǘ 9ŘƳǳƴŘΩǎ /ŀŦŜ ƻƴ нуth Street in New York but 
returned to Baltimore for most of 1905 working at the Middle Section Assembly 
Club. While he still brought most of his pay home to his mother, he started to 
gamble, but soon was put on the right track by a man called Jew Abie, a 
professional gambler and Eubie, right then, swore off gambling and has never 



gambled since. Not even the horses and it is ironic that the Baltimore racetrack, 
Pimlico, has an annual race called the Eubie Blake Purse. 

Eubie began working in Atlantic City during the summer months and thus 
avoided the hot Baltimore summers and the lull in entertainment that the heat 
brought on during the summer. It was there that Eubie met a 16-year-old pianist 
ƴŀƳŜŘ WŀƳŜǎ tΦ WƻƘƴǎƻƴΦ WƻƘƴǎƻƴ ǇƭŀȅŜŘ ŦƻǊ 9ǳōƛŜ Ƙƛǎ ά¢ǊƻǳōƭŜǎƻƳŜ LǾƻǊƛŜǎέ 
piece and impressed Eubie with his talent. 

Back in Baltimore after his summer he continued to play at the Middle 
Section Club. It was during this time that Eubie and Hughie Wolford worked 
together at this club. Eubie said that it was there that he actually wrote the 
ǇƛŜŎŜ άwŀƎƎƛƴΩ ǘƘŜ {ŎŀƭŜέ ǿƘƛŎƘ ǿŀǎ ƭŀǘŜǊ ŎƻǇȅǊƛƎƘǘŜŘ ōȅ 9Ř /ƭŀȅǇƻƻƭŜΦ 

A highlight of 1905-06 was when Will Marion Cook came to the Middle 
{ŜŎǘƛƻƴ /ƭǳōΦ 9ǳōƛŜ ǎŀȅǎΥ άƳǳŎƘ ƻŦ ǿƘŀǘ L ōŜŎŀƳŜ L ƻǿŜ ǘƻ άtƻǇǎέ /ƻƻƪΦ Lǘ ǿŀǎ 
then that Cook, when he asked the name of a piece Eubie wrote and played that 
ƴƛƎƘǘΣ ƴŀƳŜŘ ǘƘŜ ǇƛŜŎŜ ά{ƻǳƴŘǎ ƻŦ !ŦǊƛŎŀΦέ [ŀǘŜǊΣ ǿƘŜƴ ǇǳōƭƛǎƘŜŘ ƛǘ ǿŀǎ ŎŀƭƭŜŘ 
ά/ƘŀǊƭŜǎǘƻƴ wŀƎΦέ /ƻƻƪ ōǊƻǳƎƘǘ ƘƛƳ ǘƻ {ŎƘƛǊƳŜǊΩǎ tǳōƭƛǎƘƛƴƎ /ƻƳǇŀƴȅ ŀƴŘ ǘƘŜ 
piece was accepted but the deal was spoiled by some eccentric behavior of Cook 
who accused the publisher of criticizing Blake. Blake would have to wait for the 
publication of the song. 

bŜƎǊƻ WƻŜ Dŀƴǎ ǿƻƴ ǘƘŜ ǿƻǊƭŘΩǎ ƭƛƎƘǘǿŜƛƎƘǘ ōƻȄƛƴƎ ŎƘŀƳǇƛƻƴǎƘƛǇ ƛƴ мфлт 
and with his winnings opened the Goldfield Hotel in Baltimore. Gans hired Eubie 
and Boots Butler to play piano. Eubie at the time was 24 years old. Eubie 
continued to listen and learn as Gans also brought in One Leg Willie. Eubie 
ǊŜƳŀǊƪŜŘΤ άbƻōƻŘȅ ŎƻǳƭŘ ŎƻǇȅ ƘƛƳΦ IŜ ƪƴŜǿ ŜǾŜǊȅǘƘƛƴƎΣ ǘƘŜ ƘŜŀǾƛŜǎǘ Ŏƭŀǎsic 
ŀƴŘ ŀƴȅ ƪƛƴŘ ƻŦ ǊŀƎǎΦ L ƭŜŀǊƴŜŘ ǇƭŜƴǘȅ ŦǊƻƳ Ƨǳǎǘ ǿŀǘŎƘƛƴΩ ƘƛƳΦέ 

5ǳǊƛƴƎ ǘƘŜ ǘƘǊŜŜ ȅŜŀǊǎ ƘŜ ǇƭŀȅŜŘ ŀǘ ǘƘŜ DƻƭŘŦƛŜƭŘΣ 9ǳōƛŜΩǎ ŎǊŜŀǘƛǾƛǘȅ 
ōƭƻǎǎƻƳŜŘ ŀƴŘ ƘŜ ǿǊƻǘŜ ά¢ƘŜ .ŀƭǘƛƳƻǊŜ ¢ƻŘƻƭƻΣέ άYƛǘŎƘŜƴ ¢ƻƳΣέ ά¢ǊƛŎƪȅ 
CƛƴƎŜǊǎΦέ άbƻǾŜƭǘȅ wŀƎέ ŀƴŘ άtƻƻǊ YŀǘƛŜ wŜŘŘΦέ  tƭŀȅƛƴƎ ŀǘ ǘƘŜ DƻƭŘŦƛŜƭŘ ŜƴŀōƭŜŘ 
Eubie to hobnob with the famous and powerful, as the Goldfield was the place 
where the wealthier Baltimoreans, and where sports and entertainment 
celebrities gathered.  

Blake received the opportunity to accompany a number of great singing 
stars such as Mary Stafford, Lottie Dempsey, Alberta Hunter and others. 
Entertainers such as Eddie Foy and George M. Cohan came and heard Eubie 
play. 

In July of 1910 Eubie married Avis Lee proposing to her during a car ride 
ŘǊƛǾŜƴ ōȅ ŀ ŎƘŀǳŦŦŜǳǊ 9ǳōƛŜ ƘƛǊŜŘΣ ŀǎ ƘŜ ŎƻǳƭŘƴΩǘ ŘǊƛǾŜΦ 9ǳōƛŜ ōǊƻǳƎƘǘ !Ǿƛǎ ǘƻ 



Atlantic City and introduced her to his world. He was then working at the 
Boathouse nightclub. 

9ǳōƛŜΩǎ ŎŀǊŜŜǊ ŦǊƻƳ ǘƘŜ ŜƴŘ ƻŦ мфмл ǘƻ aŀȅ ƻŦ мфмр ǿŀǎ ŀ ǎǳŎŎŜǎǎƛƻƴ ƻŦ 
good jobs playing piano at various locations. He continued to compose, writing 
ά/ƘŜǾȅ /ƘŀǎŜέ ŀƴŘ άCƛȊȊ ²ŀǘŜǊέ ƛƴ мфммΦέ ¢Ƙŀǘ ȅŜŀǊ ǿŀǎ ŀƭǎƻ ǘƘŜ ȅŜŀǊ ƻŦ 
ά¢ǊƻǳōƭŜǎƻƳŜ LǾƻǊƛŜǎΣέ ŀƴŘ ά.ǊƛǘǘǿƻƻŘ wŀƎΦέ !ǎ ǘƻ ǘƘŜ ƴŀƳƛƴƎ ƻŦ ǘƘŜ 
ά.ǊƛǘǘǿƻƻŘ wŀƎέ 9ǳōƛŜ ǊŜŎŀƭƭǎΥ 

άhƴŜ Řŀȅ ƛƴ ǘƘŜ ǘƘƛǊǘƛŜǎ L ǿŀƭƪŜŘ ƛƴǘƻ ǘƘŜ .ǊƛǘǘǿƻƻŘ /ƭǳō ƛƴ IŀǊƭŜƳ Ƨǳǎǘ ǘƻ 
say hello to Willie Gant, a fine piano player. A man I had known for years. Now 
ōŜŦƻǊŜ L ǘŀƭƪ ǘƻ ƘƛƳΣ L ƘŜŀǊ ŀ ǇƛŜŎŜ ƘŜΩǎ ǇƭŀȅƛƴΩ ŀƴŘ L ƪƴƻǿ ƛǘ ŀƴŘ L ŘƻƴΩǘ ƪƴƻǿ ƛǘΦ 
LΩƳ ǘǊȅƛƴΩ ǘƻ ǘƘƛƴƪ ŀƴŘ ƛǘΩǎ ǎƻ ŦŀƳƛƭƛŀǊΣ ōǳǘ L Ƨǳǎǘ ŎŀƴΩǘ ǇƭŀŎŜ ƛǘΦ {ƻ ƘŜ ƎŜǘǎ ŦƛƴƛǎƘŜŘ 
ǇƭŀȅƛƴΩ ƛǘ ŀƴŘ ǿŜ ǎŀȅ άIŜƭƭƻέ ŀƴŘ L ŀǎƪ ƘƛƳΦ ά²ƘŀǘΩǎ ǘƘŜ ƴŀƳŜ ƻŦ ǘƘŀǘ ǇƛŜŎŜ ȅƻǳ 
Ƨǳǎǘ ǇƭŀȅŜŘΚέ IŜ ƎƛǾŜǎ ƳŜ ŀ Ŧǳƴƴȅ ƭƻƻƪΦ IŜ ǎŀȅǎΣ άL ƴŜǾŜǊ ŘƛŘ ƪƴƻǿ ǘƘŜ ƴŀƳŜ ƻŦ 
ƛǘΦ ¸ƻǳ ǿǊƻǘŜ ƛǘΦ Lƴ ŦŀŎǘ ȅƻǳ ǘŀǳƎƘǘ ƛǘ ǘƻ ƳŜ ŀƭƳƻǎǘ нл ȅŜŀǊǎ ŀƎƻΦέ 9ǳōƛŜ ǘƘŜƴ 
ǊŜƳŀǊƪŜŘΣ άL ƴŜǾŜǊ ŘƛŘ ƎƛǾŜ ƛǘ ŀ ƴŀƳŜΣ ōǳǘ ǘƘen in honor of the place where 
²ƛƭƭƛŜ Dŀƴǘ ǿŀǎ ǿƻǊƪƛƴΩ L ƴŀƳŜŘ ƛǘ ǘƘŜ ά.ǊƛǘǘǿƻƻŘ wŀƎΦέ 

9ǳōƛŜ ǿƻǊƪŜŘ ŀǘ YŜƭƭȅΩǎ ƛƴ !ǘƭŀƴǘƛŎ /ƛǘȅ ŦƻǊ ǘƘŜ ǎǳƳƳŜǊ ƻŦ мфмп ŜȄǇŜŎǘƛƴƎ 
to back in 1915. He never could have thought that events were about to come 
about that would lead to a legendary entertainment partnership between Eubie 
and a man named Noble Sissle. It was May 16, 1915 that he and Sissle met for 
ǘƘŜ ŦƛǊǎǘ ǘƛƳŜΦ WƻŜ tƻǊǘŜǊΩǎ ōŀƴŘ ǿŀǎ ǘƻ Ǉƭŀȅ ŀǘ wƛǾŜǊǾƛŜǿ tŀǊƪ ƛƴ .ŀƭǘƛƳƻǊŜ ǿƛǘƘ 
Eubie on piano. Singer Noble Sissle was coming from out of town to attend the 
engagement but was late and the band left without Sissle, who later finally 
arrived at the job. Eubie recalls that Sissle was always late. When talking with 
Noble, Eubie mentioned that he needed a lyricist and thus a long partnership 
began right there. 

¢ƘŜƛǊ ŦƛǊǎǘ ǎƻƴƎ ǘƻƎŜǘƘŜǊ άLǘΩǎ !ƭƭ ¸ƻǳǊ Cŀǳƭǘέ ǿŀǎ ƘŜŀǊŘ ōȅ {ƻǇƘƛŜ ¢ǳŎƪŜǊ 
and used by her. It was an instant hit, at least in Baltimore. In 1915 the team 
ǿǊƻǘŜ ά{ŜŜ !ƳŜǊƛŎŀ CƛǊǎǘΦέ ²ƛǘƘ {ƛǎǎƭŜΩǎ bŜǿ ¸ƻǊƪ ŎƻƴƴŜŎǘƛƻƴ 9ǳōƛe found 
himself working in Long Island as a full-time pianist. During this time Sissle, 
Blake and James Reese Europe met and became close friends. Thus began an 
ŀŘƳƛǊŀǘƛƻƴ ŦƻǊ 9ǳǊƻǇŜ ōȅ 9ǳōƛŜ ǘƘŀǘ ǊŜƳŀƛƴŜŘ ǳƴǘƛƭ 9ǳǊƻǇŜΩǎ ƳǳǊŘŜǊ ōȅ Ƙƛǎ 
drummer. Blake always ǿƻǳƭŘ ǾŜƴŜǊŀǘŜ 9ǳǊƻǇŜΩǎ ƳŜƳƻǊȅ ǇǊƻŦƻǳƴŘƭȅΦ 

The duo of Sissle and Blake inevitably became well-known society 
entertainers along the Eastern seaboard, playing for the Goulds, Dodges, 
Schwabs, and Wanamakers, etc. Eubie also played the big dance jobs with 
EuǊƻǇŜΩǎ ōŀƴŘΦ 9ǳǊƻǇŜ ǿŀǎ ōƻƻƪŜŘ ƛƴǘƻ ǘƘŜ ōŜǎǘ ƘƻǘŜƭǎ ŀƴŘ ƘŀŘ ǾŜǊȅ ŜȄŎŜƭƭŜƴǘ 



ƳǳǎƛŎƛŀƴǎ ƛƴ ǘƘŜ ōŀƴŘΦ ¢ƘŜ ƳǳǎƛŎƛŀƴǎ ƛƴ 9ǳǊƻǇŜΩǎ ōŀƴŘ ǿŜǊŜ ŀƭƭ ΨǊŜŀŘƛƴƎΩ 
musicians, a fact that many white people could not comprehend. They would 
ǎŀȅ άLǎƴΩǘ ƛǘ ǿƻƴŘŜǊŦǳƭ Ƙƻǿ ǘƘŜǎŜ untrained, primitive musicians can pick up all 
ǘƘŜ ƭŀǘŜǎǘ ǎƻƴƎǎ ƛƴǎǘŀƴǘƭȅ ǿƛǘƘƻǳǘ ōŜƛƴƎ ŀōƭŜ ǘƻ ǊŜŀŘ ƳǳǎƛŎΚέ ! ƳƛǎŎƻƴŎŜǇǘƛƻƴ ƻŦ 
course. (One wonders if the great William Grant Still, the oboist in the band 
could read when he arranged for Paul Whiteman!) 

Europe and Sissle enlisted into the Army at the time the United States 
entered the First World War. Blake formed a vaudeville duo with an entertainer 
ƴŀƳŜŘ .ǊƻŀŘǿŀȅ WƻƴŜǎΦ Lǘ ǿŀǎ ŦƻǊ WƻƴŜǎ ǘƘŀǘ WŜǊƻƳŜ YŜǊƴ ǿǊƻǘŜ άhƭŘ aŀƴ 
wƛǾŜǊέ ōǳǘ ǘƘŜȅ ŎƻǳƭŘƴΩǘ ƳŜŜǘ Ƙƛǎ ǇǊƛŎŜ ŦƻǊ ǎƛƴƎƛƴƎ ƛǘ ƛƴ ά{ƘƻǿōƻŀǘΦέ ¢ƘŜ ǘŜŀƳ 
lasted until Sissle got out of the Army. The two worked up a vaudeville routine 
ŀƴŘ ƛƴ мфмф ŦƻǳƴŘ ǘƘŜƳ ƻƴ ǘƘŜ YŜƛǘƘ ŎƛǊŎǳƛǘ ŀǎ ǘƘŜ ά5ƛȄƛŜ 5ǳƻΦέ ¢ƘŜȅ ƻǇŜƴŜŘ ƛƴ 
Bridgeport, Connecticut, then proceeded to the Harlem Opera House and then 
right into the Palace, the Mecca for vaudeville entertainers. The soon signed 
with m. Witmark & Sons as a songwriting team.  The contribution of the 
Witmarks to the development of black musical talent cannot be overestimated. 
They produŎŜŘ ǘƘŜ ƭŀƴŘƳŀǊƪ ²ƛƭƭ aŀǊƛƻƴ ŎƻƻƪΩǎ ά/ƭƻǊƛƴŘȅΣ ǘƘŜ hǊƛƎƛƴ ƻŦ ǘƘŜ 
/ŀƪŜǿŀƭƪΦέ ¢ƘŜ ǎƻƴƎǿǊƛǘƛƴƎ Řǳƻ ǿŀǎ ǿƛǘƘ ²ƛǘƳŀǊƪ ŦƻǊ мл ȅŜŀǊǎ ōŜƛƴƎ ǇŀƛŘ нр 
dollars each a week and two cents a copy for all sheet music sold. The team 
went with Warner Brothers in 1929 when the movie people bought out the 
Witmarks. 

There is an interesting story Eubie tells about his relationship with Al 
Jolson and the first use of burnt cork for Jolson. Eubie and Sissle were in 
Chicago about 1916 playing at an Erlanger Theater and Al Jolson was playing at 
ŀƴƻǘƘŜǊ ƭƻŎŀƭ ǘƘŜŀǘŜǊΣ ŀƴŘ ǘƘŀǘΩǎ ǿƘŜƴ ƘŜ Ǉǳǘ ƻƴ ŎƻǊƪΦ ²ƘŜƴ Wƻƭǎƻƴ ƭŜŦǘ ǘƻǿƴΣ 
Eddie Cantor came into the use of cork. Sissle & Blake were the first Negro act in 
history to succeed in show business, often playing for white audiences, without 
cork. Before this, the white public would never take seriously colored 
entertainers pretending to have the same creativity and emotional capacities as 
whites. The precedent of Sissle and Blake prepared the way for black artists 
who followed them the full spectrum of their own creative potential. Thus the 
duo presented other black entertainers a giant step forward in American 
culture, and a major achievement for the American Theater. 

In 1920 the pair toured for Keith through Canada and the Northeast. It 
was duǊƛƴƎ ǘƘƛǎ ǘƛƳŜ ǘƘŀǘ 9ǳōƛŜ ǿǊƻǘŜ άCƭƻǊƻŘƻǊŀ DƛǊƭǎέ ŦƻǊ ŀ {ƘǳōŜǊǘ .ǊƻǘƘŜǊǎ 
wŜǾƛŜǿΦ !ƭǎƻ ǘƘŜ ǇŀƛǊ ǿǊƻǘŜ άhǊƛŜƴǘŀƭ .ƭǳŜǎέ ŀƴŘ άtƛŎƪŀƴƛƴƴȅ {ƘƻŜǎΣέ ŀ ƴǳƳōŜǊ 
that was to be a feature for Sissle in the act for many, many years. 



The act became a well-developed act with songs and sophisticated patter. 
It contained a series of set pieces with a few openings to accommodate the 
latest hit songs and any improvising that seemed appropriate for the moment. 
¢ƘŜ ŦƛƴŀƭŜΣ ǿƛǘƘ {ƛǎǎƭŜ ǎƛƴƎƛƴƎ άhƴ tŀǘǊƻƭ ƛƴ bƻ aŀƴΩǎ [ŀƴŘέ ŀƴŘ 9ǳbie providing 
the bombardment on the piano, was almost too much for an audience to stand 
without cheering and stomping. They became a major theatrical attraction of 
the era. 

