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GEDDINS & SON:
Wizards of The Oakland Blues

by Opal Louis Nations

Bob Geddins Sr. was a gaunt, bespectacled,
slightly built, witty; and charismatic man whose word
was his bond. His habit of making handshake agree-
ments often led to bitterness and betrayal, yet he
survived for over four decades in the music business
during which time he produced and recorded a string
of fine down-home blues, gospel, R&B and popu-
lar records. Songwriter, promoter, blues-singer, cot-
ton picker, wel ELI' pipe fitter, photographer, artist,
press mechanic, 1t1d1u TV, and car-radiator repair-
man all rolled into one, he was able to master almost
anything he set his mind to.

Born in Hybank, Texas February 6, 1913 on a
large cotton plantation between Marlin and Waco
along the snaking Brazos River to cotton picker
Azeline “Lena” Douglas, a strong-minded, ruggedly
independent woman, young Geddins learned the

alue of hard, L,I'LI{.!II‘I'L, stoop labor at an early age.
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His parents were divorced before he was born, and
as his mother had to move with the harvest, he only
got to see his father, Johnnie Geddins, once or twice.
Raised up by a stern grandmother, young Geddins
was soon joined by a younger sister, Mattie and a
brother, Turner Willis.

As a child in short pants, he picked cotton for a
dollar a day. On occasion, he would surreptitiously
sneak up river to his aunt’s shack to listen to Robernt
Johnson and Blind Lemon Jefferson records on a
cranky wind-up Victrola. Geddins fell in love wath
country and urban blues in an instant. He listened
and listened and picking up the lyrics sang the songs
to his laboring co-workers out in the fields under
the sun. He learned to mimic most of the singing

styles pretty well, and people turned their heads ro
listen. He often had dreams of becoming an actor
or comedian.

Geddins st:n“tr:d writing lyrics for songs in his
carly teens. At fifteen he ran away to join his mother,

Mattie, and brother Turner in Abilene. He sought
emplovment but without much success. His lack of
skills and experience left him out in the cold. He
befriended a boy named Chauncy who persuaded
the impressionable Geddins to ride freight with him
out to the promised land, the golden hills of Califor-
nia. Along the way, at the town of Lordsburg, New
Mexico, the pair was persuaded to drive a new 1932
Ford to Los Angeles. A free ride in exchange for
driving the vehicle across state lines to avoid the ship-
pers having to pay extra “towing charges” appealed
to them. Having settled in Los Angeles for awhile,
Geddins picked cotton by tollowing a harvest that
traveled from Fresno and Bakersfield South East into
Imperial county.

After returning to Los Anggeles, his back aching,
and his fingers almost numb, he swore he would
never pick cotton again. He eventually tound a job
as3 Sm{;e jerk ina local drugstore. It was while fixing
sodas he met and fell madly in love with Irma Jean
Dyer, the woman who would soon become his wife.
The Dyerswere from Little Rock, Arkansas and were
solidly middle class. Geddins Jr. remembers his fa-
ther telling him how he and Irma loved to ride out
on a bicycle on the weekends. The couple rode a
tandem which they peddled over grear distances. He
also told of how he would call on Irma secretly in
the middle of the night, a ploy he was stricly forbid-
den to do. The pair would tip-toe up the Dyer drive-
way, sneak into the garage, release the brake on the
fan 1'.u|mr Cadillac La Salle, push the car down to the
street and drive oft into the night. Geddins pulled
pranks like this to niggle Irma’s forthnght parents
who disapproved of Irma dating a man so much
older than her. Irma was sixteen and Geddins twenty-
six when they married. Geddins Jr. was born the
first of thirteen children almost three months after
his father’s marriage.

Geddins Sr, worked awhile delivering ice cream
ona bicycle, then switched to the Los Angeles Street
Maintenance Department where he w orked on a
garbage truck hauling trash. It was wartime, and
Geddins Sr. began hanging out in his off-hours in
record stores that sold African American music. Not
wanting to make garbage collection a profession, he
attended The Frank Wiggins School to study elec-
tronics in the evenings. Impressed by the demand
for Black popular music, Geddins set up his first
record store right next door to his gmndmmhf]"s
garage in South Central Los Angeles.

Irma managed the retail record business while
her husband worked tor the City: Geddins Jr. asserts
that his father established contacts with major inde-
pendent record companies during this time. One
quh company, -delmq Jr. thinks, was Art Rupe’s

Specialty Records on Venice Blvd.,a lthuugh Specialty
hd not get going untl 1945. Sp:.uﬂn oftered his
father a deal he found tough to turn down. Im-
pressed by his natural instinets and artist-finding tal-
ents, Rupe offered Geddins Sr. a hundred dollars a
month plus a house if he would serve as his A&R
man. But Geddins had other ideasin mind. He made
his first trip up to West Oakland in 1942. His mother
had just moved r son came up for
A VisIt.

Oakland’s Seventh Street club scene was alive
and vibrant. Bustling with musical activity, Oakland
nighteries spothghted Black musicians w ]m had mi-
grated from all over the Southlands. Geddins saw
the problems immediately. A virtual oasis of talent
existed, vet no enterprising record company had set
itself up to meet the increasing demand for African
American popular music. Black migrants familiar with
down-home blues and spirituals had moved to the
Greater Bay Area to work in the docklands and ship-
vards. Geddins was L,LL'EII'IE, complaints from the lo-

cals about the scarcity of good blues recordings. He
vowed to do something about it.
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Geddins’ first move was to make
arrangements with his mother to rent
a room. He then found a job as a
burner and welder at the Kaiser Ship-
yvard in Richmond where he met an
odd assortment of aspiring blues mu-
sicians. In the evenings he took train-
ing in radio repair at Laney College.
"dtr:l building a scparate .1}'mrtm::n[
unit in the basement of his mother’s
house, he brought his family up to
Oakland. Geddins Jr. remembers his
father trying all sorts of pursuits to raise
spare cash, Principal of these was script-
writing, Geddins Sr. wrote script out-
lines for movies he dreamed he would
be able to shoot. Armed with a movie
camera, Geddins picked up cinematic
techniques and joined a camera club
where he teamed up with Black co-
median Rochester to write an auto-
biographical script based on Geddins’
lite. It was obvious that Geddins Sr.
saw himselfas a comic figure. He had
gone as far as sparking interest among
members of a Black film crew before
he sadly lost his scripts in a house fire,

The idea of starting in the record
manufacturing business burned in his
mind, but he lacked the cash to give
him a start. In 1943, Jonas Williams
had set up a record retail outlet on
Seventh Street in Oakland called
Wolf’s Record Shop. Williams, not
strictly a record dealer, proprietored a
number of clothes u.l::nnlna businesses
and needed a partner with sufficient
savvy to build up his retail record store
with [ht. klnd :::-! music Geddins spent
his spar night-
clubs. hﬁur a hri-::fr-rrinr in radio repair,
Geddins entered into a business part-
nership with Williams. Geddins Sr.
made frequent trips to Los Angclcs,
the source of most West Coast “race
music,” to pick up product for the
store,

At a time when few, it any, race
music distributors operated out of the
Northern Calitornia area, Williams and
Geddins were buying records from LA
distributors and while offering to rep-
resent their interests locally, catered to
an eager local blues starved clientele.
Geddins scoured the clubs for talent
and toured the church circuit for
promising gospel singers, all the tme
making friends and establishing con-
tacts. He befriended John “Shot™

Williams, a deejay at Berkeley’s KRE.
Williams hosted a daily two-hour blues
and blues & rhythm show called
“Open House” (3 p.m. through 5

p.m.). Geddins, who wanted desper-
.ﬁtLl to cut his own talent, found he
could keep costs to a bare minimum if
he rented a radio studio and recorded
1:.,aprt:|[a gospel quartet. No studio
overhead, no musicians to pay, no ar-
ranger, just studio rental and the cost
ofan engineer. With money borrowed
from his father-in-law, Geddins cut six
songs with Paul Foster Sr. and The
Rising Stars (otherwise known as The
Mountain Stars, but not to be con-
fused with The Hollywood Rising
Stars, a different quartet) at the KSFO
studios in San Francisco.

