in Detroit, Michigan, in May of 1953.
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Above are the talented musicions who comprised the Jeon Goldkette
Orchestro until it broke up in 1927. Top row: Don Murray. Howdy
Quicksell, Frank Trumbaover, Bix Beiderbecke, Bottom: Roy Lodwig, Irving

The following interview was made by Frank Gillis at Steve Brown's daughter's home

Steve Brown was born in New Orleans in 1890, and very early in his life began playing
the string bass with a band arganized by his brother Tom Brown. Tom brought the first
white group up from New Orleans in 1914 and was supposedly responsible for the term
“jazz" being applied to this certain style of New Orleans music. Brown tells his story
of how this came about, along with other aspects of jazz in New Orleans, after the turn

He stayed in music in New Orleans until 1913, when he left both music and New
Orleans. He did not take up music again until 1920, At this time he worked with a
number of bands in the Chicago area, including the New Orleans Rhythm Kings,
considered by many the earliest significant small group playing in the white jazz

Later Brownworked with many outstanding jazz musicians in the Jean Goldkelte

orchestrain Detroit. It was while with this group that Brownfirst played a string bass
pizzicato onan electrically made recording for the Victor Recording Company. Up
until this time only the wind bass was used since the string bass would not record well
on the masier, spreading the grooves too wide,

Steve Brown died in Detroit on Sept. 15, 1965,

Brown: In the very beginning of this so-
called jarz craze, around 1905, the bands
down in New Orleans were known as
ragtime bands, My brother Tom Brown and
l organized a band, a dixieland
combination, which was very successful in
being engaged in all the exclusive places
around New Orleans. Atcarnival times we
enlarged the band to & brass band which
secured guite a number of prizes in
parades

In the dixieland combination we just had
five men, sometimes we had six, We used
no planos . The bands didn’t have planos in
thase days When they came up north they
had planos but we brought a guitar player
along for accompaniment on jobs because
haif the places in those days didn't have a
pianc. In a brass band. instead of playing
string bass | played tubs. We were
considered very good  During that time,
around 1905 up to 1913, (Nick) LaRocca and

rry) Shields wsed (o come around and
h‘ In fact, LaRorea used to il down

and play alongside of us to get the general
idea of how we plaved,

Gillis: Who was the trumpet player with
you, Steve?

Brown: Ray Lopez. He was playing cornet
with Gussie Mueller - as the clarinet
player. The divieland combination that
came up to Chicago two years afler my
brother, why they weren'{ experienced like
the men that my brother had in the band
The difference is that when my brother
came up to Chicago, his men received such
large offers from other leaders that they
soon left him and he had a lot of trouble
gelting extra men.  But (he dixieland
cambination, knowing my brother's trouble
that he had, Eddie Edwards 'who was
managerof the band, hie Incorporated that
band, which accounts for the success that
the Dixieland (the Original Divieland Jazz
Band)had. But my brother's band was the
firstone o come up to Chicago. 1 had left
my brother's band in 1913 In New Orleans,
and shartly after | left them, they came up
o Chican { "

1
fy ey -.'

Riskin, Spiegle Willcox, Doc

arranger Bill Challis

Gillis: Where didthey open at in Chicago?
Rrown: Lamb's Cafe

Gillis: Who were the men hé had with him in
the band at that time? Did he still have
Lopez?

Brown: Well, yes, Ray Lopeez, and 1 think
Gussie Mueller was still with him. And the
bay that'd taken my place on bhaxs was
Arnold Loyacano. The band that was

playing in Lamb’s Cafe before was Jean

 Goldhette. The union was pretty sore about

Lamb hiring this dixieland combination, or
the ragtime band as they called it. They
tried to got Lamb to get rid of the band,
otherwise they wouldn't be able to get
another union band. He was paying the boys
mare than union seale and he told them **If
you can got a band that will produce as well
as theseboys, I'm willing to talk business
with you, but unless you are, don't talk o
me.'" Atthat time, the unlons all over the
country reguired a  strict musical
examination lo accepl anyone as s member,
and after catching a ot of slurs about Lamb
having this fazz band, as they expresaed it -
~insteadof a ragtime they called it a jaze
band

Gillis: This was a slur?