Fate again stepped in at the Paul Laurence Dunbar Theater in early 1920. 
Sissle and Blake performed and on the same bill was the team of Miller and 
Lyles. Meeting for the first time it became a mutual admiration society and this 
ƳŜŜǘƛƴƎ ƭŜǘ ǘƻ ǿƻǊƪ ƻƴ ŀ ǇǊƻƧŜŎǘ ǘƻ ōŜ ŎŀƭƭŜŘ ά¢ƘŜ aŀȅƻǊ ƻŦ WƛƳǘƻǿƴΦέ bƻǘ ƭƻƴƎ 
after, in 1921, the project maǘǳǊŜŘ ƛƴǘƻ ǘƘŜ ƘƛǎǘƻǊƛŎ ά{ƘǳŦŦƭŜ !ƭƻƴƎΣέ ǇŜǊƘŀǇǎ ǘƘŜ 
most influential and important Negro musical in the history of theater. In the 
ōƻƻƪ ά!ƳŜǊƛŎŀƴ aǳǎƛŎŀƭ ¢ƘŜŀǘǊŜέ ōȅ DŜǊŀƭŘ .ƻǊŘƳŀƴ ǿŜ ŦƛƴŘ ŀ ǎȅƴƻǇǎƛǎ ƻŦ ǘƘŜ 
musical: 

ά{ƘǳŦŦƭŜ !Ǝŀƛƴ όр-23-21, 63rd Street) had been put together after a chance 
meeting in Philadelphia by two black teams, Noble Sissle and Eubie Blake (for 
lyrics and music) and Floureny Miller and Aubrey Lyles (for libretto). An angel 
was found and a limited amount of money made available. For costumes they 
purchased clothes from a fold show (Roly-Boly Eyes). The scenery was minimal. 
By hook or crook the company managed a series of one-night stands in New 
Jersey and Pennsylvania, always a step or two ahead of foreclosure, until it was 
felt the show was ready for New York. Although blacks had performed on 
Broadway and all-Negro shows had played in principal houses, in some respects 
there was more discrimination since the war. All the show could book was a 
dilapidated theatre, far from the main Broadway crowds, first-nighters were 
probably reminded by the plot of old Williams and Walker, and Cole and 
Johnson shows. Steve Jenkins (Miller) and Sam Peck (Lyles), partners in a 
Jimtown grocery store, are rivals for the mayoralty ς though each has assured 
tƘŜ ƻǘƘŜǊ ƘŜ ǿƛƭƭ ōŜ ǘƘŜ ǿƛƴƴŜǊΩǎ ŎƘƛŜŦ ƻŦ ǇƻƭƛŎŜΦ WŜƴƪƛƴǎΣ ƘŜƭǇŜŘ ōȅ ŀ ǎƘŀǊǇŜǊ ƻŦ 
a campaign manager, wins. True to his word, he appoints Peck chief of police. 
But Peck soon realizes he has nothing to do, and the two fall out. Their 
corruption and inefficiency topped off now by their noisy squabbling, are too 
much even for lackadaisical Jimtown. Harry Walton (Roger Matthews) 
ŀƴƴƻǳƴŎŜǎ ƘŜ ƛǎ ŀ ǊŜŦƻǊƳ ŎŀƴŘƛŘŀǘŜΣ ŀƴŘ ŜǾŜǊȅ ŎƛǘƛȊŜƴ ǊŜǎǇƻƴŘǎΦ ϦάϥΩWǳǎǘ ǿƛƭŘ 
!ōƻǳǘ IŀǊǊȅΣέ WŜƴƪƛƴǎ ŀƴŘ tŜŎƪ ŀǊŜ ƎƛǾŜƴ ǘƘŜ ōƻƻǘΦ ¢ƘŜ ōook represented no 
ǎǘŜǇ ŦƻǊǿŀǊŘ ŦƻǊ ǘƘŜ ƳǳǎƛŎŀƭ ǘƘŜŀǘǊŜΣ ōǳǘ ǘƘŜ ƳǳǎƛŎ ŎŜǊǘŀƛƴƭȅ ŘƛŘΦ .ƭŀƪŜΩǎ ǿŀǎ ŀ 



foot-stomping score. Its rhythms provoked an orgy of giddy dancing that had 
audiences shouting for more tap routines, soft shoes, buck and wing, and 
precisiƻƴ ƴǳƳōŜǊǎΦ ¢ƘŜ Ƙƛǘ ƻŦ ŎƻǳǊǎŜ ǿŀǎ άLΩƳ Wǳǎǘ ²ƛƭŘ !ōƻǳǘ IŀǊǊȅΦέ hǊƛƎƛƴŀƭƭȅ 
conceived as a waltz, it was much more at home as a fast-moving fox trot. 
Romberg and Friml tried the same trick for several years, but so innate was the 
waltz to their thinking that nothing productive resulted. But for Blake the waltz 
was alien, and his native rhythms, just coming to be understood by the more 
advanced critics and public, offered the more logical frame for his melodies. 
¢ƘƻǳƎƘ άLΩƳ Wǳǎǘ ²ƛƭŘ !ōƻǳǘ IŀǊǊȅέ ŀƭƻƴŜ ƛǎ ǊŜƳŜmbered, the score was first 
class all the way. Whether in a stunning, ahead-of-its-ǘƛƳŜ ōŀƭƭŀŘ ƭƛƪŜ ά[ƻǾŜ ²ƛƭƭ 
ŦƛƴŘ ŀ ²ŀȅέ όǎǳƴƎ ōȅ aŀǘǘƘŜǿǎ ŀƴŘ [ƻǘǘƛŜ DŜŜ ŀǎ Ƙƛǎ ƎƛǊƭΣ WŜǎǎƛŜύ ƻǊ ƛƴ ǘƘŜ ǊŀŎȅ 
ŦŜǎǘƛǾƛǘȅ ƻŦ ά.ŀƴŘŀƴŀ 5ŀȅǎέ όŜǎǎŜƴǘƛŀƭƭȅ ŀ ŎƘƻǊǳǎ ƴǳƳōŜǊύΣ .ƭŀƪŜΩǎ ƳŜƭƻŘƛŎ ƎƛŦǘ 
and taste were unfailing. The brighter critics hailed the show, and the public 
slowly began to find its way uptown. Then midnight performances were added 
on Wednesday. Theatre and society people caught these late shows and spread 
the word. Suddenly Shuffle Along was a smash. By the time it was through it 
had reached 504 performances on Broadway alone. The show launched a flock 
of great names ς Florence Mills, Josephine Baker, Hall Johnson. Single-handedly, 
Shuffle Alone made black shows voguish, or at least, acceptable. 

With the success of Shuffle Along Sissle and Blake the careers of the duo 
blossomed and from 1923-25 would be considered the golden years for the 
team. They had no reason to suspect that within a decade the popularity of 
vaudeville would be dimming with the maturing the Hollywood talkies. In 
September of 1925 begin what was a sensational European tour and became 
the American Ambassadors of Syncopation. Sissle loved England but Eubie 
ŎƻǳƭŘƴΩǘ ǿŀƛǘ ǘƻ ƎŜǘ ƘƻƳŜΦ wŜǘǳǊƴƛƴƎ ǘƻ ǘƘŜ ¦.S. he immediately returned to 
.ŀƭǘƛƳƻǊŜ ǘƻ ǎŜŜ Ƙƛǎ ƳƻǘƘŜǊ ŀƴŘ ǘƻ άǘƘŜ ǎƳŜƭƭ ƻŦ WƻƘƴ IƻǇƪƛƴǎΦέ ¢ƘŜ ƘƻƳŜǘƻǿƴ 
ǇŀǇŜǊΩǎ ƘŜŀŘƭƛƴŜ ǊŜŀŘΥ ά9ǳōƛŜ .ƭŀƪŜ .ŀŎƪ ŦǊƻƳ CƻǊŜƛƎƴ ¢ƻǳǊΦέ Iƛǎ ƳƻǘƘŜǊ ǿŀǎ 
ƭƛǾƛƴƎ ŀǘ фмр wǳƭŀƴŘ !ǾŜƴǳŜΦ Lǘ ƳƛƎƘǘ ōŜ ǎŀƛŘΣ ǿƛǘƘ ŀƭƭ ƻŦ 9ǳōƛŜΩǎ ǎǳŎŎŜss and 
wealth, his mother remained suspicious of his activities, convinced that if the 
ǇƻƭƛŎŜ ŘƛŘƴΩǘ ŎŀǘŎƘ ƘƛƳ ŀƴŘ ǇǳƴƛǎƘ ƘƛƳ ŦƻǊ ƳƛǎŘŜŜŘǎΣ ƛƴŜǾƛǘŀōƭȅ ǘƘŜ ŘŜǾƛƭ ǿƻǳƭŘΦ 
{ƘŜ ŘƛŘƴΩǘ ǉǳŜǎǘƛƻƴ Ƙƛǎ ƳǳǎƛŎŀƭ ǘŀƭŜƴǘ ōǳǘ ōŜƳƻŀƴŜŘ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ƛǘ ǿŀǎƴΩǘ 
directed to doing the work of the Lord. Eubie was in Bridgeport, Connecticut 
ǘƘŀǘ Řŀȅ ƛƴ мфнт ǿƘŜƴ ƘŜ ǊŜŎŜƛǾŜŘ ǘƘŜ ǘŜƭŜƎǊŀƳ ǘŜƭƭƛƴƎ ƘƛƳ ƻŦ Ƙƛǎ ƳƻǘƘŜǊΩǎ 
ŘŜŀǘƘΦ IŜ ŘƛŘƴΩǘ ƪƴƻǿ Ƙƻǿ ƘŜ ǿŜƴǘ ƻƴ ǿƻǊƪƛƴƎ ōǳǘ ƘŜ ŘƛŘΦ 9ǳōƛŜΩǎ ŦŀǘƘŜǊ ƘŀŘ 
died 10 years before, reaching the age of 83. 



In the summer of 1927 Sissle entered the duos dressing room and sits 
ŘƻǿƴΦ IŜ ǎŀȅǎ ǘƻ .ƭŀƪŜ ǿƘƛƭŜ ƭƻƻƪƛƴƎ ŀǘ ǘƘŜ ŦƭƻƻǊΥ άLΩƳ ƎƻƛƴƎ ǘƻ ǘƘŜ !ƳŜǊƛŎŀƴ 
[ŜƎƛƻƴ ŎƻƴǾŜƴǘƛƻƴ ƛƴ tŀǊƛǎΦέ .ƭŀƪŜ ŀǎƪŜŘ ƘƛƳΣ ά²ƘŜƴ ȅƻǳ ŎƻƳƛƴƎ ōŀŎƪΚέ bƻ 
ŀƴǎǿŜǊΦ .ƭŀƪŜ ǎŀȅǎΣ ά²ŜƭƭΣ L ƎǳŜǎǎ ǘƘƛǎ ƛǎ ǘƘŜ ŜƴŘ ƻŦ {ƛǎǎƭŜ ŀƴŘ .ƭŀƪŜΦέ {ƛǎǎƭŜ 
never takes his eyes off the floor. He gets up and leaves. That was the end of 
Sissle and Blake. Sissle went to Paris and became a successful bandleader. Blake 
spent the rest of the year writing floorshows with lyricist Henry Creamer. With 
him Eubie wrote a number of great popular songs. 

²ƘŜƴ ŀǎƪŜŘ ŀōƻǳǘ ǘƘŜƛǊ ǊŜƭŀǘƛƻƴǎƘƛǇ {ƛǎǎƭŜ ǊŜƳŀǊƪŜŘ ƛƴ мфпуΥ ά{ƻƳŜǘƛƳŜǎ 
L ƎŜǘ ƭƻƴŜǎƻƳŜ ŦƻǊ ǘƘŜ ƻƭŘ ƳŀƴΦ ¸ƻǳ ƪƴƻǿ LΩǾŜ ƴŜǾŜǊ ƘŀŘ ǘƘŜ ǎŀƳŜ ǎŀǘƛǎŦŀŎǘƛƻƴ 
in collaborating with aƴȅƻƴŜ ŜƭǎŜΦ IŜΩǎ ŀ ǊŜŀƭ ƎŜƴƛǳǎΦ aƻǎǘ ǇŜƻǇƭŜ ŘƻƴΩǘ 
ǊŜŎƻƎƴƛȊŜ ƛǘ ȅŜǘΣ ōǳǘ ǎƻƳŜŘŀȅ ǘƘŜǊŜΩƭƭ ōŜ ǎƻƴƎǎ ƻŦ Ƙƛǎ ǘƘŀǘ ƴƻōƻŘȅΩǎ ŜǾŜǊ ƘŜŀǊŘ 
ǘƘŀǘ ŜǾŜǊȅōƻŘȅ ǿƛƭƭ ƪƴƻǿΦέ 

Andy Razaf another Blake lyricist, also spoke of his relationship with 
Blake: 

ά²ƘŜƴ ȅƻǳΩǊŜ ǿǊƛǘƛƴƎ ƭȅǊƛŎǎ ǘƻ Ƙƛǎ ƳǳǎƛŎΣ ȅƻǳ ƴŜǾŜǊ ƪƴƻǿ ǿƘƻΩǎ ƎƻƛƴƎ ǘƻ 
sing it. You might know the fact of the singer, but the style might not be as 
Ŝŀǎƛƭȅ ŘŜŦƛƴŜŘΦ ¢ƘŜ ƭƛǘǘƭŜ ƭŀŘȅ ǿƘƻ ǎŀƴƎ άaŜƳƻǊƛŜǎ ƻŦ ¸ƻǳέ ƛƴ ά.ƭŀŎƪōƛǊŘǎέ ƘŀŘ ŀ 
ǇƘŜƴƻƳŜƴŀƭ ǊŀƴƎŜΣ ŀƴŘ 9ǳōƛŜΩǎ ƳŜƭƻŘȅ ƛǎ ŎƭŜǾŜǊly designed to show it off. An 
experienced lyricist has to watch out for certain things like, for instance, making 
ǎǳǊŜ ǘƘŀǘ ǘƘŜ ƘƛƎƘ ƴƻǘŜ ƛǎ ŀƴ ƻǇŜƴ ǾƻǿŜƭ ǎƻǳƴŘΦ LǘΩǎ ŜŀǎƛŜǊ ǘƻ ǎƛƴƎ ŀ ƘƛƎƘ ΨȅƻǳΩ 
ǘƘŀƴ ŀ ƘƛƎƘ ΨōŜŜƴΦΩ ²ǊƛǘƛƴƎ ǿƛǘƘ Cŀǘǎ ²ŀƭƭŜǊ LΩƳ ǘƘƛƴƪƛƴƎ ƻŦ a stage with a piano 
and one great entertainer. When I write with Eubie, I think of big sets, a chorus 
ƭƛƴŜΣ ŜƭŀōƻǊŀǘŜ ŎƻǎǘǳƳŜǎΦ 9ǳōƛŜΩǎ ƳŜƭƻŘƛŜǎ ƭŜƴŘ ǘƘŜƳǎŜƭǾŜǎ ǇŜǊŦŜŎǘƭȅ ǘƻ 
ǎƻǇƘƛǎǘƛŎŀǘŜŘ ƭȅǊƛŎǎΣ ŀƴŘ ǘƘŜȅΩǊŜ ǎƻǊǘ ƻŦ ŀ ŎƘŀƭƭŜƴƎŜΣ ǘƻƻΣ ōŜŎŀǳǎŜ ƳǳǎƛŎŀƭƭȅ ƘŜΩǎ 
so far ahead of most contemporary popular composers. Some of those intervals 
ƛƴ ά¸ƻǳΩǊŜ [ǳŎƪȅ ǘƻ aŜέ ǿŜǊŜ ǊŜŀƭƭȅ ƛƴƴƻǾŀǘƛǾŜ ŀǘ ǘƘŀǘ ǘƛƳŜΦ 9ǘƘŜƭ ²ŀǘŜǊǎ ǊŜŀƭƭȅ 
ŜƴƧƻȅŜŘ ǎƛƴƎƛƴƎ ǘƘŀǘ ǎƻƴƎΦ {ƘŜ ǎŀƛŘΣ άLΩǾŜ ƴŜǾŜǊ ǎǳƴƎ ŎƘŀƴƎŜǎ ƭƛƪŜ ǘƘŀǘ ōŜŦƻǊŜΦέ L 
ǘƻƭŘ ƘŜǊΣ άbŜƛǘƘŜǊ Ƙŀǎ ŀƴȅƻƴŜ ŜƭǎŜΦέ 9ǳōƛŜ Ƙŀǎ ōŜŜƴ ŦƛǊǎǘ ǿƛǘƘ ǎƻ Ƴŀƴȅ ǘƘƛƴƎǎΦέ 

 
In September of 1927 Blake formed a new act with Broadway Jones and 

opened at the Lincoln Theater in Union City, New Jersey. The new duo played 
Patchogue and Lynbrook, Long Island, and New Britain, Connecticut. Their salary 
was $50 a day. Eubie was satisfied, as it was never the money but the thrill of an 
audience that was his desire. He had enough money coming from ASCAP on the 
royalty for his songs. 



Lƴ мфну ǘƘŜ ǘǿƻ ƻǊƎŀƴƛȊŜŘ ŀ Ψǘŀō-ǎƘƻǿΩ ǾŜǊǎƛƻƴ ƻŦ ά{ƘǳŦŦƭŜ !ƭƻƴƎέ ŜƴǘƛǘƭŜŘ 
ά{ƘǳŦŦƭŜ !ƭƻƴƎ WǊΦέ ¢Ƙƛǎ ǾŜƴǘǳǊŜ ƭŀǎǘŜŘ ǘƘǊƻǳƎƘ мфнфΦ .ȅ мфнф ±ŀǳŘŜǾƛƭƭŜ ǿŀǎ 
doomed and talking pictures were everywhere. Then came the depression and 
stock market collapse in 1929, 

In 1930 he was approached by Lew Leslie to work on his shows, which he 
ŎŀƭƭŜŘ ά.ƭŀŎƪōƛǊŘǎΦέ 9ǳōƛŜΣ ǿƻǊƪƛƴƎ ǿƛǘƘ ǘƘŜ ƎǊŜŀǘ ƭȅǊƛŎƛǎǘ !ƴŘȅ wŀȊŀŦΣ ǎǳǇǇƭƛŜŘ 
28 songs (for an advance of $3000.It was during this time that Eubie wrote: 
ά¸ƻǳΩǊŜ [ǳŎƪȅ ǘƻ aŜΣέ ŀƴŘ άaŜƳƻǊƛŜǎ ƻŦ ¸ƻǳΦέ ¢ƘŜ ƭŀǘǘŜǊ ōŜŎŀƳe a huge it, 
recorded as an instrumental by Ben Goodman, and was as best seller in a 
ǾŜǊǎƛƻƴ ōȅ ǘƘŜ /ŀǎŀ [ƻƳŀ hǊŎƘŜǎǘǊŀΦ {ŜǾŜƴǘŜŜƴ ȅŜŀǊ ƻƭŘ {ƻƴƴȅ 5ǳƴƘŀƳΩǎ 
sensational trumpet solo was the instrumental achievement of the year. When 
Dunham formed his own orcƘŜǎǘǊŀ ƘŜ ǳǎŜŘ άaŜƳƻǊƛŜǎέ ŀǎ Ƙƛǎ ǘƘŜƳŜ ǎƻƴƎΦ CƻǊ 
9ǳōƛŜΣ ά.ƭŀŎƪōƛǊŘǎέ ǎǳŎŎŜǎǎ ǿŀǎ ǿŜƭŎƻƳŜ ŀǎ ƘŜ ŎƻƴŘǳŎǘŜŘ ǘƘŜ ǎƘƻǿ ŀƴŘ ǿŀǎ 
making $250 a week, big money for 1930. But for Broadway, the run was about 
over. 

In 1930 he was asked to write a melody to one of Jacƪ {ŎƘƻƭƭΩǎ ƭȅǊƛŎǎΦ ¢ƘŜ 
ǎƻƴƎ ά[ƻǾƛƴƎ ¸ƻǳ ǘƘŜ ²ŀȅ L 5ƻέ ōŜŎŀƳŜ ǘƘŜ .ǊƻŀŘǿŀȅ Ƙƛǘ ƻŦ ǘƘŜ ȅŜŀǊΦ 
Hollywood sent for School but not for Eubie. 

{ǘƛƭƭ ǘǊȅƛƴƎ .ǊƻŀŘǿŀȅ ŀ ǊŜǾƛǾŀƭ ƻŦ ά{ƘǳŦŦƭŜ !ƭƻƴƎέ ǿŀǎ ǇǊŜǎŜƴǘŜŘ ƛƴ мфооΦ Lǘ 
was a first class show that had seen its time and was too late for the present 
scene on Broadway. Nat King Cole was in the show. 

There were hard times ahead for Eubie. He worked and did some show 
ŦƻǊ ǘƘŜ ²t! ōǳǘ ƛǘ ǿŀǎ ƴƻǘ ǳƴǘƛƭ мфот ǘƘŀǘ ƻƴŜ ǿŀǎ ǇǊƻŘǳŎŜŘΦ 9ƴǘƛǘƭŜŘ ά{ǿƛƴƎ 
LǘΣέ ƛǘ ǿŀǎ ŘŜǎƛƎƴŜŘ ǘƻ ŜȄploit the talented style that was popular by Ben 
Goodman. The lyricist was Milton Reddie and produced two modest successes: 
Ϧά /ŀƴϥΩ DŜǘ ¸ƻǳ hǳǘ ƻŦ aȅ aƛƴŘΣέ ŀƴŘ ά¸ƻǳ ²ŜǊŜ .ƻǊƴ ǘƻ .Ŝ [ƻǾŜŘΦέ 9ǳōƛŜ 
then again collaborated with Razaf in a wonderful productioƴ ŜƴǘƛǘƭŜŘ ά¢ŀƴ 
aŀƴƘŀǘǘŀƴΣέ ŀƴŘ ƛǘ ƘŀŘ ŀ ƭƻƴƎ Ǌǳƴ ƻŦ ǘƘŜ ¦ōŀƴƎƛ /ƭǳōΦ 5ǳǊƛƴƎ ǘƘƛǎ ǘƛƳŜ ƘŜ ŀƭǎƻ 
fronted a 10-piece orchestra touring the TOBA circuit. 