After the session was fimshed,
Geddins had the engineer cut acetate
dubs to premiere and generate advance
sales at Wolt™s. Just as soon as church
folk heard “What About Me™ (the
i i 255
on the new Big Town label), Wolt
could not keep The Rising Stars in
stock. Sales looked so promising that
RCA oftered a good sum for the mas-
ters, But Geddins had a vision all of
his own which did not include RCA,
so he turned the ofter down. Accord-
ing to Lee Hildebrand’s excellent East
Bay Fxpn:aaaruLlL of March 1991 en-
nr led “A life in the blues,” Geddins

had thc masters and stampers made
locally, then to cut costs had Sid
Talmadge at Globe Records press and
use his own imprint on the shellac.

Unbeknownst to Geddins,
Talmadge had cut deals with his own
distributors across the country. The
Rising Stars were selling heavily nation-
wide without Geddins’ knowledge.
Consequently, Geddins did not profit
ared cent fromall the our of state sales.
Geddins, who foolishly always dealr
with people on trust, learned his first
tough lesson about the record busi-
ness. Geddins was stunned but not
disillusioned. He was determined to
keep from having this happen to him
again, With encouragement from his
friend Dave Rosenbaum, the fair-
minded owner of The Melrose Record
Shop, Geddins thought seriously
about building his own pressing plant.
Rosenbaum was an excellent role
model for Geddins. Rosenbaum had
founded the Rhythm label betore the
war and later recorded a dearth of ex-
cellent easy blues sides by Saunders
King at his studios on Grove Street in
San Francisco.

Still lacking capital and unable to
find plumbers with the right skills,
Geddins went to Jack Gutshall, an old
friend from Los Angeles, for advice.
Gutshall helped Geddins draw up
plans so that Geddins, with skills ac-
quired from his tenure at Kaiser, could
work on building a plant for himself.
Renting a double garage space across
the street from his mother’s ar Eighth
and Center Streets, Geddins set to
waork, Having borrowed $3,000 from
his stepfather, he built and installed a
water tower, put in a boiler fireprooted




with bricks, hooked up the necessary
plumbing, had the Oakland Iron &
Metal Company build and install
presses from scrap, and after only two
weeks of round-the-clock labor, had
his plant up and running.

Geddins was now able to hll his
own orders and started shipping
records to Texas, Louistana, Alabama
and throughout California. He started
taking on other label operators who
needed records pressed. The first of
these was Ollie Hunt of Olliet Records,
a one-man living room recording
company located on San Pablo Av-
enue in Oakland, although, accord-
ing to the Blues & Rhythm article on
Jimmie Nelson, Hunt worked with his
brother and rented studio space to

record. Geddins had also come mro |
contact with The Swinging Deacon |
who hosted a hot blues & rhythm

record show that went our over
KWBR on Franklin Street. Soon
Geddins was hosting his own KWBR
show out of Wolf’s on a Saturday
MOrning.

For eight years starting in 1945,
Geddins held most of his recording
sessions either at KRE in Berkeley or
KSFO in San Franasco. Geddins Jr.
says that his father, on the strength of
his experience, also helped build the
first Fantasy studios in the late 1940s.
In 1945, Geddins lost The Rising Stars
to KRE. His relationship with the
group was built on a “friendship™ ba-
sis which did not hold up on paper.
The group had quit its regular pro-
gram over KSFO in San Francisco and
had defected to KRE in Berkeley,
owned by Don Hambley who, .1]:1|1L
with Ivory Joe Hunter, operated Pa-
cific Records which for thL Most pm‘l
was a vehicle to showcase Hunter’s
recordings. Thus The Rising Stars la-
bel-hopped to Pacitic Records.

Controversy surrounds the mak-
ing of the first recordings by Lowell
Fulson. It is thought that Fulson first
recorded for Geddins on Big Town in
1946 with Eldridge McCarthy on pi-
ano or/and Big Dad on bass. We can
be pretty sure that Geddins first met
Fulson when Fulson was stationed in
the Bay Area during the war ar about
the time Geddins worked at the Kai-
ser Shipyards. We know that Fulson
often rehearsed at The Wolt Record
Shop. Geddins Jr. remembers his fa-
ther making metal disc masters of the
solo Fulson (vocal and guitar) in the
Geddins family living room when he
was Six or seven years old, |1I acing the
datearound 1945, “Every time Fulson
made one tny mistake,” said Geddins
Jr., “my father would vank out the
metal disc and start over—vou
couldn’t record over those things, you
had to start afresh.”

Chris Strachwitz of Arhoolie
Recordsin El Cerrito also believes thar
Fulson recorded before the duo and
trio releases. Geddins Sr. claimed that
Fulson wasa novice guitaristand could
not play that well. “I had to show him
atew T-Bone Walker chords,™ he said.
When the first Fulson Big Town sides

e e

finally hit the streets, Geddins rented
a sound truck which he drove around
the Oakland streets, music blaring, to
drum up sales, When Fulson’s initial
releases took off, Geddins entered into
another shaky deal with Bill McCall at
Gild Edge Records. Gilt Edge had
connections with over thirty
distributorships.

According to the Leadbitter/
Slaven Blues discography, Fulson had
only three Big Town / Gilt Edge re-
leases betore being lured away in 1946
by Jack Lauderdale, president of the
Down Beat/Swing Time fiefdom. It
is likely that the Gilt Edge release dates
were interspersed with the Down Beat
ones, thus adding confusion.

