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New Orleans Hop Scop Blues – George Thomas 
 

   
 

The Thomas family of Blues musicians – George Thomas, Hersel Thomas (brother) and 
Beulah ‘Sippie’ Wallace (sister) 
  
George Washington Thomas (1885-1930) 
 

    
                                         George Thomas                                        

 
  

 Born in Houston, Texas (some say Little Rock, Ark in 1883) he was a blues and jazz 
pianist and a songwriter. He was head of a very important Texas Blues dynasty which 
includes his brother herself, his sister, Beulah ‘Sippie’ Wallace and his daughter Hociel 
Thomas. George grew up in Houston his father being the deacon at Shiloh Baptist Church.  
Thee family was very musical and George began playing the piano and organ at an early 
age and started playing piano in the pit in local Houston theaters. George taught his 
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younger brother Hersel to play the piano. They were pioneers of the Boogie Woogie piano 
style and helped to popularize the blues in Chicago during the 1920s. In 1914 he partnered 
with Clarence William in a publishing business in New Orleans. While there he played in 
Storyville and was friends with Louis Armstrong and Joe Oliver. He played at ‘Fewclothes’ 
saloon. When Storyville closed in 1917 he moved to Chicago and later joined by his brother 
and sister. He worked in the city’s music business. He wrote more than 100 songs. 
 George was the composer of a very influential composition ‘Hop Scop Blues’ which 
one of the first use of a 12 bar and a ‘boogie’ bass, and along with Weary Blues influenced 
the development of Boogie Woogie. Clarence Williams gives credit to George as the 
originator of the Boogie Woogie piano style. With brother Hersel they copyrighted ‘The 
Fives’ in 1921 that was inspired by the sounds of railroad travel that was to become a 
‘classic’ performed by many pianists. This song (the Fives) became synonymous with the 
Boogie Woogie style of music. It was said that any pianist that wanted a job had to play 
‘The Fives.’ On one record the song ‘The Rocks in 1923) (using the name of Clay Custer)   
it contains the earliest recording of a walking bass. He also recorded with the group called 
‘the Muscle shoals Devils.’ George was fatally injured in 1930 when a streetcar hit him. 
 
Hersel Thomas (1909-1926) 
 

 
George & Hersel Thomas 

 
 Hersel was born in Houston, Texas and showed an early talent for playing blues and 
writing songs. Hersel was an influence on the Chicago Boogie Woogie style. Both Albert 
Ammons and Meade Lux Lewis cited him as an influence. His most famous blues was 
‘Suitcase Blues.’ He recorded a number of blues and was in some sessions with Louis 
Armstrong and ‘King’ Oliver. 
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 Hersel died of food poisoning while working at Penny’s Pleasure Inn in Detroit, 
Michigan. There is still doubt about how he had died of this poison. AT 15 he recorded 
‘Suitcase blues,’ and ‘Hersel Blues.’ He died at age 17. 
 
Beulah ‘Sippie’ Thomas/Wallace (1898-1986) 
 

 
Beulah ‘Sippie’ Thomas/Wallace 

 
 Born in Houston she sang and played the piano in her father’s church.  Together 
with her two brothers she began performing at tent shows. In 1915 she joined her brother 
George in New Orleans. She married Matt Wallace there in 1917.  During the early 1920s 
she toured the TOBA vaudeville circuit and was billed as ‘The Texas Nightingale. In 1923 
she and her brothers moved to Chicago. She recorded her first blues records in 1923 and 
recorded over 40 sides in her recording career. She was unique among the classic blues 
singers as she often wrote her own material with her brothers furnishing the music. She 
moved to Detroit in 1929 and left the music business as the Blues era ran its course. After 
the death of her aunt, her husband and brother George she became a singer and organist at 
the Leland Baptist church in Detroit. She got her nickname ‘Sippie’ because of a break in 
her front teeth (like Michael Stranhan). She died at age 88 of natural causes.        
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Yong George Thomas 
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  B1’s 1st 4 bars a 2 bar sequence B2 and B3 are repeats. 'Hop Scop' was a 
dance done around the south where the dances lasted until dawn. In the piano version 
there is a walking bass (like Boogie Woogie) in the chorus. This was one of George 
Thomas’s earliest compositions and before he went to Chicago. It was undated until 
around 1923.  
Some evidence places it as early as 1916. 
 
Awful Moanin’ Blues – Stanley Miller 
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The Coo-Coo-Couay Blues – Knowles Robbins 
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Black Sheep Blues – Gus Kahn & Phil Baker 
 

 
Gus Kahn 

 
Phil Baker 

 
Phil Baker, (1895-1963)  
 Baker was a famous radio personality being the host of the radio show ‘Take 
it or Leave it,’ (credited as the 1st modern quiz show on radio), and ‘the 64$ 
Question.’ He played the accordion (received it as a bar mitzvah gift), teamed with 
Ben Bernie as a vaudeville team, and the violin and accordion in Ben Bernie’s 
Orchestra. He was also known as a comedian and actor and was a veritable fixture 
in the theater.  
 
Gus Kahn (1886-1941) 
 Kahn was born in Coblenz, Germany in 1886 and came to the U.S. with his 
family in 1891. They settled in Chicago. He began songwriting after graduation 
from high school.  Some time passed without success until he teamed with Egbert 
Van Alstyne with My Dreamy china Lady’ in 1906. IN 1908 he added lyrics to two 
songs, the first by his wife (Grace Lebo - one of several melodies) and one with Van 
Alstyne. He continued to add lyrics to melodies by many composers and became one 
of the greatest lyricists of his time with many becoming enduring standards.  A list 
of his hits are lengthily but most of the few listed here are well-known: ‘It Had to Be 
You,’ ‘Carolina in the Morning,’ ‘I’ll See You in My Dreams,’ ‘ Toot Toot Tootsie 
Goodbye,’ ‘On the Alamo,’ ‘Memories,’ ‘Side By Side,’ Yes Sir, That’s My Baby,’ 
‘The One I Love Belongs to Somebody Else,’ ‘That Certain Party,’ ‘You Tell Me 

19



Your Dream,’ ‘ Makin’ whoopee,’ ‘The Waltz You Saved For Me,’ ‘Dream A Little 
Dream of Me,’ ‘The Carioca,’ ‘San Francisco,’ ‘ Josephine,’ ‘You Stepped Out of A 
Dream,’ My Buddy,’ ‘Charley My Boy,’ Love Me or Leave Me, ‘A Little Street 
Where Old Friends Meet’ and so many others - hundreds of songs. In his later years 
he wrote mostly for the movies. He added lyrics to music by many great composers 
including Gershwin, Youmans, Romberg and Harry Warren. 

 
 
 
 

 
 
 
 
 

 
Phil Baker made this movie to capitalize on his popularity on radio. 
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Bleeding Heart Blues – Lovie Austin 
 

 
     Lovie Austin 
 

 Cora Calhous (Lovie Austin) (1887-1972)  
 Austin was a Chicago bandleader, composer and arranger in the era of the 
18920s. She had a reputation as a very good jazz blues piano players. Mary Lou 
Williams said that Austin was her greatest influence. Quite a colorful character, 
Lovie was often seen racing around Chicago in her Stutz Bearcat decorated with 
leopard skin upholstery and dressed ‘to the teeth.’  Played piano on recordings with 
Ma Rainey, Alberta Hunter, Ida Cox, Ethel Water and others. She led her band, 
‘the Blues Serenaders’ that included Tommy Ladnier, Natty Dominique, Kid Ory, 
Johnny Dodds and other well know early jazz musicians. She co-wrote “Down 
Hearted Blues’ with blues singer Alberta Hunter. After the blues craze died down 
she became musical director at the Monogram Theater in Chicago where all the 
T.O.B.A. acts played. She was there for 20 years. She was co-composer on “Sweet 
Georgia Brown,” and “C-Jam Blues.” 
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Blue Grass Blues – Elmer Schoebel & Billy Meyers 
 
Elmer Schoebel (1896-1970) 
 

 

 
New Orleans Rhythm Kings Left to Right: Leon Roppolo, Jack Pettis, Elmer Schoebel, 

Arnold Loyacano, Paul Mares, Frank Snyder, George Brunies. 
 

 Schoebel was born in East St. Louis and played for silent movies and as an 
accompanist in vaudeville. He was the pianist for the New Orleans rhythms Kings (also 
called the Frair’s Orchestra) and recorded in august of 1922 with the New Orleans rhythm 
Kings which included two of his songs – ‘Farewell blues,’ ‘Copenhagen’ and ‘Discontented 
Blues’. He served in WWI and is said to have written ‘Bugle Call Blues (Rag). His biggest 
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hit was ‘Nobody's Sweetheart’. He died in 1970. He also wrote ‘House of David blues.’ He 
led his own orchestra as well as playing in the orchestras of Isham Jones, Louis Panico and 
Art Kassel 
 

Billy Meyers (1894-19 
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Blue Hoosier Blues  - Abel Baer, Cliff Friend & Jack Meskill 
 

  
 
 

 
 Abel Baer 
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Abel Baer, (1893-1976), He enlisted in World War I to become an aviator out of 
medical school. When returning, instead of going back to dental school and having 
studied piano when young he decided to make music his career. He left his home in 
Boston to become a pianist for the publishing houses in New York. Paul Whiteman 
played his ‘Papa Loves Mama’ on his ‘Experiment in Modern Music concert    in 
1924 and his ‘June Night’ was played on the same concert as the premiere of 
‘Rhapsody in Blue’ of Gershwin. He wrote “There Are Such Things” 
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Jack Meskill (1897-1973) 
 Lyricist Jack Meskill was born in New York City and after graduating from 
high school he began to write special material for vaudeville and moves. He pursued 
a career as a professional baseball player but soon turned to songwriting. He 
collaborated with leading composers of his day.  His bright spot was in the 1930s.  
His biggest hit was ‘There’s Danger in Your Eyes, Cherie that was in the film 
‘Puttin on the Ritz.’ He wrote well into the `1950s. 
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Abel Baer, (1893-1976),  
 He was born in Baltimore, Md. He enlisted in World War I to become an 
aviator out of medical school as a 1st Lt. When returning, instead of going back to 
dental school  and having studied piano when young he decided to make music his 
career. He left his home in Boston to become a pianist for the publishing houses in 
New York. Paul Whiteman played his ‘Papa Loves Mama’ on his ‘Experiment in 
Modern Music concert in 1924 and his ‘June Night’ was played on the same concert 
as the premiere of ‘Rhapsody in Blue’ of the Gershwin’s.  He wrote “There are Such 
Things.” He moved to Hollywood and wrote for movies.  He was active in the rights 
of songwriters and in various musical organizations. 
 
Blue Island Blues – Wendell Hall, Harry Geise & Emory O’Hara 
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                              Wendell Hall 
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Wendell Hall (1896-1969) 
 Born in St. George, Kansas He was noted as an American songwriter, country 
singer, vaudeville performer a radio performer, a Victor recording artist and above all, a 
ukulele player.  He was known b two nicknames – ‘the red-haired music maker,’ and ‘the 

33



pineapple picador. His recording of ‘It Ain’t Gonna Rain No Mo,’ sold over 2 millions 
coped. He served in WWI. 
 His musical career began in 1922 in Chicago as a song plugger for Forster Music. 
He toured the country playing in music store, radio and theaters. He was in vaudeville and 
sang and played the xylophone, but he found it easier to carry a uke than a xylophone and 
changed performing instruments and was considered an expert on ukulele playing. The uke 
was a very popular social instrument in this era. He began a radio program on WEAF in 
New York City for the National Carbon Company called ‘the Eveready Hour’. This was a 
pioneer commercially variety program. The program was on a pre-network 18 station 
‘hook-up’ to also broadcast the election returns. He was so popular that Eveready painted                
their batteries with a red top to cash in on Wendell’s popularity. As with ‘Tiny Tim’ he was 
married on the air.  He hosted other radio programs and when finishing his radio career he    
wrote commercials for radio. Interestingly he recorded some Stephen Foster songs such as 
‘Camptown Races,’ and ‘Oh! Susanna.’   By many he is considered ‘the first hillbilly.’ 
 Being so well known for his ukulele playing he wrote a instruction book – Ukulele 
Methods’ in  1925 and even designed a series of unique ukuleles and are now collector’s 
items. 
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Canal Street Blues – Joe ‘King’ Oliver 
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Cemetery Blues – Sid Laney & Spencer Williams 
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Chicago Blues – Paul Biese, James Altigre & S Walter Williams 
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Walter Williams 

 
Chime Blues – Joseph ‘King’ Oliver 
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Chinaman Blues – Gene Burdette 
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Chirpin’ the Blues – Lovie Austin 
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Alberta Hunter (1895-1984) 
 Born in Memphis her career began in early 1920s. Alberta left home in her early 
teens, going to Chicago and was determined to get a singing job. Being very persistent she 
then began her professional singing career from the lowest dives to the most elegant 
nightclub, the Dreamland Café. Her career flourished as both a singer and a songwriter. In 
1928 she played in show Boat. When her career   lost momentum she enrolled in a nursing 
school and began a career in health care. While at New York’s Goldwater memorial 
Hospital she was approached by Chris Albertson and she made a record on Bluesville 
Records. The next month with Lili and Louis Armstrong she recorded another. The 
hospital retired her when she was 80 She then began her ‘second’ career, making recorded 
personal appearances and numerous TV appearances, including an appearance on To Tell 
the Truth  This comeback lasted 6 years  and she continued touring and  singing until her 
death in 1984.    
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Coal Cart Blues – Louis Armstrong & Lil Hardin 
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Dicty Blues – Fletcher Henderson 
 

  
Fletcher Henderson 

 
Fletcher Henderson (1897-1952) 
 Henderson was born in Cuthbert, Georgia and graduated from Atlanta University. 
He went to New York City and enrolled and received a Master’s degree from Columbia 
University in chemistry.  He then decided to turn to music. He became a recording director 
for ‘Black Swam’ record label from 1921-1923. In 1922 he formed his own band and 
played at the ‘Club Alabam,’ and then at “Roseland.’ It became a special band with 
arrangements by don Redman. (1922-1927) His band from time to time included Louis 
Armstrong, Coleman Hawkins, Buster Bailey and other great jazzmen. In 1925 he wrote 
‘Gin House Blues’ that was recorded by Bessie Smith, Roy Eldridge and Benny Carter. He 
arranged for Isham Jones and Benny Goodman. After an auto accident he didn’t seem to 
be the same person. In 1939 he disbanded his band and played with Benny Goodman as 
pianist and arranger. While he did organize his band for awhile in the 1940s it was short 
lived. He had a stroke in 1950 that left him partially paralyzed. He died in 1952. He was 
very important in the development of the advancement of jazz and big bands. Henderson 
was a gentle man, slim and 6 feet 2’  
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Down Hearted Blues – Alberta Hunter & Lovie Austin 
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Land of Cotton Blues – George J Bennett, M K Jerome & Fred E Ahlert 
 

 
 
George J. Bennett (1897- 
Born in New York City he wrote music for ‘Greenwich Village Follies’. 
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 Down South Blues – Ethel Waters, Alberta Hunter & Fletcher Henderson 
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The House of David Blues – Irving Mills, Billy Meyers & Elmer Schoebel 
 
 

 
 

 
House of David Band Advertisement 
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Irving Mills 

 
The House of David was famous for their bearded baseball team but also had a first class 
dance band. The New York Times called their band one of the top 2 acts in the country. 
This religious cult was in the state of Michigan and was famous their wearing of beards. 
 
Billy Meyers (1894-19--) 
 Meyers was born n Louisville, Kentucky and studied voice and harmony at St. 
Anthony’s School. He began his professional career as a vocalist in 1912 in vaudeville, 
radio and night clubs. One of his hit songs was ‘Bugle Call Rag.’ 
 
 
Irving Mills (1894-1985) Irving was born in the lower East side of Manhattan, New York. 
He had an older brother, Jack. He also went by the name of Joe Primrose. Together they 
formed the biggest independent music company in the world. Their father died when 
Irving was 11 years old. His first jobs were selling ties and wallpaper. He then held various 
jobs around show people – beginning with an usher at Proctor’s 28th St. Keith’s Allee 
Theater. The theater asked him to get some new songs from various publishers. In turn the 
publishers asked him to give their music to the performers backstage. In doing this he 
became a song plugger. He plugged songs at department stores and at Kresges, Woolworth 
and many other stores that sold sheet music. He began working at Leo Feist publishers in 
1919 until the company folded. 
The brothers opened the Mills Publishing Company. It was sold in 1965, when beginning 
they found it hard to get popular songwriters as they were working for more established 
companies. They signed some great names in songwriting including Sammy Fain, Gene 
Austin, Hoagy Carmichael, Jimmy McHugh and Dorothy Fields. 
 Irving formed his own orchestra that included many famous jazz great. The Hotsy 
Totsy Boys (Irving and Jimmy McHugh) recorded from 1928/1930. 
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  He was not a musician but had a good singi9ng voice. He was the one who 
organized early jazz orchestra and signed them either to a record company (such as 
Fletcher Henderson) and managed the Duke Ellington Orchestra. 
He was one of the first to record black and while musicians on a recording. He signed 
Blanche Calloway and she got him to use her brother who later became famous (Cab 
Calloway) He wrote the successful song “Minnie the Moocher’ for Calloway. He founded 
the Ira Ray Hutton all girls orchestra. His place in the history of jazz is founded primarily 
on his business skills and his publishing empire. He was central to the history and financial 
success of jazz. 
 
