“Frowm [he Vadlts....
Skippy White and

Interview by Opal Louis Nations and Ellen Nations

I

Skippy White, at his Oldies But Goodies record store on Massachusetts Avenue, Boston in 1981. Photo: Elfen Nalions.

Back in 1980 when we first met | knew nothing

about the industry. | listened and learned much
about trying to survive as a small, independent
record retailer. He ran two record stores at that
time, his flagship premises ‘Oldies But Goodies
Land’ at the foot of Boston’s Mass. Avenue in the
shadow of the railroad tracks, and his Egleston

Square outlet in the Roxbury neighbourhood.

Skippy got me busy spending time at both stores and taking care of
his 45rpm inventory which, being more than a quarter million in number,
took up a rabbit warren of tiny stockrooms. Skippy, a personable, jovial,
and for the most part lively person, always had a wealth of stories to tell.
The first thing | gleaned from him was to always deal with the creditors
who supplied your bread and butter needs first. Others could wait.

To my amazement, he always managed to find a ploy to avoid paying
larger invoices. He took me onto his radio show and unraveled the
fundamentals of being a disc jockey and operating a small radio station.
All this came in handy eighteen months later when | began piloting my
own radio programme, ‘Doo Wop Delights' at KPFA in Berkeley.

Skippy had a very firm and unshakable opinion concerning payola. He
supported the idea of the small, independent guy paying the deejay or
programme director a sum of cash (or ‘gift’ gratuity) to play your record.
The big guys have fully financed promotion departments and money to
bribe station personnel. Some stations were partly managed or owned
by people wha ran their own record labels. The little guy with next to no
money was quite often left in the cold unless he could start with the small
stations and with the help of small sums of money build momentum in
the hope that the majors might pick up his release. Instead of opting to
organise a system whereby a level playing field could be set up, Skippy
always supported the wisdom of a gift, favour or a sum of money be
slipped in a pocket. He and | had endless arguments over this issue.

After my departure from Boston, the ‘Skippy White Oldies But
Goodies’ empire expanded to include branches in Pawtucket, Rhode
Island, and New Orleans plus a large square footage in Cambridge's
Central Square.

The first Central Square location was set up in 1986. In 1994, he
moved to an even larger Central Square premises across the street.
This building was sold to Alan Day of Cheapo's Records of Boston and
Hawaii in 20086.

I owe Skippy White my start in the music business.

Right from the get-go, Skippy supported black music of all types, be
it from the USA, the Caribbean or from Jamaica. His strongest support
was always behind gospel quartet and the evolution of black popular
music from big bands to rap. More recent activity includes organizing
the annual gospel festival programme, running his current gospel
label called Amen Records, sponsoring black achievement awards
and hosting two weekend radio shows. His special four hour Saturday
morning ‘Time Tunnel Show' airs over WTCH FM and his one hour
gospel programme, ‘Gospel Train' which has been running in one form
or another for decades airs Sunday momings over WRCA. Both are
available over the Internet.

Because of the sad state of the record retailing business, Skippy has
been reduced down to one store. He kept the Roxbury location because
all his customers are regulars and expect him to always be there. Like
most independent enterprises, Skippy has had to sell product on-line
to stay afloat.

His cache of 45s, stretching in vintage from the 1950s into the 1980s,
will keep money in his pocket for quite some while yet. He has just given
interviews for a documentary called ‘Rhythm Rebels' The focus is on the
history of popular black music in the USA sponsored in part by Time Life
and TV One, the documentary aired in March 2009 on PBS.