Brown: This wasaslurbecause jazz was in §

the tenderloin district.  Lamb thought it
was agood idea, so they changed the name
from ragtime to jars. The crowds
inereased at such n terrific rate that the
other cafe owners wenl down (o New
Orleans and said that anyone who had a band
similar to my brother's band, they'd hire
The rosult was the whole place was Nooded
with different dixieland combinations or
ragtime bands.

Gillls: What year did youget up to Chicago?
Brown: | left New Orleans in 1913, and |
stayod away from music until 1920 And |
hadn't louched a bass in thal tme.
Gitlis: What wan the full pame of Tom's
buand when he firat came up to Lamb's Cafe?

Ryker
Steve Brown and Fred Farrar

¥ Orchestra,
) Brown remarks, “This wos o rush job
§ for Ivy Ball in Philadelphia. Some

) Chouncy Morehouse, Ed Sheasby.

Bill Ronk Chauncy Morehouse,

An Exclusive Interview of Steve Brown by Frank Gillis

Brown: Tom Rrown's Ragtime Rand from
New Orleans

Gillis: What about New Orleans in about
19057 | know that the negro bands used to
play for functions like parades and fanerals
and things like that. What did the white
muxiclans do at that time?

Brown: Well, the white musiclans played a
lot of clubs at Lake Pontchartraln,
exclusive boat clubs. In fact, we had the
creamof the work down in New Orleans.
We played for all the prize fights, We
played for Wolgast, we played for Rivers,
and Jelffries, and quite a number of great,
known fighters that come down there. We
used to play on the ringside, in between
rounds. We received good money for all
that. And then we played dances, and danee
halls. Wehad steady jobs. We played three
of four nights a week at & dance place and
then we'd play the rest of them in single
engagements in different places

Gillis: Did you play parades, on wagoas or
anything like thal, o advertise?

Nrown: Nowe didn't well, we did play
ballyhooding for prize fights and things like
that from corner to corner, somelimes in a

On the cover: The Jedn Goldkette
May 21, 1927. Steve

could not ge! there in tlime, 1o we
used two dummies, lelt rear ond
second trom right rear. Ed Sheashy.
who conducted, is seated at right in
front.” From lelt rear: Dummy: Fred
Farrar, Howdy Quicksall, Steve

A Brown, Irving Riskin, Splegle Willcox,

dummy. Doc Ryker.ssated: Don
Murray, Frank Trumbaver. Roy
Lodwig. Rill Rank. Bix Be o,




Trombonist Tom Brown, Steve's
(Yerkes' Band) in the eorly 1920s.

truck. Sometimes we'd got out of the truck
and stand right on the streetandget a crowd
around us. And then, In those days thoy
would have a balcony out in front of the
dance halls. It was a custom for bands Lo
£o out on this balcony and play, to let the
corwd know what type of music they had
And If It pleased them they'd all come in
see. Sometimes we'dplay ata place where
they'd be three of four places of like
character, and each band would gel out
there and blow thelr brains out me‘-‘mm

gel the crowd in, see.

Gillis: What do you remember about the
firsthitof jazz? Do you think that the jazz
band, like say Tom's band, stemmeda little
bit from the American marching band,
inasmuch as It didn't have a plano?

Steve Brown's famous brother, Tom, Is
Orchestra in New Orleans in 1924. Fro
trombone; Johnny Boyersdortfor, frumpe

Steve Loyocano, banjo; Charles Scaglione, clarinat.

brother, played with The Happy Six
The pianist and cornetist are unknown
'
Brown: No, down in New Or leans, there's
always rhythm, Seems like everything has
rhythm You can =it down a K
Mississlppl River, and it Just runs &
arhythmiec manner. You can see the
that are Moating bobbing up and it seems Lo
bob up In a rhythmic The
roustabouts, thoy sing and even
while they're working they ‘re keeping time
with thelr singing while they're marching
along. - .
W e hnd SO Ve e T ETe M N
fromall over the country that had come to
the French opera house, legitimately. But
this here rhythmic type of music which the
majority of people wanted, now called jazz,
was really called ragtime, because . . . |
don't know, [think the way it really got its
name ragtime was because the majority of
musiclans, whowere too poor to study the

manner

songs,

legitimate way, improvised and played by
ear from thelr soul, which was appealing o
anvone that wag listoning. We had a band
down there In my kid days by the name of
Stale Bread’s Band, A group of newsboys

they called him Stale Bread. And he had a
band, and he used to stand on the street
corners and collect nickles and dimos from
the people