The Geddins pressing plant oper-
ated ar tull steam, pressing three thou-
sand records over a twenty-tour hour
period, divided into three shifts. Then
sudden tragedy struck. Geddins’ dyes
started leaking water, and the oil-rings
blew out. A man named Harry Leader
came to the rescue, or so it seemed at
the time. Leader ran René Lamarre’s
Oakland-based Trilon label, a White-
oriented pop label with premises at
3123 San Pablo Avenue. Trilon was a
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slick operation with a bent tor futur-
ism. Its red futurist-looking label de-
sign grabbed attention and spurred
sales. Leader offered both to press and
distribute Geddins’ sides. He also
wanted Geddins to rep for the firm.
Having the burden of most of the
problems litted from his shoulders
seemed attractive to Geddins whoalso
enjoyed traveling to tresh new places.
Leader promised to pay all of Geddins’
domestic Oakland bills, plus a weekly
check of $200 to cover all expenses.
Geddins with wite and three kids in
tow ended up in Big Spring, Texas.
Big Spring was the focal point from
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- which Geddins struck out in all direc-

tions in a one hundred mile radius.
Geddins took orders from dis-
tributors, retail outlets, and jukebox
operators. Eight months later, in the
town of Hamlin, the checks st.lrtf:d
getting slow: C'dems was forced to
take a job to feed his family. After sav-

| ing for the return fare, the Geddins
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family headed back to Oakland. Rush-
ing over tc the Trilon offices, Geddins
ﬁf}uLhr an explnation. [t seems that

[rilon ,using lack of time as an excuse,
had failed o pay Geddins’ domestic
bills. Things had come to a head, and
creditors had seized all of Geddins Big
Town masters. All but one master was
bought by Trilon, who ended up re-
k.an, the m.m,n.ﬁ over the ensuing
months.

It is difficult to establish (as
Geddins kept few records) the exact
number and identity of masters ac-
quired by Trilon and when they were
acquired. We know that Chris
Strachwirz through Lauderdale ended
up with a good deal of Fulson mate-
ral. In 1946, Geddins recorded Kylo

Turner and The Pilgrim Travelers for

Big Town, Under a deal with Jack
[auderdale, the sides were simulrane-
ously issued on Lauderdale’s Down
Beat and Swing Time labels. For
Down Town, Geddins recorded Joe

Scott and The Sunlight Jubilees of

Alameda who evolved into Wiley
Bradford and The Hi-Tones. Three
78s were issued by the group, almost
at once, but none ignited, and the
records faded into obscurity.

Feeling the urge to put his own
voice on shellac, Geddins himself re-
corded “Irma Jean,” a love song he
had written and dedicated to his wife.
Keeping this in the family, his brother
Turner Willis recorded the solemn
“Re-enlisted Blues™ on the other side.
The record is distinguished by the fact
that Pee Wee Cravton makes his re-
cording debut on guitar. Geddins al-
Ways thought that Crayton could not

carry a song and for that reason never
recorded his voice. Crayton did find
studio work backing other blues tal-
ent found by Geddins.

1947 seems to be the year
Geddins was snowed under with do-
mestic bills and reverted back to his
radio repairman and occasional record
retaling mode. Geddins seemed to be
able to switch from one to the other
at the drop of a hat. Jimmy
McCracklin enjoved two Trilon re-
leases in 1947, lml it is not certain
whether Geddins had any hand in

them, except that they could possibly
be Big Town Masters. Both Geddins
and MLLnLkim had been friends dur-
ing the war, McCracklin holds a very
firm and biased remembrance of
Geddins. He states “Geddins would
press up a whole bunch of your
records, take them down to Los An-

geles and cut a cloak-and-dagger deal
uirh the highest bidder. Geddins never
wrote any songs, he didn’t have a clue
how to write.”

1948 proved to be a busy and
somewhat successtul business year for
Geddins, a year when he hurled him-
selfinto the production of music, de-
termined to make a go of it. He be-
came friends with a jeweler named Ted
Willoughby who, fascinated by the
thought of making records, wanted a
stake in the industry. Geddins and
Willoughby set up the Down Town
label imprint and recorded Roy

Hawkins with William Staples on tenor
sax, house guitarist Ulysses James,
Floyd Montgomery on bass, and
M.ldjmn Little on drums and second
vocal. Singer and pianist Hawkins en-
joyed one Cava-Tone release, though,
betore the spawning of five releases on
Geddins’ new Down Town label re-
corded at KSFO in San Francisco.
Geddins was now getting sides pressed
in Los Angeles to keep up with supply
and demand. Tt was during a business
jaunt with Willoughby to Los Ange-
les that the pair decided on a side-trip
to Houston. Having arrived in Hou-
ston, the pair met and recorded
singer,/pianist Wilson “Thunder”
Smith (Lightnin® Hopkins’ old side-
kick from the Aladdin sessions days),
with Luther “Rockie” Stoneham in
support on guitar. Three 78 releases
on Down Town resulted from the ses-
sion,

Geddins and Willoughby also re-
corded tor Down Town Jesse James,
a.k.a. Sunny James, with both Smith
and Stoncham in support. This was
James’s first record, atter which he dis-
appeared into the woodwork for three
vears. Meanwhile back in Oakland the
busy Harry Leader at Trilon negoti-
ated a distributing deal with Herman
Lubinsky at Savoy Records in New
Jersey, Lubinsky offered to distribute
Trilon product up and down the East-
ern seaboard.

Having returned to Oakland,
Geddins found that Tulsa-born Lowell
Fulson’s “3 O’clock Blues,” aka. *3
O’clock In The Morning,” was fast
becoming a hit for Jack Lauderdale
who issued the tune on Down Bear
with Martin Fulson on second guitar.
The song was Fulson’s first chart-bust-
ing success. “3 O’clock Blues™ also
showed up on the Down Town label.
In early October 1948, it rose to the
number six spot on the Juke Box chart
after only one week. The song busted
the charts again in 1951 when B.B.
King took it all the way to the top of
the best sellers’ list. This wasalso King's
first major-selling record. Geddins
swore he wrote and recorded the song
in Oakland with the Fulson brothers,



which may have been so. Chris
Strachwitz asserts that many of
Fulson’s early sides, those cut for
Geddins, were done over for Swing
Time. “The songs are audibly differ-
ent,” says Strachwitz.

Having defected to Swing ‘Time
Records (where he was offered a bet-
ter deal), Fulson recorded the songs
in Los Angeles for Lauderdale. This
ultimately meant that same or similar
runes were recorded and issued twice,
Geddins also recorded, appropriately
enough, The Down Town Trio for
Down Town. The Down Town Trio
was composed of Lee Hamilton, vo-
cals and piano, Ulysses James, guitar,
and Floyd Montgomery on bass. The
Down Town Trio was the Down
Town,/Cava-Tone house band. both
James (as a solo item) and Roy
Hawkins recorded for Cava-Tone at
around the same period in time. Cava-
Tone was initially set up to promote
Bob Geddins and his singing (but
sometimes instrumental) group, The
Cavaliers, made up of Lafayette Tho-
mas, guitar, Jimmy Wilson, lead vo-
cals, B. Bostic, bass, G. Salter, baritone,
Sherman Louis, piano, and V.
Eldridge, tenor.