Skippy started his 1980 interview by talking about the recently evicted
black Harlem pioneer Bobby Robinson whose history and business
model closely resembled his own. This is Skippy's story in more or less
his own words:

“| got into music when | was around eight. | had a big brother six years
older than me. We were the only kids in the family. But my brother was
into pop. | was born Fred LeBlanc in Eastern Massachusetts in 1936
and grew up in Waltham. My dad was part Indian, part French Canadian
and was raised in New Brunswick. My mother had English and Irish
ancestry. Her maiden name was Flanigan and her mother's name was
Smith. So ‘cause my big brother dug pop, | got into it, too. A short while
later, | started listening to radio but couldn’t find anything on the dial that
really drew my attention. Everything sounded monotonous.

| did find and enjoyed country music for a while. This was not unusual,
seeing as most folks in Waltham really took to country music. | remember
liking Hank Williams when | was around thirteen. He was different from
most other country singers. He put blues into his music. | was kind of
drawn to blues. Then | started fishing around on the dial and found this
strange and different sound coming out of WBMS. | had discovered
Symphony Sid's black music programme ‘Jumpin’ With Symphony Sid".

g >> B&R == 233




Syphony Sid was Sid Torin a white deejay who had made it big around
various stations in New York City. In fact, he had become as big in New
York as Alan Freed had in Cleveland.

Sid played jazz and blues & rhythm. The WBMS studios were located
at the Fine Arts Theatre in Boston. Symphony Sid was one of the few
white deejays who would play Charlie Parker and Dizzy Gillespie on
the airways, in fact, one of the first to play be-bop. My recollections of
Symphony Sid in those days (the early to mid 1950s) included being
able to send away for an autographed photograph and join his fan club.
Album covers would have his caricature on them and artists would write
songs in his honour. He'd bring talent in, and put them on his live r&b
revues. Sid turned me onto r&b. He was an inspiration. Sid only stayed
in Boston for a year or two.

One of the first r&b records that struck me as being absolutely
fantastic was Ray Charles’ 'It Should Have Been Me' his first smash on
Atlantic in 1954. The Clovers were my favourite vocal group and they
were on Atlantic, too. Symphony Sid brought these guys to Boston. The
black r&b scene exploded in Boston in 1954. The authorities had always
tried to suppress black dance music in Boston. But they couldn't hold
back the inevitable tide in 1954. When | went out to see an r&b concert
during the early 1950s, | was perhaps the only white guy in the crowd.

| didn't collect that many records back then. | wanted to, but never
had the money to buy even singles. Something else took place around
this time. This was the division between 78rpm and 45s collecting. Most
blacks in our area bought 78s. They couldn't afford to switch to the 45
format.

Some blacks bought this little RCA gizmo you could hook up to the
back of the radio that allowed 45s to be played. They cost around
$9.95 and usually included free pop records, | bought my gizmo early
so | really didn't get a chance to get into shellac. Lots of folks had their
doubts when 45s came in, but | thought they were cute. When | had
cash to spare, I'd go down to the local record store to buy the sides I'd
heard on the radio. More often than not, they didn't have them.

A friend of mine got an after-school job at a TV, radio and record shop
on Moody Street. He offered to add whatever record | wanted to the foot
of the distributor's order at the close of the week. So he got them for
me. Stuff like the rocking Big Joe Turner sides. |'d take them around to
my friend’s house to play. | had half a 25-count box before | got a record
player of my own. | found my first evening job in junior high. This was a
‘pin boy' at a local bowling alley. They didn't have automatic pin setters
in those days.

When | got to college age, | wanted to be a writer. | spent three years
working towards my major in journalism. While at college, | worked
nights. My dad passed and my mother had a tough time making ends
meet. My brother was married and had moved out and had kids of his
own to raise. This put the pressure on me to quit before graduation. |
really had no choice. | quit college to support my mother. | started out
working two full-time jobs so as to save enough to go back to college
and finish up. My second job, a back-breaking lifting gig, fizzled out in
three months. But the first job went ok, | had worked my way up to group
leader at Raytheon, one step below supervisor.

Skippy White in the late 1950s. C::.-un‘es Opal Louis Nations.

After three or four years, though, | was laid off. | started collecting
unemployment which at that time was thirty dollars a week. This was
not enough to cover the bills. By this time, record collecting had become
a passion with me. | had managed to grow my collection considerably
without too much capital outlay. | figured out how to buy and trade. I'd go
to Woolworth's to buy singles for a dime each and trade them for records
| wanted from collector friends.