Thelr Instroments were home-made

The bass player had a half of a barrel, cut
dous Teagtliwise; and 8 thin bonrd was put
over the front, and a plece of wood for a
neck and as a stand too, and the strings
attached to that, and it had a pecullar sound.
But it sounded something like a bass. Then
they had two kazoo players with them,
woashboards and things like that. Thoy
strummed on  different things. The
drummers in those days had pans and pots

pictured here with Johnny Bayersdorffer
m loft: Chink Martin, tuba: Tom Brown,

t; Leo Adde, drums; Joh

y Miller, piano;

LAE

Ed Violinsky ploys violin; Alcide Nunez, clarinet; Tom Brown, trombone;
and either George Homilton or Joe Green were on drums

to hit on because they
equipment they have (o
I believe

didn‘t have the
fay
my hrother
eredil of perfecting the

sould have Lhe

first trombone

mute. He was in the sheet motal business,
and he wanted to muff his trombone, or
mute I, He experienced with different

types of metal and formed it into the way the
mutes look nowadays, tap 1 you know
and he exporanenied until he gol some that
sound rightin tune. Recause il 'hey made
them too Tong sometimes they"* be out of
tune, alittle too Aat or a little too sharp, as
the case may be. But he got it just so that
sounded good. He used to carry a derby
with him, too, besides being muted, he'd put
the derby over the trombone and work it
backwards and forwards to ereate different J
effects.

Gillis: What about a chap by the name of
Papa_Laine?

Brown: Papa Laine, Jack Laine and his
son? | think his son is around the country
here someplace,

Gillis: Did he have an orchesira there?
Brown: Well, he was sort of o booker I

Sometimes he'd have about three or four
bands out a ane time, whoever wanted to
take a job date with him. He didn't have a
regular band. He'd got a job and he'd hire
any available men that could accept that
engagement.

Gillis: Did the white and negro musicians
ever play together?

Brown: Oh, no!

Gillis: No?

Brown: Oh, no! Oh, no!

Gillis: What about the story of the bass
fiddle, you made one yvou say”

Brown: Well, I think [ was around fifteen
yoars of age, and in those days there wasn't
much money, and naturally we couldn’t
afford to buy any instruments. So 1 decided

to makeabass fiddle myself, So I got two
deep cheese boxes, they were about 12
inches deep. You've seen the Lype of cheese
boxes? And we took the nmails out of the
round, steamed it, and formed it into the
sidesof abass. And we took the thin wood
that they were shipping victrolas in, thin
plywood, veneer, and we glued that o the
back. Andthe front sectionhadan "' bar,
abasabar, down Lo support the bridge. And
we put plywood in front of that and put *°f
holes in.  And the neck that we made was
homemade and sort of ridiculous in the
respect, and we had these old fashioned
wooden pegs. And in place of gut strings we
used henvy twine, andns we tightened it it
give abass tone. And in place of horsehily
for the bow we used thread, and plugged that
In, and it gave a sort of n bass tone which
satisfied us. My brother first played a
little fiddle, and we got a gultar player, and
{playod bass. Sothal's how it first stacied
We played together, and by Roing
around and playing little pacties, why the
people began o know us. And as we done &
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It was that type of music
wilh swini