In 1938 another setback to Eubie came in the sickness of his wife Avis who 
was diagnosed with tuberculosis and was sent to a sanitarium. Of course Eubie 
ǿŀǎ ǾŜǊȅ ŘƛǎǘǊŀǳƎƘǘΦ !Ǿƛǎ ŘƛŜŘ ŀǘ ǘƘŜ ŀƎŜ ƻŦ руΦ 9ǳōƛŜ ǊŜƳŀǊƪŜŘΥ άLƴ Ƴȅ ƭƛŦŜ L 
never knew what it was to be alone. At first when avis got sick, I thought she 
Ƨǳǎǘ ƘŀŘ ŀ ŎƻƭŘΣ ōǳǘ ǿƘŜƴ ǘƛƳŜ ǇŀǎǎŜŘ ŀƴŘ ǎƘŜ ŘƛŘƴΩt get better, I made her go 
ǘƻ ŀ ŘƻŎǘƻǊ ŀƴŘ ǿŜ ŦƻǳƴŘ ƻǳǘ ǎƘŜ ƘŀŘ ¢.ΧΦL ǎǳǇǇƻǎŜ L ƪƴŜǿ ŦǊƻƳ ǿƘŜƴ ǿŜ 
ŦƻǳƴŘ ƻǳǘ ǎƘŜ ƘŀŘ ǘƘŜ ¢.Σ L ǳƴŘŜǊǎǘƻƻŘ ǘƘŀǘ ƛǘ ǿŀǎ Ƨǳǎǘ ŀ ƳŀǘǘŜǊ ƻŦ ǘƛƳŜΦέ 



Forever after when Avis is mentioned it saddens Eubie. No matter how 
well one knew Eubie you never really knew anything about his emotional state. 
Iƛǎ ǇŜǊǎƻƴŀƭ ǾŀƭǳŜǎ ǿŜǊŜ ŀƭǿŀȅǎ ǾŜǊȅ ǇŜǊǎƻƴŀƭ ŀƴŘ ƛƴŘƛǾƛŘǳŀƭƛǎǘƛŎΦ 9ǳōƛŜ ǿŀǎƴΩǘ 
a man who ever knew how to cry and if in distress, it would be impossible to 
understand the degree and nature of his pain. When he talks of Avis his voice 
and manner lose some of his customary control. When he lost her he remarked: 
άL ŘƛŘƴΩǘ ƪƴƻǿ ǿƘŀǘ ǘƻ ŘƻΦ L ŘƛŘƴΩǘ ƘŀǾŜ ŀƴȅ ǊŜŀǎƻƴ ǘƻ Řƻ ŀƴȅǘƘƛƴƎΦ bƻ YƛŘǎΣ 
ƴƻōƻŘȅΦέ 

The coming of World War II drastically altered thŜ ŘƛǊŜŎǘƛƻƴ ƻŦ 9ǳōƛŜΩǎ ƭƛŦŜΦ 
He was invited to lead an entertainment unit to play for the soldiers under the 
auspices of the USO. He was now 60 years old and threw himself into the 
project, writing and performing for camps from Savannah to Seattle and loved 
it. He had been too old for World War I and of course was too old for WWII but 
the show had plenty of girls and very appreciative audiences and he would 
never be too old for that. Toward the end of the War his loneliness came to an 
end and something wonderful happened. He met Marion Gant Tyler. They 
married on December 27, 1945. The couple returned to New York and moved 
ƛƴǘƻ aŀǊƛƻƴΩǎ ŦƻǳǊ-story brownstone house in Brooklyn. Eubie liked to be looked 
after and at this time he needed looking after. Marion was the perfect wife for 
him, having experienced the world of show business and had the temperament, 
understanding that is needed to be married to a creative talent. Eubie star 
ōŜƎŀƴ ǘƻ ǎƘƛƴŜ ŀƎŀƛƴ ǿƛǘƘ aŀǊƛƻƴΩǎ ƘŜƭǇΦ {ƘŜ ǳǇƎǊŀŘŜŘ Ƙƛǎ !{/!t ǊŀǘƛƴƎ ŀƴŘ 
began to supervise the use of his time and Eubie had only to perform if and 
when he pleases. Marion took charge of his career but when artistic matters 
needed to be resolved she left it up to Eubie. The perfect partner for Eubie. 
Feeling secure in his new life he decided at age 63 to enroll in New York 
University to study composition with Joseph Schillinger. In June of 1950 Eubie at 
the age of 67 graduated from the university with a degree in music. In 1955 his 
ǘƘŜǎƛǎ ά5ƛŎǘȅǎ ƻƴ {ŜǾŜƴǘƘ !ǾŜƴǳŜέ ǿŀǎ ǇǳōƭƛǎƘŜŘΦ Lǘ had been his thesis 
ŜǉǳƛǾŀƭŜƴǘ ŦƻǊ ŀ 5ǊΦ {ŎƘǊŀƳƳΩǎ ŎƻǳǊǎŜΣ ŀƴ ŀǇǇƭƛŎŀǘƛƻƴ ƻŦ ǘƘŜ {ŎƘƛƭƭƛƴƎŜǊ ǎȅǎǘŜƳ 
ǘƻ 9ǳōƛŜΩǎ ƻǿƴ ŎƻƳǇƻǎƛǘƛƻƴŀƭ ǎǘȅƭŜΦ 5ǳǊƛƴƎ Ƙƛǎ ǎǘǳŘƛŜǎ ŀǘ ǘƘŜ ǳƴƛǾŜǊǎƛǘȅ Ƙƛǎ 
association with Sissle was reactivated, a relationship more social then musical. 
LƳǇŜǘǳǎ ŦƻǊ ǘƘŜ ǊŜǳƴƛƻƴ ŎŀƳŜ ŀǊƻǳƴŘ мфпу ǿƘŜƴ ǘƘŜƛǊ ƻƭŘ ǎƻƴƎ άLΩƳ Wǳǎǘ ²ƛƭŘ 
!ōƻǳǘ IŀǊǊȅέ ǿŀǎ ǳǎŜŘ ŀǎ ŀ /ƘŀƳǇŀƛƎƴ ǎƻƴƎ ŦƻǊƳ ǘƘŜ ŎŀƴŘƛŘŀǘŜ ŀƴŘ ŜƭŜŎǘŜŘ 
President Harry Truman. From this reunion came what Eubie described as their 
ΨǘǳǊƪŜȅΣΩ ŀƴ ŀǘǘŜƳǇǘ ŀǘ ŀ Ǌevival of Shuffle Along. This was in 1952. The show 
failed probably because drastic, last minute changes destroyed the original 



concept, which by then was outdated and the times did not dictate a show of its 
character. It ran for only four performances. 

BuǘΣ ŀƎŀƛƴΣ 9ǳōƛŜΩǎ ǎǘŀǊ ǿŀǎ ŀƎŀƛƴ ōŜƎƛƴƴƛƴƎ ǘƻ ǎƘƛƴŜΦ wǳŘƛ .ƭŜǎƘ ǇǳōƭƛǎƘŜŘ 
ά¢ƘŜȅ !ƭƭ tƭŀȅŜŘ wŀƎǘƛƳŜΦέ ¢ƘŜ ōƻƻƪ ōǊƻǳƎƘǘ ǘƻ ŀƴ ƛƎƴƻǊŀƴǘ ǇǳōƭƛŎ ǿƘƻ 
rediscovered Joplin, Lamb, Marshall, Blake and other giants of early ragtime. 
Then Max Morath, began his ragtime series on TV. I ragtime revival was under 
way with the music of Turk Murphy and others. Eubie made an appearance in a 
great TV production that featured him and three other pianists: Hoagy 
Carmichael, Dick Wellstood and Ralph Sutton. He was rarely seen in live 
ǇŜǊŦƻǊƳŀƴŎŜǎ ōǳǘ ŘƛŘ ƳŀƪŜ ǎƻƳŜ ǊŜŎƻǊŘƛƴƎǎ ƻƴ WŀƴΦ тΣ мфрмΦ ±ƛŎǘƻǊΩǎ {Ƙƻǿ¢ƛƳŜ 
series featured the vocalists and Eubie in the 1952 revival of Shuffle Along. 20th 
Century Records in 1958-рф ƳŀŘŜ ǘǿƻ [tǎ ά¢ƘŜ ²ƛȊŀǊŘ ƻŦ wŀƎǘƛƳŜ tƛŀƴƻΣέ ŀƴŘ 
ά¢ƘŜ aŀǊŎƘŜǎ L tƭŀȅŜŘ ƻƴ ǘƘŜ hƭŘ wŀƎǘƛƳŜ tƛŀƴƻΣέ ǘƘŀǘ ŦŜŀǘǳǊŜŘ 9ǳōƛŜΦ Lƴ мфрр 
Eubie performed at the summer musical get-together at Music Inn in 
Tanlgewood, impressing New Orleans trumpeter Johnny Wiggs and Doctor 
Edmund Souchon. 

He was discovered by the academic world and did an oral interview at 
Rutgers University. And there were honors pilling up: in 1965 ASCAP honored 
Eubie and Noble Sissle at Town Hall in New York; also in 1965 the pair were 
honored at the 36 annual Chicagoland Music Festival. The Sculptress Estelle V. 
Wright unveiled a bust of Eubie for the Museum of the City of New York. 

But much more was in store for Eubie in his lifetime. In 1967 Marion and 
9ǳōƛŜ ǿŜǊŜ ƛƴǾƛǘŜŘ ǘƻ ǘƘŜ wŀƎŦŜǎǘ ƛƴ {ǘΦ [ƻǳƛǎΦ 9ǳōƛŜΩǎ ǊŀǇǇƻǊǘ ŀƴŘ ƭƻǾŜ ƻŦ Ƙƛǎ 
audience would be fulfilled beyond what even he could have anticipated. Eubie 
ǿŀǎ ǘƻ ƎƛǾŜ Ƙƛǎ ŦƛǊǎǘ ΨǊŜŀƭΩ ŎƻƴŎŜǊǘ ƛƴ ǘƘŜ ¢ƘŜŀǘŜǊ ƻŦ ǘƘŜ Goldenrod. After an 
introduction Eubie sat down at the piano in the pit of the theater ς there was 
not one of stage. Here is how the evening proceeded. He first spoke to the 
audience: 

ά[ŀŘƛŜǎ ŀƴŘ ƎŜƴǘƭŜƳŀƴΦ LΩǾŜ ōŜŜƴ ǇƭŀȅƛƴƎ ǘƘŜ Ǉƛŀƴƻ ŦƻǊ тл ȅŜŀǊǎΦέ 
ό!ǇǇƭŀǳǎŜύ ά.ǳǘ ǘƘƛǎ ƛǎ ŀ ŦƛǊǎǘΦ ¢Ƙƛǎ ƛǎ ǘƘŜ ŦƛǊǎǘ ǘƛƳŜ L ŜǾŜǊ ǇƭŀȅŜŘ ǿƛǘƘ Ƴȅ ōŀŎƪ ǘƻ 
ǘƘŜ ŀǳŘƛŜƴŎŜΦέ όaƻǊŜ ŀǇǇƭŀǳǎŜύ ά²ƛǘƘ ȅƻǳǊ ǇŜǊƳƛǎǎƛƻƴΣ ŀŦǘŜǊ ŜŀŎƘ ƴǳƳōŜǊ LΩƭƭ 
ǘǳǊƴ ŀǊƻǳƴŘ ŀƴŘ ǿŜΩƭƭ ǘŀƭƪ ŀǿƘƛƭŜΦέ ό¢ƘŜ ŀǳŘƛŜƴŎŜ ƛǎ ƴƻǘ ǎǘŀƴŘƛƴƎ ŀƴŘ ŎƘŜŜǊƛƴƎύ 
Then Eubie played. 

!ŦǘŜǊ ƛǘ ǿŀǎ ƻǾŜǊ ǘƘŜ ŀǳŘƛŜƴŎŜ ǿŀǎ ƛƴ ŀ ŘŜƭƛǊƛƻǳǎ ǎǘŀǘŜ ŀƴŘ ŀƭƳƻǎǘ ŎƻǳƭŘƴΩǘ 
be contained. The audience response was more exciting than anyone could have 
predicted. No one expected anything like what Eubie presented that day. All 
they had wanted was to have Eubie in person to perhaps get an idea of how he 



ǎƻǳƴŘŜŘ рл ȅŜŀǊǎ ōŜŦƻǊŜΦ ¢ƘŜȅ ŎƻǳƭŘƴΩǘ ƘŀǾŜ ƛƳŀƎƛƴŜŘ ŀƴȅōƻŘȅ ƎƛǾƛƴƎ ǘƘŜ 
performance Eubie gave. 

Hoǿ ŘƛŘ 9ǳōƛŜ ŦŜŜƭ ŀŦǘŜǊ Ƙƛǎ ǇŜǊŦƻǊƳŀƴŎŜΚ άL ǿŀǎ Ƨǳǎǘ ŘƻƛƴΩ ǿƘŀǘ L ŀƭǿŀȅǎ 
ƘŀǾŜ ŘƻƴŜΦ ¢ƻƴƛƎƘǘ ŜǾŜǊȅōƻŘȅ ǿŀǎ ǿŀǘŎƘƛƴƎΦέ 

In 1969 John Hammond issued on Columbia Records a double LP album. 
Eubie Blake was again a big celebrity. Bags of fan mail appeared, leading jazz 
magazines (Mississippi Rag, Rag Times, the Ragtimer, and the Times and 
Newsweek had stories on Eubie. With all the notoriety Eubie, still willing and 
wanting to continue work in his field, he formed a partnership with his friend 
Carl Selzer to open a record company. He and Marion attended the premiere of 
WƻǇƭƛƴΩǎ ƻǇŜǊŀ ά¢ǊŜŜƳƻƴƛǎƘŀέ ŜŀǊƭȅ ƛƴ мфтнΦ 

During 1972 Eubie made at least 40 public appearances. In July of 72 he 
appeared at the Newport-New York jazz Festival. On November 4th and 5th he 
played the Berlin Jazz Festival and back to New York on Dec. 3rd for a concert at 
Alice Tully Hall, and an appearance at the Philharmonic on Dec. 27th closed out a 
busy year. 

But with the next year and Eubie a year older meant a quickening of the 
previous year's pace. On Jan 27, 1973 he made an appearance on the Tonight 
Show with Johnny Carson, and also on Black Omnibus and the Ralph Story show. 
Appearances at the Goodman Theater in Chicago and an appearance on 
Bookbeat followed. 

Now they had to get back to New York ŦƻǊ 9ǳōƛŜΩǎ флth birthday 
celebration. The president of the United States sent Eubie birthday greetings. 
DƻƛƴƎ ǘƻ .ŀƭǘƛƳƻǊŜ ƻƴ CŜōΦмпΣ ǘƘŜ Ŏƛǘȅ ƻŦŦƛŎƛŀƭƭȅ ŘŜŎƭŀǊŜŘ ά{ŀƭǳǘŜ 9ǳōƛŜ .ƭŀƪŜ 
5ŀȅΦέ .ǳǘ 9ǳōƛŜ ǿŀǎ ƴƻǘ ŦƛƴƛǎƘŜŘΦ hƴ CŜōΦ мс ƘŜ ŀǇǇŜŀǊŜŘ ŀǘ bŜǿ ¸ƻǊƪΩǎ 
LaGuardia College and on the 28th he gave a solo piano concert at Town Hall. 
The list goes on and on. On March 8-the Mike Douglas TV Show; New York Univ. 
on the 26th; and on the 26 the Bill Rose show in L.A. While in L.A. he made 
another appearance on the Carson TV Show. On April 1st ς the Leonard Feather 
Show; April 2nd- - a concert at the Wilshire-Ebell Theater in L.A. 

.ŀŎƪ ƛƴ bŜǿ ¸ƻǊƪΣ ŀƴ ƛƴǘŜǊǾƛŜǿ ōȅ 9ōƻƴȅ ŀƴŘ ²ƻƳŜƴΩǎ ²ŜŀǊ 5ŀƛƭȅ ό!ǇǊƛƭ 
18,19); the 24th, another TV show with John Bartholomew Tucker. More honors 
ŦǊƻƳ ǘƘŜ .Ǌƻƻƪƭȅƴ .ǳǎƛƴŜǎǎ ŀƴŘ tǊƻŦŜǎǎƛƻƴŀƭ ²ƻƳŜƴΩǎ /ƭǳō ƻƴ aŀȅ сth. Then 
another appearance on the Carson Show, which had came to New York on May 
11th. It was a hectic schedule for a man twice as young as Eubie, but, after 90 
years on the ground, Eubie at last took to the air. On May 19, 1973, at the age of 



90, Eubie made his initial flight ς to Buffalo, New York to make some piano rolls. 
After this first flight it would lead to many others. 

Perhaps the highlight of Eubie career as a Black American musician was 
his appearance with Dr. Fiedler and the Boston Pops Orchestra. Up on the 
podium Fiedler fronted an orchestra of 105 of the finest musicians in the land. 
¢ƘŜ Řƻǿƴ ōŜŀǘ ŎŀƳŜ Řƻǿƴ ŀƴŘ ǘƘƛǎ ΨƘǳƎŜΩ ƻǊŎƘŜǎǘǊŀ ōŜƎŀƴ ǘƻ Ǉƭŀȅ 9ǳōƛŜΩǎ 
music with Eubie at the piano ς ƭƛǘǘƭŜ ΨƳƻǳǎŜΩ ŀ ƭƛǘǘƭŜ ŎƻƭƻǊŜŘ ƪƛŘ ǿƘƻ ƘŀŘ 
started his piano playing career in the hookshops of East Street in Baltimore, 
a5Φ ¢ƘŜ ƻǊŎƘŜǎǘǊŀ ōŜƎŀƴ ǘƻ Ǉƭŀȅ άaŜƳƻǊƛŜǎ ƻŦ ¸ƻǳέ ŀƴŘ 9ǳōƛŜ ǿŀǎ ƎŜǘǘƛƴƎ 
ǊŜŀŘȅ ǘƻ Ǉƭŀȅ Ƙƛǎ ǎƻƭƻ ōǳǘ ƘŜ ŎƻǳƭŘƴΩǘ ǎŜŜ Ƙƛǎ fingers because of the tears in his 
eyes. But, right on cue, the spotlight came on and he began to play Memories. 
Then he played some ragtime. The audience was consumed in appreciation and 
almost uncontrollable. He felt like the atmosphere, the great orchestra behind 
him lifted he and his piano into the sky. Then it was over. Eubie sat with tears of 
joy rolling down his cheeks. He life had had many ups and down, many 
crescendos. But this one, he felt was the ultimate accolade. He could not see the 
audience through the bright lights and the tears but he could hear the 
thunderous applause and he gave them his customary over the head handclasp. 
It was then over but not before the inevitable autographs, the crowds waiting 
just to see or touch him or say a word to him. Finally they got into the car. Eubie 
ǘǳǊƴŜŘ ƴƻƴŎƘŀƭŀƴǘƭȅ ǘƻ aŀǊƛƻƴ ŀƴŘ ǎŀƛŘΣ ά²ƘŜǊŜ Řƻ ǿŜ Ǝƻ ŦǊƻƳ ƘŜǊŜΚέ ¢Ƙŀǘ 
was Eubie. But, of course there was more, much more. 

On June 5, 1973 he received an honorary Doctorate from Brooklyn 
College; On June 10th, another ceremony, Tompkins Theater in New York was 
renamed the Eubie Blake Theater. And on the 28th, an award they Eubie wished 
he could have shared with his mother ς he was honored by the Abyssinian 
Baptist Church. 

One might get tired writing or reading about his numerous appearances ς 
they go on and on: Would you believe Carnegie Hall on July 7th? Many more jazz 
fests in the U.S. and in Europe; more TV with Jack Parr and the Jerry Lewis 
Telethon; More appearances with October (the concert season) finding Eubie 
ǇƭŀȅƛƴƎ ŜǾŜƴ ƳƻǊŜ ŦŜǎǘƛǾŀƭǎ ŀƴŘ ƳŀƪƛƴƎ ŀǇǇŜŀǊŀƴŎŜǎΦ Iƛǎ ǎŎƘŜŘǳƭŜ Ƨǳǎǘ ŘƻŜǎƴΩǘ 
let up. A final appearance with Noble Sissel who mind seemed to be going which 
9ǳōƛŜ ŎƻǳƭŘƴΩǘ ǎǘŀƴŘΦ {ƛǎǎƭŜ ŘƛŜŘ ƛƴ ¢ŀƳǇΦ CƭƻǊƛŘŀ ƻƴ 5ŜŎΦ мтΣ мфтрΦ ¢ƘŜƴ ƳƻǊŜ 
appearances for TV, concerts and an appearance again at Carnegie Hall with Ben 
Goodman. Another honorary Degree from Rutgers and one from the New 
England Conservatory, and another from Dartmouth University.  



He attended a gathering of ragtime stars and scholars in Sedalia, Missouri, 
the home of Scott Joplin. In the audience were scholars who could relate to him 
the events of his career. They could name the catalog numbers on his 
recordings, and the hundreds of composition he had written. These facts 
astonished Eubie, a modest man. He had no idea that scholars were focused so 
intensely on his work.  

In 1974 Eubie continued to play at jazz festivals and events in the states 
and overseas. His 1975 birthday was spent giving a concert at Harvard 
University. On the 16th of Feb. he was back in Baltimore attending the first 
running of the Eubie Blake Purse at Pimlico. There was a brief stay in the 
hospital from Oct. 19th through Nov. 2 and he took the rest of the year off. But, 
by mid-January 1976, he celebrated his 93rd birthday at the Waldorf-Astoria 
Hotel. An appearance at the New Orleans Jazz and Heritage Festival offered an 
ƻǇǇƻǊǘǳƴƛǘȅ ǘƻ ǎŜŜ ŀ ƭƻǘ ƻŦ ƻƭŘ ŦǊƛŜƴŘǎΣ ǇƭŀȅƛƴƎ ά/ƘŜǾȅ /ƘŀǎŜΣέ ŀƴŘ άtƻƻǊ YŀǘƛŜ 
wŜŘŘΦέ ²ƛǘƘ ǘƘŜ bŜǿ hǊƭŜŀƴǎ wŀƎǘƛƳŜ hǊŎƘŜǎǘǊŀ ƻŦ .ƛƭƭ wǳǎǎŜƭƭΣ ǘƘŜ ƴƻǘŜŘ jazz 
historian. Back in L.A. he help salute Irving Berlin on April 27th, and on July 22 
played the part of Will Williams the proprietor of the Maple Leaf Club in the 
ƳƻǾƛŜ ƻŦ {Ŏƻǘǘ WƻǇƭƛƴΩǎ ƭƛŦŜΦ 

 While in New Orleans he was taken on a tour of the surrounding area, 
ending up at Tezcuco Plantation. Eubie stopped and asked if he could have his 
picture taken with the plantation house in the background. It was if he was 
ǘƘƛƴƪƛƴƎ ά¢Ƙƛǎ ƛǎ ǿƘŜǊŜ Ƴȅ ŦŀƳƛƭȅ ōŜƎŀƴΦ L ƘŀǾŜ ƪƴƻǿƴ ǊƻȅŀƭǘȅΣ ǘǊŀǾŜƭǎ ƻǾŜǊ ǘƘŜ 
world, but tƘƛǎ ƛǎ ǿƘŜǊŜ L ŎƻƳŜ ŦǊƻƳΦέ IŜ Ƴǳǎǘ ƘŀǾŜ ǊŜƳŜƳōŜǊŜŘ Ƙƛǎ ŦŀǘƘŜǊΩǎ 
words that made sure he would never forget where he started ς ŀƴŘ ƘŜ ƘŀŘƴΩǘΦ 

His article in the Mississippi Rag Magazine Eubie gave his thoughts on the 
playing of ragtime: 

ά¢ƘŜ Ƴƻǎǘ ƛƳǇƻǊǘŀƴǘ element of Ragtime is the bass. Since the left hand 
provides the rhythmic pulse of the rag as well as the notes against which the 
melody is syncopated, it has to be strong, even and clear. A second extremely 
important element is proper use of the sustaininƎ ǇŜŘŀƭ ǎƻ ǘƘŀǘ ƛǘ ŘƻŜǎƴΩǘ ǎƻǳƴŘ 
too long or at the wrong times, causing the notes to sound muddy. The pedal is 
essential for achieving desired tones and coloring, but must never be used 
indiscriminately. One common fault is beating time with the pedal. 

To learn a rag you must master and memorize four bars at a time. After 
the entire rag is learned, it can be played however one chooses. There is no 
reason to play the rag exactly as written and the player should insert his own 
ideas and personality. The more classic rags should not be rushed, but rags 



containing many single notes and runs, benefit from slightly increased 
ǘŜƳǇƻǎΧΦΦ¢ƘŜ ƳƻŘŜǊƴ Ǉƛŀƴƻ ǇƭŀȅŜǊǎ ŀƭƭ ǎƻǳƴŘ ŀƭƛƪŜ ōŜŎŀǳǎŜ ǘƘŜȅ ŘƻƴΩǘ ƪƴƻǿ 
how to use the left hand. (Eubie had a large span in his left hand making it 
ŜŀǎƛŜǊ ŦƻǊ ƘƛƳ ǘƻ ǊŜŀŎƘ ƴƻǘŜǎ ƻǘƘŜǊǎ ŎŀƴΩǘΦ tƭŀȅƛƴƎ млth with his left hand is 
central to his music and is easily done for Eubie. And you must use your left 
hand for rhythm. His performance is masterful and artistic, personal in its 
interpretation and the variety and quality of his compositions is astounding. 