 
Elmer Schoebel (1896-1970) Schoebel began playing as a pianist for silent films and 
vaudeville shows. He moved to Chicago around 1922 and began writing arrangements for 
the New Orleans Rhythm Kings. He organized his own band and played at the Midway 
Gardens and also worked as an arranger for the Melrose Publishing Company and 
remained with them until 1940s.He also played with the NORK on some recordings. While 
he did begin playing again his legacy is as an arranger and composer. He arranged for 
many of the Jelly Roll Morton publications. His popular songs include: ‘Bugle Call Rag,’ 
and ‘Farewell Blues.’ 
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You’re Always Messin’ Round with My Man – Spencer Williams 
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Red Hot Blues – Wen Hall 
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Red Hot – 1923, by Ted Koehler, Frank Trumbauer, Wallace Bradley & Maurie            
            Sherman (A shimmy blues fox trot) 
 

 
A1-4, A2-4, B-8, C1-8, C2-8, C3-8, D-8 
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Arlen and Koehler 

  
Ted Koehler (1894-1973) 
 Born in Washington, D. C. he was a pianist film theatre, a producer and 
nightclub shows. He wrote special material for vaudeville and Broadway shows. His 
songs include: ‘Gotta right to Sing the Blues,’ ‘Between the Devil and the Deep Blue 
Sea,’ ‘I’ve Got the world on A String,’ Wrap Your Troubles in Dreams,’  
 
 Red Hot is written by a quartet of composers with Frank Trambauer being 
the best known. It is labeled ‘A shimmy blues fox trot.’ After an introduction the 
first section begins with a figure reminiscent of a Charleston rhythm, the chorus, 32 
bars long with 2 jazz breaks, presents a vocal that explains the title. On the score we 
read: 
 
 “Red Hot that band is ‘Red Hot.’ What it takes they’ve got. That’s all. O 
your dogs start walkin’. There’s no use talkin’. One thing you’ve got to give em’ 
they play rhythm that just keeps you swayin’ with em.’ I’ll bet you just can’t help 
step, ‘cause brother, what pep they’ve got. There’s only one answer. Ev’vy dancer 
when they start to play will holler ‘don’t Stop” “cause they’re ‘’Red Hot.” 
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Working Man Blues – Joseph ‘King’ Oliver 
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Bad News Blues – Benny Davis & Harry Askt   
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Radio Blues – Maud Moran 
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Graveyard Dream Blues – Ida Cox  
 

 
Ida Cox 
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The Stomp - W H Hendrickson (House Rent Blues) & Koven Tmompson 
 A stomp is defined as: “A heavy, strongly marked beat associated with early ragtime and 
early blues form, characterized by stomping feet. A ‘stomp chorus’ is the final chorus of a lively 
piece, played in a loud, spirited manner.” The term is used mostly in early jazz. This piece is 
interesting as we see the heavy four beats in the lower parts with a syncopated melody in the 
upper parts. It is also marked with accents that could be characterized as stylistic rhythm in 
stomps. In early jazz (being dance music), the stomp was characterized by stomping feet. 
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‘Taint Nobody’s Bus’ness If I Do – Porter Parish Grainger & Everett Robbins 
 
Porter Parish Grainger (1891-1951?) 
  While Grainger made many records in the 1920s little is known about his 
life. His fame came from his compositions for musical shows. On Bessie Smith’s 
Mississippi Days production he was her accompanist in 1928. By the end of the 1920s 
Grainger slipped into obscurity and his birth and death years are not known. 
 
 

 
Porter Parish Grainger 
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Tin Roof Blues – New Orleans Rhythm Kings & Walter Melrose 
Said to be an early blues riff by legendary New Orleans cornetist Buddy Petit, the 

theme was called ‘Rusty Nail Blues’ around New Orleans. The verse is a 12 bar blues 
statement leading to the famous riff that is also a 12 bar blues form. This is the melody that 
has been renamed a number of times: “Jazz Baby Blues” in 1926, “Make Love to me” in 
1950 as recorded by Kay Starr with only slight modifications. The third section is open for 
solos - most NORK arrangements are found with solo sections. This arrangement is from 
1923, and progress can be heard from the La. 5 to the NORK.] 

 

 
The NORK 
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The History of the Song 'Tin Roof Blues’ 

 
Are we ever sure who actually authored/composed a particular song? We cannot 

always go by the person holding the copyright. Claims have been made about authorship of 
many of the most popular tunes in our culture. Did Stephen Foster actually write the 
“Camptown Races”? Did Duke Ellington really write the song “Mood Indigo” or was it 
taken from Lorenzo Tio Jr’s theme song for his orchestra in New Orleans and called 
‘Dreamy Blues. One can check the Simeon, Bigard and Braud interviews at Tulane 
University to read about the origin of this melody.    

Of all the songs with stories about ‘dual’ authorship' is the song “Tin Roof Blues,” 
It is not only the song title but the location of the original Tin Roof Café in New Orleans. 
Many began as backgrounds or ‘riffs’ for many of the blues and rag type tunes played by 
these early jazzmen, both black and white. These tunes were never copyrighted as everyone 
used them and the tunes had been in use for many years. It was also a custom to cut off the 
title of a new tune that was being played by a band so that a rival band could not order the 
tunes. One of the many examples of a tune that had been around for years; 'The Tiger 
Rag.' It is said to have been a theme from one of the many quadrilles that were played in 
the early days in New Orleans under French rule. Although the ODJB’s Nick LaRocca put 
his name on the song when he copyrighted it. There was a famous law suit that LaRocca 
won about the tune.  
 

The Song 
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Jazzing Babies Blues – Richard M Jones 
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In the early days of Chicago jazz, the New Orleans jazzmen brought with them a 
number of melodies that were played by New Orleans jazz bands. Some of these 
early tunes had ’trade’ names such as “Nigger 2,” or “Praline.” Many of these 
melodies had been played for years without a title or even a nickname because the 
real name was never known or never assigned to it. Many began as backgrounds or 
‘riffs’ for many of the blues and rag type tunes played by these early jazzmen, 
namely the NORK. Both black and white. These tunes were never copyrighted as 
everyone used them and the tunes had been in use for many years. It was also a 
custom to cut off the title of a new tune that was being played by a band so that a 
rival band could not order the tunes. One of the many examples of a tune that had 
been around for years - 'The Tiger Rag' It is said to have been a theme from one of 
the many quadrilles that were played in the early days in New Orleans under 
French rule. The ODJB’s Nick LaRocca put his name on the song when he 
copyrighted it. There was a famous law suit that LaRocca won about the tune.  
 The melody of the Tin Roof Blue, as told by many old-time jazz musicians is 
said to have been a jazz blues riff played by legendary New Orleans cornetist Buddy 
Petit and was called by the name of “Rusty Nail Blues.” The tune has been renamed 
and recorded many times since. It was found to have Richard M. Jones name on the 
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music in 1923 and called “Jazzin' Babies Blues” while many people today remember 
is as “Make Love to Me.” As recorded by Conee Bosewell and Kay Starr. 
 A number of New Orleans musicians and locals have thoughts on the tune 
and the location of the Tin Roof Café. 
 Edmond Hall recalls the tune being used as background for a soloist and 
then was made into a tune.  
 

The Tin Roof Café 
 

The consensus opinion is that the name ‘Tin Roof’ is a generic term that was 
used for a number of tin roofed buildings in various parts of New Orleans that 
housed jazz bands. Many of the buildings in old New Orleans had tin roofs. (My 
grandmother’s house had a tin roof and the pecan tree that was next to it made 
sleeping some nights hard as the pecans would fall on the tin roof and really make a 
racket.) When asked, a number of early jazz musicians have given the location in 
different areas.  From the area of Tchoupitolas & Napoleon to two blocks uptown 
on Tchoupitola to Washington and Claiborne; to Washington and Broad or 
Jefferson Davis Parkway; to the old ‘plum plant’ at Claiborne and Music Streets. 
All these locations have been named as the original location of the ‘Tin Roof Café.’ 
There were other locations of jazz clubs that are in question – Fabacher's had 3 
locations, the Little Club and Bulls Club – 2 locations.  

There is a story that is told about the Tin Roof Café” It is the tale of how the 
management would sprinkle the tin roof with a water hose to make believe it was 
raining outside so customers there would stay longer and order another drink until 
the rain stopped. 

Near Washington and Claiborne was a tin works. Could the owners of the 
café, when building, took advantage of the close location of the tin works and 
constructed the roof with tin. Maybe some customers would say “I’m going to the 
café with the tin roof or I’m going to the café that is near the tin works. 

If it were a nickname, it would not appear in “Soards” under the nickname. 
The early Sanborn maps of New Orleans do show a café at the corner of 
Washington and Claiborne. 

 Musicians, beer truck drivers, neighbors that lived near the café – all 
claim that the one they talk about is the original location of the café. The sheet 
music does have a street sign that has the name of Washington but the other street 
can’t be read. 
 There was a tin shop at 2631 Claiborne and a vinegar factory at 4300 
Washington Ave in 1917. 
 Albert Ballatin (a beer truck driver and cemetery attendant) in a Jan 16, 
1985 interview recalls: 
 “Tin Roof”? Yes, but we called it also the Tin Shed. A lot of people called it 
the Tin Roof. The whole building was made of tin, the walls and the roof. It was a 
real big building, real big; had a grocery, a bar and dance hall and a pickle factory – 
you know cucumbers and vinegar – making pickles. 
 It was a white dance hall and a sort of tough place. We use to take the 
Napoleon street car, get off at Broad and walk up to Rendon. The Tin Roof was 
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facing Washington, but set back from Washington Street, near Rendon. The Tin 
Roof was in the 4400 block of Washington, near Broad. I went there many times. It 
seems they were open 3 or 4 nights a week – Saturday, Sunday, Monday and 
Wednesday. I think those were the nights. Band had, let’s see – a cornet, a banjo 
and a big string bass  
 The intersection of Washington and Claiborne, on the lake/downtown corner 
was a residence, a big house. On riverside/downtown was the sewage place. Lake 
uptown was a restaurant and the river uptown was a grocery and a small bar. One 
block toward the river at Washington (downtown side) was Taylor Park. There use 
to have a pavilion there where we danced.  
 (Albert Ballatin at the time of the interview was 90 years old and, in his 
youth, along with others his age, frequented many of the jazz places, including the 
Roadhouse, Fern Dance Hall, many Milneberg parties and the Tin Roof Café.) 
 
William Voelkel grew up around Tchoupitolas and Napoleon. His father owned a 
saloon at 4401 Tchoupitolas. When asked about the location of the famous “Tin 
Roof Café”   without hesitation he remarked: 
 “Sure I know where the Tin Roof Café was – it was directly across the street 
from my father’s saloon. It was on the riverside of Tchoupitolas Let me see - on the 
corner was a double house, then the Tin Roof Café and then another house and then 
the Lane Cotton Mills, owned by Sigmund Odenheimer. The Café sat close to the 
street, this was in the late 20’s and early 30’s, you see, not many people had cars and 
they didn’t need any places to park. You entered the Café by two swinging doors – 
there were no windows in the front. It was more of a dance hall, opened for dancing 
on the week-ends. It wasn’t a very fancy place, real rural in appearance, even more 
than Titiptina’s was. There was a small bar, but remember, I’m talking about 
during prohibition and most of the customers drank beer. There were no tables with 
chairs around them, but just a bunch of benches scattered around the place. It’s 
hard to judge, but it must have been about 60 x 100 feet in size. You could get about 
100 people in the hall for a dance. The people living around Tchoupitolas and 
Napoleon were sort of lower middle class, hard working people. They had windows 
on the sides of the building and I don’t remember any window fans or even 
circulating fans on the ceiling. Most of the block was taken up by the Lane Cotton 
Mills. The ceiling was higher than say a regular house and I think the bar was in the 
back part of the building.” 
 
 In the winter edition of the Second Line of 1979 Bellhop Gilbert Barrios 
talked about the Tin Roof:  
  
 “I was talking to my fellow Orleanians in the NORK about the old 
hometown, and in particular we discussed the Tin Roof Café at Claiborne and 
Washington. Paul Mares told Barrios that they were to record some sides for 
Gennett records soon, but that they were having a bit of trouble with one number – 
the title was too risqué to put on a record label. They couldn’t call it “Don’t get 
funky,” and another of the tune’s many names “I wonder what Makes my Grandma 
Love my Grandpa so” wasn’t so sensational either. I suggest why don’t you call it 
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Tin Roof Blues?” The way I see it, all of you have the blues for New Orleans. Mares, 
delighted at the suggestion told me “from now on, that’s your name – Tin Roof 
Barrios.” 
 
Raymond Burke: “Tin Roof? Tchoupitoulas and Napoleon. It was no nightclub – 
sort of like a lawn party deal. Years ago that’s all they had was lawn parties, or sort 
of dance halls.” 
 
Percy Humphrey: “I know where the Tin Roof was. There was one up above Broad 
– around White St. and then it moved to Tchoupitoula and Napoleon. I’m telling 
you that’s where it was. That white guy, LaRocca and others played there.” 
 
Johnny Dedroit: “The Tin Roof was an immense prize fight arena covered with tin 
at Washington Ave. and Jefferson Davis Parkway. For dances the prize fight ring 
was pushed to one side and the ring was used as a band stand.” (Sic: this building 
was known as Washington Artillery Hall and is still standing.) 
 
Ray Lopez: “Tin Roof Hall was an old factory, back of town, on the Washington 
Blue Line (Sic: probably the New Orleans and Pontchartrain Railroad Company) 
ran out Napoleon Ave. to Metairie Ridge. Tin Roof was beyond (toward the lake) 
Hogan Ave (now Jefferson Davis Parkway) and was used as a dance hall.” 
 
Ed Dawson: “Tin Roof? Was a tin type hall at Perdido, between Liberty and 
Franklin.” 
 
Mickey McKay: I was a singer at the Tin Roof. We use to take a cab to work at the 
Tin Roof at Tchoupitoula and Napoleon. The club entrance on the Tchoupitolas 
Street. The bandstand at the exit near the door on Napoleon. The club had a tin 
roof. 
 
 In the old newsletter of the New Orleans Jazz Club in 1946 stated the Tin 
Roof was on Washington Avenue. 
 
Abbie Brunies: the name came from a place where dances were held, the last time I 
saw it, it was a vinegar factory. It was made of tin’ hence the name. The place was 
on Washington Ave, back of (on the lakeside) of Broad Street.” 
 
George Brunies: “There’s a place called the Suburban Gardens, they used to call it 
the tin Roof Café. In New Orleans out in Gentilly (Plum Plant) Claiborne and 
Music.” 
 
Albert Artiques: “Plum Plant – dance hall Tin Roof. Music really sounded in those 
tin roof places.” 
 
Happy Schilling: “Paul Mares played in the Tin Roof Café on Washington. I played 
engagements at the Tin Roof on Washington Ave. 
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Kid Valentine: The Tin Roof was a couple of blocks further u p Tchoupitolas (from 
Napoleon.) 
 
Santa Pecora: “I played at the Tin Roof. The Tin Roof was on Baronne and owned 
by Tony Napolis who also owned the Little Club. It had a tin roof because there was 
a sprinkler system on it and they could ‘make it rain. The M.C. would say to the 
folks that they can’t go home because it’s raining like hell. The Tin Roof was on 
Baronne near Julia a semi-red light district after the closing of Storyville.” 
 
Ernie Cagnolotti: “I remember a place at Tchoupitolas and Napoleon – can’t think 
of the name, kit was near Tipitnas. It used to be Hoofner’s.” 
 
Kid Howard: Chris Kelly played at Economy Hall and the Tin Roof for whites on 
Tchoupitolas and Napoleon. 
 
 Most of the NORK believed the Tin Roof Café was at Washington and 
Claiborne Ave and was converted into a vinegar factory around 1910. According to 
George Brunies, the Tin Roof Blues originally began as a routine the NORK did at 
the Friars’ Inn. They called it by the New Orleans name of “The Rusty Nail Blues.” 
Then the publisher Walter Melrose heard the tune and liked it and wanted to buy 
the tune and gave the band $500 advance. He needed a better title and it is said they 
named it after a café on Baronne Street in New Orleans. The composer listed 
included 8 names including Melrose, a custom of a publisher to put his name on a 
tune he published. 

 
 
 
Eb Blues – 1923 by Thomas Moore & Louis S. Hooper 
 
 
Louis S. Hooper (1894-1977) 
`Born in North Buston, Ontario, Charlottetown, Prince Edward Island. Canada he 
grew up in Ypsilanti, Michigan and he attended the Detroit conservatory of music 
and while there played in local dance orchestras in the 1910s.  Around 1920 he 
moved to New York and recorded with Elmer Snowden and Bob Fuller     during 
the middle of the 1920s. He was, for a long time, he served as the house pianist at 
Ajax Record and was the accompanist for many blues singers on record. He was in 
the Blackbirds of 1928. Hooper returned to Canada in 1932 and played with Mynic 
Sutton’s dance band (the Canadian Ambassadors). He made a record of ragtime 
piano tunes in 1973.    He then taught at the University of Prince Edward Island 
later in his life. For a more comprehensive outlook see the National Library of 
Canada in Ottawa. 
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“E” Flat Blues – Thomas Morris 
 
Thomas F Moore – 1911-19 
 Born in New York City he attended the City College of New York. He 
worked on Broadway shows and other for Casinos that produced shows. He also 
wrote lyrics for songs in films.  
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Eb Blue 
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Fade Away Blues – James Louis ‘Jimmy’ Blythe & Alexander Robinson 
 

  
James Blythe 

 
James Louis  ‘Jimmy’ Blythe (1901-1931) 
 Bythe, born in Kentucky, moved to Chicago. He was a composer and an 
accomplished musician and found work for Paramount, Vocalion and Gennett. His 
playing was influenced by Clarence M. Jones who was his piano teacher. He was 
much in demand for records and did so for Ma Rainey and Blind Blake. He 
recorded 100s of piano rolls for use in nickelodeons for the Capitol Music Roll 
Company. Blythe was one of the first Boogie Woogie style piano players but could 
play in various styles. His song ’Chicago Stomp’ was one of the first recorded 
example of Boogie Woogie. He was one of the most recorded pianist if his time, 
recording 5900 sides in 9 years. He died suddenly of epidemic meningitis in 1931. He 
teamed with Alex Robinson, Aletha Dickerson’s husband. 
 

 
Jimmy Blythe -1901-1931 
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Fade Away Blues – Thomas Morris & Louis S Hooper 
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Intro-2, A-12, b-12, C1-12, C2-12 (all blues) 
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Farewell Blues – Leon Rappolo, Paul & Elmer Schoebel 
           (Not blues) 
 

 
The New Orleans Rhythm Kings   

L. to R. Leon Rapollo-cl, Jack Pettis-sax. Elmer Schoebel-piano, Arnold Layacano-
bass, Paul Mares-trp, Frank Snyder-drums, & George Brunies-trb. 