Brown

with a

Gillix
eat
—
& 0F the pieces vou
plaved with that band™
Brown: Well, “Rarnyard,"" "
those numbers that the
cambination (OriginaDivieland Jare Rand)
hat a copyright oo, we were playing these
on the streel long before LaRocea or
Shields or Eddie Fdwards could play thelr
instrumenis. They were beginners in the
pame. But after they got up o New York and
they found out that these numbers weren't
copyrighted, why, they took advantage of it
Hut it was all publie property domn here
Diffe rent bands all over, not only our band
but other bands would play (L. And there
were a groal many numbers that we made
up ourselves. We uted to call a lot of these
numbers that are well known today
‘Numbaer Two,”" “Snot,"" and all kinds of
Tanny names we would give to them. And il
we wanted to find out what a fellow was
going W play he'd say, ““Never mind, just
follow me. " And he'd start off. And if it
sounded good he'd try to remember It
Gillls:  Let's talk about how the New
Orleans Rhythm Kings started up, or how
you, for instance, came up to Chicago
Brown: | came to Chicago in 1920, and in
those days the bookers laughed at me when |
sald | played string bass | didn't know what
It was all aboul because | hadn't put my
hands on an instrument since 1913, and |
B o lot of serve but st didn't know what
happened. | figured they 'duse a string baxs
all the time, and finally one of the bookers
| toldme, “'Why you're corny, we don'l use
any string basses any more, We're using
tubas, " he says, “Goaround and see all the
bands.** Soldid. | went around and all the
bands had tubag, with different coloved
lights, they'd Mip ‘em as they played. When
these lights would hit it would refloct
different colors, and froma distance [t was
very beautiful. Well, it was more showman
than anything else, and the tubas, to me,
they all grunted like a frog, anyway, Sol
was up In Chicago all by my self and 1 bowght
a tuba quickly. It wasn't but Just a short
time, why, I had enough that | fgured T could
gela jobon tuba. Well, the booskers all had
be down anyway as a string bass, see,
hunting for s jJobon siring bass, Finaily, 1
thought 'd have o go o work al my trade
i os shee!l metal pattern deafler, by trade
One night the booker called me up, says,
‘Yougola tuxedo™ " | says, "I don't have
one, but 1l getone. ' **Gel you o luxedo and

Mxieland,”
Divieland
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The Mississippi “Rag

The marquee behind Freddie Bergin's Orchestra reads, "Dancing the year
round. Jean Goldkette's Graystone Bollroom and Gardens”. The dote was
Sepl. 8, 1930, and the band personnel wos, from left front row: Slim Branch,
trombane; "Bull’ Snodgrass, guitar; Chris Fletcher, guitar and violin;
Skeetor Polmer, occordion: Steve Brown, bass; Less White, trombone;
Freddie Bergin, piono and leader; Horb Fischer. sax, Back row from left:
Hilly Edelstein, sox: Wally Urbonski, cornet; "Babe’ Routh, sax; Frank Zulle,
trumpet.

Brown: About 1921, | think. | played with, not, T justean’tthink of s name. He was a
them for about two or three years, during saxophone player, he put oul this song
which time 1 was doubling at the Midway ‘'Doodle-Doe Do
Gardons. Iplayed the both jobs for awhile, and then
Gillis: Well, how did the New Ovigans Cope Harvey wanted me in his all-star
Rhythm Kings come into bolng? Did they Orchestra, So | played, for more money,
come from the Friar's? naturally. Then I went back to the Midway
Browhn: Yeah, somebody heard them on a  Gardens and the Friar's Inn. " ! think the
boal. Theywersplayidgonaboayfrom New — Merry Garden broke up. Tho. was the
Orleans toSt. Louls or something ke that.
Gillis: Was thatadifferent band -- the New
Orleans Rhythm Kings? 1 thought that the
same musicians In the Friar's Inn
Orchestra were the ones that were in the
New Orleans Rhythm Kings. Wasn'tit Paul
Mares?
Brown: Yes, yes, well the same name, |
think they changed it, changed the name
when ! left for awhile, so they wouldn't get
mixed up with the royalties they were
recelving. 1left the band, they were going

cause of the band getting out of that place.
Gillis: Whatkindof u job was this Friar’s
Inn? Was it a good spot?