His compositions introduced new and modern concepts using melodic 
contours and intervals that they were incorporated and influenced in the 
normal musical idiom. The great Blake rags ς ά/ƘŀǊƭŜǎǘƻƴ wŀƎΣέ ά/ƘŜǾȅ /ƘŀǎŜΣέ 
ά.ǊƛǘǘǿƻƻŘ wŀƎΣέ ά¢ǊƻǳōƭŜǎƻƳŜ LǾƻǊƛŜǎΣέ άŀƴŘ ¢ǊƛŎƪȅ CƛƴƎŜǊǎ ŀǊŜ ŦƻǳƴŘ ƛƴ ǘƘŜ 
repertoire of most of the pianist that are capable and skillful technique wise to 
perform. Many of his compositions were too difficult for the parlor pianists to 
ǇƭŀȅΦ {ŎƘŀŦŜǊ ǊŜƳŀǊƪǎ ǘƘŀǘΥ ά.ƭŀƪŜΩǎ ǊŀƎǘƛƳŜ ƛǎ ŘŜƴǎŜΣ ƛƴǘǊƛŎŀǘŜ ƳǳǎƛŎΣ ŀǘ ƻƴŎŜ 
highly melodic, ingeniously ornamented, in a kind of neobaroque fashion and 
ŎƻƳǇŜƭƭƛƴƎƭȅ ǊƘȅǘƘƳƛŎΦέ 

hǘƘŜǊ .ƭŀƪŜ ŎƻƳǇƻǎƛǘƛƻƴǎ ǘƘŀǘ ŀǊŜ ǎƻ ŎƻƳǇŜƭƭƛƴƎ ƛƴŎƭǳŘŜΥ ά5ƛŎǘȅǎ ƻn 
{ŜǾŜƴǘƘ !ǾŜƴǳŜέ Ƙƛǎ ΨƎǊŀŘǳŀǘƛƻƴ ǇƛŜŎŜΣΩ Ƙƛǎ άέ/ŀǇǊƛŎƛƻǳǎ IŀǊƭŜƳέ ŀ 
Gershwinesque piece, and two exotic etudes ς άwŀƛƴ 5ǊƻǇǎέ ŀƴŘ ά.ǳǘǘŜǊŦƭȅΣέ 
written ins genre of Debussy (with a hint of Richard Strauss). Rain Drops has 
ōŜŜƴ ŘŜǎŎǊƛōŜŘ ŀǎ άōǳƛƭǘ ƻƴ ŀ ǎƛƴƎle note set ingeniously, like a diamond, in a 
ǊƛƴƎ ƻŦ ŎƻƳǇƭŜȄ ŎƘƻǊŘǎΦ Lǘ ƛǎ ǎƭƻǿ ƛƴ ǘŜƳǇƻΣ ŀ ΨƳƻƻŘΩ ǇƛŜŎŜ ŀƴŘ ƎƻŜǎ ŦŀǊ ƛƴ 
ŜǎǘŀōƭƛǎƘƛƴƎ 9ǳōƛŜΩǎ ŎǊŜŘŜƴǘƛŀƭǎ ƛƴ ǘƘŜ Ǌŀƴƪǎ ƻŦ ƳƻǊŜ ŎƭŀǎǎƛŎŀƭ ƛŘƛƻƳǎΦ ά.ǳǘǘŜǊŦƭȅέ 
has a more programmatic character. And is said to capture flutters and silences 
ƛƴ ŀ ƎƻǎǎŀƳŜǊ ƻŦ ǘŀǎǘŜ ŀƴŘ ǎŜƴǎƛǘƛǾƛǘȅΦ Lǎ ƛǘ ǇƻǎǎƛōƭŜ ǘƘŜ ǎŀƳŜ Ƴŀƴ ǿǊƻǘŜ άLŦ 
¸ƻǳΩǾŜ bŜǾŜǊ .ŜŜƴ ±ŀƳǇŜŘ ōȅ ŀ .ǊƻǿƴǎƪƛƴΣέ ƻǊ άaȅ IŀƴŘȅ aŀƴ !ƛƴǘΩ IŀƴŘȅ 
bƻ aƻǊŜΦέ 

Eubie also wrote some waltzes, especially the one dedicated to his wife 
9Ƴƛƭȅ ŜƴǘƛǘƭŜŘ ά±ŀƭǎŜ aŀǊƛƻƴΦέ !ƴƻǘƘŜǊ ǿŀǎ ƴŀƳŜŘ ά±ŀƭǎŜ 9ǊŘŀέ ƴŀƳŜŘ ŦƻǊ ǘƘŜ 
wife of a couple he met while traveling on a train, written in return for the 
couple inviting him to dinner in the dining car of the train. 

Eubie has always drank in moderation and used to smoke a couple of 
ǇŀŎƪǎ ŀ Řŀȅ ŀƴŘ ǎŀȅǎ ƘŜΩǎ ōŜŜƴ ŘƻƛƴƎ ǘƘŀǘ ǎƛƴŎŜ ƘŜ ǿŀǎ ǎƛȄ ȅŜŀǊǎ ƻƭŘΦ aŀǊƛƻƴ 
sees to it that a portion of protein finds its way into his diet. He loves fried 
ƻȅǎǘŜǊǎ ŀƴŘ ǎŀȅǎ ŜǾŜǊȅōƻŘȅ ŦǊƻƳ .ŀƭǘƛƳƻǊŜ ƭƻǾŜǎ ƻȅǎǘŜǊǎΦ IŜ ŘƻŜǎƴΩt have much 
of an appetite until the desert comes. He has, throughout his life, had a sweet 
tooth. 



hƴ {ŜǇǘΦ ноΣ мфту ά9ǳōƛŜΗέ ǘƘŜ .ǊƻŀŘǿŀȅ ǎƘƻǿΣ ƻǇŜƴŜŘ ŀǘ ǘƘŜ ¢ƘŜŀǘŜǊ-
Off-tŀǊƪΦ ! ōŀƴŘ ƻŦ ƴƛƴŜ ŀƴŘ ŀ ŎƻƳǇŀƴȅ мн ǇŜǊŦƻǊƳŜŘ .ƭŀƪŜΩǎ ƳǳǎƛŎΣ 
showcasing 23 of his tunes.  

 

Blake Sissle & James Reese Europe 
 

Noble Sissle was born on July 10, 18889, in Indianapolis, Indiana. In 

high school Noble was a leader of the glee club and elected class vocalist. 

Noble chose a career in music rather than the ministry. After various 

successful experiences in the entertainment field Sissle met Blake and formed 

a most successful partnership. Sissle upon being introduced to Europe by a 

letter written by socialite Mary Brown Warburton was hired by Europe for 

one of his society orchestra. Sissle also secured a job for his partner Blake. In 

the book ñA Life in Ragtimeò by Reid Badger we read of this association with 

Europe and some background material on Blakeôs experience with Europe 

and more information on Blake from a another source of reference: 

 
ά9ǳōƛŜ .ƭŀƪŜ ƎǊŜǿ ǳǇ ƛƴ ŀ Ǿŀǎǘƭȅ ŘƛŦŦŜǊŜƴǘ ǿƻǊƭŘ ŦǊƻƳ ǘƘŀǘ ƻŦ Ƙƛǎ ƴŜǿ 

partner. Both his father, John Sumner Blake, a stevedore and Civil War veteran, 
and his mother, Emily Johnston Blake, a laundress and devout Baptist, were 
former slaves. Out of 11 children born to the couple, only Eubie lived past 
infancy. The Blake neighborhood in East Baltimore into which he was born was 
a rough one where a youngster had to learn to use his wits and his fists, often 
against whites, to survive. His interest in music surfaced early, and he was 
ŀƭƭƻǿŜŘ ǘƻ ǇƭŀȅŜŘ άƎƻŘƭȅ ƳǳǎƛŎέ ƻƴ ǘƘŜ ŦŀƳƛƭȅ ƻǊƎŀƴ ŀƴŘ ǘƻ ǘŀƪŜ piano lessons 
ŦǊƻƳ ǘƘŜ ƻǊƎŀƴƛǎǘ ŀǘ Ƙƛǎ ƳƻǘƘŜǊΩǎ ŎƘǳǊŎƘΦ IŜ ŀƭǎƻ ƭƛǎǘŜƴŜŘ ǘƻ ǘƘŜ ǎȅƴŎƻǇŀǘŜŘ 
music of the period, the ragtime, coming from the bars and pool halls and 
ōŀǿŘȅ ƘƻǳǎŜǎ όƘŜ ǘƘƻǳƎƘǘ ǘƘŜ ǎǇŜƭƭƛƴƎ ǿŀǎ ϦōƻŘȅ ƘƻǳǎŜϦ έǘ ǘƘŜ ǘƛƳŜύΣ ŀƴŘ ƘŜ 
saw how much respect and admiration (especially from younger women) was 
accorded that first colorful generation of rag-pianists. By the time he was 15, he 
ƘŀŘ ƘŜŀǊŘ WŜǎǎŜ tƛŎƪŜǘǘ Ǉƭŀȅ Ƙƛǎ ά5ǊŜŀƳ wŀƎΣέ ǿƛǘƘ ƛǘǎ ǎŜȄȅ ǘŀƴƎƻ ōŀǎǎΤ ƘŜ ƘŀŘ 
been expelled from school for fighting over a girl; and his mother had resigned 
ƘŜǊǎŜƭŦ ǘƻ ƘŜǊ ǎƻƴΩǎ ƭƻǎǘ ǎƻǳƭΦ IŜ ŀƭǎƻ ŦƻǳƴŘ Ƙƛǎ ŦƛǊǎǘ ǊŜƎǳƭŀǊ Ƨƻō ŀǎ Ǉƛŀƴƛǎǘ ŀǎ 
!ƎƴŜǎ {ƘŜƭŘƻƴΩǎ ϷрΦлл ǎǇƻǊǘƛƴƎ ƘƻǳǎŜΦ 

.ƭŀƪŜ ǊŜƳŀƛƴŜŘ ŀǘ {ƘŜƭŘƻƴΩǎ ǳƴǘƛƭ мфлм ǿƘŜƴ ƘŜ ǿŜƴǘ ƻƴ ǘƘŜ ǊƻŀŘ ǿƛǘƘ ŀ 
minor touring group and later played various temporary jobs in New York and 
Baltimore. In 1907,  he was hired by the Goldfield Hotel in Baltimore (a high-



style establishment built by lightweight boxing champion, Joe Gans ς whom 
Eubie had known in school). For the next 8 years he alternated winter season at 
the Goldfield and summers in Atlantic City, playing such colorful resorts as the 
Boathouse and the Bucket of blood. During these years, the dapper 
ϦtǊƻŦŜǎǎƻǊϦέ.ƭŀƪŜ ƳŜǘ ŀƴŘ ŎƻƳǇŜǘŜŘ ǿƛǘƘ ǎƻƳŜ ƻŦ ǘƘŜ ōŜǎǘ-known pianists in 
the East, including One-[ŜƎ ²ƛƭƭƛŜ WƻǎŜǇƘΣ [ǳŎƪȅ wƻōŜǊǘǎΣ ²ƛƭƭƛŜ ϦάThe Lion" 
Smith, and a spindly youngster named James P. Johnson. 

In addition to developing his technical abilities as a pianist and 
accompanist, Blake also continued to grow as a composer and writer. He later 
credited Franz Lehar and the English composer Leslie Stuart, whose light opera 
Florodora remained his favorite, for opening his ears to an expanded harmonic 
and melodic vocabulary. Another influence was Avis Lee, an accomplished 
classical Ǉƛŀƴƛǎǘ ŀƴŘ άƻƴŜ ƻŦ ǘƘŜ ǘŜƴ Ƴƻǎǘ ōŜŀǳǘƛŦǳƭ ƎƛǊƭǎ ƛƴ .ŀƭǘƛƳƻǊŜΦέ ²ƘƻƳ 
.ƭŀƪŜ ƳŀǊǊƛŜŘ ƛƴ мфмлΦ .ƭŀƪŜ ƘŀŘ ǿǊƛǘǘŜƴ Ƙƛǎ ŦƛǊǎǘ ƛƳǇƻǊǘŀƴǘ ǇƛŜŎŜΣ ά/ƘŀǊƭŜǎǘƻƴ 
wŀƎΣέ ƛƴ муффΣ ǘƘŜ ǎŀƳŜ ȅŜŀǊ ŀǎ {Ŏƻǘǘ WƻǇƭƛƴΩǎ ǎŜƴǎŀǘƛƻƴŀƭ άaŀǇƭŜ [ŜŀŦ wŀƎΦέ .ȅ 
1914 his first published rags ς ά/ƘŜǾȅ /ƘŀǎŜέ ŀƴŘ άCƛȊȊ ²ŀǘŜǊέ ς had appeared 
thanks to an introduction provided by Luckey Roberts to publisher Joseph Stern. 
Lƴ ǘƘŜ ǎǇǊƛƴƎ ƻŦ мфмрΣ ǿƘŜƴ {ƛǎǎƭŜ ƧƻƛƴŜŘ WƻŜ tƻǊǘŜǊΩǎ {ŜǊŜƴŀŘŜǊǎΣ .ƭŀƪŜ ǿŀǎ 
looking for a lyricist to collaborate in writing ǇƻǇǳƭŀǊ ǎƻƴƎǎΦ ά{ƛǎǎƭŜΣέ .ƭŀƪŜ 
ǊŜŎŀƭƭŜŘΣ άǿŀǎ ŀ ǊŜŀƭ ǎǉǳŀǊŜΦ ! ƎƻƻŘȅ-ƎƻƻŘȅΦ IŜ ƴŜǾŜǊ ǿŀƴǘŜŘ ǘƻ Řƻ ƴƻǘƘƛƴΩΣ 
άōǳǘ ƘŜ ǇƻǎǎŜǎǎŜŘ ŀ ŎƭŜŀǊ ǘŜƴƻǊ ǾƻƛŎŜΣ ƎƻƻŘ ŘƛŎǘƛƻƴΣ ŀƴŘ ŀ ŎƻƳƳŀƴŘ ƻŦ ǘƘŜ 
ƭŀƴƎǳŀƎŜΦέ Lǘ ǿŀǎ ŜƴƻǳƎƘΤ ǘƘŜ ǳƴƭƛƪŜƭȅ ǇŀƛǊ ŦƻǊƳŜŘ ŀ ƳǳǎƛŎŀƭ ǇŀǊǘƴŜǊǎƘƛǇ ǘhat 
lasted almost half a century. 

As a songwriting team, Sissle and Blake started quickly. Their first effort, 
ǿǊƛǘǘŜƴ ƻƴƭȅ ŀ ŦŜǿ Řŀȅǎ ŀŦǘŜǊ ǘƘŜ ƳŜǘΣ ǿŀǎ ŎŀƭƭŜŘ άLǘΩǎ !ƭƭ ¸ƻǳǊ CŀǳƭǘΦέ ¢ƘŜ 
legendary Sophie Tucker was then appearing at the Maryland Theatre in 
Baltimore, where Sissle and Blake wrangled an audition and performed it for 
her. Tucker liked the song and incorporated into her act, and Sissle and Blake 
were on their way. After the Serenaders disbanded at the end of the summer, 
Sissle signed with Bob ̧ ƻǳƴƎΩǎ ǎŜȄǘŜǘ ŀǘ ǘƘŜ IƻǘŜƭ YŜǊƴŀƴ ƛƴ .ŀƭǘƛƳƻǊŜΦ Lƴ 
December he left with the group for Florida, where they were hired by the Royal 
Poinciana in Palm Beach. Just prior to this, Blake and Sissle had a second song, 
άIŀǾŜ ŀ DƻƻŘ ¢ƛƳŜΣ 9ǾŜǊȅōƻŘȅΣέ ǇƛŎƪŜŘ ǳǇ ōȅ Sophie Tucker, and their rising 
reputation led to the appearance at the Howard Theatre in Washington, D. C., in 
the first week of October. 

tƭŀȅƛƴƎ ǿƛǘƘ ¸ƻǳƴƎΩǎ ƎǊƻǳǇ ƛƴ tŀƭƳ .ŜŀŎƘ ŘǳǊƛƴƎ ǘƘŜ ǿƛƴǘŜǊ ƻŦ мфмр-1916, 
Sissle got his first opportunity to perform ōŜŦƻǊŜ !ƳŜǊƛŎŀΩǎ ƘƛƎƘ ǎƻŎƛŜǘȅ ς the 



Astors, Warburtons, Harrimans, and Wanamakers ς who regularly spent part of 
the winter season in the South. The Young orchestra was also featured with 
singer Nora Bayes in a benefit that the popular songstress had organized for the 
Red Cross. In early 1916, E. f. Albee, head of the Keith vaudeville circuit (who 
had seen the show), brought Bayes and the Young sextet, with vocalist Noble 
{ƛǎǎƭŜΣ ǘƻ bŜǿ ¸ƻǊƪ /ƛǘȅ ǘƻ ŀǇǇŜŀǊ ƛƴ ŀ άtŀƭƳ .ŜŀŎƘ ²ŜŜƪέ ŀǘ Ƙƛǎ tŀƭŀŎŜ ¢ƘŜŀǘǊŜΦ 
At thŜ ŜƴŘ ƻŦ ǘƘŜ ǿŜŜƪΩǎ ǎƘƻǿ ŀǘ ǘƘŜ tŀƭŀŎŜΣ {ƛǎǎƭŜ ōǊƻǳƎƘǘ ŀ ƭŜǘǘŜǊ ƻŦ 
introduction he had been given by socialite Mary brown Warburton to James 
Reese Europe, and Europe, knowing that the Warburtons and his long-time 
patrons, the Wanamakers, were close friends, immediately offered Sissle a job 
with one of the society orchestras. Sissle also persuaded Europe to find a 
position for his partner, and Eubie Blake came north to join the Europe 
organization. 

As performers, both Sissle and Blake fit the Europe model of the black 
professional entertainer perfectly. Sissle, as described by the Freeman in March 
мфмсΣ ŀƭǿŀȅǎ άŀǇǇŜŀǊǎ ƛƴ ΨǎǘǊŀƛƎƘǘΩ ŘǊŜǎǎ ς never resorts to slap-ǎǘƛŎƪ ǎǘǳŦŦΣέ ŀƴŘ 
Ƙƛǎ ŀǇǇŜŀƭ άƛǎ ǘƻ ǘƘŜ ƘƛƎƘŜǊ ǎŜƴǎŜǎέ ǿƘƛƭŜ ŀŘŘƛƴƎ άŀ ōƛǘ ƻŦ ŎƻƳŜŘȅ ǊŜƭƛǎƘ ǘƻ Ƙƛǎ 
ƴǳƳōŜǊǎΦέ .ƭŀƪŜΩǎ ŀōƛƭƛǘȅ ŀǎ ŀ Ǉƛŀƴƛǎǘ ŀƴŘ ŎƻƳǇƻǎŜǊΣ ǘƘŜ ǇŀǇŜǊ ŀŘŘŜŘΣ Ƙŀǎ 
ŀƭǊŜŀŘȅ άǎŜǘ ŀ ƴŜǿ ǇŀŎŜ ƛƴ ƛƴǎǘǊǳƳŜƴǘŀƭ ǇǊƻŘǳŎǘƛƻƴǎΣέ ŀƴŘ ǘƻƎŜǘƘŜǊ ǘƘŜ ǇŀƛǊ 
ǇǊƻǾƛŘŜǎ άŀƴ ƛƴŎŜƴǘƛǾŜ ǘƻ ǘƘƻǎŜ ƛƴ ŀƴŘ ƻǳǘ ƻŦ ǘƘŜ ōǳǎƛƴŜǎǎ ǘƻ ǎǘǊƛǾŜ ŦƻǊ ƴƻōƭŜǊ 
and higher ends in the arǘ ƻŦ ΨƘƻƭŘƛƴƎ ǘƘŜ ƳƛǊǊƻǊ ǳǇ ǘƻ ƴŀǘǳǊŜΩ ŦƻǊ ǘƘŜ ŜŘƛŦƛŎŀǘƛƻƴ 
of mankind. Furthermore, Sissle ς perhaps to a greater degree than his partner ς 
and Blake both had experience performing and writing for whites, and they 
both understood how to please them without demeaning their own personal or 
professional dignity. Like Europe, they were capable of appealing to both black 
ŀƴŘ ǿƘƛǘŜ ŀǳŘƛŜƴŎŜǎ ōŜŎŀǳǎŜΣ ŀǎ .ƭŀƪŜ ǎŀƛŘΣ άǿŜ ǿŜǊŜ ŜȄǇƻǎŜŘ ǘƻ ƛǘ ŀƭƭΦ Lǘ ǿŀǎ 
all part of our heritage. 