 
 
Elmer Schoebel (1896-18 

This song is not in true blues form. It contains open sections for solos in the 
second section. It is one of the earliest examples of jazz solos in print. Written by 
clarinetist Leon Rappolo, the solo is given to the clarinet. The piece is in song form 
with four bar phrases. 
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Paul Mares (1900-1949) 
 

    
Paul Mares 

 
Paul Mares (1900-1949) 

Born in New Orleans he attended Aloysius School in New Orleans and served in the 
U. S. Marines in World War I. Active in the music scene in New Orleans mostly working 
with Rappolo and the Brunies Brothers. In 1919 he went to Chicago with Tom Brown and 
then organized the Friar’s Society Orchestra with Rappolo and George Brunies. Mares 
composed 3 very important jazz standards – ‘Farewell Blues,’ ‘Tin Roof blues,’ and 
Milenberg Joys.” ‘Tin Roof’s theme was an old New Orleans jazz riff, - some say7 it was 
originally by Buddy Petit. The complete NORK had a hand in putting down the music for 
the song and Walter Melrose added the lyrics. Mares remained active in the Chicago music 
scene well into the 1940s.  
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Jack Pettis 
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Fiji Blues – Phil Lyon 
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Forgetful Blues – Fred Rose, Fred Hamm & Henry Winston 
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Four O’Clock Blues – Johnny Dunn & Gus Horsley 
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Johnny Dunn 
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Johnny Dunn (1897-1937) 
 Born in Memphis, Tenn. he was a trumpeter and bandleader. He attended 
Fisk University and began his career as a solo act in a theater in Memphis. (c1916).  
He was a member of W. C. Handy’s Band in 1916 and worked with them in New 
York (1917-11920. He soon left to play with Amie Smith’s Jazz Hounds and 
recorded with them in 1920-21.  
 Dunn then formed his own jazz band (Jazz Hounds) and backed Edith 
Wilson (19211922). He traveled to Europe with Will Vodery. In 1926 he played for 
the show Blackbirds of 1926. He toured with his band and performed in Chicago and 
then New York in 1928. He worked with Noble Sissle’s Band in Paris in 1928. He   
spent his last years in the Netherlands. 
 Johnny Dunn was one of the most influential trumpet players before Louis 
Armstrong. His articulation was concise, his tone was strong and included intricate 
passages and often his playing was in double time and played both staccato and   
legato. He made much use of mutes especially in his ‘Dunn’s Cornet Blues. In his 
band was the blues singer Edith Wilson who later became famous as Aunt Jemima 
in Quaker Oats commercials.  He liked Europe  and stayed there most of his life. He 
played there with Sidney Bechet in the Southern Syncopated Orchestra. He died in 
Paris of tuberculosis in 1937. 
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Georgia Blues – W Benton Overstreet & Billy Higgins 
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 Gulf Coast Blues – Clarence Williams 
 

     
 
 

   

 
Gee & Smith 
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Henpecked Blues- Jules Buffano 
 

 
A-12, B-12 

 
Jules Buffano (1907-1960) 
 Buffano was born in St. Louis, Missouri and was educated in private 
instructions on prominent instruments.  He began his career with the Ziegfeld 
Follies and then directed the Follies. Buffano was with Sophie Tucker on her tour of 
Europe. He was the first conductor of talking pictures. Wrote music for Fred 
Astaire & Gene Kelly and accompanied Judy Garland on production numbers. He 
was Jimmy Durante’s conductor on his TV show.            
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Home Folks Blues  - Arnold Johnson (1893-1975) & Fred Rose 
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Arnold Johnson (1893-1975) 
 Born in Chicago, Ill. Began his musical career as a 14 year old when 
employed as a pianist at a Chinese restaurant. He studied at the Chicago Music 
College and the American conservatory of Music and then landed a job with the 
orchestra of Rudy Wiedoft. He left the music business for real estate but soon 
returned to the music business with a vengeance. He formed his own orchestra and 
signed with Brunswick records in the 20’s. He was a master motivator and 
influenced a number of musicians, one was the trumpeter Jack Purvis and another 
was his pianist, vocalist and arranger in his band – Harold Arlen (Over the 
Rainbow). He jointed a team of Russ Morgan and Mitchell Parish to write further 
popular songs. 
 His career also included a tour with his band of RKO, Paramount, Loew and 
Fox circuits as a headline attraction. He directed some Broadway show. While in the 
service in WWII he was assigned to an entertainment group that toured throughout 
Europe.   
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Home Town Blues – Fred Coots & Dave Ringle 
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Fred Coots (1897-1985) 
 

 
 

J. Fred Coots (1897-1985) 
 Born in Brooklyn, New York he was taught piano by his mother.  Once he 
graduated from high school he got a job working in a bank on Wall Street. But when he 
heard a professional music plugger in 1914, he decided that was what he wanted to do. 
Coots     played piano in vaudeville and nightclubs and wrote songs in his spare time. He 
became a pianist and stock boy in a music store and in 1917 he had his first song published. 
He wrote special material for those in vaudeville as well as performing in vaudeville. He 
began composing music for Broadway show and in 1929 he left Broadway for Hollywood. 
His biggest hit songs was ‘Santa Claus is Coming to Town’ was written in 1934.  Other 
songs: ‘Precious Little Thing Called Love, ‘I Still Get a Thrill,’ ‘Love Letters in the Sand,’ 
and ‘You Go To My Head.’ He also, during his career, wrote songs for the Cotton club 
revues of 1936, 1938 and 1939.  
 He had his first big hit in 1930 with ‘I Still Get a Thrill’ and the next year wrote 
‘Love Letters in the Sand.’ In 1934 he had two big hits – ‘For All We Know’ and ‘Santa 
Claus is coming to Town.’ Coots had more big hits in two years than most songwriters have 
in their career. His career leveled off and in the 1940/50s there were no more hits. 
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Honeymoon Blues – William B Friedlander & Con Conrad 
 

 
A-8, B-8, C-8, D.S.-8 

 
William Barr Friedlander (1889-1968) 
 Born in Chicago, Illinois. He was multi talented – writing books, music and 
produced and directed 16 original shows for Keith, Orpheum and affiliated circuits from 
1913-1925.  He also wrote produced and directed 24 musical features of vaudeville acts for 
the same circuits. Friedlander also contributed a large number of music to musical 
comedies. He was very active in the field of   musical entertainment.                                                     
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Jazz Baby Blues- Isadore Kipperl 
 

 
 
Isadore Kopperl (1892-1961) 

 
A-16, B-16 
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Jubilee Blues – Henry Creamer & Maurice Abrahams 
 

 
A-12, B-16 

 
Maurice Abrahams (Maurie Abrams (1883-1931) 
 Born in New York City He began as a manager of a music publishing company and 
then became a publisher. He wrote special material for vaudeville acts including his wife 
Belle Baker.  His biggest hit was ‘Ragtime Cowboy Joe.’  
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Kansas City Man Blues – Clarence Johnson & Clarence Williams 
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A-12, B-12 
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King Tut Blues  - Eddie Green 
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A-8, B-8, C-8, D-12 
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Ku Klux Steppin’ Blues – Harry; L Alford & Billy-O-Newton 
 

 

135



 
A-12, B-8, C-16 
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Laughin’ Cryin’ Blues -  ‘Fats’ Waller -  
 

    
‘Fats’ Waller 

 
Thomas Wright ‘Fats’ Waller (1904-1943) 
 ‘Fats’ was born in New York City. His father was a Baptist minister and his mother 
was a musician. When 15 he played for his father and later became the organist at Lincoln 
Theater on 135th Street. His influence was James P. Johnson (He took lessons with 
Johnson). In 1922 he made his first record (after making some piano rolls.).He wrote over 
400 songs and recorded around 500 discs. He wrote with lyricist Andy Razaf. His most 
popular compositions included” Honey suckle Rose,’ Ain’t Misbehavin,’ ‘Back & Blue’ and 
Jitterbug Waltz.’ He composed a number of blues – See 1930 for ‘Blue Turning grey Over 
You’.) 
 

 

 
‘Fats’ Waller 
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A1-4, A2-4, A3-8, B-16, D.S.-16 
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Lonesome and Blue – Edwin Tillman 
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Intro-8, A1-8, A2-8, A3-8, B1-8, B2-8, D-8 

142



Little Boy Blues – Roy Turk, Abby Britt & J Russel Robinson 
 

 
A1-8, A2-8, B-8+8, C-16 
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Addy Britt (1891-1938) 
 Britt was born in New York City and was on the staff of music publishers. He was 
educated City College of New York. 
 
 
Log Cabin Blues – Tom Delaney 
 

 
A-12, B-12+12 
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London Blues – Ferd ‘Jelly Roll’ Morton 
 
 

 
A-12, B-12, C-12, Tag-2 
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Lost My Baby Blues – Ray Oscar Hibbeler 
 
Ray Oscar Hibbeler – 1892-19 
 Born in Chicago, Illinois He was educated in public school and was a featured 
writer story for some magazines.  
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Intro—8, Vamp-2, A1-8, A2-8, B-8, C-8, D-8, E-8, F-8 
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Lost My Baby Blues – Ray Hibbler 
 

` 
 

A1-12, A2-12, B-16, C-16 
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M.T. Pocket Blues – Eli Dawson, Lewis Michelson & Victor Olivier 
 

 
 
Eli Dawson (Elias Marks) – 1880-1960) 
 Born in New York City he worked for music publishers and was a singer in 
vaudeville and was also a comedian. He produced various special shows and founded a 
music publishing firm. ‘Beautiful Blue Danube’, ‘No Wonder you’re Blues’ was two of his 
songs.                                      
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A1-4, A2-4, A3-8, B-12, C-12 
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Mama’s Got the Blues – Sarah Martin & Clarence Williams 
 

 
 

 
A-12 

 

153



  
Sara Martin with Clarence Williams 

 
Sara Martin (1884-1955) 
 Know as ‘The Famous Moanin’ Mama’ she was born in Louisville, Kentucky and 
by 1915 she was singing on the African American vaudeville circuit.  Throughout the 1920s 
she toured and recorded with Fats Waller, Clarence Williams, King Oliver and Sylvester 
Weaver. Her style of singing and stage presence was especially dramatic and she became 
one of the most recorded blues singers. With ‘Fats’ Walller on the pianos she was the first 
to record Clarence Williams’ ‘Taint Nobody’s business if I Do.’  In his book ‘The Classic 
Blues singers,’  
 
Derrick Stewart-Baxter wrote: 
 ‘She was never a really great blues singer. The records she made varied 
considerably, on may she sounded stilted and very unrelaxed….Occasionally, she did hit a 
groove and when this happened, she could be quite pleasing, as on her very original 
‘Brother Ben’…The sides she did with King Oliver can be recommended, particularly 
‘Death Sting Me Blues.’  
  
Paul Oliver wrote: 
 ‘Sara Martin was of the 1st wave of female blues performers. She had a dignified, 
yet forceful and passionate stage presence and had a flair for the dramatic In a darkened 
theater, with only candles on the stage, she would begin to wail, in a low moan, ’Man done 
gone-got nowhere to go. ‘She literally surged across the stage, clutched the curtains in the 
wings, rolled on the floor, and when she had finished the audience was as wilted as she 
was.’  
 
In the book ‘Blues Who’s Who' by Sheldon Harris he wrote: 
 ‘Martin was part of the first wave of female blues performers. She had a dignified, 
yet forceful and passionate stage presence and had a flair for the dramatic” 
  
Harris describes her presence on one song: 
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 ‘In a darkened theater, with only candles on the stage, she would begin to wail in a 
low moan, “Man don gone-got nowhere to go.” She literally surged across the stage, 
clutched the curtains in the wings, rolled on the floor, and when she had finished the 
audience was as wilted as she was.’ 
 Martin made 100 recordings during the 190290s. Her record company put out the 
following release: 
  
 ‘We’re tellin’ you there’s none finer or grander when it comes  to warblin’ mean 
and hot low-dow  ravagin’ blues until  you don’t know whether your sensations your 
wigglin’ spine, or if your spine has got the wigglin’ blues.’ 
  She was known as ‘The blues sensation of the West,’ and ‘The Moanin’ Mama. She 
died of a stroke in 1955.Her Style and Work 

 
 Martin had a deep, full bodied voice that compared with Bessie Smith and Ma 
Rainey, but the emotional context.  Her diction was outstanding. One her great record 
‘Death Sting Me Blues’ shows the talent of King Oliver to be a master of the Blues. While 
primarily a popular singer, Martin could get ‘low down’ on the blues and was billed as ‘the 
colored Sophie Tucker.’ She did a film (Hello Bill) with Bill ‘Bojangles’ Robinson. She 
appeared in 1930 in the first all African American film ‘Darktown Revue.’ After the Blues 
faded around 1930 she retired but continued to sing gospel. During the Depression (like so 
many other entertainers) dropped out of show business (Toba –Theater’s Owner’s Booking 
Association-TOBA) went bankrupt in 1930). Many black entertainers referred to TOBA as 
‘Tough on Black Asses.’  
 She returned to Louisville and owned her own nursing home. Mandy Lee Blues 
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Many Lee Blues – Marty Bloom & Walter Melrose 
 

 
Intro-4, A-16, B-8+8, C-12, D-6, D.S.-8 
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Marty Bloom (M.L. Blumenthal) (1893-1974) 
 
 Born in Chicago, Illinois His career began as a pianist in Chicago saloons and in 
vaudeville. He was also a songwriter. He managed both ‘Fats’ Waller’ and Jelly Roll 
Morton. In 1918 he joined the Melrose Brothers in forming Melrose Music. This was the 
company that first recorded Jelly Roll and given credit for discovering Jelly as a recording 
artist. He also, for a time, managed Morton’s ‘Red Hot Peppers.’ He then decided to spend 
his time to songwriting as he thought it was more satisfying endeavor than managing.  
 

Marty Bloom could certainly feel proud of his accomplishments and credits as a 
songwriter. It is possible that some individuals indirectly think of Bloom each 
morning when they rise, especially if they have the habit of checking for last night's 
chewing gum on their bedposts. Yet his name comes up just as often in American 
music history as a big shot at the music publishing and artist management offices. 
He briefly managed two of the most brilliant, famous, and reportedly difficult artists 
in the history of classic jazz, Fats Waller and Jelly Roll Morton, but had the 
foresight to come up with even more helpful arrangements for them than he could 
provide. His direct involvement in the music business shouldn't negate his musical 
talents, as there is a rightful tendency to be suspicious of old-school music business 
types whose names appear on songwriting credits. Quite often, these credits and the 
ensuing royalties were simply usurped by the business guys; but this is not the case 
with Bloom, who was hands on with records being cut as both a co-writer and an 
actual participant in the sounds. In the latter case, what he did was quite unique, 
most often credited as "sound effects" or "effects." These included the use of 
various whistles and kazoos and something identified with the abbreviation  
‘KL’ in esoteric foreign discogaphies Bloom's real name was M.L. Blumenthal, and 
his involvement with music publishing stretches back prior to the '20s. In 1918, he 
formed the Melrose Brothers Music Company with the two oldest brothers from this 
publishing dynasty, Walter Melrose and Lester Melrose. Lines of demarcation were 
much more fuzzy in the music business back then, so the company's involvement 
with recording and publishing Jelly Roll Morton also included quite a bit of 
personal management, apparently Bloom's department. Historians at the 
Decca/MGM/MCA conglomerate recall that it was Bloom that brought Morton there 
for his historic recordings. Bloom's suggestion that the label sign Morton up in 1927 
was partially motivated by his desire to unload the managerial responsibility on 
someone else, but also made great musical sense. And Bloom remained involved on 
the next page as a member of Morton's Red Hot Peppers, taking part in many of the  
Recording sessions and adding his special touches. 

In the early '30s Bloom briefly took over managing Fats Waller, a connection 
made through a fellow music publisher and A&R man. He quickly found regular 
gigs for Waller, but found dealing with this artist's personality nerve wracking. 
Bloom passed the managerial bouquet over to Phil Ponce, and it turned out to be the 
best thing that ever happened to Waller. Bloom simply found songwriting a more 
satisfying endeavor than management. Walter Melrose was one of his best 
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collaborators, often resulting in splendid ballads such as "Melancholy" or 
"Reverie," each as haunting as its simple title. Bloom's most well-known song by 
far, however, is the somewhat gross musical question "Does the Spearmint Lose Its 
Flavor on the Bedpost Overnight?," a collaboration with singer Billy Rose and 
songwriter Ernest Brever. It was a hit in 1924 for the tenor and baritone vocal team 
of Ernest Hare and Billy Jones. With the title changed to "Does the Chewing Gum 
Lose Its Flavor on the Bedpost Overnight," it once again was on the charts in the 
early '60s, this time for the British skiffle-meister Lonnie Donegan. Will Melrose, 
Grant Rymal, and Bloom adopted "Willie the Weeper" from a folk song, while titles 
such as "Millenberg Joys" and "Cannonball Blues" also have strong traditional 
blues and old-time music aspects. It is only appropriate that this material has been 
recycled by bluegrass groups such as the Dillards. ~ Eugene Chadbourne, Rovi  
Read more: http://www.answers.com/topic/marty-bloom#ixzz1w0Fv4rbR 

 
 

 
 
Walter Melrose (1889-1973) 
 
 Born in Sumner, Ill, he studied piano at an early age. In 1912 he began in the music 
business. He was in WWI in the Army. He then formed his own music company with his 
brother and Marty Bloom. He wrote words to ‘Tin Roof Blues.’ And involved in 
‘Milenburg Joys,’ ‘Copenhagen,’ ‘High Society,’  ‘Doctor Jazz,’ and ‘Sugar Foot Stomp.’ 
He was the pianist in two Jelly Roll Records that were thought to be Morton. He played on 
‘Daddy Do’ and ‘Copenhagen.’ He is given credit for discovering Jelly Roll Morton as a 
recording artist.     
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Mean Blues – Billy Symthe 
 

 

Billy or William Smythe, Louisville, KY & Art Gillham 

  
Surnames: Smythe, Middleton  
 I'm trying to identify, and/or find the parents/siblings/descendants of a Billy 
or William Smythe who was a songwriter and who owned and operated the Billy 
Smythe Music Co., Inc., in Louisville, KY [Jefferson County, Kentucky from 
approximately 1912 to approximately 1920. I need this info for a music-history book 
that I'm writing, and I certainly will acknowledge all original contributors of info. 
In case this helps, I have an unverified report that the Smythe I'm interested in had 
a cousin named Scott Middleton, who co-authored at least two of Smythe's songs. 
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A-8, B-8, C-12, D-12, D.S.-12 
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Michigan Water Blues – Clarence Williams 

 
    A-12, B-12, C-12, D-12 
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Midnight Blues -  Babe Thompson & Spencer Williams 
 

 
A-12, B-12, C-12 
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Mobile Blues – Fred Rose & Albert Short  
 

 
 

 
A-12, B-8, C-8 
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Nursin’ the Blues – Harold Shaw 
 

 
A-4+4+4+4, B1-12, B2-8, C-8 
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Oh! Daddy Blues – William Russell & Ed Herbert 
 

 
A-12, B1-16, B2-12 
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Ozark Blues – Fred Rose 
 

 
A-8, B1-8, B2-8 
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Papa Blues – Pete Wendling, Edgar Leslie & Max Kortlander 
 

     
Pete Wendling 
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Edgar Leslie (Edgar L. Bainton) 
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Pete Wendling (1888-1974) 
 Born in New York City he was the son of German immigrants and learned the piano 
as a youngster. He began working as a carpenter and wanted to make that his career. His 
parents insisted he learn music and he selected piano as he wouldn’t have to carry it to his 
lessons. He finally realized that he was a good pianist and began playing for parties, at 
nickelodeon and other activities. In 1908 he won a national ragtime contest with one of the 
judges being Mike Bernard his inspiration. He was hired as a song plugger at Waterson, 
Berlin & Snyder and Mills publishing companies.  He partnered with Lewis E. Muir as a 
vaudeville team. It was found out he had talent also for composing songs and lyrics. His 
first hit was ‘Yake Hula, Kicky Doola’ in 1915. Al Jolson liked the song and used it in his 
shows. He became one of the most top pianists of his time.  He made a large number of 
piano rolls that were very successful. 
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A-8, B-4, C-16, D.S.coda-8 
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Poor Relations Blues – Jack Mahoney  
 

 
A1-12, A2-8, B1-8, B2-12 
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Potomac River Blues – Maceo Pinkard 
 

 
A-12, B-8, C-4+12, D-4 (with Repeat of 11 bars) 
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Rampart Street Blues – J Russell Robinson 
 

 
A-16, B-12, C-8, B2-12 
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Room Rent Blues – Irving Newton 
 

 
Intro-4, A-16, B-16, C-16 
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Sad News Blues – Benny Davis & Harry Askt 
 
 

 

 
A1-4, A2-4, B-8, C1-8, C2-8, coda-16
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Sad ‘N’ Lonely Blues - Lena Wilson & Porter Grainger 
 

 
Lena Wilson 

 
Lena Wilson (18988-1939) 
 Born in Charlotte, North Carolina and was an adopted child. Around 198-20 Lena 
sang with Danny Wilson (brother) as a vaudeville act on the TOBA circuit in the South. 
With Danny’s wife they often performed as a trio. Lena appeared in many musical revues 
up to 1931.She made many records and the major ones were from 1922-1924 and in 1930. 
Lena was backed by Perry Bradford’s Jazz Phools, Conaway’s Rag Pickers, Johnny 
Dunn’s Jazz Hounds, Fletcher Henderson and the Nubian Five. She recorded using her 
own name with an ensemble – the ‘Jazz Hounds.’ Included in this group were: Gus Aiken-
trp, Garvin Bushell-cl, Herb Fleming-trb, and John Mitchell-bjo. And Port Grainger or 
Cliff Jackson –piano. She was married to jazz violinist Shrimp Jones in the 1930s. De is 
reported to have died from pneumonia.              
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A-8, B-12 4+4+4+4, C-112 
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Sam Jones Blues – Al Bernard, Roy Turk & J Russell Robinson 
 

 
A-8, B1-2, B2-6, C-4, D1-8, D2-8, E-16, F-4, D.S. 4+32 
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Shreveport Blues – Annie S Potter 
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A-8, B-16, C-8+8 
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Sobbin’ Blues – Arthur ‘Art’ Kassel  & Victor Burton 
 

 
 

  
Art Kassel 
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Art Kassel 
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Art Kassel (1896-1965) 
 Kassel was born in Chicago, Illinois. After high school he attended the Chicago Art 
Institute for 3 years. He saw action in France in WWI in the army. He returned to Chicago 
and organized his first musical group ‘The Overseas four.’ His band was in radio for many 
years. He played reeds - clarinet and sax. He wrote a number of songs but none became 
‘standard.’` 

 
He wrote with Hart, Harvey Crawford and Jimmy Featherstone. And also had a 
very loyal following. 
 