Brown: Oh, a live spot where they had,
well, to tell the truth, they used to havea lot
of gangsters coming in, and they had lots of
money, and expensive clothes, and they d
spenda thousand or two thousand dollars,

wasn't anything, each individual would,
And they'd come up and request a certain
number from us, and theyd put twenty, fifty
to do something or another, they were going  ora hundred dollars in the kitty. In fact we
to leave anyway. And 1 (old them 1 didn’'t made one hundred twenty-five dollars a
want leave, and 1 think they ehanged the « week playing there, and our tips exceeded
name from FriarsInnto . . . | think it was  that. We averaged from two hundred and
New Orleans Rhythm Kings first. 1 think  [ifty up to three hundred in that particular
that's the first name, and then when they time, and with no tax to pay, why it was

came to Friar's Inn, | think they put it down.  quite a lot,

They'd put down any name, as long as they Scarface Al andall of them used o come
were working, you know whatImean. Now  in there. Because Mike Fischel, he knew
Roppoloand Mares, they used to go out in  all the underworld, and they were all right
the colored section and get ideas off the  whenthey come In there. They'd treat us
musicians, sit downandlisten to themplay.  swell, Some of them would getlit up a little
And that's where Roppolo got his ideas. bitand see Roppolo, you know, maybe he'd
Gillis: Had he played any legit clarinet? ~ havea tuxedoona fittle frayed. “‘That the
g;:u:: 'N:t,nhe jtgl pliyed this here jazz best hi#:”:‘"’ﬁgﬂyfu got, kid?" ﬂlshwnulﬂ

of clarinet, "Cause he couldn't read a  30Y, “‘That'salllgot.” .. says, ""There!
note. Nobody could read a note! And my be a new one here for ya' tomorrow. What
first thought turning to notos was at size ya' wear?'" And the next day a new
Midway Gardens, I got ahold of a method  tuxedowouldbethere, Andthere'd be a lot
and started learning the scales of things. **What size shirt you wear, kid?'"
legitimately on the bass, and go so that | Andwe'dtell him. And sure enough the fext
could read enough to gel by, d?y I]'mrwu‘d:edn hallrdm'_un shirts for some

7 of us, We had a lot of fun in those days,

) :::l 1:':;: l:v:h ::nnﬁra:l;nnﬁ ::::wh;?:; ;ﬁ!: gluix: What tunes did you play at that time?

i i s o you remember some of (he
nr?hm",:‘“:r "h': Goldkette band b"“i_'-' compositions, like *‘Clarinet
;wuhesm uf tt::;t: frontof ‘:"““"““" 5 Marmalade,” was that around?

« tha m wasn'l beh 5 b 5
andldidn’t feslal ease: Tuf?ereault;?ﬂ::a' Brown: Oh, we recorded with the Friar's
1 couldn’t dothe work that I'd like to do Inn Band -- “Farewell," “Bugle Call,"
1 coulda’t play likeT did when 1 L w; ‘t:d “Eccentric,” ‘' Lot'sof Mama,”" and "'Tin
Victor band, . Bss. It waa Ju:‘”‘ ‘;.m"’ Roof Blues,'* and a lot of numbera like that.
background that the Victor band had u“’; Now, how this Husk O'Hare had his name
Whiteman's baddidn’t have. Whether this on (the records), he came in the Cafe one

was because Whiteman's band was 8o time, and ¢lalmed that he had influence with
large, you know, with all those French lhl!_Gennett Recording Company, and that if
horns and things llke that, it may have had we'd permit him to put his name on the
that effect upon the rhythmic touch records, that he would arrange it that we
ok : 3 could record and get royalties off of it.
‘mm ‘i'"?%::' h::"-&".'::::.ut:;rﬂns? t\:’till!. :all;rnlly we didn't care, we were
Brown: Well, the fellows um'ar: known EERR L 1 s A
today that were in that band was Henny P3ld the expense for us in Richmond,
Goc:dmn. and another star that's known, | Indiana, and we went down, and we put on
don't know whether you'd call him a star or ©Y¢¥Y number thal Elmer Schoebel had

tried to submit to different publishers who
had refused it, and also numbers that were
published and shelved for awhile, and no
sooner than those records were released,
this Robbins, Jack Robbins, they flow (o
Chicagonand signed Elmer Schoebel up with
o contraet towreite all the tunes for them
And from then on, Elmer Schoebel was
made, and we received rovalties from
differont records, On'Farewell’ alone, |
think 1 received nround two hundred and
fifty dollars rovalties.

Gillis: How did you come 1o record with
Jelly Roll Morton? Were you in the band
then?

Brown: No.