Geddins maintained that Jimmy
McCracklin had a stake in Cava-Tone.
Lafayette Thomas was one of
Geddins’ major contributors to the
development of the Oakland blues.
His sometimes wild, sometimes flashy
style later became synonymous with
the 1950s Cakland blues ocuvre. The
Cavaliers’ close gospel harmonies (af-
ter all, Wilson was a seasoned gospel
entertainer) sounded perfect. Their
comic version of “Nobody’s Business™
could have given The Orioles some
strong chart competition had Geddins
the wherewithal to promote the song.
| The Orioles struck it big in 1948 with
their hit, “It’s Too Soon To Know. |

As it turned out, Geddins did not
have the palm-greasing cash it would
have raken to get his sides played by
the major jocks or even by the ears of
staft writers at trade magazines like
Cash Box and Billboard. Billboard
gave Fulson’s “3 O’clock Blues™ scant
notice when it hit the racks, Aside from
recording himself and Saunders King
for Cava-Tone, Geddins cut the great
K.C. Douglas, vocalist/guitarist from
Sharon, Mississippi, for his Down
Town imprint. The release of “Mer-
cury Boogie™ turned a few heads, but
it did not sell that well. Contrary to
popular opinion, Geddins stated that
the song only sold in the region of two-
or three thousand copies when it came
out. Sidney Maiden sang and blew
harp on the reverse, “Echpse Ot The
Sun,” which garnered as much airplay
as the top side. Geddins insisted that
he wrote both numbers, but since he
claimed innocence about publishing,
no composers’ credits were noted on
the labels.

Thinking he might improve sales
figures, Geddins leased “Mercury
Boogie” and “Eclipse Of The Sun”™
to Bill McCall at Gilt Edge Records.
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Geddins stated that he never recorded
Douglas again. K.C. recorded in Los
Angeles in 1954 with The Lumber-
jacks for Rhythm (later leased to Hol-
lywood). The Geddins enterprise
started recording sides for lease to the
Bihari Brothersat Modern Records in
Los Angeles. Both Roy Hawkins and
Jimmy McCracklin found themselves
on Modem. Although successtul with
Hadda Brooks’ boogie piano record-
ings, Modern was still a fledgling com-
pany feeling its way around the Cali-
fornia blues scene. Geddins produced
impressive sides for Trilon by tenor
sax/band leader Que (Quedelle)
Martyn and his orchestra with warbler
Leona Gray. Martyn’s band included
Ernie Royal on trumpet. In all prob-
ability, Geddins supervised the record-
ing of Roosevelt Glass, Calmus Fuller,
Sammy George, Leo Wilson, and
Eddie Draper of The Nightingale
Jubilaires, as the group was based in
Richmond and only moved to the
Southlands later on. Jack Lauderdale
issued fourteen songs by The Night-
ingale Jubalaires for his Down Beat
label.

Except for the odd release here
and there, Geddins recorded little
during 1949. But he did continue to
write songs and produce The Sunset
Wonders tor Rhythm. Harry Leader,
who had tricked Geddins out of the
masters, issued Archie Reynolds and
The Paramount Singers, bur little else
was shaking. Somewhere during the
late 1940s, a Mr. Jaxyson in cohoots
with Geddins set up the Jaxyson la-
bel, although Geddins’ partin the ar-
rangement was based purely on sup-
position. However, Geddins, inall like-
lihood, pressed Jaxyson’s product.
Both Dick Bass and Chris Strachwitz
believe that no business relationship
existed. Strachwitz states that he picked
up many of the known Jaxyson releases
from Jaxyson at his store. Little 1s
known about the label except that
records, dubs, and test pressings have
surfaced of late due mainly to Dick
Bass of Sacramento who currently
holds custody of a good deal of the
product.

So far, Jaxyson matenial has been
unearthed on The Daniel Quartet,
The Gospel Trumpets, Rainbow

:'faifrf;:".xj" Firsl Pross iRy Wickel

Navy Harmoneers, the inimitable
Johnny Fuller, Susan Bennett, and the
late and colorful Oakland preacherand
deity, His Grace King Louis H.
Narcisse of The Mt. Zion Spiritual
Temple on West Oakland’s Four-
teenth Street. Narcisse was reportedly
one of the founding members of The
Rising Star Quarter. Mr. Jaxyson
owned and operated a radio and TV
repair shop on Seventh at Pine Street.

Gospel Singers, Charles White, The

More curious still is the appearance of

the Village label, supposedly a Jaxyson
spin-oft label.

Among many of his clients,
Geddins pressed masters for A.B.
Strong, a San Francisco-based gospel
singer, choir director, and small, inde-
pendent record label operator. Strong,
also sang with the under-recorded
Smith Sisters about whom little 1s
known.

The most striking event for
Geddins in 1950 was Roy Hawkins'’
chart-topping success with “Why Do
Things Happen To Me,” known also
variouslyas “T Wonder Why™ or “Why
Do Everything Happen To Me.”
Geddins claimed to have written the
song, had Hawkins record it, then
leased it to the Bihari Brothers at
Modern who issued it first on their
parent label, then on the Flair subsidi-
ary as by The Royal Hawk and his
Orchestra. The tune, a tvpical doom-
laden Geddins opus, shot up the Juke
Box Hits chart, and after a nincteen
week climb hit the number rwo posi-
tion.

Inall likelihood, Geddins cura test
pressing with Hawkins which he then
sold to Modern who re-recorded the
song in Los Angeles and pirated the
song rights. “Why Do Things Hap-
pen To Me” surfaced again in 1958
when B.B. King recorded an an-
guished version tor Kent, thenin 1962
James Brown did a great job on it for
King. Both versions received some
measure of popularity.

In 1951 Geddins attempted to
reissue some of his 1948 Cava-Tone
Cavaliers material on Bill McCall’s Gilt
Edge diskery. Focusing on Cava-Tone
again, he issued sides by both Jimmy
Wilson and The Rising Stars, sides he
had keptin the can for awhile. Accord-

ing to Brother Walter Green of St.
Mark’s Baptist on Valenciain San Fran-
cisco, Geddins recorded Brother
Green’s Southern Sons Quartet, then
sold the masters to Jack Landerdale at
Swing Time. (Brother Green’s group
is in no way related to others of the
same name. )

During the summer of 1951, Roy
Hawkins enjoyed his second chart suc-
cess with “The Thrill Is Gone,” asong
Geddins said he wrote but never re-
corded with Hawkins. Jimmy
McCracklin adamantly asserts that he
wrote the songand took Hawkins over
to Bob De Sousa’s studio on Alcatraz
and Adeline in Berkeley to record it.
The tune rose to number six on the
best sellers’ chart and hit the number
cight spot on the Juke Box listing in
Billboard. “The Thrill Is Gone,” yet
another dirge of gloom and despair,
was put out by Modern and never
garnered much attention in the trade
papers when it came out. In 1968,
B.B. King made an impressive cover,
and throughout the 1970s, Aretha
Franklin, Little Milton, and Funk Inc.
all cur interprerations. Jimmy
McCracklin is currently fighting tor the
song-writing, credit and has hired a
high-powered law firm to act on his
behalt.

In 1952, Geddins etched Sister
Foster for Big Town and Swingtime
and Willie B. Huft with the Johnny
Fuller Orchestra for Rhythm Records.
Geddins had caught Huf’s club act
and was bowled over by her singing
voice, but he failed to find the nght
material for her to click. Sales hgures
increased when Bob Chatton came
into the picture. Chatton, who had
started up in business after his dis-
charge from the Service in 1946, was
an ambitious Oakland distributor who
got Geddins’ product into the stores
up and down the Western seaboard.

Bob Chatton remembers a meet-
ing he held in his othce with Geddins
and Bill McCall who had formed some
kind of alliance. Geddins and McCall
wanted Chatton to distribute Big
‘Town product. After entering into a
distributing agreement, Chatton
found that Geddins and McCall had
made similar arrangements with every
Tom, Dick, and Harry in the music
business. “Geddins was personable,”
says Chatton, “but he lacked intelli-
gence. He was always poor and never
had any money.”