Pretty soon | found that | had wound up with quantities of one title and
not enough friends to trade with. So | began selling them for a profit.
| had discovered the existence of warehouse inventories even before
| lost both my jobs. Being able to buy larger quantities made it easier
and more attractive to sell to collectors. After all, | could afford special
deals for quantity. I'd also run into town and buy special order albums. |
didn't make too much money but my little concession did help pay most
of my expenses.”

NB: Dan Kochakian mentions in his Goldmine Bluesfown article
from August, 1980 that Skippy would sell to Smilin" Jack's, Roxy's,
Watertown Radio, O'Bern DeWilt's in Roxbury, Mass. and Carl's Diggins
in Providence, Rhode Island.

‘After my layoff | went to Smiling Jack in the hope of finding a job.
Jack owned Jack's College Music Shop and Distribution Company.
Jack had been the leading retailer of black music in Boston since 1940.

His distributing set-up pioneered the spread of

Che Original Kiblical Gospel Singers

LOS ANGELES, CALIF,

race, r&b and gospel music in New England. |
had taken a friend with me to the interview, a ploy
Jack did not take too kindly. | was consequently
turned down. When my concession was picking
up, Jack called and asked if | still wanted that job
| had come to apply for. | said yes and took the
Jjob. The first thing he asked was that | had to quit
my concession and stop selling records to anyone
else. But I'd still sell my records to my contacts on
the sly. | was the only cat with savvy enough to
sell oldies. | did cut down, though. In the end, Jack
came around to my way of thinking.

| managed to sell product to Jack when he
saw the advantage. | found | had less time to
go out on buying sprees. | knew enough to buy
records | was sure | could sell at Jack's. Jack was
already up in age when | went to work for him
in 1858. Jack's glory days were over. He made
his mark when Symphony Sid was around and
now he was gone. Rock 'n' roll, as we knew it,
was about to fade into the sunset. There weren't
many blacks around here in the 1940s. Most of
them lived in Boston's South end. By the 1950s,
they had spread out to encompass Roxbury.
When the 1960s rolled around, blacks were up to
the boundaries of Dorchester. The 1970s saw a
spread into Mattapan.

You can imagine what a tough time Smiling Jack
must have had in the 1940s. Jack was a Russian
Jew born in 1891. He came to this country from

The Original Biblical Gospel Singers of Los Angeles (Major J. Hollis Colfection). Courtesy Sherry Dupree.

the Soviet Union in 1904. He started in vaudeville.
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Mike McCormick in Whiskey Women And Magazine Number 4
tells the story of how Guitar Nubbit (Hankerson) and Skippy first
came together. McCormick, Steve Frappier and Dan Kochakian
met with Hankerson for an interview at his apartment in
Dorchester, Mass. in 1973. Alvin Hankerson (Guitar
Nubbit) was born a country boy in Ft. Lauderdale,
Florida on 23rd November, 1923. He had a tall,
rather spare stature. He moved to Georgia in
1932, where he was not often exposed to the
blues. He moved to Boston in 1946 and after
a series of jobs became a barber. His shop
in Roxbury was located a few doors from Ll /
04 (f

Skippy White's Records. Hankerson visited Jre
Skippy's store and developed an interest in 5994}
playing and singing blues.Hankerson had
taken guitar lessons in 1956, but gave them
up in favour of teaching himself. Not really
going for any one style of blues playing over
another, Hankerson made his own way although
he greatly admired the music of Blind Boy Fuller,

a fingerpicker of the Piedmont school.

On later visits, Hankerson played Skippy tapes of
his home recordings. Skippy was impressed and
recorded him. In the early 1970s, Bruce Bastin at
Flyright Records waxed an EP on Hankerson. His
repertoire at this point, circa 1972, contained
seventy numbers He rarely played in public.

Dan Kochakian, in his Goldmine article,
gives us additional information on Hankerson's
involvement with Skippy White. In the early
1960s, Mass Ave Records always had a blues
record playing on its outdoor speakers. One
day, Hankerson and a female friend happened
to walk past the store, stopped, and enjoyed
the blues music. The female companion said
she wanted to buy the record they had both been N

\
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“Oh, | can play the guitar just as good as that." Skippy S

overheard the remark and became intrigued. Skippy then
asked to hear a sample of Hankerson's work.