Gillis: One of the discographies mentions
that you were In the band, with Mares
Nrunis, and Jelly Moll was playing pl
tunes Hke  “‘Clarinet  Marmalad
“ipilonberg Joys," “*Mr. Jelly Lord "
*london Blues,'' remember any of these?
Brown: Was that under Columbia®

Gillis: No, that wasGennett yet--late 1923
but I don’t remember him.

Gillis:
Morton at all?

Brown: Oh, I knewhim, sure. Things were

happening sofastin Chicago, 1 don’t know,

there'd be a lot of strange fellows around
we recorded
something under his name, All T know is
that 1 was with the same group all the time,

there, | don't know if

with the Friar's Inn group.
Gillis: You did know Jelly Roll though?
Brown: Oh, yeah, Imet them all in Chicago

Gillis: How did something like **Tin Roofl
Blues,'' whichis a very famous
composition, how did this number get
started?
Brown: [think that was among Roppolo and
Mares. | don't know really who was
responsible for it.
Gillis: Did somebody just start out, then
somebody else follow up?
Brown: Elmer Schoebel really should get
eredit for the type of harmony and
everything because these fellows in the
band, neither one of them read a note of
music, and at rehearsal, it was almost a
balf day before these (ellows could
memorize every note that Elmer Schoebel
told them to play for anentire tune. That's
how complicated it was, but when thal tune
was played, those fellows just played from
their very soul. We packed that cafe, you
couldn'tget a seat, we had musicians from
all over to come in there.  We had Bee
Palmer, who wis a very exclusive person,
she was one of the best dressed women in
the country. When she came into the cafe,
and heard that band, and wanted to take the
band to New York with her, 1 refused. 1
wouldn't travel, same as so many others
thathadoffered me jobs and I turned down
because | didn't want to travel. | had my
wife and children in Chicago. And Ted
Lewls, he wanted me to come and | turned
him down, turned quite a lot of well-known
bands down, And I got hooked with Jean
Goldkette, Uhad bought a home In Chicago
and | was playing at the Midway Gardens.
Gillis: What year was this?

W eover averything

Gardons lowe red our salar

You don't remember Jelly Roll

woanlons thiey hd aut onl

Mow mind gou that was eumn b red one :lvd
the hest jobs in Chiesgo It was the o 5
Edelweins Cafn, whars (hey had rw-ulllttl‘

ganrdans an the outside, b o thiy hisd i n‘

man symphony usnd (o play for the people
whnn thoy drank [rom the Fdolwains
Nrowory Harvath, he mansge s e Jean
fholdhettn, came Inlo Chiongo, and e
aver (here and propasitionnd me and
olfereid me i very high anlnry, and e Says

Vi, wo' vo boon having the tand for o jong
Hme.** 1 wanted Lo Know whether it was »
stondy fob, And so §spoke toone of the bays
that was alomg with Him, and e said “"Oh,
you needn’'t wWorey aboul  hat _Ip-h.' he
unyN, 'I've been at the CGraystone
(Rallroom) in Detrolt for five venrs And
Taald, "Well,"" Tapys, i munt be n ateady
Joi, | think 1'11 take 1. So told Chnrlle
Horvath that 1 would accept, and 1 left my

wife and ehildren in Chicago, and T drove up
here, And aftar 1 was hore for awhile, 1
found out that the band was preparing for a
roadteip, And there | wan. | eouldn’l get
out of it 1 travelod all over the country with
Goldkette, and all these bandienders that 1
had turned down -- told them, "Ho, |
wouldn'ttravel, I'was golng to stay right in
Chicapgn - they all Jumped my noch when
they saw me in Now York and couldn’t place
me. And so that'show Leame to travel. OF
course | enjoyed it, (o A certain extent
Giltis: Wasthis the all-star band, with Bix
in it?  And Chauncoy Morshouse?
Brown: Ohyeah. This was the Vietor Rand.
The first Victor Rand, Muss Morgnn was
director ., . the first Victor Band, before
1926, was o legitimate bund, 1L made trips,
toured through the New England states, but
they flopped, terribly. Put now they
changed it all around toa modern jazz band,
as you'd eall i, and It was very wirll
aceepted inNew York, And we gol quite a
lot of good publicity, and the records sold
Gillis: You sald they were surprised and
called ¥ou corny when ymi came up from
Now Orleans in 1820, because you slapped
the string bass instend of playing
| Brown: No. They considered me corny
| because they weren't using string basses
| anymore. All the youngsters were using