 His band featured syrup-sounding saxes, emasculated brasses and reticent rhythm 
section. 

 

 
 
Victor Burton (1869-1951) 
 Born Chicago, Illinois, he began his career at an early age in his dad’s orchestra. He 
later toured with a tent show. He did his ‘time’ playing in clubs and theaters before joining 
J.P Sousa’s US Navy band in WW I. Returning to Chicago after the war he studied 
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timpani. He made recordings with Paul Whiteman and Vincent Lopez, Roger Wolfe Kahn 
and Don Vorhees and played Dixieland with Red Nichols, Miff Mole and Bix as well as 
leading his own group. He was good enough to play with symphony orchestra including the 
New York Philharmonic Orchestra and the L.A. Philharmonic. His last 20 years were spent 
in Hollywood as music director and percussionist for Paramount and 20th Century Fox. 
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A-16, B-16, C1-2, C2-4, C3-4, D-8 
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Struttin’ Blues – Tim Brymn,  Chris Smith & Al Siegel 
 

 
 

A-8, B-8, D.S.-12 
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Sugar Blues – Clarence Williams & Lucy Fltcher 
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Sugar Blues - Lucy Fletcher & Clarence Williams 
 

 

 
A-8, B-11 
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Intro-5, Vamp-2, A-12, B-8, C-10 
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Temptation Blues – Joseph ‘King’ Oliver & Lil Hardin 

(See Camp Meeting Blues at ‘A’ (same melody) See Creole Love Song   
 
 

 
Lil Armstrong 
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A-12, B-12, C-12 
 

Joseph Nathan ‘King’ Oliver (1881/1885? – 1938) 
 Born in Abend, La (near Donaldsonville) he moved to New Orleans while still young.  He 
played trombone before changing to cornet. Oliver played with many New Olreans bands at at 
various places around the city. At one gig there was a fight and his left eye was hurt and  he had 
little sight with it during his life. After playing around Chicago beginning around 1918 forming 
his own band that included Louis Armstrong and Lil Hardin, the band traveled until around 1937. 
He then lived in savannah, GA where he took odd jobs and died without any wealth . He died of 
Arterisievsis. But his place in jazz history is  one of the most important and well documented on 
records. He composed “Dippermouth Blues (Sugar Foot Stomp), ‘Canal St. Blues,’ ‘Snag it’ and 
others. Further info can be found in many bios on the ‘King.’ 
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King Oliver’s Band, with Lil Hardin on piano 
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Vaudeville Band of Oliver - 1922 

Ram Hall, Honore Dutrey, King Oliver, Lil Armstrong, David Jones, Johnny Dodds 
James Palao & ‘Montudie’ Garland 
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A-12, B-12, C-12 
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Camp Meeting Blues – Joseph ‘King’ Oliver 

 
A-12, B-12, C-12, D-12+2 bars extension 

 
 

The song, written by ‘King’ Oliver was later used as a theme for Ellington’s Creole 
Love Song’ sung by Aladaide Hall in 1928. (See ‘Creole Love Song’ (below) Also 
called ‘Creole Love Call.’ 
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The music - ‘At a Georgia Cam meeting’ by Kerry Mills is one of many songs 
written about Camp meetings. 
 
Camp Meeting Blues – Joseph ‘King’ Oliver 
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A-12, B-12, C-12, D-12
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The Creole Love Call – ‘Duke’ Ellington 
 
 

 
A-12, B-12, Coda-6 
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Duke at the piano 

 

 
Ellington Orchestra-1925 

 
Sonny Greer, Charles Irv is, Elmer Snowden, Otto Harwick. Seated: Bubber Miley, Duke  
      Ellington 
 
 
Duke Ellington (1899-1974) 
 Edward Kennedy ’Duke’ Ellington was born in Lincoenton, North Carolina and 
moved to Washington D. C. in 1886. His parents were both pianists and Ellington began 
lessens on piano at age 7. As he grew up he dressed in a sophisticated nobleman and his 
friend Edgar McEntree gave him his nickname.  While growing up he loved baseball. He 
attended Armstrong Tech. High School in D.C. and his first job was selling peanuts at 
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Washington Senator’s baseball games. He wrote his first song ‘Soda fountain Rag’ while 
being a ‘soda jerk’ at the Poodle Dog Café in D. C.  He was influenced at 14 when hearing 
pianists playing at Frank Holiday’s poolroom. As he  progressed in music he began playing 
‘gigs’ in clubs around D. C. and at the same time declined to take a art scholarship at the 
Pratt Institute in Brooklyn in 1916. He began to play piano at nights and painting 
commercial signs by day. He formed his own group I late 1917 – ‘The Duke’s Serenaders.’ 
This first band included Sonny Greer on drums, Elmer Snowden on banjo and Otto 
Hardwick on saxophone. He moved to Harlem but couldn’t crack into the New York scene 
because of strict competition. In Sept. of 1923 he played at the Hollywood Club at 49th and 
Broadway. (For 4 years.) Using the names of ‘Elmer Snowden and his Black Sox 
Orchestra’, the name was changed to ‘The Washingtonians.’ The orchestra made 8 records 
in 1924. He began to arrange for is band and with Billy Strayhorn their arrangements 
became legendary.  When King Oliver declined a job at the Cotton Club duke was hired. 
One feature of the orchestra was Johnny Hodges playing ‘Jeep’s Blues.’ Many of his 
popular songs included: Mood Indigo,’ ‘Sophisticated Lady,’ ‘ It’ don’t Mean A Thing If It 
Ain’t Got That Swing,’ ‘Caravan,’ ‘Take the ‘A’ Train,’ (with Strayhorn), ‘Sentimental 
Mood,’ and ‘Solitude.’  Below is a partial list of the blues that are associated with Ellington 
– quite a long list that many may not know he wrote. Strayhorn was a major contributor to 
the popularity of the orchestra. His orchestra continued to exist until his death in 1974, 
with many major accomplishments, honors and recognition. He is a major person and was 
a legend in his own time in the history of jazz. With the recent Pulitzer Prize winners, in 
1965 he was turned down for ‘this honor.’ He died of lung cancer and pneumonia. His son, 
Mercer, took over the orchestra and had a successful musical career.  
 

Partial listing of Ellington’s Blues 
 

4:30 blues   Blues with a Feeling, The  Jeep’s Blues 
Boogie for Blues  Boogie for Blues   July 18th Blues  
Across the Train Blues Bundle of Blues   Krum elbow Blues 
B Sharp “Blues  C Jam Blues    Misfit blues 
Ballin’ the Blues  Carnegie Blues   Mr. J. B. Blues 
Bang Up Blues  Crescendo in Blues   New York City Blues 
Big Fat Alice’s Blues  Doghouse Blues   Old Man Blues 
Blues Isn’t, the  Dragon Blues    Old Circus Train Around  
Blues at Sundown  E & D Blues             Blues 
Blues for Blanton  Empty Ballroom Blues  Rocky Mountain Blues 
Blues for Jerry  Far Away Blues   San Woodyard’s Blues 
Blues I Love to sing  Go Away Blues   Seary’s Blues 
Blues in Blueprint  Good Gal Blues   Tap Dancer’s Blues 
Blues in C   Harlem Flat Blues   Tymperturqbly Blues? 
Blues of the Vagabond Immigration Blues   Uptown downbeat Blues 
Blues to Be There  Informal Blues   Walkin’ & Singin’ the  
          Blues 
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That’s Got ’Em Blues – Samuel Bonner 
 

 
A-8, B1-8, B2-8, B3-8, B4-8 
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Triflin’ Blues – Porter Grainger & Bob Ricketts 
 

 
Grainger 
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A1-8, A2-8, B-8, C-12 
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Weepin’ Blues – James P Johnson 
 

 
A-12, B-12 
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West Indies Blues – Edgar Dowell, Spencer Williams & Clarence Williams 
 

 

 
A-8, B-8, C-4, D-8 
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Wild Cat Blues 
 

 
A-8, B-8 C-8, D-8, D.S.-8 

 
 
 

209



 
Thomas ‘Fats’ Waller was born in New York city on May 21, 1904. He was a very prolific 
composer, writing popular songs, Broadway material and instrumental pieces for the 
piano. 
 It is said that many got credit for composing song hits that Waller either sold the 
song to another person who in turn added his name as a co-composer either for money or 
to get a song published with the more famous person’s name on the cover.  
 All of Waller’s songs had the approach of a jazz musician and had a strong leaning 
toward blues. Waller was a child prodigy playing piano at a very early age. He played 
organ at church and his style was one of the stride technique for his left hand. He 
composed his first song ‘Squeeze Me’ with Clarence Williams. His most popular songs 
included ‘Honeysuckle rose,’ ‘Ain’t Misbehavin,’ and 'Black and Blue.’ He wrote some 
instrumental song including ‘A handful of Keys’ and ‘The Jitterbug Waltz. He died in 1943 
 
 
Wolverine Blues – ‘Jelly Roll’ Morton 
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A-8, B-16, C-16 
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Worried and Lonesome – James P Johnson  
 

 
A1-8, A2-8, B-12 
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Russian Blues – Noel Coward 
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Gertrude Lawrence & Noel Coward 

 
Noel Coward (1899-1973) 
 
 Born in Teddington, England he was an actor, playwright and composer. His 
plays were both brilliant and witty and he was known for his sophistication and 
polish. His songs were mostly waltzes and were very melodic and popular, both in 
England and the U. S. he began writing for stage shows in 1924 and had  a hit song 
Poor Little rich girl’ in 1925. From this beginning coward wrote lists year after year 
writing his own plays and musicals and starred in most of them. In 1928    ‘This 
Year of Grace’ opened on Broadway starring coward and Beatrice Lillie. His song 
‘Room With a View’ was a hit from this production. In his show ‘Bitter Sweet’ of 
1929 we find the songs ‘I’ll See You Again’ and Zigeuner.’ The famous ‘Mad Dogs 
and Englishmen’ was probably his most popular work. In 1932 he wrote ‘Mad 
About the Boy.’ In 1933 we find'20th Century Blues.’ Next came ‘I’ll Follow My 
Secret Heart.’ So coward was a triple threat – playwright, songwriter and actor. 
 The first use of Noel Coward’s ‘Russian Blues’ was in the musical ‘London 
Calling!’ Then moved to Broadway in 1925 as ‘Charloat’s Revue of 1923) 
 Coward sang the ‘Russian Blues’ in the production dressed as a Russian 
costume. The song’s ‘middle 8’ (C) is a quote of music taken from Borodin’s 
‘Polovisian Dances’, a technique that Coward used in other songs from the sane 

214



show – ‘Charot’s Revue of 1926.’ There is a’ blues’ technique in the final phrase of 
the song as it passes through Gb of the minor 3rd on its way back to resting on Eb. 

215



 
Russian Blues 
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Intro-4, A1-8, A2-8, B1-8, B2-8, C1-8, C2-8, C3-8, C4-8 
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Dinkum Aussies Blues – Walter Weems & Al H Maneson 
 

 
 

 
Australia jazz band 
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Intro-4, vamp-2, A-16, B1-6, B2-8, B3-6, (repeat-8) 
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I’ve got the Yes We Have No Banana Blues - Lew Brown, James F Hanely & Robert 
King  
 
 

 
 
 

 
Brown & DeSlyvia 
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A-8, B-8, C-16, D-8, E-tag-8 
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Intro-4, Vamp-2, A1-8, A2-8, B-8, C-12, D-12, E-8, F-8
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All Night Blues – Richard M Jones 

 

 
A1-4, A2-4, A3-4, B-8, C-16 
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Back O’ Town Blues – L M Bowen & ‘Herbie’ Herbedemux  

 
A-12, B-12, C-12, D-12
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Atlanta Blues (Make Me a Pallet) – Dave Elman & W C Handy 
 

  
Dave Elman 

 

 
Dave Elman (left) with patient 
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Before he was a famous hypnotist Elman was in show business-see side photos. 
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A-8, B1-4, B2-8, C-8 

 
 
 

234



 
 
 
 

 

235



Dave Elman (real name Fred Kopelman) (1900-1967) 
 Born in Park River, North Dakota, in his early teens Dave began working in 
show business as a comic. One season (the story later) he did a hypnosis act but gave 
it up as his girl friend’s parents objected to their daughter dating him. They were 
afraid of the ‘power he would have over her. Dave was an accomplished musician, 
playing the saxophone and violin. He loved show business and wrote his own 
material and song. At 14 he traveled with a traveling Medicine show. He tried New 
York for one season and worked in nightclubs.   He gave this up as he didn’t enjoy 
performing in nightclubs. He took a job with a music publisher, it was during this 
time that he met W. C. Handy and worked with him writing quite a few songs 
together. He became close friends with the Handy family. While working with 
Handy he met his future wife Pauline Elman. He had a desire to work in radio and 
took a job, free of pay at night after his day job. In 1928 he became a pay employee 
with WHN. He found success and worked with every major radio station in New 
York and was known as an ‘idea’ man. He became a producer, writer director and 
performer with other shows as well as his own. He went to California to replace the 
Jack Benny show when the cast was on vacation and wrote shows for Kate Smith. 
During this time (as many show business people did charity work. In 1948 he 
planned a show but the group he choose couldn’t make it back to town so Elman  
went back to his past and did a hypnosis show. After the show he was approached 
by a group of doctors who asked him to teach them hypnosis as they had tried it but 
failed. Dave gave them a course to 20 physicians and the doctors had another group 
that wanted to take the same course. His career then turned to hypnotism and made 
a reputation as one of the leading hypnotize of his time. He could hypnotize someone 
in one minute. 
 Elman’s definition of Hypnosis is still used today by professional 
hypnotherapists. With no formal training he trained the most physicians and 
psychotherapists in American. 
 
The story of his beginnings  in hypnosis: 
  
 When Elman was about 8 is when he was introduced to hypnosis. His father 
was dying of cancer and was relieved of pain by a friend by hypnosis. Dave never 
forgot this experience. He began to work at this method and soon did an act in show 
business. Thus in his later life he became on of the top hypnosis in the World. Few 
people know about his musical activities with the great W. C. Handy. 
 
His activity with the FBI during World War II 
 

 
 Elman’s activity with the FBI began when his wife noticed from his office 
window that there were strange lights in the building across the street. Elman 
noticed that the lights had a pattern. He phoned the FBI. The FBI came and 
arrested some Nazi spies. He had a ‘hit’ radio show called ‘Hobby Lobby,’ Ex: ‘A 
dog that could say ‘Hurray for Roosevelt,’ ‘A fingerless pianist,’ and ‘a woman who 
hypnotized a crocodile’ It was discovered that Nazi spies were using his show to 
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send coded messages to other spies. The FBI gave him a list of names of suspected 
spies. One time on his radio program he noticed a name that appeared on the list 
that was to be on his show. He shouted to his wife ‘For God’s sake, put him on.’  
After the interview he said to his wife 'If I’m not back by 6:00 just go home and 
don’t worry I’ll see you later' (which was at 10:00pm) 
He kept his work for the FBI secret and didn’t tell his wife. Once upon arriving at 
home he told his wife to hurry and open the door. It was then she found out that his 
life had been treated and the FBI set up surveillance around his home. He sold 
millions of dollars of War Bonds during the 2nd World War. 
 