In May, Bill McCall at Gilt Edge
Records acquired the controlling in-
terest in Big Town Records. Geddins
retained the privilege of being able to
scout talent and record promising acts
for the label. Geddins produced
records on Little Caesar and The King
Solomon Trio for Big Town. Lee
Hildebrand believes that Jaxyson built
a studio in back of his repair shop.
Chris Strachwitz does not. Geddins
teamed up with James Wilkes’ brother
(James Wilkes managed The Rising
Stars), and the pair made a deal with
Mr. Jaxyson to build their first record-
ing studio in back of Jaxyson’s radio



repair shop at 711 Seventh Street, a
few doors down from Slim Jenkins
Place, a notable blues nightery where
Geddins spotted much of his talent.

Geddins, nspired by a tune re-
corded in 1941 by Curtis Jones, wrote
and recorded a song with Jimmy
Wilson called “Tin Pan Alley” with
Quedelle Martyn on tenor sax, King
Solomon on piano, and Lafayette
Thomas on guitar. The Big Town re-
lease soared up the charts and in one
week reached the number ten posi-
tion. “I recorded it for the first ime in
San Francisco at a two-story house on
a7 pnmhlu_ recorder using a single
microphone,” said Geddins. “Eldridge
McCarthy plaved piano, Victor Green
drums, 1 {nldnd Mirchell, tenor 5%, and
Lafavette ‘Thomas played guitar.”

Geddins fooled around with the
song r for five years betore the final ver-
sion, using 1 homas and a set of difter-
ent musicians, finally came about.
Geddins mana E::.d to secure the copy-
right to “Tin Pan Alley,” an unusual,
slow, deep blues with sparse, dramatic
eftects. Geddins stated that his wife
[rma, who always preferred gospel
over blues, really : song and
thought it the only worthwhile blues
her husband ever made.

A June 1953 Billboard article de-
scribed “Tin Pan Alley” as “a solid
entry in the field.” Another source for
Geddins “Tin Pan Alley™ was “Ala
Blues™ recorded by R, (Slim) Green
and Turner on the ] & M Fulbright
label in 1948.

Having set up his own publishing
company, B-Flat Music, Geddins ac-
quired from Dave Rosenbaum the

controlling interest in Rhythm
Records. Forging ahead onthe manu-
ithun'nE front, Geddins also acquired
a second pressing plant in Oakland at
Fourteenth and Fifty-Second. He then
moved his base of operations from 711
Seventh Street to the Bob Chatton
Building on Thirty-fourth Street and
San Pablo Avenue. Chris Strachwitz
says that in all likelihood Geddins built
the studio himself. After naming his
new premises The Down Town
Record Company, Geddins set about
recording L.C. “Good Rocking”
Robinson, Mercy Dee Walton, Johnny
Fuller, Willic B. Huff ,James R:::.d,ami
himself masquerading as The Mystery
Man for the Rhythm catalog. Chnis
Strachwitz surmises that the above
Down Town releases were probably
financed by Dave Rosenbaum. Again
Geddins assumed a comical guise, this
time that ot a lovesick Iralian accor
dion-playing mugrant.

As The Mystery M.m Geddins
recorded “Mar-rier”™ or “Mario’s
Blues” and * [.mu.;-_,g,l-:: Blues™ or
“Blues In Italy.” Geddins sang with
conviction in the correct accent and
measured out the chords on the tiny
studio organ. A long list of artists was
added to Bill McCall’s Big Town
catalog, including Fats Gaines,
Quedelle Martyn, Linda Haves (who
went on to record with ‘The Platters
on King), The Four Aces, and Odie
Ervin. Geddins and his sons set up the
Jumping label and recorded Lafayette
Thomas and Roland Mitchell, with
themselves, Geddins Sr. and ]l cut-
ting novelty numbers for the B- su.in:s
aEthuugh Latayette Thomas and

Big Mama Thornton - the Queen of California blues from the
1950s til her death in the 1980’s



Johnny Heartsman probably played
guitar and piano on the sessions.

Geddins Jr. started in the record
business in 1954 when, at the age of
sixteen, he helped his father ar the
Fifty-sccond Street pressing plant. “Me
and my buddy Jimmy Cranson
worked the night shiff,” he said. At
Hamilton Junior High (now Calvin
Simmons), Geddins Jr. organized a
vocal group and sang Marvin and
Johnny-type songs with Jimmy
Cranson and James Given. He started
scoring charts using what scant knowl-
edge he had learned from his father
and little skill he had picked up at the
piano. He rehearsed his songs in the
studio at the Bob Chatton Building.
Out of this came a demo called “This
[s My Dream,” cut at the KRE Stu-
dios in Berkeley.

Jimmy McCracklin gave Geddins
Jr. a few pointers on the piano. Then
came the novelty sides on the fly-by-
night Jumping imprint. Geddins Jr.
discounts the presence of Thomasand
Heartsman on the sessions. “Billed
variously as Geddins & Sons or The
Jumping Judge and His Court, we had
Larry Geddins on drums and key-
boards, Jay on bass, Tony Simon and
Bob De Sousa’s nephew on guitars
and myself on piano.” Geddins &
Sons arranged and produced “The
Thing,” a song which became synony-
mous with ]_aﬁl}-'cttf: Thomas who re-
corded it for Ollie Hunts Tnlyte la-
bel, vet another fleeting label name.
Out of Geddins and Sons emerged
The Family Four.

In 1970, The Family Four was
made up of Larry, Jay, and Sylvia
Geddins plus Jay’s girlfriend and one
other whose name escapes memory.
The Family Four recorded “Heart In
Pain™ for the orange Bro-Tone label
in 1970.

At about the same time Geddins
Jr. started out in his tather’s business,
Geddins Sr. was pressing sides for Big
Town by The Four Aces, Gene Mar-
tin, Buster Smith, Al Harrison, and
Abraham Battle with The Southem
Travelers, to name just a few. The
Southern Travelers were the most
popular, active, local gospel quartet in
the Mid-fifties with their own radio
broadcast on KWBR. A Junior South-
ern Travelers Reserve Quartet was as-
sembled at one time to replace mem-
bers in the senior group as the need
arose.

To capitalize on the increasing
demand for jump blues, Big Town
leased recordings from Lillian
Claiborne and Haskell Davis at DC
Records in Washington, DC, and a
string of wild, jumping records by
Frank Motley, Angel Face, Curley
Bridges, and vocal groups Ontarios
and Thrillers which he issued on Big
Town, came about. Geddins also
leased sides by Johnny Fuller and
James Reed to John Du]phm of the
Hollywood label. Geddins was getting
increasing support from local disc jock-

eys. Principal among them was
“Jumpin’ George Oxtord on KWBR
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in Oakland and Hunter Hancock on
KFVD in Los Angeles. Scotty’s
Records on Third Street in San Fran-
cisco pushed Geddins’ blues lines with
much enthusiasm. Geddins started
pressing sides for Ray Dobard, a one-
time club owner and Berkeley activist.
Dobard, who ran the Music City re-
cording and retail outlet on Alcatraz
Avenue above Martin Luther King
Junior Way, was Geddins’ only sen-
ous competition outside of the ma-
jors. Both Dobard and Geddins with-
held money from their artists. The dif-
ference between them was that
Geddins just could not afford to raise
a large family, run a record pressing
lant, pay all his bills, and take care of
Ejs talent as well. Geddins also pressed
tor Kappa Rex Records of Berkeley.