Later that day, Hankerson brought around a rehearsal tape he had
made at home. Skippy's interest was increased and he made a second
request to hear 'live’ music. An audition was held in a back room, but

GUITAR NUBBIT AND ALABAMA WATSON
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%, cindar Muhhit
hearing. Hankerson dismissed her request by saying: =3 Guitar Nubbit

SKippy, hearing only improvisation and incomplete songs, was not fully
sold on recording him.However, Hankerson became a frequent visitor
to the store,

After Skippy had set a date to record the C-Quins, Hankerson was
asked to come along. The session was held at the Professional
Sound Studio above Records Inc. on Commonwealth
Avenue. This was to be Skippy's first recording session
for his new Ditto label. The musicians were late, and
_ Skippy hated to pay for unused time. The engineer
was asked to record Hankerson as a solo entity after
he placed a miked board under his foot. There was
time enough to record seven acceptable songs in
one take with no breaks.

. Another frequent visitor to Skippy's shop was
‘Hibert 'Alabama’ Watson, born in Camden,
iWoodcock County, Alabama on 31st July, 1832.
‘He picked up guitar and harmonica as a tot and,
choosing to stick with guitar only, played and sang
at house rent parties as a teen. Watson worked

"hard as a farm-boy and used music as a form of
relaxation, Informal sessions with local musicians often
came together. In 1952, Private Watson took his guitar
with him when he soldiered out in Korea. Hooker, Hopkins
and Lightnin® Slim were all influences. After leaving the
Service, Watson moved to Pensacola, Florida where
he played clubs like Tom's Tavern with and without
guitarist James Walker.

In 1962, after visiting with friends in New
York, he traveled to Boston to see his brother.
i He ended up staying eighteen years. Watson
was playing at the Hi Hat Club when he met
L Skippy White at his store in 1964. After hearing
a sample tape Watson had made, Skippy was
not impressed with his voice. However, Skippy did
record Watson at a studio above Averof Restaurant
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became Bluestown's biggest seller, selling 3,000 copies.
I Skippy met Walter Allen at his neighbourhood Basin
Street East night club. Skippy was impressed with Allen's Ray
Charles-like vocals but disapproved of his organ accompanist. Allen
also played bottleneck guitar under the soubriguet 'Bottleneck Sam’, but
Skippy never recorded him as such. Skippy put out two single releases
on him, one under the Al Sweat and His Organ Trio moniker.

Used to do a song and dance act. Then he got into music publishing by
becoming a ‘music plugger'. He would go around with sheet music to
sell. He'd play tunes by singing at the piano. So when he got to work at
his first music store on Mass. Ave. in the 1930s, it was a combination
of sheet music and records. He didn't get along with the boss so he
quit and started up on his own by borrowing three thousand dollars
from a relative. His store was on Mass. Ave., too. There were only a
handful of suppliers in the 1940s. They represented the majors and
virtually dictated to you how you were going to run your own business.
But through ways of his own, Smiling Jack had the black music scene
locked up from just before World War Two into the mid 1950s

By the early 1950s, Smiling Jack was the New England distributor

for all the major indies — Imperial, Savoy, Aladdin, Herald, Atlantic, etc.
When Atlantic set up for business, Ahmet Ertegun walked into Smiling
Jack's with a sample of one of his early 78 releases — ‘Blue Harlem' by
Tiny Grimes. Just before Atlantic Records really took off, they offered
Jack sole New England distributorship for their label. But Jack was not
far sighted enough to see that Atlantic Records would become a major
force in r&b with enormous cross-over potential into the white market.
He didn't want to sacrifice his retail business which supplied all labels
to all customers and switch to simply being one of Atlantic's East Coast
suppliers. If Jack had accepted the offer, he would have made a fortune.
Atlantic went elsewhere, taking one of Jacks employees with them.
Other of Jack's major indies clients quit for the same reason.

When r&b moved into the white mainstream with artists like Elvis
Presley, the black music distributorships made lots of money. But poor
Smiling Jack missed the boat. What he should have done was to take on
all the major indies and set up singular contracts with them. This would
have enabled an unbeatable one-stop service to his customers. Local
area retail record outiets could go to Jack for product and not have to
buy directly from the labels which would have saved time and money.