Of course, James Reese Europe had been successfully cultivating Eastern 
high society, for a number of years; therefore, it was not a difficult matter for 
Sissle and Blake to adjust to his system and to become two of his closest and 
most trusted associates. It also did not take long for them to appreciate the 
larger goals of the Europe strategy, such as his dream of establishing a 
permanent National Negro Orchestra, which he had been committed to since 
ǘƘŜ ŜŀǊƭȅ Řŀȅǎ ƻŦ ǘƘŜ /ƭŜŦ /ƭǳōΧΦΦ ά²Ŝ ǿŜǊŜ ǾŜǊȅ ƭǳŎƪȅΣ .ƛƭƭΣέ .ƭŀƪŜ ƭŀǘŜǊ ǘƻƭŘ 
William BolcomΣ έǘƘŀǘ ǿŜ ǿŜǊŜ ǿƛǘƘ ŀ ƳŀǎǘŜǊ ǘƘƛƴƪŜǊΣ WŀƳŜǎ wŜŜǎŜ 9ǳǊƻǇŜΦέ  

Blake, was eventually promoted to an assistant orchestra leader from his 
ŜŀǊƭƛŜǊ Ƨƻō ŀǎ ŀ ǎƻƭƻ ǇƛŀƴƛǎǘΦ .ƭŀƪŜ ǊŜŎŀƭƭǎ ǘƘŀǘΥ ά9ǳǊƻǇŜΩǎ ƳǳǎƛŎƛŀƴǎ ǿŜǊŜ ǿŜƭƭ-



treated and well-paid, sometimes earning as much as $50 a date (the term gig 
for an engagement was invented by Europe, according to Blake), but they still 
ŦƻǳƴŘ ǘƘŜƳǎŜƭǾŜǎ ƘŀǾƛƴƎ ǘƻ ƳŀƪŜ ǎǳōǘƭŜ ŎƻƳǇǊƻƳƛǎŜǎ ǘƻ ǘƘŜƛǊ ŀǳŘƛŜƴŎŜΩǎ 
preconceptions. One of these, particularly galling to Blake, who with difficulty 
ƘŀŘ ǘŀǳƎƘǘ ƘƛƳǎŜƭŦΣ ǿŀǎ ǇǊŜǘŜƴŘƛƴƎ ƴƻǘ ǘƻ ōŜ ŀōƭŜ ǘƻ ǊŜŀŘ ƳǳǎƛŎΦ άbƻǿ ǘƘŜ 
ǿƘƛǘŜ ōŀƴŘǎ ŀƭƭ ƘŀŘ ǘƘŜƛǊ ƳǳǎƛŎ ǎǘŀƴŘǎΣ ǎŜŜΦέ IŜ ǘƻƭŘ !ƭ wƻǎŜΣ άōǳǘ ǘƘŜ ǇŜƻǇƭŜ 
ǿŀƴǘŜŘ ǘƻ ōŜƭƛŜǾŜ ǘƘŀǘ bŜƎǊƻŜǎ ŎƻǳƭŘƴΩǘ ƭŜŀǊƴ ǘƻ ǊŜŀŘ ƳǳǎƛŎ ōǳǘ ƘŀŘ ŀ ƴŀǘǳǊŀƭ 
talent for it. {ƻ ǿŜ ƴŜǾŜǊ ǇƭŀȅŜŘ ǿƛǘƘ ƴƻ ƳǳǎƛŎΦέ άLΩŘ ƎŜǘ ŀƭƭ ǘƘŜ ƭŀǘŜǎǘ .ǊƻŀŘǿŀȅ 
ƳǳǎƛŎ ŦǊƻƳ ǘƘŜ ǇǳōƭƛǎƘŜǊΣ ŀƴŘ ǿŜΩŘ ƭŜŀǊƴ ǘƘŜ ǘǳƴŜǎ ŀƴŘ ǊŜƘŜŀǊǎŜ ΨŜƳ ǳƴǘƛƭ ǿŜ 
ƘŀŘ ΨŜƳ ŀƭƭ Řƻǿƴ ǇŀǘΦ bŜǾŜǊ ƳŀŘŜ ƴƻ ƳƛǎǘŀƪŜǎΦέ άƭǘϥǎ the high-tone, big-time 
folks would say. LǎƴΩǘ ƛǘ ǿƻƴŘŜǊŦǳl how these untrained, primitive musicians can 
ǇƛŎƪ ǳǇ ŀƭƭ ǘƘŜ ƭŀǘŜǎǘ ǎƻƴƎǎ ƛƴǎǘŀƴǘƭȅ ǿƛǘƘƻǳǘ ōŜƛƴƎ ŀōƭŜ ǘƻ ǊŜŀŘ ƳǳǎƛŎΚέ !ƳƻƴƎ 
ǘƘƻǎŜ ΨǇǊƛƳƛǘƛǾŜ ƳǳǎƛŎƛŀƴǎΩ ǿŜǊŜ 9ƭƭƛƻǘ /ŀǊǇŜƴǘŜǊΣ ²ƛƭƭƛŀƳ DǊŀƴǘ {ǘƛƭƭΣ ŀƴŘ wǳǎǎŜƭƭ 
{ƳƛǘƘΦ ¢ƘŜ ǘǊǳǘƘ ǿŀǎ ǘƘŀǘ ǘƘŜ ά9ǳǊƻǇŜ ƎŀƴƎ ǿŜre absolute reading sharks. They 
ŎƻǳƭŘ ǊŜŀŘ ŀ ƳƻǾƛƴƎ ǎƴŀƪŜ ŀƴŘ ƛŦ ŀ Ŧƭȅ ƭƛǘ ƻƴ ǘƘŜ ǇŀǇŜǊ ƘŜ Ǝƻǘ ǇƭŀȅŜŘΣέ 9ǳōƛŜ 
maintained. The one possibly positive outcome of this, from the standpoint of 
the central importance of improvisation to jazz, is that by not having the music 
in front of them the musicians may have felt more freedom to interpret the 
ŀŎǘǳŀƭ ǎŎƻǊŜΦ άhŦ ŎƻǳǊǎŜΣέ .ƭŀƪŜ ŀŘƳƛǘǘŜŘΣ άLΩŘ ŀƭǿŀȅǎ ƭŜŀǾŜ ǊƻƻƳ ŦƻǊ ŀ ƭƛǘǘƭŜ 
ŦŀƪƛƴΣΩ ŀƴŘ ǘƘŜƳ Ǝǳȅǎ ǘƘŀǘ ŎƻǳƭŘ ŦŀƪŜΣ ǘƘŜȅ ŘƛŘ ƛǘΦ 

When they played private engagements for the Goulds, Vanderbilts, 
{ŎƘǿŀōǎΣ ŀƴŘ ²ŀƴŀƳŀƪŜǊǎΣ 9ǳǊƻǇŜΩǎ ƳǳǎƛŎƛŀƴǎ ŀƭǎƻ ŎƻƴŦǊƻƴǘŜŘ ƻǘƘŜǊ ŦƻǊƳǎ ƻŦ 
ǘƘŜ ǎŀƳŜ ǎƻǊǘ ƻŦ ǘǊŜŀǘƳŜƴǘΦ ά²Ŝ ǿŜƴǘ ƛƴǘƻ ǇŀƭŀŎŜǎΣέ .ƭŀƪŜ ǊŜƳŜƳōŜǊŜŘΣ άōǳǘ 
ƴŜǾŜǊ ōȅ ǘƘŜ ŦǊƻƴǘ ŘƻƻǊΦ ²Ŝ ŘƛŘƴΩǘ ǳǎŜ ǘƘŜ ǊŜƎǳƭŀǊ {ǘŜƛƴǿŀȅΣ ŜƛǘƘŜǊΦ Lǘ ǿŀǎ 
ƭƻŎƪŜŘ ǳǇ ŀƴŘ ŎƻǾŜǊŜŘ ǿƛǘƘ ǾŜƭǾŜǘ ŀƴŘ ŦƭƻǿŜǊǎ ǘƘŀǘ ǎŀƛŘ ΨYŜŜǇ ƻŦŦ ǘƘŜ ƎǊŀǎǎΣΩέ 
ōǳǘ ǿŜ ΨƎŀǾŜ ǘƘŜƳ ōŜǘǘŜǊ ƳǳǎƛŎ ǘƘŀƴ ŀƴȅ ƻƪŀȅ 'ork' ŎƻǳƭŘ ƘŀǾŜ ǇƭŀȅŜŘΦέ  

Blake remembers an occasion about being hungry and asked the 
²ŀƴŀƳŀƪŜǊΩǎ ōǳǘƭŜǊΣ ǿƘƻ ƘŀǇǇŜƴŜŘ ǘƻ ōŜ ōƭŀŎƪ. Europe tried to convince the 
musicians not to react to subtle insults. Blake recalls: 

ά¢ƘŜ ōǳǘƭŜǊ ǘƘƛƴƪǎ ƘŜ ŀƛƴΩǘ ƭƛƪŜ ƻǘƘŜǊ bŜƎǊƻŜǎΦ IŜ ŘƻƴΩǘ ƭƛƪŜ ƛǘ ǿƘŜƴ WƛƳ 
complains. But anyway, in a little while they tell us to sit down at a table in this 
big room, and a waiter brings in this big china thing they use for soup, and he 
ǎŜǊǾŜǎ ǳǎ ŀƭƭΦ L ŎŀƴΩǘ ǿŀƛǘ ƴƻǿΣ ǎŜŜ ς ǿŜΩǊŜ ŀƭƭ ŘȅƛƴΩ ŦǊƻƳ ƘǳƴƎŜǊΦ bƻǿ ǿŜ ƎǊŀō 
our spoons and as soon as I tasted this stuff, I had to spit it out. And I see 
everybody ŜƭǎŜ ƛǎ ŘƻƛƴΩ ǘƘŜ ǎŀƳŜ ǘƘƛƴƎΦ ¢Ƙƛǎ ǎǘǳŦŦΣ LΩƳ ǎǘƛƭƭ ǎǳǊŜΣ ƛǎ ǘƘŜ ǿŀǘŜǊ ǘƘŜȅ 
washed the dishes in ς ǎƻŀǇΣ ŜǾŜǊȅǘƘƛƴƎΦ !ƴŘ ƛǘΩǎ ōŜŎŀǳǎŜ ǘƘŜ ōǳǘƭŜǊ ƛǎ ƳŀŘΣ ǎŜŜΦ 
IŜ ŘƻƴΩǘ ƭƛƪŜ ƴƻ ŎƻƭƻǊŜŘ ǇŜƻǇƭŜ ǘƻ ŎƻƳǇƭŀƛƴΦ .ǳǘ 9ǳǊƻǇŜ ς L ǎŜŜ 9ǳǊƻǇŜ ƛǎ ŜŀǘƛƴΩ 



ǘƘŜ ǎǘǳŦŦ Ƨǳǎǘ ƭƛƪŜ ƛǘΩǎ ǎƻǳǇΣ ƘŜ ŘƻƴΩǘ Ǉŀȅ ƛǘ ƴƻ ƳƛƴŘΣ Ƨǳǎǘ ƪŜŜǇ ŜŀǘƛƴΩΗ aȅ DƻŘΣ L 
thought, that Europe will eat anything. Not everybody else is waǘŎƘƛƴΩ ƘƛƳ ǘƻƻΣ 
ǎŜŜΦ Lǘ ŀƛƴΩǘ Ƨǳǎǘ ƳŜΦ L ǊŜŀƭƛȊŜ WƛƳ 9ǳǊƻǇŜ ŘƛŘƴΩǘ ƎŜǘ ǿƘŜǊŜ ƘŜ ƛǎ ǿƛǘƘ ǘƘŜ ǿƘƛǘŜ 
Ŧƻƭƪǎ ōȅ ŎƻƳǇƭŀƛƴƛƴΩΦ !ǘ ƘƻƳŜ ƻǊ ƛƴ ǘƘŜ ǿƘƛte House, it was all the same to him. 
¸ƻǳ ŎƻǳƭŘƴΩǘ ƳŀƪŜ ƘƛƳ ƳŀŘΦέ 

Blake relates another story of his experience while with Europe: 
ά¢ƘŜǊŜ ǿŀǎ ŀŎǘǳŀƭƭȅ ƻƴŜ ǘƘƛƴƎ ǘƘŀǘ ŎƻǳƭŘ ƎŜǘ ǘƘŜ ¢ŜƳǇ ŎƭǳōΩǎ ƭŜŀŘŜǊ 

extremely upset and that was when the behavior of one of the musicians 
ǘƘǊŜŀǘŜƴŜŘ ǘƘŜ ǊŜǇǳǘŀǘƛƻƴ ƻŦ ǘƘŜ ƻǊƎŀƴƛȊŀǘƛƻƴΦέ  

Blake recalled one such incident: 
ά²ƘŜƴ ƘŜΣ {ƛǎǎƭŜΣ 9ǳǊƻǇŜΣ ŀƴŘ ŀ ōŀƴŘ ƻŦ нл ƳǳǎƛŎƛŀƴǎ ǿŜǊŜ ƘƛǊŜŘ ǘƻ Ǉƭŀȅ 

for a yacht trip from Atlantic City to Maine, Carl Cook, a performer not a part of 
the original group, stowed away, and when he was discovered Eubie convinced 
Europe to let him stay and to do a number for the guests. Later, while Cook was 
ŘƻƛƴƎ Ƙƛǎ ƛƳƛǘŀǘƛƻƴ ƻŦ .ŜǊǘ ²ƛƭƭƛŀƳǎΣ ƘŜ ǎǳŘŘŜƴƭȅ άǊŜŀŎƘŜŘ ƻǾŜǊΣ ǇǳƭƭŜŘ ŀƴ 
expensive Panama hat off one ƻŦ ǘƘŜ ƳŜƴΩǎ ƘŜŀŘǎΣ ŀƴŘ Ǉǳǘ ƛǘ ƻƴ Ƙƛǎ ƻǿƴ ƘŜŀŘΦέ 
¢ƘŜ ŎǊƻǿŘ ǿŀǎ ǎƛƭŜƴǘ ŀƴŘ ǘƘŜ ƘŀǘΩǎ ƻǿƴŜǊΣέ ŀŦǘŜǊ /ƻƻƪ ǊŜǇƭŀŎŜŘ ƛǘΣ άǿƛǘƘƻǳǘ ŀ 
word, removed his hat and threw it into the water. After an awkward moment 
everyone applauded, and the man . . . even gave Cook sƻƳŜ ƳƻƴŜȅΦέ ²ƘŜƴ 
Europe, who had been below the decks at the time, heard about it, he was 
ŦǳǊƛƻǳǎΦέ 

Eubie helped other musicians throughout his life. One such musician was 
9ŀǊƭ IƛƴŜǎΣ ǘƘŜ ƎǊŜŀǘ ƧŀȊȊ ǇƛŀƴƛǎǘΦ ²Φ wƻȅŀƭ {ǘƻƪŜǎ ƛƴ Ƙƛǎ ōƻƻƪ ά¢ƘŜ WŀȊȊ {ŎŜƴŜέ 
describes a meeting Eubie had with Hines: 

ά.ȅ ǘƘŜ ǘƛƳŜ ƘŜ ǿŀǎ нл 9ŀǊƭ ƘŀŘ ōŜŜƴ ŀ ǇǊƻŦŜǎǎƛƻƴŀƭ ƳǳǎƛŎƛŀƴ ŦƻǊ р ȅŜŀǊǎΦ 
One of those artists he refers to as coming through his home town, and from 
whom he no doubts borrowed a few licks, was pianist Eubie Blake, almost forty 
at the time and destined to remain an active performer for kk60 more years, 
almost until the time of his death in 1983, five days after his hundredth 
birthday. 

ά!ŦǘŜǊ ƘŜŀǊƛƴƎ ƳŜ ǇƭŀȅΣ .ƭŀƪŜ ǎŀȅǎΣ ά¸ƻǳΩƭƭ ƴŜǾŜǊ ƎŜǘ ŀƴȅǿƘŜǊŜ ǎǘŀȅƛƴƎ 
around a littlŜ ǘƻǿƴ ƭƛƪŜ ǘƘƛǎ ΨŎŀǳǎŜ ƛǘΩǎ ƻŦŦ ǘƘŜ ōŜŀǘŜƴ ǇŀǘƘΦ L ǘƘƛƴƪ ȅƻǳ ǎƘƻǳƭŘ 
ƎŜǘ ƻǳǘ ƻŦ ƘŜǊŜΦ LŦ ȅƻǳ ŘƻƴΩǘ ƎŜǘ ƻǳǘ ƻŦ tƛǘǘǎōǳǊƎƘΣ LΩƭƭ ǘŀƪŜ ǘƘƛǎ ŎŀƴŜ ŀƴŘ ōǊŜŀƪ ƛǘ 
ƻǾŜǊ ȅƻǳǊ ƘŜŀǊΗέ CƻǊǘǳƴŀǘŜƭȅΣ ōŜŦƻǊŜ ƘŜ ŎŀƳŜ ōŀŎƪ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ȅŜŀǊΣ L ǿŀǎ 
invited to come to Chicago, and in coming to Chicago the avenues opened up for 
ƳŜΦ ΧΦΦέ 

 



²ƛƭƭƛŜ ά[ƛƻƴέ {ƳƛǘƘ ǎǇƻƪŜ ƻŦ 9ǳōƛŜΩǎ ƘŜƭǇ ƛƴ ƪƴƻǿƛƴƎ ŀōƻǳǘ ŀ Ƨƻō 
opportunity: 

άL ǿŀǎ ƭǳŎƪȅΣ L ƎǊŀōōŜŘ ǘƘŜ ǊŜƎǳƭŀǊ Ƨƻō ŀǘ YŜƭƭȅΩǎ ŦƻǊ ǘƘŜ ǎǳƳƳŜǊ ƻŦ мфмр 
when Eubie tipped me off that he would not be back. He was heading for New 
¸ƻǊƪ /ƛǘȅ ǘƻ ǎŜŜƪ Ƙƛǎ ŦƻǊǘǳƴŜΦέ 

{ƳƛǘƘ ŀƭǎƻ ǊŜƳŀǊƪŜŘΥ άō\ y this time Eubie Blake was becoming known as 
ŀ ŎƻƳǇƻǎŜǊΣ ŀƴŘ ǿŜ ŀƭƭ ƭƛƪŜ ŀ ǊŀƎ ƘŜ ƘŀŘ ǿǊƛǘǘŜƴ ŎŀƭƭŜŘ ά/ƘŜǾȅ /ƘŀǎŜΦέ L ǘƘƛƴƪ 
some of his earlier tunes were better than the ones that he became famous for 
in later years. Everybody should remember his better-ƪƴƻǿƴ ǎƻƴƎǎ ƭƛƪŜ άLΩƳ Wǳǎǘ 
²ƛƭŘ !ōƻǳǘ IŀǊǊȅΣέ ŀƴŘΣ άaŜƳƻǊƛŜǎ ƻŦ ¸ƻǳΦέ 

In his long career Eubie met most every jazz musician and they all have 
Eubie Blake stories to tell. In his autobiography Joe Darensbourg speaks of his 
meeting with Eubie in Seattle: 

ά!ōƻǳǘ ǘƘƛǎ ǘƛƳŜ L ǿŜƴǘ ōŀŎƪ ǘƻ ǘƘŜ .ƭŀŎƪ ŀƴŘ ¢ŀƴ /ƭǳō ŀƴŘ L ƘŀŘ ŀ ŎƘŀƴŎŜ 
to work with Eubie Blake. He had come to Seattle with a show which had ended 
its run there, so he decided to stay around and he worked down at the Black 
and Tan with us for a couple of weeks. What a nice guy he was. My good friends 
Floyd and Lucille Levin always doubted my veracity when I told them about 
Eubie being in Seattle in 1934. In April 19ул L ǇƭŀȅŜŘ ŀ ŎƻƴŎŜǊǘ ǿƛǘƘ .ƻō IƛƎƎƛƴǎΩǎ 
band at Barnsdall Park in Hollywood and Eubie was there as a guest of Floyd and 
Lucille. I went over and started talking to Eubie about the different things that 
had happened in Seattle, about us getting drunk together and working at the 
.ƭŀŎƪ ŀƴŘ ¢ŀƴΦ Cƛƴŀƭƭȅ 9ǳōƛŜ ǎŀȅǎΣ άIŜȅ WƻŜΣ ǎƻƳŜǘƘƛƴƎΩǎ ōŜŜƴ ōƻǘƘŜǊƛƴƎ ƳŜ ŦƻǊ 
мр ȅŜŀǊǎΦ LΩƳ ǎǳǊŜ ƎƭŀŘ ǘƻ ǎŜŜ ȅƻǳ ŀƴŘ ƳŀȅōŜ ȅƻǳ Ŏŀƴ Ǉǳǘ Ƴȅ ƳƛƴŘ ŀǘ ŜŀǎŜΦ 
What was the name of the owner of the Black and tan? You remember the guy, 
he usŜŘ ǘƻ ǎƭŜŜǇ ŀƭƭ ǘƘŜ ǘƛƳŜΦ IŜΩŘ ŀǎƪ ȅƻǳ ŀ ǉǳŜǎǘƛƻƴΣ ŀƴŘ ōŜŦƻǊŜ ȅƻǳ ŎƻǳƭŘ 
ŀƴǎǿŜǊ ƘŜ ǿƻǳƭŘ Ŧŀƭƭ ŀǎƭŜŜǇΦέ L ǎŀȅǎΣ άhƘ ȅŜŀƘΣ L ǊŜƳŜƳōŜǊΦ Iƛǎ ƴŀƳŜ ǿŀǎ 
bƻƻŘƭŜǎ {ƳƛǘƘΦ IŜ ǿŀǎ ǎƻ ōǳǎȅ ƳŀƪƛƴƎ ƳƻƴŜȅΣ ƘŜ ƴŜǾŜǊ Ǝƻǘ ŀƴȅ ǊŜǎǘΦέ 9ǳōƛŜ 
just howled with laughter and he saysΣ ά¢ƘŀǘΩǎ ōŜŜƴ ǿƻǊǊȅƛƴƎ ƳŜ ŦƻǊ ȅŜŀǊǎ 
ǘǊȅƛƴƎ ǘƻ ǘƘƛƴƪ ƻŦ ǘƘŀǘ ƎǳȅΩǎ ƴŀƳŜΦ L ŀƛƴΩǘ ƴŜǾŜǊ Ǌǳƴ ƛƴǘƻ ŀƴȅōƻŘȅ ƭƛƪŜ ǘƘŀǘΦέ 

Lƴ Ƙƛǎ ōƻƻƪ ά/ƭŀǎǎƛŎ WŀȊȊέ CƭƻȅŘ [ŜǾƛƴ ǿǊƛǘŜǎ ŀōƻǳǘ 9ǳōƛŜΩǎ ǊŜƎǊŜǘǎ ŀōƻǳǘ 
ǊŀƎǘƛƳŜΩǎ ŀǎǎƻŎƛŀǘƛƻƴ ǿƛǘƘ ōǊƻǘƘŜƭǎΣ ŜǘŎΦΥ 

ά9ǳōƛŜ ǊŜƎǊŜǘǘŜŘ ǘƘŀǘ ǊŀƎǘƛƳŜΩǎ ŜŀǊƭȅ ŀǎǎƻŎƛŀǘƛƻƴ ǿƛǘƘ ǎŀƭƻƻƴǎ ŀƴŘ ƘƻǳǎŜǎ 
ƻŦ ǇǊƻǎǘƛǘǳǘƛƻƴ ŜŀǊƴŜŘ ƛǘ ŀ ǊŜǇǳǘŀǘƛƻƴ ŀǎ άǘǊŀǎƘȅέ ƳǳǎƛŎΦ ά²ŜΩǊŜ  ǘƘŜ ƻƴƭȅ ǊŀŎŜ 
that threw away its heritage because we were brain-washed by white people 
ǿƘƻ ŎƻǳƭŘƴΩǘ Ǉƭŀȅ ƛǘΣέ ƘŜ ƻƴŎŜ ǘƻƭŘ ƳŜΦ ά¢ƘŜȅ ǎŀƛŘ ǊŀƎǘƛƳŜ ǿŀǎ Ψƭƻǿ ŘƻǿƴΩ ς and 
ƛǘ ǿŀǎƴΩǘ ŀǊǘΦ ¸ƻǳ ǿƛƭƭ ƴƻǘƛŎŜ L ƴŜǾŜǊ ǳǎŜ ǘƘŜ ǾǳƭƎŀǊ ǿƻǊŘ ΨƧŀȊȊΩ ς I always say 



ΨǊŀƎǘƛƳŜΦΩ .ȅ ǘƘŜ ǘƛƳŜ L ǿŀǎ ƴƛƴŜǘŜŜƴΣ ǿƛǘƘ Ƴȅ ƭƻƴƎ ŦƛƴƎŜǊǎΣ L ŎƻǳƭŘ ǎǇŀƴ ŀƴ 
octave and a half. My mother always told me to keep my hands in my pockets ς 
she was afraid people would imagine I was a pickpocket because of my long 
ŦƛƴƎŜǊǎΦ .ǳǘ L ŎƻǳƭŘ Ǉƭŀȅ ǘŜƴǘƘǎ ŜŀǎƛƭȅΦέ 

!ǊƻǳƴŘ ǘƘŜ ǘǳǊƴ ƻŦ ǘƘŜ ŎŜƴǘǳǊȅΣ ά[ƛǘǘƭŜ IǳōƛŜέ ōŜƎŀƴ ǎƴŜŀƪƛƴƎ ƻǳǘ ƻŦ ǘƘŜ 
house every night to play piano at a bordello in .ŀƭǘƛƳƻǊŜΩǎ ǘŜƴŘŜǊƭƻƛƴ ŘƛǎǘǊƛŎǘΦ 
άL ŘƛŘƴΩǘ ŘŀǊŜ ǘŜƭƭ Ƴȅ ǇŀǊŜƴǘǎ ŀōƻǳǘ ǘƘŜ ƧƻōΣέ ƘŜ ǎŀƛŘΦ άL ǿŀǎ ǎǘƛƭƭ ŀ ǘŜŜƴŀƎŜǊ ς 
but I made more money in one night than my father made in a week working as 
a stevedore on the Baltimore docks. My mother took in washing to earn a few 
dollars. I hid my earnings under the linoleum in the parlor. Finally, when the pile 
got too high, I showed them the money. It was several hundred dollars. They no 
ƭƻƴƎŜǊ ƛƴǎƛǎǘŜŘ L ƻƴƭȅ Ǉƭŀȅ ǊŜƭƛƎƛƻǳǎ ƳǳǎƛŎΦέ 

In 1919 Blake was touring the countrȅ ǿƛǘƘ WƛƳ 9ǳǊƻǇŜΩǎ осфth Infantry 
Jazz Band when the bandleader was tragically murdered. Noble Sissle assumed 
leadership of the band for the remaining bookings, and he and Blake hit the 
vaudeville circuit when the tour ended. They billed themselves as the Dixie Duo, 
with Sissle singing and Blake at the piano. It was the beginning of a long, very 
successful partnership. 