The one major highlight at this
time was Geddins’ own contribution
to the slew of Johnny Ace memornal
waxings being cut after the artist’s
tragic suicide. He had Johnny Fuller
record a song he had written enttled
“Johnny Ace’s Last Letter.” “Johnny
Ace’s Last Letter,” issued on Rhythm,
became a |cgu:~ml hit. But rhmugh
circumstances beyond Geddins’ con-
trol, Rosenbaum, who lacked business
acumen, lost ownership of the record
to the Mesner Brothers in Los Ange-
les who reissued it on Aladdin where
it garnered even more sales. Interest-
ingly, an alternate take of “Johnny
Ace’s Last Letter” wound up on a
Palace LD some four or five years later:
Geddins also stated that he recorded
the original “Wallflower,” a.k.a. “Roll
With Me Henry,” at his own Oakland
studios with the house band. The
Bihari Brothers at Modern did not like
what they heard and had Etta James
re-record it at their Culver City stu-
dios half a year later.

In 1955, Big Town originated
sides by Buster Smith and The
Consolaters, a local group with no
connection to the outfit who recorded
for Peacock Recordsin Houston. The
Cranson/Geddins Jr./Given Trio
was worked up into a quartet with the
coming aboard of Willie Bradtord.
Willie Bradford sang in The Honey
Bears who cut two heavy-duty vocal
harmony singles for Leiber and
Stoller’s Spark label out of L.A. in 1954
and 1955. The Honey Bears’ release
of “One Bad Stud” remains a much
sought after 45 among collectors.
Bradford taught Geddins Jr. a few les-
sonsin vocal harmony, and after a short
while the quartet got to work at The
Play Time Out Club.

In 1956, Geddins Sr. acquired
leasing rights on the first of whar would
become two recording studios on
Twenty-third Avenue. The premises
WETe I:].[gt: El'i(]l.[gh to }JECU']TII'I'EUL{'JI‘: a
retail outlet. Irma Records (named
after Geddins’ wife, of course) was
born, and Candyman McGuirt, The
Golden Keys of Los Angeles and
Jimmy McCracklin cut sides for the
launch. The vocal group craze had by
now reached its zenith. Tapping into
the winning potential, Geddins now
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issued highly collectable sides for Irma
by The Starlighters and The Angels.
Bob Geddins Jr. remembers 1956 with
a measure of pride. “That was when I
first had the chance to show people
how well I had mastered the piano,”
brags Geddins Jr. “My father put me
in rehearsal-practice sessionswith K.C
Douglas,and [ wound up plaving 5155
out on the road with him for three
months.”

1957 was marked by a number of
excellent Irma releases by, among, oth-
ers, Al (Alvin) Smith, Quedelle
M-.u't}'n s vocalist from Mm‘um, LA,
who later became known as Al King,
Johnny Fuller who recorded the
widely popular “Strange Land™ (ac-
chdnufo on the label as being written
by both Hawkins and Geddins),
]1111a1w Wilson with the Geddins house
band, and Juke Boy Bonner (Bamer)
who waxed the infectious “Rock With
Me Baby.” Geddins Sr. secured the
leasing nghts to his second studio on
Twenty-third Avenue and cut a deal
with Don Barksdale of KWBR in
Oakland for the sale of Rhythm
Records. Rhythm Records was given
an upgraded image, and Barksdale
embarked on a catalog that contained
over thirty releases over a period of
three years. With general acceprance
of the 45 rpm record, Geddins used
the Monarch and Rainbow pressing
plants in Los Angeles to ll his instant
needs.

Geddins waxed Pee Wee Parham
and Sugar Pie De Santo, alias Paliva
& Alvin, for Don Barksdale’s Jody

Records in San Francisco. Jody was
named after Don Barksdale’s secre

“In 1958, says Geddins Jr., “I ma
my IL‘LUi{i!H!J debur behind ]mnny
Fuller on the “Haunted House” ses-
sion. Johnny and I polished the song
and cut the first version of it here in
Oakland. A guy by the name of
McCowen played bass, McCracklin’s
man, Ray Cotton sat in on drums,
George Hurst, who usually takesa seat
ar the kt:vh::mrds, played guitar, and [
took the piano part. Willic Bradford
conducted the session in a far from
sober condition. He was then in the
habit of mixing half and halt with shots
of scotch. Johnny was under contract
with Specialty Records at the time, and
Art Rupe wanted us all to come down
to Los Angeles with a demo of our
session. Art, as so often happened,
wanted “Haunted House™ recorded
over at his studios, so we did it again,
and he pur it out. I remember being
paid a sixty dollars union scale fee for
the session.”

“Haunted House,” a novelty
number with clever lyrics which
Geddins 5r. says he onginated, became
a regional success throughout the
South and South West. Geddins Sr.
considered “Haunted House” one of
the finest songs he had ever written.
Among many covers, Jumpin® Gene
EI.ITlI'I'IDI'I"'r cut a VEry hl'lf.' Slﬂ‘ﬁ"ﬁl VEr-
sion of “Haunted House” for Hi in
1964. Geddins Sr. was back at his stu-
dio curting product for Don Barksdale
at Rhythm on Pee Wee Parham and
Sugar Pie De Santo plus stunning
blues by Roy Hawkins with Lafayette
Thomas. This amicable arrangement
with Barksdale continued for over two
years.

Making a final stab ar the dimin-
ishing vocal group market, Geddins
released The Intervals on Irma. “In
1958,” says Geddins Jr., “my father
decided to consolidate his studio space
and move to a lease at 539 Eleventh
Street in Oakland. This would turn out
ro be his last studio.” Chris Strachwitz
asserts that Geddins was still renting
studio space on San Pablo Avenue in
the late 1950s. The Eleventh Street
studio lasted untl 1962, after which
Geddins moved operations out to the
Oakland Airport area. When the
Oakland Airport situation ran out, he
turned to his old friends to rent space.
Bob De Sousa’s studio at Alcatraz and
Adeline in Berkeley and Wayne Fowl-
er’s in San Frandisco picked up most
of the slack. “Johnny Heartsman tried
to teach me guitar,” says Geddins Jr.
“We went at it for three weeks but no
matter now hard I tned, I couldn’t
reach the G chord. All the while T was
working for my uncle on a demoli-
rion site. [ was trying to raise enough
cash to buy a tenor saxophone. 1
thought if T couldn’t play a guitar too
well, a sax would make a good second
choice. But, as things turned out, af-
ter taxes, I could only come up with
$28.00. Couldn’t get a saxophone for
$28.00, so [ bought a manual Tho-
mas organ instead. I had the organ for

EH



three months, but [ couldn’t do too
much with it.”