What Jack did do though was to set up a one-stop operation for the
emerging juke box operators industry. Jack supplied hits and strips to
the juke box service people. Il took far less money to make a record
in those days. This made it easy for many to try their luck at grabbing
the golden ring. In those days you could find good non-union session

players. You'd probably book an all-night session for between fifty to a
hundred dollars. Musicians might cost you five dollars apiece to play for
as long as it takes to get things right. A few hundred bucks would usually
cover it. The kids on the corner, they just all wanted to sing. All the kids
wanted to sing. You could get ‘'em in on a promise.

The music business was truly a mine of oppertunity. You could make
it big overnight. The glory days only slacked off when TV came in. Many
black people couldn't afford a TV set. They hung on to their 78s and
Victrolas.

The black deejays and |ocal spinners like Bill Marlowe, Joe South,
Ken Madden and of course Symphony Sid played their music. Everyone
paid payola, black and white. Even back in Smiling Jack's sheet
music days there'd be small pay-offs. This gave the deejay power and
importance. | think most deejays had the last say. If they thought the flip
was a better song, they'd plug it and try to make that a hit. That's how
collectors got into the ballad B-sides. After Sid left for New York and Ken
Malden fled to Florida, South and Marlowe didn't last very long. Most
stations dropped r&b in favour of the new white rock and roll craze.

When | went to wark for Smiling Jack, there was a need for the old
r&b sounds, so | created the local ‘oldies but goodies’ scene virtually
single-handedly. Oldie r&b albums and EPs started to proliferate, but
| think these were aimed for the most part at the white buying public. |
was full of energy and enthusiasm the first two years. I'd have Smiling
Jack sit in his rocking chair while | did the running around, serving all
the customers. | worked from nine in the morning 'til eleven at night and
boosted the store sales up 25 percent, | also dealt with the ordering.
Like today, the whites bought the oldies and the blacks bought the new
blues and gospel. The lack of local blues radio exposure didn't help our
blues sales much. | wanted to build up the blues, but we just couldn't
get folks interested enough in it. We talked about leasing a second store
to sell strictly new product with me managing the oldies stuff at the old
location, but nothing came of it.

| discussed with Jack the idea of doing an r&b and blues radio show.
We could play all the sides that never enjoyed radic exposure and
capitalize by being the only retail outlet selling them. | went to WMEX
and they turned me down. The other large pop station was WCOP who
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had a 24 hour operating license but didn't use the midnight to 6 a.m.
shift. Paul Coss, the station manager, was sold on the idea, but the big
boss in Washington, D.C. didn't go for black programming.

A friend came to me and said that radio station WILD was in financial
trouble. WILD played light jazz and middle of the road pop. | approached
WILD's programme director Nelson Noble with my idea of serving a
broader segment of the listening community and he was keen on the
idea, except that he wouldn't go with rock 'n’ roll which he confused with
r&b. He pointed out that | would have to find my own sponsorship. He
would give me 5-6 p.m. on Saturdays. The station offered me a $200 a
month contract. Smiling Jack went ballistic. No way would he sponsor a
radio programme for $200 a month.

| was only making $55 a week at the store and couldn't go it alone.
| desperately wanted to make it work so | told Nelson Noble that Mass
Records on Mass Ave. would be the sponsor, but Mass Records only
wanted the first $50 programme and that he would have to trust me to
come up with the rest at the end of the month. The Mass Records store
was all a fiction, of course, but it was the only way to get airtime. Noble
said he trusted me and | paid him the $50 out of my own pocket. The
only promotion | could afford was radio announcements and plugging
to store customers. | pre-recorded my show as | had to be at work at
show-time. This was usually around my lunch hour so I'd take my lunch
break to cruise around in my car and listen to my show.

After the first programme | decided to go see our r&b distributor. | said
| was playing his lines and needed sponsors. The distributor found two
sponsors and their payment covered the first month’'s programme. But
by year's end the sponsorship funding still didn't cover the cost because
some sponsors would drop out and others had to be found.