άwƛƎƘǘ ŦǊƻƳ ǘƘŜ ǎǘŀǊǘΣέ 9ǳōƛŜ ŜƳǇƘŀǎƛȊŜŘΣ άǿŜ ǊŜŦǳǎŜŘ ǘƻ ŀǇǇŜŀǊ ƛƴ 
ΨōƭŀŎƪŦŀŎŜΩ ς and no funny shoes and overalls. WE came out in beautiful 
tuxedos, spoke proper grammar -ςƴƻƴŜ ƻŦ ǘƘŀǘ ΨŘŜŜǎΩ ŀƴŘ ΨŘŜƳΩ ǎǘǳŦŦΦ hǳǊǎ ǿŀǎ 
ǘƘŜ ŦƛǊǎǘ bŜƎǊƻ Ŏƭŀǎǎ ŀŎǘΦέ !ǎǎƛŘǳƻǳǎƭȅ ŀǾƻƛŘƛƴƎ ǘƘŜ ǎǘŜǊŜƻǘȅǇŜǎ ǘƘŀǘ ƘŀƳǇŜǊŜŘ 
black performers, they remained a class act throughout their careers. 

In 1921, Sissle and Blake joined another black team, Miller and Lyles, in 
Shuffle Along, the first all-black Broadway show in more than a decade. It 
ƛƴǘǊƻŘǳŎŜŘ άLΩƳ Wǳǎǘ ²ƛƭŘ !ōƻǳǘ IŀǊǊȅέ ŀƴŘ ǘǿŜƴǘȅ ŀŘŘƛǘƛƻƴŀƭ {ƛǎǎƭŜ-Blake 
ǘǳƴŜǎΦ ¢ƘŜ άǎƘƻǿƎƛǊƭǎέ ƛƴŎƭǳŘƛƴƎ !ŘŜƭŀƛŘŜ IŀƭƭΣ WƻǎŜǇƘƛƴŜ .ŀƪŜr, Freddie 
Washington, and Florence Mills, received $30 a week. The show ran for 504 
performances and spawned three Shuffle Along road companies, which broke 
color barriers in theaters all across the country. 

!ƭ WƻƭǎƻƴΩǎ мфнт ŦƛƭƳ The Jazz Singer is usually identified as the first 
American motion picture to include sound; the first talking movie actually 
ŀǇǇŜŀǊŜŘ ŦƻǳǊ ȅŜŀǊǎ ŜŀǊƭƛŜǊΦ Lǘ ǿŀǎ ŀŘǾŜǊǘƛǎŜŘ ŀǎ ŀ ά5Ŝ CƻǊŜǎǘ tƘƻƴƻŦƛƭƳ ς it 
ŀŎǘǳŀƭƭȅ ǘŀƭƪǎ ŀƴŘ ǊŜǇǊƻŘǳŎŜǎ ƳǳǎƛŎ ǿƛǘƘƻǳǘ ǳǎŜ ƻŦ ŀ ǇƘƻƴƻƎǊŀǇƘΦέ {ƛǎǎƭŜ ŀƴŘ 
Blake were the only black performers in the stellar vaudeville cast, which also 
included Weber and Fields, Eddie Cantor, and Phil Baker. The film premiered at 
the Ravioli Theater in New York City in April 1923, making Sissle and Blake the 



first black perfoǊƳŜǊǎ ǘƻ ŀǇǇŜŀǊ ƛƴ ŀ άǘŀƭƪƛŜΦέ .ƭŀƪŜ ƳŀŘŜ ǎŜǾŜǊŀƭ ƳƻǊŜ ŦƛƭƳ 
appearances over the years. His last was in Scott Joplin, starring Billy Dee 
Williams, in 1976 - 53 years after his screen debut. 

άaŜƳƻǊƛŜǎ ƻŦ ¸ƻǳΣέ Eubie .ƭŀƪŜΩǎ Ƴƻǎǘ ǎǳŎŎŜǎǎŦǳƭ ōŀƭƭŀŘΣ ǿǊƛǘǘŜƴ ƛn 
collaboration with lyricist Andy Razaf, was in the Broadway show [Ŝǿ [ŜǎƭƛŜΩǎ 
Black Birds of 1930. Eubie was always generous in his praise for the Casa Loma 
hǊŎƘŜǎǘǊŀΩǎ ǘǊǳƳǇŜǘ ǎǘŀǊΣ {ƻƴƴȅ 5ǳƴƘŀƳΣ ǿƘƻ ŎƘŀƳǇƛƻƴŜŘ άaŜƳƻǊƛŜǎ ƻŦ ¸ƻǳέ 
as a jazz tune in the laǘŜ ΨолǎΦ .Ŝƴ DƻƻŘƳŀƴΩǎ ǊŜŎƻǊŘƛƴƎ ŀ ŦŜǿ ȅŜŀǊǎ ƭŀǘŜǊ ŦƛǊƳƭȅ 
established the tune as a standard. 

During the 1930s, Blake collaborated with Noble Sissle for several New 
York and London shows. He toured as musical director for USO productions 
during World War II. After the war he joined the faculty of New York University 
and toured as a lecturer and ragtime artist. In the 1960s he resumed recording, 
and in 1972 he established a publishing company. In 1970 he received the 
Presidential Medal of Freedom. 

Eubie lived on Stuyvesant Avenue in a three story brownstone house, the 
family home of his second wife, Marion. (If Marion was not in the room, he slyly 
ǊŜƳŀǊƪŜŘΣ ά²ƘŜƴ L Ǝƻǘ ǘƘŜ ŎƘƛŎƪŜƴΣ L ŀƭǎƻ Ǝƻǘ ǘƘŜ ŎƻƻǇΗέύ ƳŜƳƻǊƛŜǎ ƻŦ ŀ ƭƻƴƎ 
career filled every corner of the house. From the entry door, a long narrow 
stairway led up to their central living area. Hanging on both sides were framed 
tributes (including the Presidential Medal of Freedom) and honorary doctorates 
from Brooklyn College, Dartmouth, Rutgers, the University of Maryland, and the 
New England Conservatory. There were also medals, citations, and photos ς 
including hundreds of autographed pictures of musicians, four U.S. presidents, 
and members of European royalty. This was his gallery. The small upstairs living 
room, dominated by a baby grand piano, was cluttered with pictures, records, 
and sheet music. He told me he practiced there three hours each day. 

!ƭǘƘƻǳƎƘ ƘŜ ƭƛǾŜŘ ǘƻ ǎŜŜ Ƙƛǎ ƻƴŜ ƘǳƴŘǊŜŘǘƘ ōƛǊǘƘŘŀȅΣ .ƭŀƪŜΩǎ Řŀƛƭȅ ŘƛŜǘ 
violated every nutritional guideline. His favorite meal consisted of half a dozen 
doughnuts and a bottle of 7-¦ǇΦ άLŦ L ƪƴŜǿ LΩŘ ƭƛǾŜ ǘƘƛǎ ƭƻƴƎΣ LΩŘ ƘŀǾŜ ǘŀƪŜƴ 
ōŜǘǘŜǊ ŎŀǊŜ ƻŦ ƳȅǎŜƭŦΣέ ƘŜ ƻƴŎŜ ǘƻƭŘ ƳŜΦ άtŜƻǇƭŜ ǘƘƛƴƪ LΩƳ ŀƭǿŀȅǎ ŘǊǳƴƪΣ 
ōŜŎŀǳǎŜ L ǎǘŀƎƎŜǊ ŀ ƭƻǘΦ L ŘƻƴΩǘ ŘǊƛƴƪ ŀƴȅǘƘƛƴƎΤ ƛǘΩǎ Ƴȅ ŀǊǘƘǊƛǘƛǎΦέ .ƭŀƪŜ ŘƛŘ 
smoke, prolifically ς ǘǿƻ ǇŀŎƪǎ ƻŦ ŎƛƎŀǊŜǘǘŜǎ ŀ ŘŀȅΦ ά²ƘŜƴ L ǿŀǎ ŀ ŎƘƛƭŘΣέ ƘŜ 
ŜȄǇƭŀƛƴŜŘΣ άƳȅ ƳƻǘƘŜǊ ŀƭǿŀȅǎ ƎŀǾŜ ƳŜ ŀ ǇŜƴƴȅ ǘƻ ōǳȅ ŎŀƴŘȅ ƻƴ ǘƘŜ ǿŀȅ ǘƻ 
school. I noticed the bigger kids bought cigarettes instead. I began smoking 
when I was six years old ς ŀƴŘ ƴŜǾŜǊ ǎǘƻǇǇŜŘΦέ 



.ƭŀƪŜ ŀƭǿŀȅǎ ǎŜŜƳŜŘ ƘŀǇǇƛŜǎǘ ƻƴ ǘƘŜ ǎǘŀƎŜΦ Lƴ ǘƘŜ Ψтлǎ ŀƴŘ ΨулǎΣ ǿƘŜƴ Ƙƛǎ 
popularity was at its peak, it seemed he would continue forever. Although he 
resisted air travel until he was ninety, Eubie was a busy bicoastal entertainer. 
IŜ ǎŀƛŘΣ άLΩǾŜ ƴŜǾŜǊ ōŜŜƴ ƻƴ ŀ ǇƭŀƴŜ ŀƴŘ ƴŜǾŜǊ ŜȄǇŜŎǘ ǘƻ ǳƴƭŜǎǎ LΩƳ ƘŀƴŘŎǳŦŦŜŘ 
ǘƻ ŀ ǎƘŜǊƛŦŦΦέ IŜ ǿƻǳƭŘ ŀǊǊƛǾŜ ƛƴ [ƻǎ !ƴƎŜƭŜǎ ōȅ ǘǊŀƛƴ ǘƻ ƳŀƪŜ ƎǳŜǎǘ ŀǇǇŜŀǊŀƴŎŜǎ 
on talk shows hosted by Merv Griffin, Johnny Carson, and Mike Douglas. During 
those occasions, he usually visited our home, relaxing on a recliner, smoking a 
cigarette, and talking about musicians who had long been forgotten, including 
many who lived and died around the turn of the century. When I asked him 
about "One-[ŜƎέ ²ƛƭƭƛŜΣ ŀ Ǉƛŀƴƛǎǘ ƘŜΩŘ ƻƴŎŜ ƳŜƴǘƛƻƴŜŘ ƛƴ ŀ ƭŜǘǘŜǊΣ .ƭŀƪŜ ǎŀƛŘΥ 

άIƛǎ ƴŀƳŜ ǿŀǎ ²ƛƭƭƛŜ WƻǎŜǇƘΦ Iƛǎ ƳƻǘƘŜǊ ǿƻǊƪŜŘ ŦƻǊ ǎƻƳŜ ǊƛŎƘ ǿƘƛǘŜ 
people who recognized his talent and sent him to the Boston conservatory. He 
was the first Negro to graduate as a classical pianist. He lost a leg in a skating 
ŀŎŎƛŘŜƴǘ ƛƴ мфллΦ Lƴ ǘƘƻǎŜ ŘŀȅǎΣ bŜƎǊƻŜǎ ǿŜǊŜƴΩǘ ǎǳǇǇƻǎŜŘ ǘƻ ǊŜŀŘ ƳǳǎƛŎΦ ²Ŝ 
ǇǊŜǘŜƴŘŜŘ ǿŜ ŎƻǳƭŘƴΩǘ ǊŜŀŘ ŀƴŘ ǇŜƻǇƭŜ ǿƻǳƭŘ ƳŀǊǾŜƭ ŀǘ ǘƘŜ ǿŀȅ ǿŜ ŎƻǳƭŘ Ǉƭŀȅ 
show music and rags ς they thought by ear. The only arrangement I ever copied 
was WilƭƛŜΩǎ ά{ǘŀǊǎ ŀƴŘ {ǘǊƛǇŜǎ CƻǊŜǾŜǊέ ς I still play it. 

In December 1979, the Huntington Hartford Theater in Hollywood hosted 
ǘƘŜ ²Ŝǎǘ /ƻŀǎǘ ǇǊŜƳƛŜǊŜ ƻŦ .ƭŀƪŜΩǎ .ǊƻŀŘǿŀȅ ǎƘƻǿΣ Eubie! Lucille and I sat with 
Eubie and Marion in the front row. The gleam of a pinpoint spotlight hung like a 
Ƙŀƭƻ ƻǾŜǊ 9ǳōƛŜΩǎ ōŀƭŘ ƘŜŀŘ ŘǳǊƛƴƎ ǘƘŜ ŜƴǘƛǊŜ ŦƛǊǎǘ ŀŎǘΦ !ŦǘŜǊ ǘƘŜ Ŧƛƴŀƭ ŎǳǊǘŀƛƴ 
calls, an on-stage ceremony honoring him featured surprise appearances from 
ƳŜƳōŜǊǎ ƻŦ ǘƘŜ ǎƘƻǿΩǎ bŜǿ ¸ƻǊƪ ŎŀǎǘΣ ƛƴŎƭǳŘƛƴƎ aŀǳǊƛŎŜ ŀƴŘ DǊŜƎƻǊȅ IƛƴŜs. 
The after-show reception glittered with Hollywood stars, musicians and fans. 

A few months later, Adelaide Hall, who had been living in London for forty 
ȅŜŀǊǎΣ ƳŀŘŜ ŀ ǊŀǊŜ ŀǇǇŜŀǊŀƴŎŜ ƛƴ bŜǿ ¸ƻǊƪ /ƛǘȅ ŀǘ aƛŎƘŀŜƭΩǎ tǳōΦ ²Ŝ ǿŜǊŜ ǘƘŜ 
Blake'sΩ ŘƛƴƴŜǊ ƎǳŜǎǘǎ ŀt the dazzling opening night and shared Eubie and 
!ŘŜƭŀƛŘŜΩǎ ǊŜǳƴƛƻƴΦ {ǘƛƭƭ ȅƻǳǘƘŦǳƭ ŀƴŘ ŀǘǘǊŀŎǘƛǾŜ ŀǘ тсΣ Iŀƭƭ ǊŜǇǊƛǎŜŘ ǘƘŜ 
ƳƻƳŜƴǘƻǳǎ мфнт ǿƻǊŘƭŜǎǎ ǾƻŎŀƭ ƻƴ 9ƭƭƛƴƎǘƻƴΩǎ ά/ǊŜƻƭŜ [ƻǾŜ /ŀƭƭΣέ ŎƻƴŦƛǊƳƛƴƎ 
the still-regal splendor of her voice. Then she introduced Blake, who climbed on 
ǘƘŜ ǎǘŀƎŜ ǘƻ ŀŎŎƻƳǇŀƴȅ ƘŜǊ ƻƴ άaŜƳƻǊƛŜǎ ƻŦ ¸ƻǳΦΦέ {ŜŀǘŜŘ ŀǘ ƻǳǊ ǘŀōƭŜ 
between sets, the singer reminisced fondly with the eminent composer who had 
launched her career in 1923. 

.ƭŀƪŜ ƻŦǘŜƴ ǎŀƛŘ ƘŜ ǿƻǳƭŘ ƴŜǾŜǊ ǊŜǘƛǊŜΦ άLΩƭƭ ƪŜŜǇ ǇŜǊforming until, on day 
ǿƘƛƭŜ LΩƳ ƻƴ ǎǘŀƎŜΣ ǘƘŜ Ƴŀƴ ǳǇǎǘŀƛǊǎ ǎŀȅǎΥ άbƛƴŜΣ ǘŜƴΣ ȅƻǳΩǊŜ ƻǳǘΗέ 

 ! ŘƛǎǘƛƴƎǳƛǎƘŜŘ Ŏŀǎǘ ŎŀƳŜ ǘƻƎŜǘƘŜǊ ǘƻ ŎŜƭŜōǊŀǘŜ .ƭŀƪŜΩǎ ƻƴŜ-hundredth 
birthday on Feb. 7, 1983, with an incredible two-hour concert. Adelaide Hall 



came from London to sing a medley of tunes from  Shuffle Along, and pianists 
Dick Hyman, Dick Zimmerman, John Arpin, Max Morath, Billy Taylor, Terry 
Waldo, and Bobby Short added their talents to the show. The stellar rhythm 
section featured Howard Alden on banjo and guitar, Milt Hinton on bass, and 
Ron Traxler on drums. 

Blake, stricken with pneumonia, was unable to attend the 100th birthday 
concert; he watched a special closed-circuit broadcast of the event. The huge 
bouquet of yellow roses next to his bed was a gift sent by his friend, comedian 
Bill Cosby. 

It was five days after his 100th birthday, when, as he predicted, the man 
ǳǇǎǘŀƛǊǎ ǎŀƛŘΥ άbƛƴŜΣ ǘŜƴΣ ȅƻǳΩǊŜ ƻǳǘΗέ !ǘ ǘƘŜ ǘƛƳŜ 9ǳōƛŜ ǘƻƻƪ ǘƘŜ Ŧƛƴŀƭ ŎƻǳƴǘΣ ƘŜ 
was the only one left who could authentically talk about and play the music 
from the ragtime era. He was there at the beginning. 

The Maryland Historical Society and the Baltimore Cultural Arts Program 
ǊŜŎŜƛǾŜŘ Ƙƛǎ ƘǳƎŜ ŎƻƭƭŜŎǘƛƻƴ ƻŦ ƳŜƳƻǊŀōƛƭƛŀΣ ŘƻŎǳƳŜƴǘƛƴƎ ǘƘŜ ǇƛŀƴƛǎǘΩǎ ƧƻǳуǊƴŜȅ 
from bawdy houses to concert stages. The Eubie Blake National Museum and 
Cultural Center, also located in Baltimore,  features several large displays and a 
bronze head of Eubie by noted sculptor Dr. William Douglas Hartley, a gift 
[ǳŎƛƭƭŜ ŀƴŘ L ǇǊŜǎŜƴǘŜŘ ǘƻ ǘƘŜ ƳǳǎŜǳƳ ƛƴ мфууΦΩ9ǳōƛŜ .ƭŀƪŜΩǎ ƭƛŦŜ and work 
ǎǇŀƴƴŜŘ ŀ ŎƻƴǎƛŘŜǊŀōƭŜ ǇƻǊǘƛƻƴ ƻŦ ƻǳǊ ƴŀǘƛƻƴΩǎ ƳǳǎƛŎŀƭ ƘƛǎǘƻǊȅΦ IŜ ōŜƎŀƴ ƛƴ 
medicine and minstrel shows, made cylinder recordings and piano rolls, and 
became a major force in the development of the American musical theater. His 
songs will continue to be a source of joy to music lovers. 