In 1959, Geddins Sr. in partner-
ship with Ronnie Badger came up with

the Plaid label and kicked things off

with a release by The Velvets. A half-
hearted attempt to cash in on
rockabilly’s final fling was made with
the creation of the short-lived Check
label on which the under-recorded
Bobby December showed his mettle.
Ray Agee and his vocal group, The
Four Kings, recorded the beautiful
“Pray For Me; supported by Geddins
Jr. and Johnny Heartsman, for both
the Plaid and Check labels. By this
point, Geddins Jr., by trial and error,
had improved his skills at the organ.
In June of 1959, Garrie
Thompson Sr., who operated the
Hush label along with his wite Clara,
rook Joe Simon, who the couple man-
aged at the time, to Geddins' Elev-
enth Street studio to cut the delicately
beautful “Doreetha” and “Little Is-
|:| nd Girl” for their Hush of Sunnyvale
label. Johnny Heartsman was the
session: quiu and keyboardist at the
re “Dorcetha” called for
hl!!i].'.]il'll;‘l;‘] diaplumms organ chords,

but the tiny studio model, because of

its range, could not produce the de-
sired eftect. This frustrated Geddins
Sr. to the point where he just went
Ht‘l’ithl‘ out and m\.urui in a large
‘homas organ. “Boy, this was just
what T wanted to happen,” says
Geddins Jr. “I was just itching to get
my hands on a decent instrument.”
Geddins Jr. learned to play his father’s
new investment in thirty days, just in
time for the Plaid and Check sessions.
Geddirs Sr. had Agee cut sessions
for Shirley and Veltone in Los Ange-
les, although they could have taken
plice in Oakland. Veltone was a ven-
ture entered into with Ronnie Badger
and Jimmy McCracklin. Shirley was
also a label co-owned with Ronnie
Badger who held the controlling in-
terest. Both Geddins Jr. and
Heartsman, respectively, played organ
and guitar on the Agee/Shirley ses-
sions. On the song, “I Wann’a Know
Why,” a vocal group called The Jets
backed the proceedings. The Jets were
Flla Thomas and Gracie and Gloria
Johnson. Gracie and Gloria’s sister
Trudy dated Joe Simon tor awhile,
then with his encouragement went out
as a singer-soloist.
After Geddins Sr. release of Sugar
Pie De Santo’s enormously successful
“I Want To Know™ on Veltone, his
wife Irma died while giving birth to
the couple’s thirteenth child. Sad and
sick at heart, and not being in his usual
state of mind, the grieving Geddins
sold his De Santo contract and any
rights to the Chess brothers in Chi-
cago. In September 1960, “I Want To
Know™ ascended to the number four
spot on the Billboard best sellers chart
after a tenure of nine weeks. Geddins
Sr. remembered the “I Want To
Know™ session as being supervised by
Wayne Farlow who had brought his
portable statc-of-the-art recording

equipment to the Eleventh Street stu-
dio. Geddins Sr. claimed to have writ-
ten the song, and The Pee Wee
Kingsley Band supplied the music.
Bobby (Hebb) and Sylvia (Robinson)
mu;mr a mighty fine cover version of
“] Want To Know™ for the Battle la-
bel in 1963.

This was also the period when
Geddins Sr., recorded His Grace King
Louis H. Narcisse fora Veltone album,
the rights to which ended up at Impe-
rial who reissued the live church re-
cordings in their 9200 series.

“I Want To Know” took oft.
Geddins Jr. joined De Santo’s road-
band where he mnl'rihutcr.‘] as both
organist and bass player. Geddins Jr.
remembers how well the band went
over at the 5-4 Ballroom in L.A. For
Geddins Sr., 1961 came to designate
the year of his final chart breaker.
Jimmy McCracklin waxed his unfor-
gettable “Just Got To Know.”
Geddins Sr. always chimed he wrote
the song, yet McCracklin in the end
fought and won copyright. “Just Got
To Know,” initially issued on Art Tone,
rose steadily up the Billboard chart,
and in October, after nineteen weeks,
narrowly missed the winner’s summit
by coming to rest at second place.

Jimmy McCracklins 1962 Art-
Tone follow-up, “Shame, Shame,
Shame,” fared almost as well the fol-
lowing March, peaking in the R&B
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charts at number seventeen after only five wecks.
Both platters ended up on Lew Chudd’s Imperial
label where they raised even more revenue. Bob
Geddins Jr., who produced the Art-Tone sessions,
remembers the crew as being Wiley Cord {Kimrr]l
on tenor sax, Rudy Brown on baritone sax, John
Turk on trumpet, Piney Clark, guitar, and Geddins
himself on keyboards. To this line- -up was added
Gmdy Bell on bass and Victor Green on drums. Al
(King) & Nettie filled in on background vocals. “I
got the guys together,” says Geddins, “so that
McCracklin could use them as a road band but they
einded up as the house band for the Irma, Geddison,
Veltone, and Art-Tone sessions. We also had trum-
peter Willie Pryer on some sessions and of course
Lafayette Thomas filled in where he could.”

Al (King) & Nettie, Jimmy McCracklin, and
Ella Thomas with The Starlets (Johnson Sisters) all
made music for the Geddison (father and son) label
in 1961. Al & Nettie’s records sold well and were
switched to Art-Tone. The Fuller Bros. (a mystery
1tc111]| recorded for yet another one-shot deal, the

G.D.&L label. In 1962, Chicago blues pmm}/m-
calist Eddie Boyd cut tor Art-Tone, on which Bob
Geddins Jr. sat in on organ. Geddins Jr. insists that it
was his own group made up of Frank Samuels on
drums, Grady Bell from Dallas on bass, Bobby Forte
on tenor sax and himself on keyboards that backed
Willic Mae “Big Mama” Thornton on her first 1961
Bay Tone session. But this does not explain why a
guitar and not a tenor sax is heard on the final re-
lease. The results of Thornton’s second Geddins ses-
sion surfaced on the Irma label. (“Don’t Talk Back” /
“Big Mama’s Coming Home™).

Geddins Jr., Bell, Samuels, and Forte were the
founding members of The Right Kind, a high oc-
rane, smﬂ -music bunch who ended up waxing for
Fantasy’s Galaxy subsidiary in Berkeley. The Right
Kind scored big i in February 1968 with “Why Do
You Have To Lie.” The Geddins Jr. Band also ac-
L'umpnn[::u.i Eddie Foster on his 1962 release of “I
Goofed” (Luck 104) for Fat Daddy Lyons in
Oakland. Geddins Sr. stated emphatically that Willie
Mae “Big Mama” Thornton cut “Ball And Chain”
for Brad Tavlor’s Bay Tone Records for the first time
in 1962 at his studios on Eley LI'H.'I'! 'Smu but it lan-
guished somewhere and w.
Strachwitz disagrees and asserts tlmt ih:: SESSI0N mﬂk
place at the San Pablo Avenue studio. Strachwitz
cut the song again with Thomton in 1968 and is-
sued it on his Arhoolic imprint. “Ball And Chain”
became an even bigger success when issued again
on the Mercury label a vear later but did not match
the sales garnel ed by Janis Joplin when she recorded
her m.mh. cover version.