 
 

Handy dedicated this song to Atlanta. In 1916 his band gave a concert at the 
auditorium used by the Metropolitan Opera Company for its spring engagement. 
He brought A J Piron and Clarence Williams up from New Orleans to play the 
concert with the band. His daughter, at 12 years old, made her debut as a singer, 
drawing a crowd of 7000. 
 The piece is based on two old folk tunes: 1) The first strain words are; ‘Me 
‘N’ My baby got six long months to do de grind,’ and 2) a folk tune known and 
wrongly called a blues –‘Make me a pallet on de flo.’ 
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Intro-8, Vamp-2, A1-8, A2-8, B1-4, B2-4, C-8, Transitin-2, D-8
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Hungry Blues – Turner Leyton, Lee Terry & Sam Ehrllich 
 

 
Turner Leyton 
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Intro-4, A-16, B1-16, B2-8, B3-8, C-9, D.S.-16 
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Barrel House Blues – Lovie Austin 
 

 
A-12 

 
Riverside Blues – Thomas ‘Georgia Tom’ Dorsey & Richard M Jones 

 

 
Thomas ‘Georgia Tom’ Dorsey 
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Dorsey 

 

 
Dorsey 
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Intro-4, A-12, B-12, C-12 
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Blue Evening Blues – Fred Rose, Art Kahn & Vic Burton 

 

 
A-16, B-8, C-8 
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Intro-4, A1-8, A2-8 B1-8, B2-8, C1-8, C2-8, transition-4D1-4, D2-4, E-8 
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Introduction: 
 

 
‘A’ Section: 
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‘B’ Section: 
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‘C’ Section: 
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Barefoot Blues- Clarence Wil;liams 
 

 
A-12, B-12, C-12 

 
 

253



Kind Lovin’ Blues – Ethel Waters, Lewis Mitchell & Fletcher Henderson 
 

 
A-12, B-12, C-12 
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Ellis Island Blues – Henry Santrey, Benton Ley & Lee David 
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A-12, B1-4+4, B2-8, C-4 

 
Lee David (1891-1978) 
Born in New York City he was educated at the City college of New York and 
Columbia Teachers College.  He wrote songs for ‘Greenwich Village Follies,’ The 
‘Cotton Club Revues’ and the ‘’Ziegfeld Follies.’  He did not write a song that is 
well known today. 
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Jail House Blues – Bessie Smith & Clarence Williams 
 

 
 

 Co-written by Bessie Smith and her pianist Clarence William is presented in 
a slightly altered 12 bar blues pattern. It is not a slow blues but is marked moderato 
tempo and is in reality a set of variations on a blues progression, with numerous 
examples of syncopation and flatted 3rds and 7ths. It was made famous by Bessie 
Smith, one of the legendary blues singers. There is a 'special' chorus before the D. s. 
using jazz breaks played by the clarinet, trumpet, saxophone and trombone. 
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A-12 

 

 
Bessie Smith 
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There is an article on Bessie Smith in the ‘Second Line’ magazine of the New 
Orleans Jazz Club that tells the story of Bessie and her death.  
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Bessie Smith Empress of the Blues 
(Died beside a dark highway, north of Clarksdale 

July-August, 1959 
Second Line 

It’s been 21 years since Bessie Smith was killed in an automobile crash near 
Clarksdale - nearly 40 since she reached the peak of her fame singing “Hard 
Drivein’ Pap” and “Reckless Blues” - but her memory and melodies linger on, as 
immortal as the blues themselves. 

Bessie died Sept. 26, 1937, under mysterious circumstances which are 
perhaps only now being uncovered. 

Her death came a few after an automobile accident (on Highway 61, several 
miles north of Clarksdale) either on the way to a Negro clinic which was in 
operation at that time on sunflower St. or at the clinic. 

The blues singer was an estimated 39 at the time, but her short life was 
crammed with the stuff of which legends are made. 

 
A Right to Sing the Blues 

 
Born in Chattanooga sometime between 1895 and 1900, Bessie’s career was a 

quick spiral upward followed by an only slightly less spectacular tailspin. She rose 
from cheap tent shows, carnivals and honky-tonks to her first recording in 1923, 
and then rode high from 1924 through ’27. Her star was in decline by 1930 and by 
1937 she was back on the sawdust circuit. 

According to the newspaper accounts of her fatal accident, the once-highest 
paid Negro entertainer in the country had sung in Clarksdale the preceding week 
with a traveling minstrel show and on the night of the wreck was on her way to 
Rolling Fork for a similar engagement. 

A large woman, five feet, nine inches in height and weighing 216 pounds, 
Bessie was described as a woman of prodigious appetites, who drank to excess in her 
youth “and increased her capacity as she rose to fame.” 

She left behind her 160 recordings which earned for her the title of Empress 
of the Blues. The hits included “It Won’t Be you,” “Dyin’ By the Hour,” “A Good 
Man Is Hard to Find,” “Jailhouse Blues,” “Ticket Agent Ease Your Window 
Down,” “You’ve Been a Good Ole Wagon,” “Nashville Woman’s Blues,” “I Ain’t 
Gonna Play No Second Fiddle: and “Careless Love Blues.” 

A mistress of vocal inflection and an artist of impeccable taste,” writes 
George Avakian in his biography for Columbia Records multivolume album (called 
“The Bessie Smith Story”) “Bessie was also blessed with a huge sweeping voice 
which combined strength and even harshness with an irresistible natural beauty,” 
says the critic. 

She was temporarily rescued from oblivion when in 1936 she made her last 
New York appearance at a Sunday evening jam session sponsored by the United Hot 
Clubs of America at the original Famous Door on 52nd St. She didn’t even take off 
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her cheap furs, said a reporter, and she returned immediately to the “hit-and-miss 
gigs she was forced to play for a precarious living.” 

Bessie was one of five Smiths - the others were Mamie, Laura, Trixie and 
Clara - who recorded in the early 20s but who was not related, even in style. Bessie, 
who was married to Jack Gee, a Philadelphia policeman (her address was given as 
Philadelphia at the time of her death) at one time was a headliner in Milton Starr’s 
top-ranking Negro vaudeville circuit, and her records were to out-sell those of any 
other Columbia artist before her time. 

 
Too Late 

 
Her Clarksdale accident came on the even of another quest to bring her back 

to New York to record again. 
As rich in pathos and drama as Bessie Smith’s life was, the myth makers of 

the jazz world apparently felt obligated to add a postscript. A fatal automobile 
accident was violent, to be sure, but more purple was needed for the sunset; double 
indemnity was not enough. 

So the story, probably unchallenged in print until now, was told -  and retold 
until it became established “the most solidly documented version” of her death - 
that Bessie’s last cruel blow from fate was an unnecessary death’ that she died 
because she was denied admission to a white hospital, and died on the way to one 
which accepted Negroes. 

 
Search for Facts 

 
Trying to explore an even 221 years old is difficult, especially when the 

circumstances were never clearly established in the first place, but the attempt has 
been far from hopeless. 

First, there was a newspaper account in the Sept. 27, 1937 Clarksdale 
Register of the accident. 

A prominently displayed front page story on a Monday, the day after the 
accident, was headlined: NEGRO ‘BLUES SINNGER’ DIES IN CAR SMASH. 

It reported that Bessie was inured in a three-car collision north of the city 
and that she died later at the Negro hospital in Clarksdale about an hour after her 
arm was amputated. 

At that time there was a small Negro hospital at 615 Sunflower. It had been 
opened just before World War I by Dr. T. G. Hughes, Dr. I. P. Carr and the late Dr. 
John Primrose. Later the hospital was operated by the late Dr. S. D. Robinson and 
by the late G. T. Thomas. It is indefinite as to who had the hospital in 1937 - 
probably Thomas, a Negro property owner who died last year - but while the 
doctors continued to work there. 

(The hospital ceased operation about 1940, and since 1944 the building has 
been operated by a Negro hotel and rooming house, and is now called the Riverside 
Hotel & Café. 

Second Crash 
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The news story went on to say that at the scene of the crash the woman was 
treated by a passing motorist, Dr. Hugh Smith of Memphis, and that while Dr. 
smith was administering first aid that a third vehicle driven by Robert turner 
crashed into the doctor’s car, driving it into the car in which Bessie and a Negro 
man were riding. 

An inquiry to Dr. Smith, well known Campbell Clinic surgeon in Memphis, 
brought the following full and enlightening report, for which paraphrase is 
unnecessary: 

“At approximately 2 a.m. on a Sunday morning (this was Sept 26, 1937), Dr. 
Broughton (now deceased), who was the brace maker for Campbell Clinic, and I 
were on our way to a farm, some 14 or 16 miles on the other side of Clarksdale, to 
do some fishing. It was a clear night with no fog. I had a new Chevrolet with about 
500 miles on it and the back seat was loaded down with fishing equipment. 

 
Blues in the Night 

 
“We came upon an automobile, obviously a total wreck. It was, for those 

days, a quite old Packard - one of the kind with a wooden frame for the top; it was a 
four-door car. It was lying on its side across the right lane with the front of the 
automobile pointed almost due east. 

“A tall Negro man, probably in his late 20s or early 30s, waved us down. We 
came to a stop some 30 feet from the automobile with my lights shining on a colored 
woman lying on the concrete road, obviously in serious condition. The colored man 
gave me the following story. 

“A trailer tractor truck - a large one, capable of hauling some 16 or 18 
thousand pound load, had apparently pulled off of the highway to check his tires 
and had started to pull back onto the highway and had just cleared the road when 
he, the colored man, and Bessie smith drove practically underneath the tail gate of 
this large truck. 

Multiple Injuries 
 

“It sheared the wooden top off of the Packard, turned it over and apparently 
threw its occupants out into the road. The truck driver had informed the injured 
people that he was carrying U. S. Mail and was also carrying the Sunday morning 
Commercial, had a time schedule and had to go on. But he told the colored man that 
he would go on into Clarksdale and send an ambulance back to pick them up. He 
had departed the scene of the accident for two or three minutes when we arrived. 

“My associate and I jumped out of the car, and I examined the colored 
woman in the light of my headlights. Her left arm, at the elbow, had been torn 
completely loose at the joint: viz., in essence, a traumatic amputation, except that 
the main artery was still intact. 

“She was bleeding profusely. A tourniquet was applied and Broughton was 
sent to a nearby farm-house to call in to Clarksdale and be certain that an 
ambulance came promptly. 

“Obviously, this woman had severe internal injuries to her chest or abdomen 
but she was conscious. Bessie Smith was played beside the road. 
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Narrow Escape 

 
When some 12 or 14 minutes had elapsed and no ambulance had put in an 
appearance, Broughton and I began to clear the fishing equipment out of my car 
with the idea of putting her in there and taking her on in to Clarksdale. 

“While we were clearing out the fishing equipment, an automobile coming at 
a relatively high rate of speed could be heard in the distance. I began to flash my 
lights on and off and endeavored to warn him of impending danger. 

“He never saw my automobile. He ran squarely into the rear just as Dr. 
Broughton and I jumped from the automobile. We narrowly missed getting killed. 

“The impact of the automobile drove mine into the Packard, which was lying 
across the road, and buckled it into the middle and literally tore it up. I received 
$100 for the junk. 

“Since this was my first new automobile (and it wasn’t paid for, by the way) 
you can imagine that I was not a very happy man at the penalties that I had just 
paid for being a good Samaritan.” 

“Then, Mr. Broughton and I proceeded to get a white man and a lady out of 
the automobile which had hit mine. The woman was hysterical but did not appear to 
have been injured badly. The gentleman driving the car . . . did not appear to be in 
critical - just extremely painful - condition. 

“Now we had three patients on our hands; all lying on the grass, beside three 
wrecked automobiles. At approximately this time, traffic began to pile up a bit but 
simultaneous with this, the ambulances began to appear and all three injured people 
were promptly dispatched to Clarksdale in two different ambulances. 

“I waited until a state trooper appeared to give him full details of the 
accident. I would suspect that the archives of the Mississippi State Police would 
verify all of the details given up to now. 

Later in the morning, I proceeded to my host’s farm and tried to do a little 
fishing but my heart was not in it. I was brought back to Clarksdale and caught an 
afternoon train for Memphis. 

 
Other sources 

 
“Before I left Clarksdale, I, by chance, ran into the ambulance driver and 

inquired as to Bessie Smith’s condition. He advised me that she had been taken 
either to a Negro clinic or a Negro hospital and expired several hours after 
arriving.” 

The state patrol records were not checked, since their information would be 
mainly what Dr. Smith told them, but the ambulance driver was located and asked 
about his recollections of the accident. 

His name is Willie George Miller, now with the J. O. Patterson Funeral 
Home in Memphis. At the time he was with the L. P. Gibson Funeral Home in 
Clarksdale, which later sold out to Century Burial Association. 

Miller, although confessing that his memory is a little hazy, said that he 
believes Bessie “passed” while on the way to the Negro hospital here. He said 
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definitely that the woman was not taken to a white hospital, and wasn’t transferred 
to any other hospital outside of Clarksdale. 

 
Reprieve From Junkyard 

 
Another man on the scene was Jim Albino of near Clarksdale, who operated 

the Owl Wrecker Service for many years. Mr. Albine didn’t know what happened to 
Bessie Smith, since a Negro ambulance had picked her up, but he does remember 
what happened to the Packard in which she was riding. He took it on the wrecker 
bill. 

Mr. Albino converted the ancient machine into a wrecker and used it for two 
or three more years before finally junking it. Bessie’s Negro male companion has 
never been identified. 

He recalls that the Negro man with Bessie Smith told him that he didn’t want 
the car and that Mr. Albino could keep it for his services. 

The details of that wreck aren’t too easy for Mr. Albinio to remember, 
however, since the Clarksdale Register in its wreck story quoted Mr. Albino as 
saying his wrecker was called out to bring in eight cars over the week-end. No 
wonder he pressed the old Packard into towing service! 

The article also reported that other garages and motor companies were busy 
pulling wrecked cars during the weekend. 

Besides Bessie Smith’s death and Robert Turner’s injuries, the weekend toll 
included five other hurt, apparently in other accidents. They were listed as Mrs. 
Gilliam Leash, John Harpole, Joe Stevens and J. C. Olson of Clarksdale and L. T. 
Van Cleave of Lambert. 

The newspaper account matches that of Dr. Smith except for details - Dr. 
Smith had Turner with Swift, the reporter with Amour; the doctor placed the wreck 
14 miles north of the city, the newspaper 10. 

Attempts to further document the circumstances of that particular weekend - 
which, incidentally, was climaxed with a low reading of 47 degrees early the 
Monday morning after - have been unavailing. The operator of the funeral home 
whose ambulance carried Bessie to the hospital moved away several years ago and 
subsequently died, and since the Negro hospital on sunflower ceased operation not 
long afterward, no records are available from that source. 

The only two physicians here who could have possibly treated Bessie, Drs. 
Carr and Hughes, do not remember it. 

 
Weren’t Brought There 

 
There has been no evidence furnished that Bessie or any other Negro ever 

was denied treatment at the old Clarksdale Hospital for whites, now a chronic 
disease center, or that any ever were brought there. While Negroes on the whole 
didn’t have medical facilities equal to whites in those days, there is nothing to 
support the story that any lack of medical attention caused her death. Certainly she 
didn’t get the care she would have now at the Coahoma County Hospital, which 
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serves both races, but neither was this level of treatment available to whites in the 
1930s. 

A letter was sent to Columbia Records and George Avakina, seeking the 
source of their version of the singer’s death, but as no answer was received it may be 
assumed that they are satisfied with their own information and willing to stick to it, 
accurate or not. 

Their silence may be explained by a sidelight added by Dr. Smith. While in 
New York as a technical advisor for an Army training film on a medical subject “in 
1949 or 1950,” he and an Army officer wandered into a Manhattan steak house 
where a party developed in the back of the restaurant. 

“We sat and listened for the music and entertainment that was good. It was a 
spontaneous sort of demonstration.” 

 
Everybody Had A Story 

 
Dr. Smith remembers that Fletcher Henderson played the piano for three or 

four singers and there were two or three comedians and a mixture of theatrical 
people present. 

“By chance,” he continues, “the name of Bessie Smith was brought up. I 
listened to the rather colorful reports of the details of her accident and supposed 
neglect: one account had her in the ditch with the white people ‘passing on the other 
side.’ 

“I believe that even ‘downbeat’ probably published the inaccurate account, 
though I’m not positive of this fact; anyway, at least 15 jazz musicians and 
entertainers were given accurate details. 

“Before I left New York I called Bessie Smith’s former manager to inform 
him of the details: he was not interested. Their association had been broken for 
quite some years, and he had no particular interest in the matter whatsoever for by 
this time, Bessie Smith had apparently declined from stardom, and was nearly 
broken and was singing in tent shows throughout Mississippi, Alabama, and 
Georgia.” 

A Clarksdale jazz fan had confirmed the Downbeat story. The fan, who 
prefers not to be identified, has corresponded with George Hoefer of Schenectady, 
N. Y. Hoefer writes for Downbeat and is, preparing a book on jazz. 

In connection with a chapter he is drafting on Bessie Smith, he has written 
his correspondent here for further information on the fatal accident. 

 
Where’d The Orchestra Get It? 

 
According to Hoefer, who is still trying to get the true facts, Downbeat (then 

a monthly) carried in its November, 1937, issue an article by John Hammond which 
goes on to report ‘”a particularly disagreeable story as to the details of her death” 
which had been received from members of Chick Webb’s orchestra who were in 
Memphis soon after the accident.” 

The Chick Webb band version, among other inaccuracies, said that the blues 
singer was taken to the leading Memphis hospital where she was refused treatment 
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because of her color and bled to death while waiting for attention. Later, this civic 
honor went to Clarksdale. 

Hammond, who has brought other jazz greats to national attention, was the 
man who was preparing to depart for Mississippi to bring Bessie back to New York 
at the time of the 1937 wreck. 

The circumstance of Bessie Smith’s death, whatever they are, cannot add to 
or otherwise affect her colorful career, just as fact, no matter how firm, cannot 
stand up against emotions. 

The brief meteoric career of this “gosh-dorn country” woman, this “real 
southern’ singer, who at one time commanded $1,500 a week for her interpretations 
of the heritage of her people, requires no fictional retouching. The saddest thing of 
all was the sorry struggle of the last years of a woman who vowed “I Ain’t Gonna 
play No Second Fiddle.” 

But as her records, still popular, continue to be played on through the years, 
many, many listeners will say with an old admirer that they too have “never heard 
any thing like the torture and torment she put into the music of her people.” 