Eubie Blake enriched the lives of countless friends and fans. I am 
ŦƻǊǘǳƴŀǘŜ ǘƻ ƘŀǾŜ ōŜŜƴ ŀ ƳŜƳōŜǊ ƻŦ ōƻǘƘ ƎǊƻǳǇǎΦέ 

Eubie met Scott Joplin, the date Eubie gave varied from time to time but 
ǿŀǎ ǎƻƳŜǘƛƳŜ ŦǊƻƳ мфлт ǘƻ мфмрΦ CǊƻƳ 9ǳōƛŜΩǎ description ƻŦ WƻǇƭƛƴΩǎ ƘŜŀƭǘƘ ƛǘ 
ǿŀǎ ǇǊƻōŀōƭȅ ǘƘŜ ƭŀǘǘŜǊ ŘŀǘŜΦ ¢Ƙƛǎ ŘŜǎŎǊƛǇǘƛƻƴ ƛǎ ŦǊƻƳ άYƛƴƎ ƻŦ wŀƎǘƛƳŜέ ōȅ 
Edward Berlin: 

ά¢ƘŜȅ ƳŜǘ ŀǘ ŀ ǊŜŎŜǇǘƛƻƴ ƛƴ ²ŀǎƘƛƴƎǘƻƴΣ 5Φ /ΦΣ ŀǘ ǿƘƛŎƘ Ƴŀƴȅ ǊŀƎǘƛƳŜ 
pianists were present. Some of the best ones played, and then the crowd called 
upon Joplin to perform. He refused at first, mentioning to Blake that he was too 
sick. Finally, in response to the demands, Joplin sat at the piano and played 
Maple Leaf Rag: ά{ƻ ǇƛǘƛŦǳƭΦ IŜ ǿŀǎ ǎƻ ŦŀǊ ƎƻƴŜ ǿƛǘƘ ǘƘŜ ŘƻƎ ό{ȅǇƘƛƭƛǎύ ŀƴŘ ƘŜ 
ǎƻǳƴŘŜŘ ƭƛƪŜ ŀ ƭƛǘǘƭŜ ŎƘƛƭŘ ǘǊȅƛƴΩ ǘƻ ǇƛŎƪ ƻǳǘ ŀ ǘǳƴŜΧΦΦL ƘŀǘŜŘ ǘƻ ǎŜŜ ƘƛƳ ǘǊȅƛƴΩ ǎƻ 
ƘŀǊŘΦ IŜ ǿŀǎ ǎƻ ǿŜŀƪΦέ IŜ ǿŀǎ ŘŜŀŘ ōǳǘ ƘŜ was breathing. I went to see him 
ŀŦǘŜǊ ōǳǘ ƘŜ ŎƻǳƭŘ ƘŀǊŘƭȅ ǎǇŜŀƪ ƘŜ ǿŀǎ ǎƻ ƛƭƭΦέ 



.ƭŀƪŜ ǎŀǿ ǘƘŜ ŜƴŘ ŎƻƳƛƴƎΦ !ŎŎƻǊŘƛƴƎ ǘƻ WƻǇƭƛƴΩǎ ŘŜŀǘƘ ŎŜǊǘƛŦƛŎŀǘŜΣ ƘŜ 
ŜȄǇŜǊƛŜƴŎŜŘ ǘƘŜ ƻƴǎŜǘ ƻŦ Ƙƛǎ Ŧƛƴŀƭ ƛƭƭƴŜǎǎ ƛƴ hŎǘƻōŜǊ мфмрΦέ 

Eubie Blake was a major player and witness of the ragtime era. He was 
called upon many times to recall stories. To the end of his long life his mental 
faculties remained remarkably acute, and no one would accuse him of 
ŘƛǎƘƻƴŜǎǘȅΦ .ƭŀƪŜΩǎ ǊŜƳŜƳōǊŀƴŎŜ ƻŦ Ƙƛǎ WƻǇƭƛƴ ǎǘŀǘŜƳŜƴǘǎ ǎƘƻǳƭŘ ōŜ ŎƻƴǎƛŘŜǊŜŘ 
accurate. 

 

Ragtime and the March 

The march is one of the major sources of ragtime composition. The 

cover descriptions, titles, and subtitles are the most explicit connection that is 

found. In checking the cover of an early piece we find the following 

description: ñA Warminô Up in Dixieò - Cakewalk, March and Two Step, 

Tempo di Marcia. Eubie spoke of this description: 

ά.ƭŀƪŜ ǊŜŦŜǊǊŜŘ ǘƻ ŜŀǊƭȅ ǊŀƎǘƛƳŜǊǎ ŀǎ άƳŀǊŎƘ ƪƛƴƎǎέΣ ŀƴŘ .ƭŀƪŜ related 
Ƙƻǿ άhƴŜ-[ŜƎέ ²ƛƭƭƛŜ WƻǎŜǇƘ ǿƻǳƭŘ άōǊƛƴƎ ǘƘŜ ƘƻǳǎŜ Řƻǿƴ ǿƛǘƘ The Stars and 
Stripes Forever ƛƴ ƳŀǊŎƘ ǘƛƳŜΣ ǊŀƎǘƛƳŜ ŀƴŘ ΨǎƛȄǘŜŜƴΩ όōƻogie woogie). Ragging 
ƳŀǊŎƘŜǎΣ ŀƴŘ ƛƴ ǇŀǊǘƛŎǳƭŀǊ {ƻǳǎŀ ƳŀǊŎƘŜǎΣ ǿŀǎ άŀǇǇŀǊŜƴǘƭȅ ŎƻƳƳƻƴΦ ά 

Blake was often asked about whether the famous minstrel Ben Harney 
ǿŀǎ ōƭŀŎƪ ƻǊ ǿƘƛǘŜΦ IŜ ǊŜǇƭƛŜŘΥ άL ƴŜǾŜǊ met Harney but all black ragtimers of 
ǘƘŜ ǘƛƳŜ άƪƴŜǿΩ IŀǊƴŜȅ ǿŀǎ ǇŀǎǎƛƴƎ ŦƻǊ ǿƘƛǘŜΦέ 

9ǳōƛŜΩǎ ƳǳǎƛŎ ƛǎ ƴƻǘ ƎƛǾŜƴ ǘƘŜ ¢ƛƴ tŀƴ !ƭƭŜȅ ƭŀōŜƭ ōǳǘ ƛǎ ǇƭŀŎŜŘ ƛƴ ǘƘŜ 
Eastern or in the stride school. The reason might be the inherently high quality 
of his music. 

A major supporter of the revival of ragtime and one of its major 
ƛƴŦƭǳŜƴŎŜǎ ǿŀǎ ǘƘŜ ōƻƻƪ ά¢ƘŜȅ ŀƭƭ tƭŀȅŜŘ wŀƎǘƛƳŜέ ōȅ wǳŘƛ .ƭŜǎƘ ŀƴŘ IŀǊǊƛŜǘ 
Janis. The wrote the following item on Eubie Blake: 

ά9ǳōƛŜ .ƭŀƪŜ ǿŀǎ ōƻǊƴ ƛƴ .ŀƭǘƛƳƻǊŜ ƻƴ CŜōΦ тΣ мууоΦ !ǘ ŦƛŦǘŜŜƴ ŀƴŘ a half 
years of age he was playing in the tenderloin. Far from approving of this, his 
mother did not even sanction any sort of secular music. As usual, the hard logic 
of economic necessity won out. Little Eubie, who cannot remember when he 
could not play, had a few lessons, but in the main he was self-taught. A 
ƴŜƛƎƘōƻǊ ǘƻƭŘ ƻƴ ƘƛƳΦ άL ƘŜŀǊŘ ǎƻƳŜƻƴŜ ǇƭŀȅƛƴƎΣ ǎƻǳƴŘŜŘ Ƨǳǎǘ ƭƛƪŜ ƭƛǘǘƭŜ IǳōƛŜΣ 
at Aggie Shelton's ōŀǿŘȅ ƘƻǳǎŜΦέ Iƛǎ ƳƻǘƘŜǊ ǎŀƛŘΤ άLǘ ƛǎ ƴƻǘ Ƴȅ ōƻȅΦ IŜ ƎƻŜǎ ǘƻ 
ōŜŘ ŀǘ ƴƛƴŜ ŜǾŜǊȅ ƴƛƎƘǘΦέ .ǳǘ 9ǳōƛŜ ƘŀŘ been getting up and into long pants and 
over the back fence. 



Eubie was not one to fall for the lure of the red-light bohemia. In a year 
he was fixing his sights on a goal that then seemed more easily attainable for 
the Negro, that of an equal participation with white in the theatrical world. And, 
as near as any Negro in America has ever been able to reach that goal, Eubie 
attained it.  

Eubie was one of the first of the Eastern Negro ragtimers to get his 
instrumental pieces published, though his junior, Luckey Roberts beat him by 
one year with his Junk Man Rag. Eubie had tried early enough to crash the Tin 
Pan Alley barriers. He would play a number like his early unpublished 
Charleston Rag or, a few years later, his Black Keys on Parade for Joseph W. 
Stern, ŀƴŘ ǘƘŜ ǇǳōƭƛǎƘŜǊ ǿƻǳƭŘ ǎŀȅΥ ά{ǳǊŜ ƛǘΩǎ ƎƻƻŘ ς ƛǘΩǎ ǿƻƴŘŜǊŦǳƭ ς but who 
could play it but you and Luckey Roberts. 

Meeting the early tycoons of the music business, Eubie learned what was 
ŜȄǇŜŎǘŜŘ ƻŦ ǘƘŜ bŜƎǊƻΤ άbƻƴŜ ƻŦ ǳǎ ǿŜǊŜ ǎǳǇǇƻǎŜŘ ǘƻ ƪƴƻǿ Ƙƻǿ ǘƻ ǊŜŀŘ Ƴusic. 
¢ƘŜȅ ǿŀƴǘŜŘ Ŧƻƭƪ ǎǘǳŦŦΦ LŦ ǿŜ ŎƻǳƭŘ ǊŜŀŘΣ ǿŜ ƘŀŘ ǘƻ ǇǊŜǘŜƴŘ ǿŜ ŎƻǳƭŘƴΩǘΦ ¢ƘŜ 
Řŀȅ ōŜŦƻǊŜ ŀ ǎƘƻǿ ƻǇŜƴŜŘ ǿŜΩŘ ƎŜǘ ǘƘŜ ƳǳǎƛŎΦ ¢ƘŜȅΩŘ ŎƻƳŜ ǘƻ ǘƘŜ ǎǇƻǘǎ ŀŦǘŜǊ 
ǘƘŜ ǎƘƻǿ ŀƴŘ ƘŜŀǊ ǳǎ ǇƭŀȅƛƴƎ ǘƘŜ ǘǳƴŜǎ ŀƴŘ ǎŀȅΥ ά!ǊŜƴΩǘ ǘƘŜȅ marvelousΚέ 

The house of Stern eventually published several Blake piano solos. The 
first two, appearing in 1914, were the melodic rags Chevy Chase and Fizz Water. 
¢ƘŜ ǎŎƻǊŜǎΣ ƎǊŜŀǘƭȅ ǎƛƳǇƭƛŦƛŜŘ ŀǘ ǘƘŜ ǇǳōƭƛǎƘŜǊΩǎ ǊŜǉǳŜǎǘΣ ƎƛǾŜ ƻƴƭȅ ŀ Ŧŀƛƴǘ ƛŘŜŀ ƻŦ 
the intricacy of these numbers as Eubie or James P. Johnson actually played 
them. Bugle Call Rag followed in 1916. It is a rag of three strains in which over 
the ragtime bass the thumb of the right hand plays the bugle calls with the four 
fingers executing an independent counǘŜǊǇƻƛƴǘΦ {ƻƳŜ ƻŦ 9ǳōƛŜΩǎ ŦƛƴŜǎǘ ǎƻƭƻǎ 
remain unpublished chiefly because of their extreme difficulty of execution. 
Among these is a real syncopated masterpiece, ¢ǊƻǳōƭŜǎƻƳŜ LǾƻǊƛŜǎΦέ 

After Shuffle Along in 1921 the next important Sissle and Blake 
collaboration was Chocolate Dandies ƻŦ мфнпΣ ǿƛǘƘ ƛǘǎ Ƙƛǘ ǘǳƴŜǎΣ άManda, 
Thinking of Me, and Dixie MoonΦ /ƘƻŎƻƭŀǘŜ 5ŀƴŘƛŜǎ ǿŀǎ ŀǘ CƻǊŘΩǎ ¢ƘŜŀǘŜǊ-
Broadway at 61st Street and then was on tour for 8 months. 

.ǳǘ ŘŜǎǇƛǘŜ 9ǳōƛŜΩǎ ƎǊŜŀǘ ǿƻǊƪǎ ŦƻǊ ǘƘŜ ǎǘŀƎŜΣ ǿŜ ŦƛƴŘ ŀ Ŧƻƭk strain in his 
music. He talks about the difference between a instrument played by a child and 
then by a musician: 

ά9ǳōƛŜ ǘƘƛƴƪǎ ƻŦ ƻƭŘ-timers whose sole instrument was the triangle. 
ά²Ƙŀǘ ǊƘȅǘƘƳǎΗέ ƘŜ ǎŀȅǎΦ έ¢ƘŜǊŜ ƛǎ ŀ ƭƻǎǘ ŀǊǘΗέ ά²Ƙŀǘ ƛǎ ŀ ƭŜƎƛǘƛƳŀǘŜ 
inǎǘǊǳƳŜƴǘΚέ ƘŜ ŀǎƪǎΦ ά²Ƙȅ ƛǎ ƛǘ ŀ ŘǊǳƳ ŀƴŘ ƴƻǘ ŀ ǿŀǎƘōƻŀǊŘΚ DƛǾŜ ǘƘŜ ŦƛƴŜǎǘ 



ŘǊǳƳǎ ƛƴ ǘƘŜ ǿƻǊƭŘ ǘƻ ŀ ƪƛŘ ŀƴŘ ǘƘŜȅΩǊŜ ƻƴƭȅ ǘƻȅǎΣ ōǳǘ ƎƛǾŜ ŀ ǿŀǎƘōƻŀǊŘ ǘƻ ŀ 
ŘǊǳƳƳŜǊ ŀƴŘ ȅƻǳΩǾŜ Ǝƻǘ ŀ ǊƘȅǘƘƳ ƛƴǎǘǊǳƳŜƴǘΦέ 

 
Eubie's Performance Reviews 

Eubie playing in the 1969 New Orleans Jazz Fest: 

ά¢ƘŜ ŦŜǎǘƛǾŀƭΩǎ Ƴƻǎǘ ƛƳǇǊŜǎǎƛǾŜ ǎŜƎƳŜƴǘ Ƴŀȅ ƘŀǾŜ ōŜŜƴ ŀ мн-minute 
interval by a frail, 86 year old pianist. He needed assistance entering the stage 
when producer Willis Conover announced his name. As the applause mounted, 
his halting gait became a vigorous stride, until at last the little man was 
scampering toward the piano bench with his hands clasped over his head like a 
prize fighter. The next few moments were sheer magic. The pianist played with 
power and joy, juxtaposing an intricate right hand melody against an 
electrifying left-ƘŀƴŘŜŘ άƻƻƳ-ǇŀƘέ ōŀǎǎ ǘƻ ŎǊŜŀǘŜ ŀƴ ƛƴǘŜƴǎŜ ǊŀƎǘƛƳŜ 
ǎȅƴŎƻǇŀǘƛƻƴΦέ 

  

Another review in the Jazz Journal stated: 

ά!ƴ ус ȅŜŀǊ ƻƭŘ ŎƘŀǊƳŜǊΣ 9ǳōƛŜ .ƭŀƪŜΣ ǊŜŎŀƭƭŜŘ ŀƴ ŜǊŀ ǿƘŜƴ ǊŀƎǘƛƳŜ ǿŀǎ 
the vogue. After shocking his southern audience with a few irreverent bars of 
άaŀǊŎƘƛƴƎ ¢ƘǊƻǳƎƘ DŜƻǊƎƛŀέ ǘƘŜ ŎƻƳǇƻǎŜǊ-pianist exchanged some ad-lib 
ǊŜƳŀǊƪǎ ǿƛǘƘ ²ƛƭƭƛǎ /ƻƴƻǾŜǊ ōŜŦƻǊŜ ǎǘǊƛŘƛƴƎ ƛƴǘƻ Ƙƛǎ ά/ƘŀǊƭŜǎǘƻƴ wŀƎΦέ IŜ ǇŀƛŘ 
tribute to his contemporary C. Luckey Roberts with the ƭŀǘǘŜǊΩǎ ά{ǇŀƴƛǎƘ ±ŜƴǳǎΣέ 
ŦƻƭƭƻǿŜŘ ōȅ ŀ Ƴƻǎǘ ǎǘƛǊǊƛƴƎ ǊŀƎǘƛƳŜ ǾŜǊǎƛƻƴ ƻŦ {ƻǳǎŀΩǎ ά{ǘŀǊǎ ŀƴŘ {ǘǊƛǇŜǎ 
CƻǊŜǾŜǊΦέ ¢ƘŜ .ƭŀƪŜ-wŀȊŀŦ ŎƭŀǎǎƛŎ άaŜƳƻǊƛŜǎ ƻŦ ¸ƻǳέ ǊŜŎŜƛǾŜŘ ŀƴ ƻǾŀǘƛƻƴ ŦǊƻƳ 
ǘƘŜ ŀǇǇǊŜŎƛŀǘƛǾŜ ŀǳŘƛŜƴŎŜ ǊŜǎǇƻƴŘƛƴƎ ǿŀǊƳƭȅ ǘƻ 9ǳōƛŜ .ƭŀƪŜΩǎ ȅƻǳǘƘŦǳƭ 
ebulliencŜΦέ 

 

Lƴ ǘƘŜ ōƻƻƪ ά¢ƘŜ !Ǌǘ ƻŦ wŀƎǘƛƳŜέ {ŎƘŀŦŜǊ ǿǊƛǘŜǎΥ 
 
 άhǘƘŜǊǎΣ ƭƛƪŜ 9ǳōƛŜ .ƭŀƪŜ ǿƻǊƪŜŘ ǎŎƘƛȊƻǇƘǊŜƴƛŎŀƭƭȅ ς with one side of their 
lives heavily involved in the demands of commercial composition and another, 
private portion of their existence committed to pure ragtime. 

Eubie Blake has recalled that ragtime style, syncopations were in the air in 
ǘƘŜ ōƭŀŎƪ ŎƻƳƳǳƴƛǘȅ ōŜŦƻǊŜ ƘŜ ƪƴŜǿ ǿƘŀǘ ΨǊŀƎǘƛƳŜΩ ƳŜŀƴǘΥ άL ŘƛŘƴΩǘ ƘŜŀǊ 
ragtime until a little later, but I heard syncopation in the Negro bands coming 
ōŀŎƪ ŦǊƻƳ ŦǳƴŜǊŀƭǎ ŀƴŘΣ ƻŦ ŎƻǳǊǎŜΣ ƛƴ ǘƘŜ ǎƘƻǳǘƛƴƎ ƛƴ ǘƘŜ ŎƘǳǊŎƘΦέ 



¢Ƙŀǘ ǿŀǎ ŀƭƭ ǊƛƎƘǘΣ ƛǘ ǎŜŜƳǎΣ ōǳǘ ƴƻǘ ŀǘ ƘƻƳŜΦ LΩƳ ƛƴ ǘƘŜǊŜ ǊŀƎƎƛƴƎ ƘŜƭƭ ƻǳǘ 
of Traumerei on the organ and my mother opened the door and laid down the 
ƭŀǿΦ ά¢ŀƪŜ ǘƘŀǘ ǊŀƎǘƛƳŜ ƻǳǘ ƻŦ Ƴȅ ƘƻǳǎŜΦέ ¢Ƙŀǘ ǿŀǎ ǘƘŜ ŦƛǊǎǘ ǘƛƳŜ L ŜǾŜǊ ƘŜŀǊŘ 
ǘƘŜ ǿƻǊŘΦέ 

Blake succeeded as itinerant popular composer and kept the original 
ragtime idea intact in his music. 

Eubie Blake whose long and busy lifetime in the music business testifies 
to his commitment and seriousness, wrote only a few rags, although he, liked 
most ragtime entertainers, has a vast repertoire of unwritten original 
compositions. He then went on into commercial work with the musical stage 
and with jazz forms. 

Eubie Blake, a virtuoso player with large, nimble hands, capable of playing 
ƛƴŎǊŜŘƛōƭȅ ŘŜƳŀƴŘƛƴƎ άǘǊƛŎƪέ ǇŀǎǎŀƎŜǎΦ ¢ƘŜ ǇǳōƭƛǎƘŜŘ ǎŎƻǊŜǎ ƻŦ ǘƘŜƛǊ ǊŀƎǎ ŀǊŜ 
considerably simpler and less exhibitionistic than their performances of the 
same works. Publishers ŎƻƴǎƛŘŜǊŜŘ ǘƘŜƛǊ ǿƻǊƪǎ ǘƻƻ άŀŘǾŀƴŎŜŘέ ƻǊ Ŏƻmplex for 
the music-buying public and accordingly demanded printed scores which are in 
effect outlines or synopsis of the performance style. 

The whole nascent tradition of Harlem shout-piano styles stemmed from 
ragtime-oriented players like Blake. Blake went on to write successful music for 
revues, thus preserving their ragtime-derived ideas inside the various forms of 
ǇƻǇǳƭŀǊ ƳǳǎƛŎΦέ 

 
Lƴ ά¢ƘŜ WŀȊȊ ǊŜǾƻƭǳǘƛƻƴέ YŀǘƘȅ WΦ hƎǊŜƴ ǎǇƻƪŜ ƻŦ .ƭŀƪŜ ŀƴŘ Sissle's 

appearance on the Keith Vaudeville circuit which primarily was a white 
orientated circuit: 

ά9ǳōƛŜ .ƭŀƪŜ ǿŀǎ ǇŀǊǘ ƻŦ ǘƘŜ vaudeville ǘŜŀƳ ά{ƛǎǎƭŜ ŀƴŘ .ƭŀƪŜΣέ ǿƘƻ 
performed on the very popular Keith circuit. Keith was a predominantly white 
ŎƛǊŎǳƛǘΣ ŀƴŘ .ƭŀƪŜ ōŜƭƛŜǾŜŘ ǘƘŀǘ ǘƘŜ ōƭŀŎƪΩǎ ŀŎǘǎ ǿŜǊŜ ǇǳǊǇƻǎŜŦǳƭƭȅ ōƻƻƪŜŘ in the 
second act in order to prevent them from getting a good review from the 
newspaper critics, who always came in the third act. Blake believed these shows 
ŦǳǊǘƘŜǊ ŜȄǇƻǎŜŘ ǿƘƛǘŜ ǇǊƻŘǳŎŜǊǎ ŀǎ ǿŜƭƭ ŀǎ ŀǳŘƛŜƴŎŜǎ ǘƻ ōƭŀŎƪ ƳǳǎƛŎŀƭ ǎƪƛƭƭǎΦέ 

 

In Rags and RagtƛƳŜέ ōȅ WŀǎŜƴ ŀƴŘ ¢ƛŎƘŜƴƻǊ ǿŜ ǊŜŀŘΥ 

ά¢ƘŜ ǿƻǊƭŘ ǎǘǊƛŘŜ ƳŜŀƴǎ ǘƘŜ ǎȅƴŎƻǇŀǘƛƻƴ ŀƭǘŜǊƴŀǘƛƴƎ ōŜǘǿŜŜƴ ǘƘŜ ǊƛƎƘǘ 
and left hands and the counter melodies created by a moving bass line. This was 
putting a new twist on the regular way to play ragtime ς alternating the 



syncopation between both hands made it twice as difficult to perform, thereby 
enabling the performers to win on tests. It not only sounder harder to do, it was 
in fact harder to do. And, unlike the rest of ragtime stride was conceived by and 
originally ǇŜǊŦƻǊƳŜŘ ōȅ ōƭŀŎƪ ŀǊǘƛǎǘǎΧΦέ  

9ǳōƛŜ ǿŀǎ ŀ ƳŀƧƻǊ ƛƴŦƭǳŜƴŎŜ ƛƴ ŘŜǾŜƭƻǇƛƴƎ ŀƴŘ ǇŜǊŦƻǊƳƛƴƎ ǘƘƛǎ ΨǎǘǊƛŘŜΩ 
ragtime piano style that was so much an influence on other black and white 
ragtime pianists. 