In 1962, The Right Kind was still a quartet with
guitarist Cal Valentine in place of Geddins Jr. The
group took off for Hawaii where they stayed for six
vears. Geddins Jr. wrote and arranged a song called
“Jungle Twist™ tor his wife Sylvia and for Camilla
Robertson (who went out as a singing duet billed as
Robbie & Sylvia.) It was recorded for a tiny one-
shot label, but this writer has never been able to
locate a copy or uncover any details about it.

Geddins Jr. teamed up with MeCracklin and
stayed on the road with him tor three years. Mean-
while, Geddins Sr. had persuaded Vance “Tiny”
Powell, a gospel quarter soloist from Warren, Ar-

h’h%ls'atppl.‘lmi the Bay Area’s own Paramount Sing-
ers of San Frandisco, to cross over and cut R&B.
Geddins was by now renting studios out near
O Ikl.md \u'pmt W llLlL l nWLll "I.HJIE(.I['L:;_.. asasky cap,
I L char,
“My ']’"1111;: Aﬁtr‘v‘v’hi]c” wirh Powell and rhc Johnny
Heartsiman band and issued it on his Wax label off-
shoot. The record became a minor sensation in Cali-
fornia as well asin the Southem states. Buddy Guy’s
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cansas who had waxed with The Five Blind Boys of

Cal Valentine; long-time guitarist with
Jimmy McCracklin

cover version of the song sold in more impressive
quantities, however.

A year later Geddins Sr. cut “Let’s steal away™
with Camille La Vah for Wax. “Let’s Steal Away”
was the answer record to Florence Alabama’s Jimmy
H ughcs’ deep soul, throar-twisting moaner, “Steal
Away” for Fame in 1964. “Steal Away” rose to
number seventeen in the Hot 100, but Camille La
Vah's reply lacked promotion and bombed.

Bob Geddins Jr. remembers traveling through
Anzona with the McCracklin band wath hus tather at
the wheel of the band bus. Geddins Sr. had seen
pictures and was told stories about the fabulous
Gilamonster, avenomous lizard that lives in the South
West deserts. He was determined to see one for him-
selt. Apparently, Geddins Sr. stopped the bus at one
point. He must have felr the monster’s presence,
because he stepped down onto the road, walked a
distance across tﬁt desert, then sat down and waited.
Geddins St. waited and waited. Meanw hile, the band,
who needed to reach the next gig on ome, had to
wait it out and be patient. The monster never mate-
ralized, and eventually Geddins returned to the bus,

In 1965, Geddins Jr. put together The BJE,Lh{f
Three with Louis Madison, who had played guitar
on the two Famous Hmma singles on Bay Town in

1960, and Russell Lee, who wrote the score for Ralph
Nelson’s movie, “Once A Thief.” “We were quite a
novelty act,” states Geddins Jr. “We all wore tur-
bans. To get the crowd on its feet, I played the or
gan with my tongue and one foot.”

In 1966, Geddins Jr. teamed up with Al Lewis
(who picked guitar at the time ) and recorded a song
called “The Philly Jerk™ billed as Al & Bob. Little
clse is known by me about the record except that
Geddins Jr. wrote the song. Much later, Al Lewis
changed his name to Al Rapone and taking up ac-
cordion accompanied his sister Queen Ida
carly album releases. After working with Bobby 1~ru:
man, Geddins Jr. took up with Al Lewis, and the
pair went out to work in Hawail at the request of
Mickey Conway, a drummer friend from New Onr-
leans. Tllt, trio p]:,ﬁui aclub on Smith Street in down-
town Honolulu. The guys played seven nights a week
and were residents for six months. Geddins Jr. was
then asked to join Sly Stone’s touring band, but he
did not want to make the commitment. In 1%? he
worked concert dates with Hi Tide Harris in Japan
and the Philippines,

pimrt}: Chris Millar/Last Chance Archives

Geddins Sr., who from time to time rented a
studio on Seventy-third Avenue, asked his son to
join a band he pulled together expressly to fill en-
gagements in The Philippines. The band was labeled,
appropriately, The Bob Geddins Band. On his re-
turn, Geddins Jr. picked up The Family Four and
recorded the tear jerking “Heart In Pain” for Bro
Tone. Geddins Sr. produced the occasional single
during the 1970s and 1980s and even took a role in
recording, Sugar Pie De Santo for James Moore’s
Jasimine Records,

Geddins Sr. continued to write songs and out
ol his East Oakland apartment tinkered around in
TV and radio repair. Of the odd handful of releases,
“Already Been To The Water” (Parts 1 and 2)
scemed to be the most interesting one. “Already
Been To The Warer” was a country church-sound-
ing choral chant recorded live at The Greater New
Mt. Hermon Baptist Church with Rev. Ralph Davis
and the Davis Family supported by the church choir.
Both Larry and Bob Geddins Jr. engineered the pro-
ceedings. The record came out on the Carter label
in 1975. Geddins Sr” s spiritual roots had now sprung
up in his son. Geddins Sr.’s wite Irma had helped
found the Good Hope Baptist Church on Foothill
Boulevard in Oakland.

Geddins Sr. was a happy man who put his wite
and tamily first. As a business man, he certainly failed
in economics and accounting, The lack of written
records make it dithcult for anvone trying to piece
together Robert Geddins Sr.’s life to come up with
a tull and accurate picture without missing out ona
few important events. One may ask why Geddins
did not profit more from the Oakland blues scene,
Why, dunng rhe post-war years, did Geddins not
capitalize a grear deal more on a marker starving for
200, down-homey blues? One of the reasons might
have been that Black migrants wished to tum their
backs on the hard times of the rural poverty most of
rhun had experienced first-hand in the South, In

California, they sought jobs and prosperity, hoping
for a better lite. T hw did not need o be reminded
of how tough things could get in a place that lacked
freedom and empowerment.

Some of Geddins’ master tapes (as few as he
had kepr track of) had, due to lack of space, been
stacked on his own front porch. Consequently, the
weather destroved many of them. To piece together
athorough discography, we have to go to those who
diligently collected the records over “the years. A full
and accurate listing has yet to be written. Bob
Geddins Jr. continues in his pursuit of music and
hopes to soon produce a gospel album featuring
African-American performers bearing messages of
hope for the voung, poor, and disadvantaged.

Bob Geddins Sr. died February 16, 1991 ofliver
cancer, a month after being stabbed by two teenag-
ers during a robbery of one of his SONWIILNG 1oy-
alty checks. He was placed to rest in Oakland’s Ev-
ergreen Cemetery, A memorial service was held at
the family L|‘ILlIh.|] The Good Hope Baptist. His
obituary read: “Robert Geddins Sr., born Hybank,
Texas, February 6, 1913 to ]mhm‘uc Geddins “md
Azeline Douglas. Mr. Geddins was baptized in
church by Rev. West at The Good Hope Bapist.
Out of union with Irma Jean Dyer (deceased) he
bore 13 children. He departed this lite leaving 44
grandchildren and 18 great grandchildren,” He sure
lett his mark on society,

Watlr thanks to Bob Geddins Jr, Jimmy
MeCirachling Lee Hildelrand, Tom Mfz:mfmz Mike
Pailos, Marlk Carvodus, Bob (,.l’}:rmm, Dennis Leons,
Mare Ryan, and Chris Stracinwitz.,

-0 1997 Opal Lowis Nations \
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