Brown: Well, I made **Milenberg Joys,”  the tubas. They only considered the bass

fiddle sultable for symphony work and
things like that. And they didn't use them
much In dance orchestras, because they
claimed it couldn'tbe heard. In those days
| tho bass players would all bow, see? And
!the notes wouldn't be right for them, or
| even if they plzzacattoed it, it would be tno
legit, and it wouldn’t be llke a slap. And for
that renson they just used fubas. Recause
in those days, during the war days, they
wanted as much noise as they eould. And
the more brass they had in, it seemed like it
settled a persons nerves, or something
Gillis: This is a good time for that story
about recording the string bass with Jean
Goldkette,
Brown: (hyes, well when we got in to New
York for our first recording date, Mr.
King, who was manager of the Victor
Recording, he told Goldkette, he says,
*'Why,'* he says, *'vou want us to record
string bass?''  “We ean't record string
bass," he says, ' youhave toget tuba." Sal
left them and went and borrowed a tuba,
renteda tuba from o music store, right in
New York, brought thatup in the studio. But
Goldkette says, “No,'" he says, “'listen,””
he says, “we're featuring Steve, out from
the band, a1l over,”" he says, “and we want
that string bass on." “"Well," King says,
“1'1l show you how it sounds.” So they
turned on the test, and | played it, a few
notes, and he plaveditback to them, There
It was, “aaah, anah, anah,'" just spread the
wax, see, the vibrations spread the wax,
and Goldkette says, “Well, [ don't eare,””
he says, **that's the picture that the prople
have, and | don't care.”” And King says,
“‘Well, If you want to pay the expense of all
of this," he says, “'we'll do it Gaoldhette
says, "Goaheadand doil."" So, here’s what
happened. The composition, | believe of the
test, was softor than the composition of the
wax Inthe master. Rather, that's my ides
of it. Becuase when it come out on the
master, it wis perfect; but playing the test
back, it spoiled the music. 1t spread the
wax. So from then on, whenever we would
revord, | wouldn't play the test. I'd wail
until the boys all got lined up and played
their test, andhad everything straight, then




1'd step in. I'd always have the easlest
way. S0, Ithink, and | know, that | was the
firat ome 1o record on the wax. Then, the
Edinon people, and other reocording
companies, they heard about it, and they
thought I had & special way of recording. So
they come secretly (o the places where we
were playving and offered me fifty dollars or
a hundred dollars to come over to thelr
ntudio and play a fow notes, see? Thinking
they'd gel the dea, Well, 1 didn't say
Tany - Tuays “TIREY " 1 wnn looking for
thaleatra monvy on the side tlaughs). So,
I'd pluck n few notes, and they 'd look and 1'd
wee them shake thelr heads, because it done
the same thing - it apread the wax, seo? So,
I didn’t want to give away on the Victor
people, so It was some Ume before all of
them caught on to it. But still 1 think the

Vietor people made a discovery at  that
particular tme. Up untll then, they
couldn’t record siring bans. Now the

records that | made with Friar's Inn, you
can'thear a siring bass, because It didn’t
record in those days. We had the
megaphones, bul it recorded all  the
y Instruments except bass, but the boys
'brought me along (o record with them
}, because of the rhythm that | was giving
them
Gillis: You were behind, farther away from
the megaphone, though? Quite a bit?
Brown: No, no matter how close | got . |
Gillis: Oh, Isee, It just wouldn't plek it up
Brown: | just wouldn'tpick up the bass. It
wasn't tuned so that It picked up any