(July-August, 1959) 
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Rubinstein Blues – Billy Baskette & M K Jerome 
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A-16, B-16, C-16 
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A-16, B-8, C1-8, C2-8, C3-8 D-16 
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Rock-A-Bye Blues – Billy Hill & Larry Yoell 
 

 
Billy Hill 
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Billy Hill  
(Real name-William Joseph Hill) (1899-1940) 
 Born in the Jamaica Plain neighborhood of Boston, Mass. and studied violin at the 
New England conservatory of Music and played a short time with the Boston Symphony. 
He left home at 17 and headed to the West and found a job as a Montana cowboy, a 
surveyor in Death Valley and did a little prospecting.  But he heard the calling of music 
and played violin and piano in dance halls and soon formed his own band and played in 
Salt Lake City, Utah. He used a pseudonym of George ‘Funky’ Brown when he co-wrote 
“Have You Ever Been Lonely?” and the Elvis song ‘”That’s When Your Heartaches 
Begin.’ His father was a sea captain and his mother, a Jewish immigrant from Latvia. In 
high school his two loves were football and playing his violin. He was offered a scholarship 
to play football at Harvard, but turned it down to study violin with Karl Muck (conductor 
of the Boston symphony) He was in the direction of being a classical musician but decided 
to head west to explore his possibilities. He spent the next 15 year s at various jobs – a 
dishwasher, a cowpuncher in Montana, a payroll clerk at a mining camp in Death Valley 
but soon became a band leader at a Chinese restaurant in Salt Lake City. This band is 
thought to be the first band to perform in the West. He wrote his first song using his 
pseudonym (George Brown) but when success came he went back to his real name. He was 
going through the lobby of a hotel and saw a pretty girl and asked her to marry him. Her 
name was Dedette Lee Walker an unemployed showgirl from Virginia. He told her he was 
driving back to New York to become a songwriter.  This appealed to her and off they went 
to get married and travel to New York City.  The Model T tires gave out and they spent 
their honeymoon on the side of the road where Hill wrote a song for his new bride - “The 
West, a Nest, and You.’   This song was later sung by Gene Autry in the movie Prairie 
Moon.  Upon arriving in New York Hill took the round of publishers and did sell a song 
“They cut Down the Old Pine Tree’) published in 1929. At first Hill couldn’t make much 
money on his songs so he took other work as a doorman at the Essex Hotel. They were very 
poor and cold as the heat had been turned off for lack of payment. Dedette was ready to 
have a baby (Lee) and was born in 1933. ASCAP President Gene buck like the song and 
loaned his $200 until he could find a publisher. Meanwhile his western songs were 
becoming popular with recordings of Gene Autry, Bing Crosby, the Sons of the Pioneers 
and Guy Lombardo. The most popular of his songs include: Empty Saddles,  Last Round 
Up, , Wagon Wheels,, In the Chapel in the Moonlight, The old Spinning Wheel, Rain, 
Playmates, and  his most popular song The Glory of Love. Some of these songs were written 
for movies. Hill did    suffer from his troubled marriage and in 1939he separated from 
Dedette. This came from both of them drinking heavily.  Hill was to die on Christmas Eve 
at the age of 42. 
 His daughter, Lee, visited her father 2 days before he died. Cowboy star Hoot 
Gibson was there when Hill died. He was later enshrined in the Cowboy Hall of Fame. He 
is considered the greatest writer of cowboy songs.  
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Intro-8, A1-16, A2-16, B1-16, B2-16 
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Harmony Blues – Dewey D Prater 
 

 
 

 
A1-8, A2-8, A3-8, B1-8, B2-8, D.S.-16 

 
This is another song with ’blues’ in the title but it is an ‘anti’ blues as seen by the 
lyrics “I just heard a new kind of blues, with harmony that you cannot refuse. There 
is no syncopation nor blues tones and uses mostly quarter and half notes in note 
values.   
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I’m all Broke Out With Blues – Jimmy Conzelman  

 

 
A1-8, A2-8, B-8, C-8, D-8 
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Brown, Black and Yellow Blues – Sam Perry & Howard Johnson 

 

 
A-8, B-8, C-8, D-8 
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Yodeling Blues – Clarence Williams 
 

 
A-12, B-12, C-12, D-12, E-5 
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  Mocking Bird Blues – Billy Heagney 
 
 

 
A-8, B-12, C-8, D-8, Coda-16 
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Mailman Blues – Jodie Kay 
 

 
A-8, B-8, C-8 
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California Blues– E Patton & Alfred Evans 

 

 
A-8, B-4, C1-8, C2-4, D-8, C3-5, E-12 
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Sundown Blues – W C Handy 
 
             The supernatural plays a part in the story of this song. In the middle section 
the wife of a bandsmen of Handy in Clarksdale lost a ring. She thought it might be 
some she suspected and had him watched but learned nothing. She then went to her 
aunt Dye who was said to have ‘second sight’. Aunt Dye remarked, ‘The man you 
think took the ring did not, but you will find it soon where you least expect to find it. 

 Two weeks later a neighbor picked up   a croquet ball and broke it open. 
Out fell the ring and ‘Goin to Newport, Arkansas to see aunt Car’line Dye became a 
Clarksdale by-word. 
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A-16, B-12, C-16 

 

285



 

286



 

287



 

288



 
Intro-4, Vamp-2, A1-8, A2-8, B-12, C1-8, C2-8
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Steamboat Blues – Gus Kahn & Walter  Donaldson 
 

 
A-10, B-4, C-12, D-8 
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Love Dream Blues – Alfred Day 
 

 
 

A-16, B-8, C-8
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Any Woman’s Blues – Lovie Austin 
 

 
A-12, B-12 (blues)
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Newport News Blues – Hal Oliver &  Willie Shifrin 
 

 
 

 
A-8, B-14, C-10 

293
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Intro-4, Vamp-2, A-8, B1-6, C-8, B2-10

295



 
East-Side West-Side Blues -  J Edgar Dowell 
 

 
A-8, B-16, C-16 

 

296



 
You Never Gave Me Nothin’ but the Blues – Billy Gedney, Walter Davis & Eddie Elliott 
 

 
 

A-12, B1-8, B2-8 
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Mediterranean Blues – Raymond Wallace & Sherman Myers 
 

 
A-8, B1-8, B2-8, C-8  
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Weddin’ Blues – Charles L Cooke & Egbert Van Alstyne 
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A1-16,  
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A1-16, A2-8, B1-16, B2-16, C-8
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Hurdy-Gurdy Blues – Harry D Kerr & Scott 
 
Harry D Kerr – 1880-1957 
 Kerr was born in Santa Rosa, Ca and was educated at the Albany law Institute and 
practiced law until 1920. We do not have much info on his songwriting career. He wrote a 
song ‘Get on the Raft with Taft’, (1908), ‘We’re ready for Teddy Again’, (1912), and others 
of a patriotic nature. He also wrote a number of songs while practicing law. His big hit 
came in 1920 with ‘Do You Ever think of me?’ Perhaps the success of this song, and his 
quitting law in 1920 were connected.  
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A-8, B-16, C--16 
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Chicago Bound Blues – Lovie Austin 
 

 
A-6, B-12, C-23 
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Barrel House Blues – Lovie Austin  
 

 
12 bars long 
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Barefoot Blues – Clarence Williams 
 

 
A-12, B-12, C-12 
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Unknown Blues – Clarence Williams & Freddie Johnson 
 

 

 
A-16, B-16, Transition-4, C-12, Coda-4 
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Sally Long Blues – Clarence Williams & Sam Gray 
 

 
Intro-2, A-12 
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Mandy Lee Blues - Marty Bloom, Walter Melrose 
 
Marty Bloom – 1893 – 19 
 Bloom was born in Chicago, Ill. Wrote ‘Willie the Weeper’ 
 
Bloom was born in New York City and educated in the public school. He was 
an accompanist for vaudeville singers and made recordings of piano solos and 
with his own orchestra and with Bix Beiderbecke, Miff Mole, Frank 
Trumbauer and the Dorsey brothers. He toured with government sponsored 
ASCAP groups entertaining overseas. He wrote a piano method. 
 His it songs include: ‘Penthouse Serenade’, ‘Maybe You’ll Be There’, 
‘Don’t Worry ‘bout Me’ and ‘Fools Rush in’. 
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1-16, 2-8, 3-9, 4-9 
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Mama’s Got the Blues – Sarah Martin & Clarence Williams  
 

 
Sarah Martin & Clarence Williams 

 

 
 

12 bars long 
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Laughin’ Cryin’ Blues -   Phil Napoleon & Frank Signorelli 
 

 
A1=8, A2-8, B-16 
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Blue Hoosier Blues – Cliff Friend, Jack Meskill & Abel Baer 
 

 
A-8, B1-4, B2-4, C-8, Coda-16 
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Intro-8, Vamp-2, A1-8, A2-8, B1-16, B2-16, C1-8, C2-16
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Moonshine Blues 
 

 
A1-12, A2-12 
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Lou’siana – Gus Kahn & Walter Donaldson 
 

 
‘I Got the blues for Lou’siana, blues for Lou’siana’ 
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Intro-4, A1-4, A2-4, B-8, C1-4, C2-8, D1-4, D2-8, E-8
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Out Where the Blues Begins – George Graff, Jr, Jas Francis McHugh & F Bernard Grant 
 

 
 

 

323
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325



 
Intro-4, A1-8, A2-8, B1-8, C1-8, transition-4, D1-8, D2-8, B2-8, C2-8 
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Every Night I Cry Myself to Sleep over You – Howard Johnson, Leo Wood & Irving Bibo  
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Intro-8, Vamp-2, A1-8, A2-8, B1-8, B2-8, C-8, B3-8 
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After A while – James A Walsh 
 

   
 

   
 

Intro-8, Vamp-2, A-8, B-8, C1-8, D-8, C2-8, E-8 
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Sheet Music Songs‘Sweetheart I just got your letter asking me if I feel blue’ 

 
 

‘Play it Papa a long time your mama’s feeling blue’ 
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‘But when I feel blue I’ll just think of you’ 

 
 

Boo Hoo I’m blue 
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‘All the day long I’ll be lonely, all the long night I’ll be blue’ 

 
 
 

 “and I’m as blues as can be” 
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‘I’m weary dearie, day and night life is nothing but blue 

 
 
 
 

‘sad and blue, weary too’ 
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‘Crying for you, crying for you, broken hearted lonesome and blue’ 

 
 

‘Do you never, sweetheart ever, think of me when I am blue’ 
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‘How could I be blue listening to your love tales’ 

 
 

 
‘Do you never sweetheart ever think of me when I am blue’ 
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‘Ev’ry day, ev’ry day in ev’ry way, I’m feeling awfully blue’ 

 
 

‘I’ve been lonesome, oh so lonesome, had been blue’ 
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‘Down on the farm they all feel blue’ 

 
 

‘Sweetheart I just got your letter, asking me if I feel blue’ 
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JUNE - METRONOME 
 

"Wolverine Blues" A big hit as featured by New Orleans Rhythm Kings.  Some few 
months ago the New Orleans Rhythm Kings (formerly Friars Society Orchestra) made 
their first record for the Gennett Company, which became popular immediately. 

This organization came to Chicago some eighteen months ago from New Orleans to 
fill an engagement at Friars Inn where they have become big favorites with the dance 
enthusiasts of that city. They have just recently resumed their title of "New Orleans 
Rhythm Kings," which was the name of the band before it came to Chicago. Their style of 
playing is typical of the rhythm played by all southern bands, and their records have a 
dance punch that is irresistible. "Wolverine Blues," one of their latest recordings, promises 
to be one of the biggest selling dance records they have ever made, and they feature the 
number nightly upon their dance program at Friars Inn. This number was written by J. 
Spikes, B. Spikes and Jelly Roll Morton. It was brought to Chicago and introduced at 
Lincoln Gardens by Joe Oliver and his Creole Jazz Band, and was an instantaneous hit. 
Chicago orchestra leaders began making inquiries about the number and were informed 
that it was as yet unpublished. 

About this time, Walter Melrose of the Melrose Bros. Music Co. happened to drop 
in to Lincoln Gardens and upon hearing the number also became very enthusiastic over it. 
Negotiations were started at once with the writers on the coast for publishing rights, and 
within a week's time, the deal was completed. 

The number has been recorded on practically all mechanicals, from manuscript 
copy, and will be released in sheet music form immediately. There will also be an 
immediate release of the orchestrations. Melrose Bros. Music Co. is planning an extensive 
campaign on the number and begins real work on it about May 1. 

SEPT. - METRONOME 
 

QUALITY IN "BLUES" - "Blues" are distinctly the creation of the colored people. 
They live them, they breathe them, and they write them. A white man has about as much 
right to compose a "blues" as a man without any knowledge of music would have to write a 
symphony.  

The craze for "blues" is now at its height. The end is not yet. Mechanical companies 
are tumbling over each other in their eagerness to discover "real blues." There are bushels 
of inferior compositions on the market labeled "blues," but the genuine article by born 
writers of "blues" is as scarce as the proverbial "hen's tooth." A "real blues" has a certain 
"struttin'" rhythm that is irresistible. It sways the hearer almost with every note and 
underneath it all there is the wail of the aborigine.  

Perhaps no other publishing house has taken as much trouble to unearth genuine 
"blues" as "The House of Hits" (E. B. Marks Music Company). They were pioneers at the 
game. In the days before "blues" were universally popular, they collected such marvelous 
type of this style of composition as Tishomingo Blues, Shim-me-Sha-Wabble, Corinne Blues, 
Graveyard Blues, every one a giant in its class, a standard "blues" and a household word in 
musical and stage circles. No mechanical company can boast of a complete "blues" catalog 
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without these famous leaders. And now that the call is more acute than ever, those record 
companies who have not as yet listed these numbers, or who are not satisfied with their 
former recordings made some years ago, have not only re-made them but are reporting 
most astounding demand and sales for every one of them. It has been no easy task for "The 
House of Hits" to find "blues" that will measure up to the standard of Tishomingo, 
Corinne, Shim-Me-Sha-Wabble and Graveyard, but they have at last succeeded in doing so 
through a special tour of the south arranged for the purpose. 

There they found among others, the African Opera Series of Blues, very popular in 
Memphis, and the adjacent cities. Although this series consisted of nine numbers, the E. B. 
Marks Company analyzed the situation thoroughly and accepted but two of them, Strut 
'Long Papa and Uncle Bud (Bugle Blues). The fame of these numbers (composed by Bob 
Miller) has already reached the North and they are both being recorded by practically 
every company of standing. Daisy Martin, well known in recording circles and other 
recording artists now have these numbers in their permanent repertoire. In this 
connection, it has become an established fact that the millions of colored folks who are the 
principal buyers of "blues" prefer them not only by colored artists, mostly girls whose 
training and natural sympathies enable them to give an interpretation to "blues" with such 
natural and telling effect that white singers cannot hope to in anywise equal. 

While on the trail for "blues" material, the E. B. Marks Company unearthed 
another bonanza when they discovered four or five unmatchable "blues." They negotiated 
for these numbers and finally secured them, thus rounding out what is undoubtedly the 
best catalog of "Strut Blues" winners in the world with such catchy material as Brown  
Baby, There'll Be Some Changes Made, Memphis Man, 2 A. M. Blues, Log Cabin Blues and 
Georgia Blues. In such a wealth of "African Blues" material, the one trouble lies in the fact 
that it is difficult to choose the best. There is no best! Each has in its own way distinctive 
and novel features, so much so that the large record companies have given up the task of 
choosing, and list the lot as a whole.  

SEPT. - METRONOME 
 

CLARENCE WILLIAMS A SPECIALIST ON "BLUES" - Clarence Williams, 
recognized as one of the most famous "Blues" writers of the day, and head of the largest 
colored music publishing firm in this country, started out in life to be a tailor. He tells this 
little story of the cause of his changing his life's work.  

"Twelve years ago, on the strength of the fact that I could play two songs fairly well. 
I took a job in a New Orleans wine room, playing a piano. When a patron would request 
any number except the two which I knew, Some of These Days and Lovey Joe, I always 
excused myself by saying I did not have the music with me, but that night I would purchase 
that number and have a girl play it over and over until I could play it by ear." 

Each time the girl played a song it cost Mr. Williams $1. He finally decided it would 
be much cheaper to take piano lessons at 25 cents per lesson. He started out, but at the end 
of his eighth lesson was satisfied he had learned all there was to be learned about piano 
playing. Those who have heard his phonograph recordings will realize that today he is a 
pianist par excellence. 

Mr. Williams has written a number of Blues hits. Among them might be mentioned: 
Brown skin, Who You For?, Ain't Going Nobody None of This Jelly Roll, You're Some Pretty 
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Doll and Royal Garden Blues. He collaborated with A. J. Piron on all these numbers. Since 
entering the publishing business, he has sponsored such hits as Got To Cool My Doggies 
Now, Sister Kate, If You Don't Believe I Love You, Look What a Fool I've Been and Sugar 
blues. The latest and what looks like one of the biggest hits to come out of this "hit" factory 
is Gulf Coast Blues. "If you know what the people want, and what they like and you give it 
to them when they want it, they are going to be satisfied, and the satisfied public spells 
success to any publisher," said Clarence, and I guess he is right.  

 

OCTOBER - SHEET MUSIC NEWS 
 

ORIGIN OF "BLUES" NUMBERS - Some Interesting Facts concerning the History 
of Their Origin and Growth. Reports from dealers, publishers and recording companies in 
various parts of the country indicate that there is to-day a great demand for "blues" 
numbers, which is likely to continue unabated during the coming winter season at least. 
Such numbers are by no means new-for several of them have been among the big sellers of 
quite a few years ago-but during the past year or so they have achieved popularity greater 
than ever before. 

So important are "blues" numbers regarded to-day that there are several publishes 
who are specializing in them, and such well known popular publishers as Irving Berlin, 
Inc., Jack Mills, Inc., and the Edward B. Marks Music Co., have special departments 
devoted to "blues" numbers. The recording companies are also giving special attention to 
"blues" songs, and such firms as the General Phonograph Corporation (Okeh Records), 
Columbia, Victor, Vocalion, etc., have special colored "blues" artists for this type of songs. 

In view of these facts, it is interesting to trace back the history or origin of "blues" 
songs, and their growth in popularity. Everybody, of course, knows that "blues" numbers 
originated with the colored folks in the South. If we trace back into the music of the colored 
race we find that there are two general types of music popular among them, viz., spiritual 
(as sung or chanted at revival meetings) and plantation songs. Roughly speaking, these 
might be considered as corresponding to the white man's sacred and secular music. 

 
Old Darkey melodies 

 
It was from this old music-practically all of which was never written on paper, but 

like Topsy "jes' grew"-that the modern "blues" numbers really originated. Back in the 
days before the Civil War these tunes originated, and it is peculiarly interesting how they 
really did "jes' grow," without apparently having either lyricist or composer. 

Here is now many of them originated: A colored person, presiding at a camp 
meeting or revival meeting, would begin a spirited prayer, in which he would start a sort of 
chant, repeating over and over again various religious thoughts. The colored person, 
presiding at a camp meeting or revival meeting, would begin a spirited prayer, in which he 
would start a sort of chant, repeating over and over again various religious thoughts. The 
colored folks present would join in with a vim, and together they would chant the words 
over and over again, creating a wild sort of combination between discord and harmony. 
From this chanting originated some of the spiritual music among the colored race. 
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These tunes would be carried to the colored boys working in the fields, who, not so 
much interested in matters spiritual, would proceed to change the tempo somewhat and use 
words of their own, describing perhaps some event that took place. For example, if a 
colored acquaintance was whipped by his master for some reason or other, they would 
evolve an extemporaneous set of words around the incident and sing them in the fields. Not 
infrequently they would compose their own tunes as they worked. Although they knew 
absolutely nothing about music, they had a native instinct for harmony, which gave some of 
these melodies some at tributes of music. 

 
The Coming of "Blues."   

 
These old melodies with their quaint words kept increasing in number as the years 

rolled on, but still only here and there did one find its way on paper. However, with the 
coming of the cabaret and the dance craze ten or so years ago, some of these melodies were 
taken in hand by colored composers, arranged to meet more modern demands and sung 
widely in the cabarets of the South catering exclusively to colored people. Their popularity 
continued to spread until it reached all parts of the country but still it was confined to 
colored people. It was only a comparatively few years ago that white people became 
interested in these numbers too. 

The first popular publisher of the modern school to actually appreciate the latest 
possibilities of these old strains was W. C. Handy, of the firm of Handy Bros., New York, 
formerly known as Pace & Handy. Mr. Handy was born in the vicinity of Muscles Shoals 
and was brought up in an atmosphere that made him capable of appreciating this type of 
music. Possessing a musical education, he began composing music based on these old 
strains and writing suitable lyrics to go with them. Music dealers all over will remember 
the "Memphis Blues," written and published by W. C. Handy. This is generally conceded 
to have been the first big hit among "blues" numbers, and it has since been followed by 
numerous others, both from the pen of Mr. Handy and others. 