The distributor wound up telling me that the only way to make things
work was to open your own business and sponsor the programme
yourself. Basin Street East was where all the top popular black
entertainers played. So I'd get all the visiting artists come into my store.
I'd also get wanna-be doo-woppers off the street looking to record. One
of these groups was the C-Quins (or C-Quinns), a fine bunch of singers
that Bruce Patch and | produced for my Ditto label. Bruce went on to
found Classic Artists and re-recorded some of the great groups of the
1950s. We recorded the C-Quins doing the pretty “You've Been Crying’,
a song we composed for them. It did so well we leased il to Chess.

At the C-Quins session we recorded a lengthy taping with Alvin
Hankerson who sang blues and played guitar. (See additional note
at the end for Mike McCormick's interpretation of events.) Hankerson
came straight off the street and asked me to record him. He had cut off
his thumb in a Mac truck shop accident in the early 1950s, so | renamed
him Guitar Nubbit. We did three singles and an album on him. His
voice reminded me of Lightnin' Hopkins and his guitar playing was pure
country and really knocked me out. His ‘Georgia Chain Gang' was a big

Alabama Watson guitar, Bill Franks, harmonica at the Massachusetls General Hospital Christmas Party, 1967. Courtesy Dan Kochakian.
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Albert Washington. Courtesy Ace Records.

Otis Rush, 1986, Courtasy Ellen Nations.

seller. | did a second session with Nubbit but could never pull enough
money to get most of it out there. | had just started up Bluestown and
my Soul Music publishing company.

Other artists | put on Bluestown were Albert Washington (I leased a
couple of sides on him from John Finch of Finch Records), blues singer
and guitarist Hibert 'Alabama’ Watson in 1964 and soul singer Little
Scotty some time in 1980.

| got Vee-Jay's exclusive distributorship on Watson and he would
have made a lot of money for me had Vee-Jay not gone down. | also
recorded a lot of Walter Allen (Al Sweat) with his Trio in 1966. Most
of it stayed in the can until recently. A few singles came out on Wild
— Bluestown's subsidiary. | put out some of James Cotton's previously
unreleased 1961 sides. They never showed up until recent times. Otis
Rush was another leasing from Eli Toscano of Cobra Records. Smilin’
Jack helped me get 'em

| needed to cover current trends in gospel music so | started up the
Silver Cross label and issued sides by fairly well known traveling groups
like the Bullock Brothers, Thomas Spann's Brooklyn All Stars and the
Biblical Gospel Singers. All have made a name for themselves since
Silver Cross folded indefinitely in 1970. The label also featured other
groups, many from the Boston area. In 1963, with impatient optimism,

| found | was making too many moves too soon. | partnered up with
Jimmy ‘Early’ Byrd and we opened Birdland Records. But we found we
couldn't make a go of it and closed up. | found another partner, Jack
Zager, and we set up Demand Records. We put out the Entertainers’
heart-tugging 'How Much You Love Me'. We did pretty well with that
one. We put out two Unigues singles after that. The Uniques’ Christmas
release did very well.

| started going to the disc jockeys' conventions every year. During
that transition from street-comer doo-wop into the more soulful, gospel-
inflected vocal group sound, | recorded Sammy and the Del-Lards'
‘Sleep Walk'. ‘Sleep Walk' was the perfect example of where soul music
was heading before the onslaught of the British Invasion. | had set up
Wild Records in 1966 to create a nostalgic feeling for the Fifties sound |
had tried to recreate when running my ongoing oldies business. In fact,
there was always a market for oldies.

My store logo changed from ‘Home Of The Blues' to ‘Skippy White's
Record Shop' to 'Oldies But Goodies Land’ which, as it turned out, was
used as the name of my last record label, O.B.G. in 1979.

Wild Records, besides showcasing Walter Allen's organ trio, really
took you back to the golden days when you listened to the Precisions
singing ‘The Love (I Found In You)' and the Shades' delicate harmonies
behind ‘My Love Is Gone'.