Frank Gillis

BIOGRAPHIC AL DATA

Has worked since 1838 as planist with
small jazz groups In Detroit, New York,
and Minneapolis, and ix still working in this
capacity in  the Bloomington area
Recordedl 4 nides with own Jnzz group,
THEDIXIE FIVE, In Detroit (1949-50) and
with the Doe Evans Dixleland Jazz Band in
Minneapolis (1957-59). Rescarched and
studies jazz at Wayne State University
(Detrolt, 1949.53), Columbia University
(New York, 1953.55), and the University of
Minnesota (1955-58). Rocelved M.A, In
Library Sclence from the University of
Minnesota in 1958, Presently Associate
Director of the Indiana University
Archives of Traditional Music, which holds
one of the world's Inrgest collections of
phonarecordings of folk and popular musie,
The tape recording from which this
transcription was made was taken in
Detroit while Steve Brown was a member of
the DIXIE FIVE, Steve recorded eight tunes
with theDIXIE FIVE on August 17, 195060

Four of the tunes, "My Prelty Girl,"" “*Mr

Jelly Lord,” “That's a Plenty," and
""Milenberg Joys were issued on United

Recards

Steve Brown is shown here with the Dixle Five, Detroll, Michigan, In 1949, From leH
are Eph Kelley, Andy Bartho, Al Jenkins, Brown, and Interviewesr Frank Gillls,

vibrationa that low

Gillis: Thin waa electrical recording
though, with the Goldkelte band at thal
time?

Brown: This waa when they changed to
electrical, Thal's the reason they made
that discovery. Don't know what else | can
tell you, I'm Just n musician, rather just
one of those fellows that made a lot of
maney, bul where It wont, | don't know

Gillis:  This Is the case with most
munsieians
Brown: Well, you take a fellow tha

traveling, at  that particular time 1 wan
making two hundred dollars a week with
Whiteman, and my expenses. Bul when
we'dbe on the Pullman traln, we'd always
take care of the porter thal ok care of us
on the train, then we'd take care of the
redcap, then we'd take care of the taxicab
driver, then we'd take careof the bellhops,
then we'd take care of the vilet when we got
into the hotel. And then if we sat down to eat
Ina restavurant, all the walters knew us --
you know what I mesn -- and we'd leave a tip
for them. Andlthink that's aboul where the
money wenl, OF course | used to send my
wife maybe a hundred dollars a week home,
but that wasn't anything, with a family.
Gillis: Do you know any stories aboul when
Bix joined the band? He was in the band
when you joined already?

Brown: Well, they were all coming
together. No, Bix come therea little later,
after | got there, He couldn't gel there.
And Trumbauer come a little later, Just a

R
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Form and Menning of an Original Black American Art

few days later, anyway, they were all
gotting tegether forming this new group

And, they were trylng that. While the band
made quite o lotof money and they solda lot
of records through i1, it was mismanaged

And the money, the profits of the orchestra,
wan thrown away, in one way or another,
by mismanagement. Bul the band was well
accepledall over the country. And Jimmy
Dorsey and Tommy Dorsey well,
Tommy Dorsey wann't with the band then

Goldkette's sutfits In the Book Cadillae
(Hotel), And just Jimmy remained with us
Don Murray was playing, also, It was a
very good band,
Gillis: Do you have any especially prize
storles about Bix, since he's become so
famous?
Brown: Blx? Well, his mind was always on
musie, ar something, cause his mind was
never on anything else. He was a typical
musician, ora typical artist in the respect,
thatis, he never gave his nppearance much
of a thought his heart and soul was with
his instrument. Although | can't say that so
well, because I remember leaving one town
and going about thres hundred miles away
toplay, and Bix comes on the job without his
cornel, Sohe hadto call up and have a eab Lo
bring the cornet. How that happened, I don't
know, 1 think he had a little bit too much
hootehin those days. And during the dry
days, the stuffl that we were drinking, why it
was . Ir was surprising (o see what it
would do o you, you know

IME
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Wiraaam . Scuaven and Jomannes Hignkr

With amsistance from Michael Polsd and Richnrd Thompson. The
first extensive trentment of rogtime as an important American
musical form. It treats ot lenggth the lives, styles, and the methods
af r-un{umlmn aned perfarmance of such
Seott Joplin, Jamen Seott, anid Joseph
time componitions and detailed structural
nnnlyses of many of them, complete seores of some pieces, illusten-
tions from the covers of raglime sheel music, and o siroeturn) and
thamatic analysin of Joplin's folk opora Teevmoni s

njor raglime artisis ns
amb. The book includes
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