 
Care in Lyric and Melody  

 
To the unthinking person who labors under the impression that "blues" numbers 

are just dashed off in a haphazard sort of way, without thought as to melody or lyric, it is a 
revelation to get the views of the people who write and publish such numbers. Charles 
Handy, brother of William C. Handy, and his partner in the publishing business, in 
recently discussing this subject, said: 

"There is as much thought and care given to the writing of 'blues' numbers as to 
any other kind of music. In the lyric an attempt is always made to actually tell a story or 
convey a message, while harmony and the various other musical attributes are invariably 
taken into consideration by the high class 'blues' composer.  

"It might interest you to know that a good blues number could very easily be 
arranged for a symphony orchestra. As a matter of fact, my brother is right now making 
symphonic arrangements of some of his most popular blues numbers." 

 
Theme of a "Blues" Number 
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An interesting example of the type of old southern folk-lore that eventually found its 
way as the theme of a popular 'blues' number, is the following story of John Henry, a 
southern character: 

"John Henry, so the legend runs, was the king of the riveters and rillers. Black but 
comely, he possessed a physical contour that would bring joy to the heart of a sculptor. He 
could do more work than any four ordinary men, consume prodigies quantities of grog and 
was the center of a myriad of maidenly sighs from the hearts of dusky belles. He was Grand 
Mentor of the lodge, official umpire at the baseball games and the Supreme Court and last 
word in all community disputes. It was thus he reigned for many years with due dignity 
and decorum, seemingly unconscious of his power, yet with his royalty unquestioned and 
unsullied. 

"Like other dynasties whose tenure is not zealously guarded. John Henry's throne 
of physical prowess tottered when one morning a usurper appeared in the form of a 
pneumatic punch and riveter. The new invention was installed with the guarantee to 
perform the work of ten men. John's heart become heavy beneath the dense clouds of 
gloomy foreboding. He felt his throne sinking beneath him and foresaw the passing of his 
fame.  
"Then, as falling monarchs usually do, he evinced the human side and resolved to make 
one last stand against the mechanical pretender for his dynasty. His powerful, elastic 
muscles, potent in all previous emergencies, would serve him in this crisis and he would vet 
show his subjects that he was supreme. He issued a ukase that he, John Henry, King of All 
Drolleries and riveters and Defender of the Faith in Physical Strength, would drive more 
rivets than any machine made by the hand of man. Over a brimming glass of sparkling 
beverage, long since extinct by the ruthless hand of Volstead, he placed a generous wager 
as an earnest of his confidence. 

"All the world loves a fighter and his votaries rallied to him and bets were freely 
made upon the result of this peculiar contest. 

"In the finale of this tragedy, tradition comes to the parting of the ways. One 
version, the one which Mr. Handy has epitomized and painted in "blue" has it that on the 
day of the vital test. John Henry's hammer fell in tripper blows to the song he sang: while 
the mechanical riveter hit a tap-tap-tap, from the compressed air behind it, and it was truly 
Taps, the funeral dirge of the dethroned John Henry that our hero, feeling all was lost and 
his fame departing, gathered his energies for a last stand, strained his muscles for one 
supreme effort, with his hammer suspended, he then fell dead beneath it. 

"Another and more romantic version is still given in the legends and songs of the 
quarries and among the section hands is that John Henry met and acknowledged defeat at 
the hands of the new mechanism, and with bowed head faded away-passed out from the 
haunts of his erstwhile glory and was never seen nor heard of again." 

 
Definition of Term "Blues." 

 
Two interesting questions have often been raised regarding "blues" numbers. The 

first of these is, whence comes the term "blues"-and why? The other is what is the 
definition of a "blues" number. Mr. Haynes of the Clarence Williams Publishing Co., New 
York another well known publisher of "blues" songs- offered the following thoughts:  
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"In my opinion they are called "blues" because of the fact that there are certain 
strains in them which are really "blue"-that is, they have a 'blue' reaction. 

"Regarding the definition, the following one from a prominent orchestra leader may 
or may not be worth something. A blues number, he said, is one that has a tendency toward 
discord, but just before it became discord, it recovers."  

 
Reflects Sadness of Slavery Days 

 
The people who manufacture records also have some interesting information to 

offer on the subject of "blues." A Gander, publicity representative of the General 
Phonograph Co., New York, the first recording company to appreciate the commercial 
possibilities of "blues" numbers, and whose "blues" catalogue is famous, had the following 
to say:  

"The first real big 'blues' number was "Memphis Blues," by W.C. Handy. This was 
followed shortly afterward by 'St. Louis Blues,' another hit by the same writer. Both of 
these numbers are still selling on the records. We went into the 'race' or 'blues' field about 
three years ago, and they are now a very important branch of our business. Our first artist 
to sing 'blues' numbers exclusively was Mamie Smith.  

"'Blues' numbers invariably contain a sad strain, reflecting, in all probability the 
condition of the colored race before the Civil War days. A peculiar characteristic of blues 
numbers is that some of the lines and strains are repeated over and over again. This is 
explained, in all probability, by the fact that they were originally written for poor colored 
laborers, who lacked education and consequently required this repetition in order that they 
could comprehend. 

"There are two distinct kinds of 'blues' numbers-'white blues' and 'low down blues.' 
The former are popular numbers with a ballad strain and jazz tempo, while 'low down 
blues' are the typical numbers of the southern colored folks. No white man can write 'low 
down blues'-nor can a colored man, for that matter, unless he was born and brought up in 
the South. For this reason, 'blues' numbers are frequently purchased from uneducated, 
untrained colored writers down South.  

 
"Blues" singers. 

 
W. G. Monroe, manager of the record department of the Columbia Phonograph 

Co., emphasized the fact that colored singers from the South only can properly render 
'blues' numbers. Concerning this he said:  

"One of our most popular 'blues' singers is Bessie Smith, who was unknown and 
practically broke when our Mr. Walker discovered her. She was brought up north and 
given a tryout. Her first few recordings were terrible, for her voice was absolutely 
uncultured. However, she had a deep, powerful voice, particularly suitable for 'blues' 
songs, and Mr. Walker, realizing that she possessed latent talent, put her through a course 
of training. She finally came through in splendid style and her rendition of 'Gulf Coast 
Blues,' 'Downhearted Blues' and several other numbers helped to make them big sellers on 
the Columbia records."  

Just how long "blues" numbers will be in vogue is purely a matter of speculation, 
but there is little doubt but that they will prove good sellers over the counter for the 
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current season, at least, and dealers will find it to their interest to keep a supply of such 
sheet music in stock during the coming months.  

 
Bessie Smith 

Empress of the Blues 
(Died 21 years ago beside dark highway, north of Clarksdale 

July-August, 1959 
 

It’s been 21 years since Bessie Smith was killed in an automobile crash near 
Clarksdale - nearly 40 since she reached the peak of her fame singing “Hard 
Drivein’ Pap” and “Reckless Blues” - but her memory and melodies linger on, as 
immortal as the blues themselves. 

Bessie died Sept. 26, 1937, under mysterious circumstances which are 
perhaps only now being uncovered. 

Her death came a few after an automobile accident (on Highway 61, several 
miles north of Clarksdale) either on the way to a Negro clinic which was in 
operation at that time on sunflower St. or at the clinic. 

The blues singer was an estimated 39 at the time, but her short life was 
crammed with the stuff of which legends are made. 

A Right to Sing the Blues 
Born in Chattanooga sometime between 1895 and 1900, Bessie’s career was a 

quick spiral upward followed by an only slightly less spectacular tailspin. She rose 
from cheap tent shows, carnivals and honky-tonks to her first recording in 1923, 
and then rode high from 1924 through ’27. Her star was in decline by 1930 and by 
1937 she was back on the sawdust circuit. 

According to the newspaper accounts of her fatal accident, the once-highest 
paid Negro entertainer in the country had sung in Clarksdale the preceding week 
with a traveling minstrel show and on the night of the wreck was on her way to 
Rolling Fork for a similar engagement. 

A large woman, five feet, nine inches in height and weighing 216 pounds, 
Bessie was described as a woman of prodigious appetites, who drank to excess in her 
youth “and increased her capacity as she rose to fame.” 

She left behind her 160 recordings which earned for her the title of Empress 
of the Blues. The hits included “It Won’t Be you,” “Dyin’ By the Hour,” “A Good 
Man Is Hard to Find,” “Jailhouse Blues,” “Ticket Agent Ease Your Window 
Down,” “You’ve Been a Good Ole Wagon,” “Nashville Woman’s Blues,” “I Ain’t 
Gonna Play No Second Fiddle: and “Careless Love Blues.” 

A mistress of vocal inflection and an artist of impeccable taste,” writes 
George Avakian in his biography for Columbia Records multivolume album (called 
“The Bessie Smith Story”) “Bessie was also blessed with a huge sweeping voice 
which combined strength and even harshness with an irresistible natural beauty,” 
says the critic. 

She was temporarily rescued from oblivion when in 1936 she made her last 
New York appearance at a Sunday evening jam session sponsored by the United Hot 
Clubs of America at the original Famous Door on 52nd St. She didn’t even take off 
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her cheap furs, said a reporter, and she returned immediately to the “hit-and-miss 
gigs she was forced to play for a precarious living.” 

Bessie was one of five Smiths - the others were Mamie, Laura, Trixie and 
Clara - who recorded in the early 20s but who were not related, even in style. Bessie, 
who was married to Jack Gee, a Philadelphia policeman (her address was given as 
Philadelphia at the time of her death) at one time was a headliner in Milton Starr’s 
top-ranking Negro vaudeville circuit, and her records were to out-sell those of any 
other Columbia artist before her time. 

Too Late 
Her Clarksdale accident came on the even of another quest to bring her back 

to New York to record again. 
As rich in pathos and drama as Bessie Smith’s life was, the myth makers of 

the jazz world apparently felt obligated to add a postscript. A fatal automobile 
accident was violent, to be sure, but more purple was needed for the sunset; double 
indemnity was not enough. 

So the story, probably unchallenged in print until now, was told -  and retold 
until it became established “the most solidly documented version” of her death - 
that Bessie’s last cruel blow from fate was an unnecessary death’ that she died 
because she was denied admission to a white hospital, and died on the way to one 
which accepted Negroes. 

Search For Facts 
Trying to explore an even 221 years old is difficult, especially when the 

circumstances were never clearly established in the first place, but the attempt has 
been far from hopeless. 

First, there was a newspaper account in the Sept. 27, 1937 Clarksdale 
Register of the accident. 

A prominently displayed front page story on a Monday, the day after the 
accident, was headlined: NEGRO ‘BLUES SINNGER’ DIES IN CAR SMASH. 

It reported that Bessie was inured in a three-car collision north of the city 
and that she died later at the Negro hospital in Clarksdale about an hour after her 
arm was amputated. 

At that time there was a small Negro hospital at 615 Sunflower. It had been 
opened just before World War I by Dr. T. G. Hughes, Dr. I. P. Carr and the late Dr. 
John Primrose. Later the hospital was operated by the late Dr. S. D. Robinson and 
by the late G. T. Thomas. It is indefinite as to who had the hospital in 1937 - 
probably Thomas, a Negro property owner who died last year - but while the 
doctors continued to work there. 

(The hospital ceased operation about 1940 and since 1944 the building has 
been operated by a Negro hotel and rooming house, and is now called the Riverside 
Hotel & Café.) 

Second Crash 
The news story went on to say that at the scene of the crash the woman was 

treated by a passing motorist, Dr. Hugh Smith of Memphis, and that while Dr. 
smith was administering first aid that a third vehicle driven by Robert turner 
crashed into the doctor’s car, driving it into the car in which Bessie and a Negro 
man were riding. 
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An inquiry to Dr. Smith, well known Campbell Clinic surgeon in Memphis, 
brought the following full and enlightening report, for which paraphrase is 
unnecessary: 

“At approximately 2 a.m. on a Sunday morning (this was Sept 26, 1937), Dr. 
Broughton (now deceased), who was the brace maker for Campbell Clinic, and I 
were on our way to a farm, some 14 or 16 miles on the other side of Clarksdale, to 
do some fishing. It was a clear night with no fog. I had a new Chevrolet with about 
500 miles on it and the back seat was loaded down with fishing equipment. 

 
Blues in the Night 

“We came upon an automobile, obviously a total wreck. It was, for those 
days, a quite old Packard - one of a kind with a wooden frame for the top; it was a 
four-door car. It was lying on its side across the right lane with the front of the 
automobile pointed almost due east. 

“A tall Negro man, probably in his late 20s or early 30s, waved us down. We 
came to a stop some 30 feet from the automobile with my lights shining on a colored 
woman lying on the concrete road, obviously in serious condition. The colored man 
gave me the following story. 

“A trailer tractor truck - a large one, capable of hauling some 16 or 18 
thousand pound load, had apparently pulled off of the highway to check his tires 
and had started to pull back onto the highway and had just cleared the road when 
he, the colored man, and Bessie smith drove practically underneath the tail gate of 
this large truck. 

Multiple Injuries 
“It sheared the wooden top off of the Packard, turned it over and apparently 

threw its occupants out into the road. The truck driver had informed the injured 
people that he was carrying U. S. Mail and was also carrying the Sunday morning 
Commercial, had a time schedule and had to go on. But he told the colored man that 
he would go on into Clarksdale and send an ambulance back to pick them up. He 
had departed the scene of the accident for two or three minutes when we arrived. 

“My associate and I jumped out of the car, and I examined the colored 
woman in the light of my headlights. Her left arm, at the elbow, had been torn 
completely loose at the joint: viz., in essence, a traumatic amputation, except that 
the main artery was still intact. 

“She was bleeding profusely. A tourniquet was applied and Broughton was 
sent to a nearby farm-house to call in to Clarksdale and be certain that an 
ambulance came promptly. 

“Obviously, this woman had severe internal injuries to her chest or abdomen 
but she was conscious. Bessie Smith was played beside the road. 

 
Narrow Escape 

 
When some 12 or 14 minutes had elapsed and no ambulance had put in an 
appearance, Broughton and I began to clear the fishing equipment out of my car 
with the idea of putting her in there and taking her on in to Clarksdale. 
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“While we were clearing out the fishing equipment, an automobile coming at 
a relatively high rate of speed could be heard in the distance. I began to flash my 
lights on and off and endeavored to warn him of impending danger. 

“He never saw my automobile. He ran squarely into the rear just as Dr. 
Broughton and I jumped from the automobile. We narrowly missed getting killed. 

“The impact of the automobile drove mine into the Packard, which was lying 
across the road, and buckled it into the middle and literally tore it up. I received 
$100 for the junk. 

“Since this was my first new automobile (and it wasn’t paid for, by the way) 
you can imagine that I was not a very happy man at the penalties that I had just 
paid for being a good Samaritan.” 

“Then, Mr. Broughton and I proceeded to get a white man and a lady out of 
the automobile which had hit mine. The woman was hysterical but did not appear to 
have been injured badly. The gentleman driving the car . . . did not appear to be in 
critical - just extremely painful - condition. 

“Now we had three patients on our hands; all lying on the grass, beside three 
wrecked automobiles. At approximately this time, traffic began to pile up a bit but 
simultaneous with this, the ambulances began to appear and all three injured people 
were promptly dispatched to Clarksdale in two different ambulances. 

“I waited until a state trooper appeared to give him full details of the 
accident. I would suspect that the archives of the Mississippi State Police would 
verify all of the details given up to now. 

Later in the morning, I proceeded to my host’s farm and tried to do a little 
fishing but my heart was not in it. I was brought back to Clarksdale and caught an 
afternoon train for Memphis. 

Other sources 
“Before I left Clarksdale, I, by chance, ran into the ambulance driver and 

inquired as to Bessie Smith’s condition. He advised me that she had been taken 
either to a Negro clinic or a Negro hospital and expired several hours after 
arriving.” 

The state patrol records were not checked, since their information would be 
mainly what Dr. Smith told them, but the ambulance driver was located and asked 
about his recollections of the accident. 

His name is Willie George Miller, now with the J. O. Patterson Funeral 
Home in Memphis. At the time he was with the L. P. Gibson Funeral Home in 
Clarksdale, which later sold out to Century Burial Association. 

Miller, although confessing that his memory is a little hazy, said that he 
believes Bessie “passed” while on the way to the Negro hospital here. He said 
definitely that the woman was not taken to a white hospital, and wasn’t transferred 
to any other hospital outside of Clarksdale. 

Reprieve From Junkyard 
Another man on the scene was Jim Albino of near Clarksdale, who operated 

the Owl Wrecker Service for many years. Mr. Albine didn’t know what happened to 
Bessie Smith since a Negro ambulance had picked her up, but he does remember 
what happened to the Packard in which she was riding. He took it on the wrecker 
bill. 
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Mr. Albino converted the ancient machine into a wrecker and used it for two 
or three more years before finally junking it. Bessie’s Negro male companion has 
never been identified. 

He recalls that the Negro man with Bessie Smith told him that he didn’t want 
the car and that Mr. Albino could keep it for his services. 

The details of that wreck aren’t too easy for Mr. Albinio to remember, 
however, since the Clarksdale Register in its wreck story quoted Mr. Albino as 
saying his wrecker was called out to bring in eight cars over the week-end. No 
wonder he pressed the old Packard into towing service! 

The article also reported that other garages and motor companies were busy 
pulling wrecked cars during the weekend. 

Besides Bessie Smith’s death and Robert Turner’s injuries, the weekend toll 
included five other hurt, apparently in other accidents. They were listed as Mrs. 
Gilliam Leash, John Harpole, Joe Stevens and J. C. Olson of Clarksdale and L. T. 
Van Cleave of Lambert. 

The newspaper account matches that of Dr. Smith except for details - Dr. 
Smith had Turner with Swift, the reporter with Amour; the doctor placed the wreck 
14 miles north of the city, the newspaper 10. 

Attempts to further document the circumstances of that particular weekend - 
which, incidentally, was climaxed with a low reading of 47 degrees early the 
Monday morning after - have been unavailing. The operator of the funeral home 
whose ambulance carried Bessie to the hospital moved away several years ago and 
subsequently died, and since the Negro hospital on sunflower ceased operation not 
long afterward, no records are available from that source. 

The only two physicians here who could have possibly treated Bessie, Drs. 
Carr and Hughes, do not remember it. 

 
Weren’t Brought There 

 
There has been no evidence furnished that Bessie or any other Negro ever 

was denied treatment at the old Clarksdale Hospital for whites, now a chronic 
disease center, or that any ever were brought there. While Negroes on the whole 
didn’t have medical facilities equal to whites in those days, there is nothing to 
support the story that any lack of medical attention caused her death. Certainly she 
didn’t get the care she would have now at the Coahoma County Hospital, which 
serves both races, but neither was this level of treatment available to whites in the 
1930s. 

A letter was sent to Columbia Records and George Avakina, seeking the 
source of their version of the singer’s death, but as no answer was received it may be 
assumed that they are satisfied with their own information and willing to stick to it, 
accurate or not. 