 

Lƴ ά¢ƘŜȅ ŀƭƭ tƭŀȅŜŘ ǊŀƎǘƛƳŜέ ōȅ .ƭŜǎƘ ŀƴŘ Wŀƴƛǎ ǿŜ ǊŜŀŘ ŀōƻǳt this new style: 

ά! ŘƛŦŦŜǊŜƴǘΣ ŀƴƻǘƘŜǊ ǎƻǊǘ ƻŦ ǊŀƎǘƛƳŜ ǿŀǎ ǊƛǎƛƴƎ ŀƭƻƴƎ ǘƘŜ !ǘƭŀƴǘƛŎ 
seaboard. The account of this distinctive music ς different both melodically and 
ƘŀǊƳƻƴƛŎŀƭƭȅ ŦǊƻƳ ŎƭŀǎǎƛŎ ǊŀƎǘƛƳŜΦέ 

 
Lƴ ǘƘŜ ōƻƻƪ άaȅ [ƛŦŜ ƛƴ wŀƎǘƛƳŜέ ōȅ .ŀŘƎŜǊ ǿŜ ǊŜŀŘΥ 

ά.ƭŀƪŜ ŀƭǎƻ ƭƛƪŜŘ ǘƘŜ ƳŜƭƻŘƛŜǎ ƻŦ aŀŎ5ƻǿŜƭƭΣ Ƙƛǎ άaŜƳƻǊƛŜǎ ƻŦ ¸ƻǳέ ǿŀǎ 
ƛƴ ŦŀŎǘ ōŀǎŜŘ ǳǇƻƴ aŀŎ5ƻǿŜƭƭΩǎ ά¢ƻ ŀ ²ƛƭŘ wƻǎŜΣέ ǿƘƛŎƘ ƘŜ ŦƛǊǎǘ ƘŜŀǊŘ ƛƴ ǘƘŜ 
муфлǎΣ ŀƴŘ ±ƛŎǘƻǊ IŜǊōŜǊǘΣ ǿƘƻǎŜ άDȅǇǎȅ [ƻǾŜ /ŀƭƭέ ǿŀǎ ǘƘŜ ƛƴǎǇƛǊŀǘƛƻƴ ŦƻǊ 
.ƭŀƪŜΩǎ ƻǿƴ άDȅǇǎȅ .ƭǳŜǎΦέ 

 

  



Edward Taylor Paull 

 

 Paull was born in Berradstown, W. Virginia on Feb. 16, 1858. His early 
childhood was spent during the time of the Civil War, which probably gave him 
his patriotic fervor that perpetuated his choice of subjects for his later 
compositions. Paull became the manager of a music store in Martinsburg, W. V. 
before moving to Richmond, VA also becoming a music store manager. His name 
ŦƛǊǎǘ ŀǇǇŜŀǊŜŘ ƛƴ ŀ ǇǳōƭƛŎŀǘƛƻƴ ƻŦ ǘƘŜ ά/ƘŀǎŜ .ǊƻǎΦ 9ƴǘƛǘƭŜŘ άGrand Triumphal 
MarchΣέ ƛƴ муууΦ IŜ ǇǳōƭƛǎƘŜŘ Ƙƛǎ ŦƛǊǎǘ ŎƻƳǇƻǎƛǘƛƻƴ ά.Ŝƴ IǳǊΩǎ /ƘŀǊƛƻǘ wŀŎŜέ ƛƴ 
1894, which was an instant success. His first 4 compositions were during this 
time. They include: The ά5Ŝƭƭŀ CƻȄΣ [ƛǘǘƭŜ ¢ǊƻƻǇŜǊΣέ !ƴŘ ά¢ƘŜ {ǘǊŀƴƎŜǊΩǎ {ǘƻǊȅΣέ 
όŀƭǎƻ ǇǳōƭƛǎƘŜŘ ǿƛǘƘ ǘƘŜ ƴŀƳŜ άThe Old MaƴΩǎ {ǘƻǊȅΦέ !ƴŘ ƻŦ ŎƻǳǊǎŜΣ ά.Ŝƴ IǳǊΦέ  
Paull, like other popular music composers took advantage of the musical styles 
and demands of the time. His next composition upon moving to New York was 
ƛƴ муфс ŀƴŘ ƛǘ ǿŀǎ ŜƴǘƛǘƭŜŘ άThe Charge of the Light BrigadeΦέ  
 With this background Paull embarked on one of the most sensational 
careers in 20th century American popular music. Paull usually wrote and 
published only 2 or 3 compositions each year. In 1898 he wrote and published 
άThe Ice PalaceΦέ Lǘ ǿŀǎ ǊŜƛǎǎǳŜŘ ƛƴ мф14 with a cover that was to hallmark his 
place in music history. The cover was in an artistic process called lithography. 
This process produced a most artistic and colorful cover for his compositions 
and his covers became a commercial reason for his selling success even before 
the buyer heard the music. Today his original music, mostly due to the covers, 



ǎŜƭƭǎ ŦƻǊ ŎƻƴǎƛŘŜǊŀōƭŜ ƳƻƴŜȅ ŀƴŘ ƛǎ ŀ ǾŜǊȅ ǇƻǇǳƭŀǊ ŎƻƭƭŜŎǘƻǊΩǎ ƛǘŜƳΦ ²ŀȅƭŀƴŘ 
.ǳƴƴŜƭƭΣ /ƻƭƛƴ aŀŎ5ƻƴŀƭŘ ŀƴŘ ΨtŜǊŦŜǎǎƻǊΩ .ƛƭƭ 9ŘǿŀǊŘǎ ƭŜŘ ǘƘŜ ŎƻƭƭŜŎǘƻǊΩǎ ƛƴ 
fǳǊǘƘŜǊƛƴƎ ǘƘŜ ƳǳǎƛŎ ƻŦ tŀǳƭƭΦ ²ŀȅƭŀƴŘ Ƙŀǎ ǘƘŜ ƭŀǊƎŜǎǘ ŎƻƭƭŜŎǘƛƻƴ ƻŦ tŀǳƭƭΩǎ ƳǳǎƛŎ 
and is considered the leader in history and background of Paull and his music. 
 tŀǳƭƭΩǎ ƳǳǎƛŎ ǿŀǎ ŀƭǎƻ ǳǎŜŘ ŀǎ ōŀŎƪƎǊƻǳƴŘ ƳǳǎƛŎ ǘƻ Ƴŀƴȅ ǎƛƭŜƴǘ ŦƛƭƳǎΦ ¢ƘŜ 
year of his death saǿ ǘƘŜ ǇǳōƭƛŎŀǘƛƻƴǎ ƻŦ Ƙƛǎ ƭŀǎǘ ǘǿƻ ŎƻƳǇƻǎƛǘƛƻƴǎΥ άSpirit of the 
U. S. AΦΣέ ŀƴŘ άTop of the WorldΦέ 
 The topics chosen by Paull include disasters, wars, ancient Roman themes 
and popular evens of his era. His music, while not in the impressionism style nor 
really descriptive music, do have descriptive titles and include descriptive words 
during the music to describe events of the event being written about musically. 
Indeed it was not the music that sold the piece but the cover and the reliving 
the even through his descriptive notations during the performance.   
 His musical style was homophonic in style but did contain some 
counterpoint and in his few cakewalk style pieces used some syncopation. Of 
ŎƻǳǊǎŜ ǘƘŜȅ Řƻ ƴƻǘ ǊƛǾŀƭ {ƻǳǎŀΩǎ ƳŀǊŎƘŜǎ ōǳǘ Ƙƛǎ ŎƻƳǇƻǎƛǘƛƻƴǎ should be taken 
in the development of writing what the musical public of his era expected and in 
this he was very successful. His harmonies were simple and mostly diatonic and 
his rhythm not complicated. His pieces probably were easily playable by those 
thŀǘ ƘŀŘ ǘǊŀƛƴƛƴƎ ƛƴ ƳǳǎƛŎ ŀƴŘ Ƴŀƴȅ ƘƻƳŜǎ ƪŜǇǘ ŀ ǇƛŜŎŜ ƻŦ tŀǳƭƭΩǎ ƻƴ ǘƘŜƛǊ Ǉƛŀƴƻ 
almost as a decoration on the music stand of the piano. His bass was a rhythmic 
accompaniment to the treble and is in the stride style of piano playing. If writing 
today he might have composed compositions on the Oklahoma bombing, 
perhaps the explosion of the first atom bomb, and perhaps a description of the 
{ǳǇŜǊ .ƻǿƭΦ Iƛǎ ƳǳǎƛŎ ƛǎ ǘȅǇƛŎŀƭ ƻŦ !ƳŜǊƛŎŀΩǎ ǇƻǇǳƭŀǊ ƳǳǎƛŎ ǘƘŜ ƭŀǎǘ ŘŜŎŀŘŜ ƻŦ 
the 19th Century and the early decades of the 20th, the time that Jazz was 
evolving. 

 

PROGRAM 

(* My arrangements) 
1 - 1893 - Chariot Race of Ben Hur 
2 - 1894 - The Charge of the Light Brigade* 
3 - 1896 - New York & Coney Island Cycle Race 
4 - 1897 - Thompson Street Cadets* 
5 - 1898 - Ice Palace* 
6 - 1898 ς ¦ƴŎƭŜ WƻǎƘΩǎ Iǳǎƪƛƴ 5ŀƴŎŜϝ 



7 - 1898 ς ²ŜΩƭƭ {ǘŀƴŘ .ȅ ǘƘŜ CƭŀƎ 
8 - 1898 ς ¦ƴŎƭŜ WŀǎǇŜǊΩǎ WǳōƛƭŜŜ 
9 - 1898 ς IŜ DƻƛΩƴ ǘƻ Iŀō ! Iƻǘ ¢ƛƳŜ .ȅŜ ϧ .ȅŜϝ 
10 - 1899 ς Plantation Echoes* 
11 - 1899 ς A Warmin' Up In Dixie 
12 - 1900 ς Dawn of the Century* 
13 -1900 ς Midnight Fire Alarm 
14 - 1901 ς A Signal from Mars 
15 - 1902 ς Storm King 
16 - 1903 ς The Burning of Rome* 
17 - 1904 ς Circus Parade 
18 - 1905 ς tŀǳƭ wŜǾŜǊŜΩǎ wƛŘŜ 
19 - 1906 ς The Hurricane 
20 - 1907 ς Masquerade 
21 - 1908 ς Homecoming March 
22 - 1909 ς Lincoln Centennial 
23 - 1910 ς bŀǇƻƭŜƻƴΩǎ [ŀǎǘ /ƘŀǊƎŜϝ 
24 - 1911 - Carnival King 
25 - 1912 ς Roaring Volcano 
26 - 1914 ς tŀǳƭƭΩǎ IŜǎƛǘŀǘƛƻƴ ²ŀƭǘȊ 
27 -1915 ς  Battle of the Nations 
28 - 1917 ς Battle of Gettysburg 
29 - 1918 ς Midnight Flyer 
30 - 1918 ς Hurrah For the Liberty Boys, Hurrah 
31 - 1922 ς Sheridan's Ride* 
32 - 1922 ς /ǳǎǘŜǊΩǎ [ŀǎǘ /ƘŀǊƎŜϝ 
33 - 1924 ς 4 Horseman of the Apocalypse*   
 

 

 

 

 

 



The Chariot Race - 1893 

 

 The CƘŀǊƛƻǘ wŀŎŜ ƻŦ .Ŝƴ IǳǊ ǿŀǎ tŀǳƭƭΩǎ ŦƛǊǎǘ ōƛƎ ƘƛǘΦ Lǘ ŜǎǘŀōƭƛǎƘŜŘ ƘƛƳ ŀǎ 
a leading popular music composer especially with the use of both a beautifully 
colored cover and the descriptive text inside the music. The addition of 
descriptive notations in the music was not new, as it had been used numerous 
times in the past ς 9ȄŀƳǇƭŜΥ ά¢ƘŜ .ŀǘǘƭŜ ƻŦ DŜǘǘȅǎōǳǊƎΣέ ǇǳōƭƛǎƘŜŘ ƛƴ муууΦ 
Marches were gaining in popularity, and this same year would see the 
ŎƻƳǇƻǎƛǘƛƻƴǎ ƻŦ WƻƘƴ tƘƛƭƛǇ {ƻǳǎŀΩǎ ά{ǘŀǊǎ ŀƴŘ {ǘǊƛǇŜǎ CƻǊŜǾŜǊΣέ ƴotated in the 
music as a two-step. It was also the year that General Lew Wallace, bucking 
opposition from the church, managed to get his novel Ben Hur ς A Tale of the 
Christ published. The piece is a descriptive narrative of the most exciting part of 
the bƻƻƪΣ ǘƘŜ ŎƘŀǊƛƻǘ ǊŀŎŜΣ ǘƘŜ ŜŀǊƭȅ ƳƻǾƛŜ ά.Ŝƴ IǳǊΣ {ǘŀǊǊƛƴƎ wŀƳƻƴ bŀǾŀǊǊƻ 
Ƙŀǎ ōŜŜƴ ŎƻƭƻǊƛȊŜŘ ōȅ ¢ŜŘ ¢ǳǊƴŜǊΩǎ ǇǊƻŘǳŎǘƛƻƴ ŎƻƳǇŀƴȅ ōŜǘǿŜŜƴ ƻƴŎŜ ŦǊƛŜƴŘǎ 
Judah Ben Hur and Messala. For anybody who has not seen the 1925 production 
starring Ramon Navarro, the film ŎƻƭƻǊƛȊŜŘ ōȅ ¢ŜŘ ¢ǳǊƴŜǊΩǎ ǇǊƻŘǳŎǘƛƻƴ ŎƻƳǇŀƴȅ 
ŎƻƳŜǎ ŎƭƻǎŜ ǘƻ ǘƘŜ ōǊƛƭƭƛŀƴŎŜ ƻŦ 9Φ ¢Φ tŀǳƭƭΩǎ ŀǊǘƛǎǘƛŎ ŎƻƭƻǊŦǳƭ ŎƻǾŜǊǎΦ ¢Ƙƛǎ 
composition enjoyed a great deal of new popularity when the film was released, 
and was often used as an accompaniment to the chariot race scene. Note the 
gradual acceleration near the end of the race, and an ending style that would 
find a permanent place in much future Paull marches. The main thematic 
motive using 16th ƴƻǘŜǎ ƛǎ ŦƻǳƴŘ ƻŦǘŜƴ ƛƴ tŀǳƭƭΩǎ ŎƻƳǇƻǎƛǘƛƻƴǎΣ ƛƴŎƭǳŘƛƴƎ ¢ƘŜ 
Home ComƛƴƎ aŀǊŎƘΣέ ά¢ƘŜ .ǳǊƴƛƴƎ ƻŦ wƻƳŜΣέ ά¢ƘŜ aƛŘƴƛƎƘǘ CƛǊŜ !ƭŀǊƳΣέ ŀƴŘ 
ά5ŀǿƴ ƻŦ ǘƘŜ /ŜƴǘǳǊȅΦέ  
 



         Charge of the Light Brigade ɀ 1894  
 

 

Many people are aware of this horrific October 25th, 1854 military conflict 
during the Crimean War though the famous poem by Lord Alfred Tennyson, 
while others may have heard of it through the well known classic pieces by Max 
Steiner and Franz Von Suppe. Paull musically honors those brave men, of which 
some 500 or more gave their lives. As with many Paull publications Paull 
includes A most interesting description that is printed on the inside front cover 
of a newspaper interview with one of the survivors. The survivor gives a graphic 
synopsis of what happened when the British forces battled against the Russians 
and the French in that narrow valley. Essentially, their captain misinterpreted 
orders sent to him by the commander, and the Brigade and infantry charged in 
the wrong direction, most to their slaughter. The music begins with a typical 
brass fanfare, which is common in many Paull marches. 

 
 
 
 
 
 
 
 
 
 
 



The New York & Coney Island Cycle March & Two Step - 1896 

 

 The modern American bicycle was becoming a popular form of  

enjoyment around this time, after its flirtation with contraptions that 

had huge front wheels that presented uncomfortable riding positions 

and awkward dismounts. Also coming into its own was a little resort 

island just south of Manhattan, (Coney Island) where entrepreneurs 

such as George Tilyou built hotels and various types of amusements to 

lure New Yorkers out of the city for a day or a weekend. Among the 

attractions pictured on the cover are: The Iron Tower, a Ferris wheel 

and an elephant ride, presented for the adventurous to enjoy a 

ÓÅÎÓÁÔÉÏÎÁÌ ÖÉÅ× ÏÆ ÔÈÅ ÁÒÅÁȢ *ÁÍÅÓ ,ÁÆÆÅÒÔÙȭÓ %ÌÅÐÈÁÎÔ (ÏÔÅÌȟ ÃÏÍplete 

×ÉÔÈ Á ÓÍÁÌÌ ÉÎÄÏÏÒ ÍÁÌÌȟ ÁÎÄ 4ÉÌÙÏÕȭÓ 3ÔÅÅÐÌÅÃÈÁÓÅ 0ÁÒË ÆÅÁÔÕÒÉÎÇ Á 

custom built Ferris wheel. In this pre0automobile age, it was a common 

activity for couples to jump on their bicycles and make a trip across 

Coney Island Creek for a day of amusemenÔ ÁÎÄ ÄÉÎÉÎÇ ÏÎ &ÅÌÔÍÁÎȭÓ ÈÏÔ 

dogs. This piece conveys some of that innocent joy quite effectively.  

 



         The Thompson Street Cadets ɀ 1897  
 

 

The cover of this piece is reflective of the typical stereotypical attitudes 
toward blacks prevalent at the beginning of the 20th century. The cover reflects 
the lyrics that characterize a black military group as they march through town. 
All of the unfortunate standard elements of a coon song are found within. In 
defense of the genre, it allowed many blacks to be accepted as popular music 
composers and entertainers on the stage. The lyrics added to numerous popular 
songs used derogatory lyrics ς Example: the much vaunted Maple Leaf Rag 
years after its inception contained a reference to a razor fight, as alludes to in 
this song. By the end of the ragtime era, such demeaning references gradually 
disappeared or were toned down quite considerably. AS usual with Paull 
publication the cover is quite spectacular, and one of the brighter offerings by 
the Hoen lithography process. 

The Ice Palace March ɀ 1898  

 



 

hƴŜ ŎƻǳƭŘ ƴƻǘ ǊŜŀƭƭȅ Ŏŀƭƭ tŀǳƭƭΩǎ ŎƻƳǇƻǎƛǘƛƻƴǎ άƛƳǇǊŜǎǎƛƻƴǎέ ŀǎ ǘƘŜ ǎŎƘƻƻƭ 
of impressionists presented, but a descriptive title conjours up many possible 
ƛƳŀƎŜǎ ǘƻ ǘƘŜ ƭƛǎǘŜƴŜǊΦ ¢ƘŜ άLŎŜ tŀƭŀŎŜέ ƳƛƎƘǘ ōŜ ŘŜǎŎǊƛōƛƴƎ ŀ great and elegant 
skating arena, or perhaps even a beautiful structure like the Crystal Palace from 
the great 19th century world exhibition in London. Today it might make one 
think of the fabulous ice-covered house that Uri Zhivago escapes to in the 
fabulƻǳǎ 5ŀǾƛŘ [Ŝŀƴ ŦƛƭƳΣ 5ǊΦ ½ƘƛǾŀƎƻΦ tƻǎǎƛōƭȅ ǘƘŀǘ ǿŀǎ tŀǳƭƭΩǎ ƻǊƛƎƛƴŀƭ 
conception, if the early cover reflects his thinking. It is a picture of the front and 
interior of his Mount Vernon, New York home of the time. Paull often published 
the same song with different covers and this song was so done. It might even 
suggest something along the lines of the public displays of fabulous ice 
sculpture still held throughout the northern areas of the American and 
European continents in their ice carnivals. The bass line in the trio starts with an 
unnamed melody that would later become associated with Laurel and Hardy. 
 Written to commemorate the condition of his Mount Vernon home after 
a winter freeze, the piece was reissued in 1914 with a different cover depicting a 
large castle built with ice blocks and people dancing outside. It is a 6/8 march 
ƴƻǘŀǘŜŘ ŀǎ άƳŀǊŎƘ-Two-Step. It does not contain any descriptive notes in the 
ƳǳǎƛŎ ŀƴŘ ƛǎ ƳƻǊŜ ƻŦ ŀ ΨǎǘǊŀƛƎƘǘΩ ƳŀǊŎƘ ǘƘŀƴ ƻǘƘŜǊ tŀǳƭƭ ŎƻƳǇƻǎƛǘƛƻƴǎΦ ¢ƘŜǊŜ Řƻ 
not seem to be any music passages that bring to mind ice palace or winter 
weather. 
 

5ÎÃÌÅ *ÏÓÈȭÓ (ÕÓËÉÎ $ÁÎÃÅ ɀ 1898  

 