Their silence may be explained by a sidelight added by Dr. Smith. While in 
New York working as a technical advisor for an Army training film on a medical 
subject “in 1949 or 1950,” he and an Army officer wandered into a Manhattan steak 
house where a party developed in the back of the restaurant. 

348



“We sat and listened for the music and entertainment that was good. It was a 
spontaneous sort of demonstration.” 

 
Everybody Had a Story 

 
Dr. Smith remembers that Fletcher Henderson played the piano for three or 

four singers and there were two or three comedians and a mixture of theatrical 
people present. 

“By chance,” he continues, “the name of Bessie Smith was brought up. I 
listened to the rather colorful reports of the details of her accident and supposed 
neglect: one account had her in the ditch with the white people ‘passing on the other 
side.’ 

“I believe that even ‘downbeat’ probably published the inaccurate account, 
though I’m not positive of this fact; anyway, at least 15 jazz musicians and 
entertainers were given accurate details. 

“Before I left New York I called Bessie Smith’s former manager to inform 
him of the details: he was not interested. Their association had been broken for 
quite some years, and he had no particular interest in the matter whatsoever for by 
this time, Bessie Smith had apparently declined from stardom, and was nearly 
broken and was singing in tent shows throughout Mississippi, Alabama, and 
Georgia.” 

A Clarksdale jazz fan had confirmed the Downbeat story. The fan, who 
prefers not to be identified, has corresponded with George Hoefer of Schenectady, 
N. Y. Hoefer writes for Downbeat and is, preparing a book on jazz. 

In connection with a chapter he is drafting on Bessie Smith, he has written 
his correspondent here for further information on the fatal accident. 

 
Where’d The Orchestra Get It? 

 
According to Hoefer, who is still trying to get the true facts, Downbeat (then 

a monthly) carried in its November, 1937, issue an article by John Hammond which 
goes on to report ‘”a particularly disagreeable story as to the details of her death” 
which had been received from members of Chick Webb’s orchestra who were in 
Memphis soon after the accident.” 

The Chick Webb band version, among other inaccuracies, said that the blues 
singer was taken to the leading Memphis hospital where she was refused treatment 
because of her color and bled to death while waiting for attention. Later, this civic 
honor went to Clarksdale. 

Hammond, who has brought other jazz greats to national attention, was the 
man who was preparing to depart for Mississippi to bring Bessie back to New York 
at the time of the 1937 wreck. 

The circumstance of Bessie Smith’s death, whatever they are, cannot add to 
or otherwise affect her colorful career, just as fact, no matter how firm, cannot 
stand up against emotions. 

The brief meteoric career of this “gosh-dorn country woman,”” this “real 
southern’ singer, who at one time commanded $1,500 a week for her interpretations 
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of the heritage of her people, requires no fictional retouching. The saddest thing of 
all was the sorry struggle of the last years of a woman who vowed “I Ain’t Gonna 
Play No Second Fiddle.” 

But as her records, still popular, continue to be played on through the years, 
many, many listeners will say with an old admirer that they too have “never heard 
any thing like the torture and torment she put into the music of her people.” 

 
Bessie Smith 

Empress of the Blues 
(Died 21 years ago beside dark highway, north of Clarksdale 

July-August, 1959 
 

It’s been 21 years since Bessie Smith was killed in an automobile crash near 
Clarksdale - nearly 40 since she reached the peak of her fame singing “Hard 
Drivein’ Pap” and “Reckless Blues” - but her memory and melodies linger on, as 
immortal as the blues themselves. 

Bessie died Sept. 26, 1937, under mysterious circumstances which are 
perhaps only now being uncovered. 

Her death came after an automobile accident (on Highway 61, several miles 
north of Clarksdale) either on the way to a Negro clinic which was in operation at 
that time on sunflower St. or at the clinic. 

The blues singer was an estimated 39 at the time, but her short life was 
crammed with the stuff of which legends are made. 

A Right to Sing the Blues 
Born in Chattanooga sometime between 1895 and 1900, Bessie’s career was a 

quick spiral upward followed by an only slightly less spectacular tailspin. She rose 
from cheap tent shows, carnivals and honky-tonks to her first recording in 1923, 
and then rode high from 1924 through ’27. Her star was in decline by 1930 and by 
1937 she was back on the sawdust circuit. 

According to the newspaper accounts of her fatal accident, the once-highest 
paid Negro entertainer in the country had sung in Clarksdale the preceding week 
with a traveling minstrel show and on the night of the wreck was on her way to 
Rolling Fork for a similar engagement. 

A large woman, five feet, nine inches in height and weighing 216 pounds, 
Bessie was described as a woman of prodigious appetites, who drank to excess in her 
youth “and increased her capacity as she rose to fame.” 

She left behind her 160 recordings which earned for her the title of Empress 
of the Blues. The hits included “It Won’t Be you,” “Dyin’ By the Hour,” “A Good 
Man Is Hard to Find,” “Jailhouse Blues,” “Ticket Agent Ease Your Window 
Down,” “You’ve Been a Good Ole Wagon,” “Nashville Woman’s Blues,” “I Ain’t 
Gonna Play No Second Fiddle: and “Careless Love Blues.” 

A mistress of vocal inflection and an artist of impeccable taste,” writes 
George Avakian in his biography for Columbia Records multivolume album (called 
“The Bessie Smith Story”) “Bessie was also blessed with a huge sweeping voice 
which combined strength and even harshness with an irresistible natural beauty,” 
says the critic. 
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She was temporarily rescued from oblivion when in 1936 she made her last 
New York appearance at a Sunday evening jam session sponsored by the United Hot 
Clubs of America at the original Famous Door on 52nd St. She didn’t even take off 
her cheap furs, said a reporter, and she returned immediately to the “hit-and-miss 
gigs she was forced to play for a precarious living.” 

Bessie was one of five Smiths - the others were Mamie, Laura, Trixie and 
Clara - who recorded in the early 20s but who was not related, even in style. Bessie, 
who was married to Jack Gee, a Philadelphia policeman (her address was given as 
Philadelphia at the time of her death) at one time was a headliner in Milton Starr’s 
top-ranking Negro vaudeville circuit, and her records were to out-sell those of any 
other Columbia artist before her time. 

Too Late 
Her Clarksdale accident came on the even of another quest to bring her back 

to New York to record again. 
As rich in pathos and drama as Bessie Smith’s life was, the myth makers of 

the jazz world apparently felt obligated to add a postscript. A fatal automobile 
accident was violent, to be sure, but more purple was needed for the sunset; double 
indemnity was not enough. 

So the story, probably unchallenged in print until now, was told -  and retold 
until it became established “the most solidly documented version” of her death - 
that Bessie’s last cruel blow from fate was an unnecessary death’ that she died 
because she was denied admission to a white hospital, and died on the way to one 
which accepted Negroes. 

Search For Facts 
Trying to explore an even 221 years old is difficult, especially when the 

circumstances were never clearly established in the first place, but the attempt has 
been far from hopeless. 

First, there was a newspaper account in the Sept. 27, 1937 Clarksdale 
Register of the accident. 

A prominently displayed front page story on a Monday, the day after the 
accident, was headlined: NEGRO ‘BLUES SINNGER’ DIES IN CAR SMASH. 

It reported that Bessie was inured in a three-car collision north of the city 
and that she died later at the Negro hospital in Clarksdale about an hour after her 
arm was amputated. 

At that time there was a small Negro hospital at 615 Sunflower. It had been 
opened just before World War I by Dr. T. G. Hughes, Dr. I. P. Carr and the late Dr. 
John Primrose. Later the hospital was operated by the late Dr. S. D. Robinson and 
by the late G. T. Thomas. It is indefinite as to who had the hospital in 1937 - 
probably Thomas, a Negro property owner who died last year - but while the 
doctors continued to work there. 

(The hospital ceased operation about 1940, and since 1944 the building has 
been operated by a Negro hotel and rooming house and is now called the Riverside 
Hotel & Café.) 

Second Crash 
The news story went on to say that at the scene of the crash the woman was 

treated by a passing motorist, Dr. Hugh Smith of Memphis, and that while Dr. 
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smith was administering first aid that a third vehicle driven by Robert turner 
crashed into the doctor’s car, driving it into the car in which Bessie and a Negro 
man were riding. 

An inquiry to Dr. Smith, well known Campbell Clinic surgeon in Memphis, 
brought the following full and enlightening report, for which paraphrase is 
unnecessary: 

“At approximately 2 a.m. on a Sunday morning (this was Sept 26, 1937), Dr. 
Broughton (now deceased), who was the brace maker for Campbell Clinic, and I 
were on our way to a farm, some 14 or 16 miles on the other side of Clarksdale, to 
do some fishing. It was a clear night with no fog. I had a new Chevrolet with about 
500 miles on it and the back seat was loaded down with fishing equipment. 

 
Blues in the Night 

 
“We came upon an automobile, obviously a total wreck. It was, for those 

days, a quite old Packard - one of the kind, with a wooden frame for the top; it was 
a four-door car. It was lying on its side across the right lane with the front of the 
automobile pointed almost due east. 

“A tall Negro man, probably in his late 20s or early 30s, waved us down. We 
came to a stop some 30 feet from the automobile with my lights shining on a colored 
woman lying on the concrete road, obviously in serious condition. The colored man 
gave me the following story. 

“A trailer tractor truck - a large one, capable of hauling some 16 or 18 
thousand pound load, had apparently pulled off of the highway to check his tires 
and had started to pull back onto the highway and had just cleared the road when 
he, the colored man, and Bessie smith drove practically underneath the tail gate of 
this large truck. 

Multiple Injuries 
 

“It sheared the wooden top off of the Packard, turned it over and apparently 
threw its occupants out into the road. The truck driver had informed the injured 
people that he was carrying U. S. Mail and was also carrying the Sunday morning 
Commercial, had a time schedule and had to go on. But he told the colored man that 
he would go on into Clarksdale and send an ambulance back to pick them up. He 
had departed the scene of the accident for two or three minutes when we arrived. 

“My associate and I jumped out of the car, and I examined the colored 
woman in the light of my headlights. Her left arm, at the elbow, had been torn 
completely loose at the joint: viz., in essence, a traumatic amputation, except that 
the main artery was still intact. 

“She was bleeding profusely. A tourniquet was applied and Broughton was 
sent to a nearby farm-house to call in to Clarksdale and be certain that an 
ambulance came promptly. 

“Obviously, this woman had severe internal injuries to her chest or abdomen 
but she was conscious. Bessie Smith was played beside the road. 

 
Narrow Escape 
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When some 12 or 14 minutes had elapsed and no ambulance had put in an 
appearance, Broughton and I began to clear the fishing equipment out of my car 
with the idea of putting her in there and taking her on in to Clarksdale. 

“While we were clearing out the fishing equipment, an automobile coming at 
a relatively high rate of speed could be heard in the distance. I began to flash my 
lights on and off and endeavored to warn him of impending danger. 

“He never saw my automobile. He ran squarely into the rear just as Dr. 
Broughton and I jumped from the automobile. We narrowly missed getting killed. 

“The impact of the automobile drove mine into the Packard, which was lying 
across the road, and buckled it into the middle and literally tore it up. I received 
$100 for the junk. 

“Since this was my first new automobile (and it wasn’t paid for, by the way) 
you can imagine that I was not a very happy man at the penalties that I had just 
paid for being a good Samaritan.” 

“Then, Mr. Broughton and I proceeded to get a white man and a lady out of 
the automobile which had hit mine. The woman was hysterical but did not appear to 
have been injured badly. The gentleman driving the car . . . did not appear to be in 
critical - just extremely painful - condition. 

“Now we had three patients on our hands; all lying on the grass, beside three 
wrecked automobiles. At approximately this time, traffic began to pile up a bit but 
simultaneous with this, the ambulances began to appear and all three injured people 
were promptly dispatched to Clarksdale in two different ambulances. 

“I waited until a state trooper appeared to give him full details of the 
accident. I would suspect that the archives of the Mississippi State Police would 
verify all of the details given up to now. 

Later in the morning, I proceeded to my host’s farm and tried to do a little 
fishing but my heart was not in it. I was brought back to Clarksdale and caught an 
afternoon train for Memphis. 

Other sources 
 

“Before I left Clarksdale, I, by chance, ran into the ambulance driver and 
inquired as to Bessie Smith’s condition. He advised me that she had been taken 
either to a Negro clinic or a Negro hospital and expired several hours after 
arriving.” 

The state patrol records were not checked, since their information would be 
mainly what Dr. Smith told them, but the ambulance driver was located and asked 
about his recollections of the accident. 

His name is Willie George Miller, now with the J. O. Patterson Funeral 
Home in Memphis. At the time he was with the L. P. Gibson Funeral Home in 
Clarksdale, which later sold out to Century Burial Association. 

Miller, although confessing that his memory is a little hazy, said that he 
believes Bessie “passed” while on the way to the Negro hospital here. He said 
definitely that the woman was not taken to a white hospital, and wasn’t transferred 
to any other hospital outside of Clarksdale. 
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Reprieve From Junkyard 
 

Another man on the scene was Jim Albino of near Clarksdale, who operated 
the Owl Wrecker Service for many years. Mr. Albine didn’t know what happened to 
Bessie Smith since a Negro ambulance had picked her up, but he does remember 
what happened to the Packard in which she was riding. He took it on the wrecker 
bill. 

Mr. Albino converted the ancient machine into a wrecker and used it for two 
or three more years before finally junking it. Bessie’s Negro male companion has 
never been identified. 

He recalls that the Negro man with Bessie Smith told him that he didn’t want 
the car and that Mr. Albino could keep it for his services. 

The details of that wreck aren’t too easy for Mr. Albinio to remember, 
however, since the Clarksdale Register in its wreck story quoted Mr. Albino as 
saying his wrecker was called out to bring in eight cars over the week-end. No 
wonder he pressed the old Packard into towing service! 

The article also reported that other garages and motor companies were busy 
pulling wrecked cars during the weekend. 

Besides Bessie Smith’s death and Robert Turner’s injuries, the weekend toll 
included five other hurt, apparently in other accidents. They were listed as Mrs. 
Gilliam Leash, John Harpole, Joe Stevens and J. C. Olson of Clarksdale and L. T. 
Van Cleave of Lambert. 

The newspaper account matches that of Dr. Smith except for details - Dr. 
Smith had Turner with Swift, the reporter with Amour; the doctor placed the wreck 
14 miles north of the city, the newspaper 10. 

Attempts to further document the circumstances of that particular weekend - 
which, incidentally, was climaxed with a low reading of 47 degrees early the 
Monday morning after - have been unavailing. The operator of the funeral home 
whose ambulance carried Bessie to the hospital moved away several years ago and 
subsequently died, and since the Negro hospital on sunflower ceased operation not 
long afterward, no records are available from that source. 

The only two physicians here who could have possibly treated Bessie, Drs. 
Carr and Hughes, do not remember it. 

 
Weren’t Brought There 

 
There has been no evidence furnished that Bessie or any other Negro ever 

was denied treatment at the old Clarksdale Hospital for whites, now a chronic 
disease center, or that any ever were brought there. While Negroes on the whole 
didn’t have medical facilities equal to whites in those days, there is nothing to 
support the story that any lack of medical attention caused her death. Certainly she 
didn’t get the care she would have now at the Coahoma County Hospital, which 
serves both races, but neither was this level of treatment available to whites in the 
1930s. 

A letter was sent to Columbia Records and George Avakina, seeking the 
source of their version of the singer’s death, but as no answer was received it may be 
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assumed that they are satisfied with their own information and willing to stick to it, 
accurate or not. 

Their silence may be explained by a sidelight added by Dr. Smith. While in 
New York as a technical advisor for an Army training film on a medical subject “in 
1949 or 1950,” he and an Army officer wandered into a Manhattan steak house 
where a party developed in the back of the restaurant. 

“We sat and listened for the music and entertainment that was good. It was a 
spontaneous sort of demonstration.” 

 
Everybody Had a Story 

 
Dr. Smith remembers that Fletcher Henderson played the piano for three or 

four singers and there were two or three comedians and a mixture of theatrical 
people present. 

“By chance,” he continues, “the name of Bessie Smith was brought up. I 
listened to the rather colorful reports of the details of her accident and supposed 
neglect: one account had her in the ditch with the white people ‘passing on the other 
side.’ 

“I believe that even ‘downbeat’ probably published the inaccurate account, 
though I’m not positive of this fact; anyway, at least 15 jazz musicians and 
entertainers were given accurate details. 

“Before I left New York I called Bessie Smith’s former manager to inform 
him of the details: he was not interested. Their association had been broken for 
quite some years, and he had no particular interest in the matter whatsoever for by 
this time, Bessie Smith had apparently declined from stardom, and was nearly 
broken and was singing in tent shows throughout Mississippi, Alabama, and 
Georgia.” 

A Clarksdale jazz fan had confirmed the Downbeat story. The fan, who 
prefers not to be identified, has corresponded with George Hoefer of Schenectady, 
N. Y. Hoefer writes for Downbeat and is, preparing a book on jazz. 

In connection with a chapter he is drafting on Bessie Smith, he has written 
his correspondent here for further information on the fatal accident. 

 
Where’d The Orchestra Get It? 

 
According to Hoefer, who is still trying to get the true facts, Downbeat (then 

a monthly) carried in its November, 1937, issue an article by John Hammond which 
goes on to report ‘”a particularly disagreeable story as to the details of her death” 
which had been received from members of Chick Webb’s orchestra who were in 
Memphis soon after the accident.” 

The Chick Webb band version, among other inaccuracies, said that the blues 
singer was taken to the leading Memphis hospital where she was refused treatment 
because of her color and bled to death while waiting for attention. Later, this civic 
honor went to Clarksdale. 
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Hammond, who has brought other jazz greats to national attention, was the 
man who was preparing to depart for Mississippi to bring Bessie back to New York 
at the time of the 1937 wreck. 

The circumstance of Bessie Smith’s death, whatever they are, cannot add to 
or otherwise affect her colorful career, just as fact, no matter how firm, cannot 
stand up against emotions. 

The brief meteoric career of this “gosh-dorn country” woman, this “real 
southern’ singer, who at one time commanded $1,500 a week for her interpretations 
of the heritage of her people, requires no fictional retouching. The saddest thing of 
all was the sorry struggle of the last years of a woman who vowed “I Ain’t Gonna 
play No Second Fiddle.” 

 But as her records, still popular, continue to be played on through the years, many, 
many listeners will say with an old admirer that they too have “never heard any thing like 

the torture and torment she put into the music of her people.” 

  
Poole   McKinley 

 
Camp Meeting Blues – William Carroll, Arr. By Wm. Grant Still 
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A-12 Bar Blues, B-12 Blues-improvised, C-12 Bar Blues, D-12 Bar Blues, E 2 Bar 

extension. 
 
Introduction: 
 

 
‘A’ Section: 
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‘B’ Section: 
 

 
 

‘C’ Section: 
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