In 1966, Smilin’ Jack sold his business. Jack had a contract which
stipulated that he be employed by the new owner. But the new owner
ran the business into the ground. This guy bought a second business,
taking Jack with him. The store specialized in country and western
records. By this time, Jack had had enough and quit. He came back to
me in 1970 and | took him on part-time. He was eighty years old. He was
paid a miserly $10,000 for his record store when it went down.

Twenty-six years he had put into his business and could have become
a multi-millionaire if he had listened to me. He had a chance to make
himself the largest and most prestigious distributor in New England.
Jack pioneered r&b and paved the way for us. Jack died in 1973.

During the late 1970s, | had three stores, one each in Roxbury,
Mattapan and Dudley Station. You came to work for me when they went
on to make larger reputations for themselves in the business, especially
Walter.”

Phyllis Harris, Skippy's current manager, says the Roxbury store will
continue to serve the people with unmatched knowledge of and access
to the nation's r&b, soul, jazz and reggae music traditions.

Opal Louis Nations and Skippy White, December 1980 and January
2009. With help from Ellen Nations and Dan Kochakian.
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DISCOGRAPHY OF SKIPPY WHITE'S LABELS
by Dan Kochakian and Opal Louis Nations

BLUESTOWN

Guitar Nubbit

First Session, Bostan, 1962: Vcl/gtr/board under foot

M 5004 I've Got The Blues Bluestown 705, Wolf CD 013 (1998)
M 50068 Evil Woman Blues Bluestown 701, Wolf CD 013 (1998)
M 5008 New Orleans Bluestown 705, Wolf CD 013 (1998)
M 5009 Hard Road Bluestown 702, Wolf CD 013 (1998)
M 5010 Laura Bluestown 701, Wolf CD 013 (19398)
M 5011 Georgia Chain Gang Bluestown 702, Wolf CD 013 (1998)
M 5016 | Feel So Relaxed Wolf CD 013 (1998)

Guitar Nubbit
Second Session, Boston, 1985 Vcl/elect. gtridms
M 5075 Big Leg Woman Bluestown 708, Wolf CD 013 (1938)
Note: no 2nd gir; no overdubbing
M 5076 Cryin' Blues Bluestown 707, Wolf CD 013 (1998)
Note: LP version about one minute fonger
Traveler's Aid Unissued
Note: LP version has conversation of Nubbit and the engineer
Mean Ole Train Wolf CD 013 (1998)

Meltonia Wolf CD 013 (1998)
Note: LP version is 5 minutes long

Sinner’'s Prayer Unissued

I've Got A Feeling Unissued
Alabama Watson

Boston, 1964: Vcl/gtr/hca (no drums)
M 5054 Cost Time Bluestown 704, Wolf CD 013 (19398)
M 5055 Mean Ole Train (w/ drums)
Bluestown 706, Wolf CD 013 (1998)
M 5056 | Wanna Boogie Eluestown 706, Wolf CD 013 (1998)
M 5057 Short-Haired Woman
Wolf CD 013 (1998)
M 5058 Bring Me My Shotgun, Takes 1 & 2
Wolf CD 013 (1998)
M 5059 I'm Ready Wolf CD 013 (1998)
M 5060 My Baby Left Me Bluestown 704, Wolf CD 013 (1998)
M 5061 Boogie Like You Wanna
Wolf CD 013 (1998)
M 5062 Mean Ole Train (w/o drums)
Unissued
| Gotta Boogie Wolf CD 013 (1998)
Albert Washington (leasing)
Boston, 1965: Vol w/organ; 2 gtrs/dms
M 5036 You're Gonna Miss Me Bluestown 703, Wolf CD 014 {1999)
M 5037 Ramble Bluestown 703, Wolf CD 014 (1993)

Little Scotty (leasing)
Recorded in 1980, vcl/organ/piano/drums/horns
ME5091  Slow That Disco Down (PE. 1)
Bluestown 709, Wolf CD 014 (1893)

ME082  Slow That Disco Down (Pt 2)
Bluestown 709, Wolf CD 014 (1999)

Otis Rush (1956-1957)

Chicago (see Cobra listing — leasing)

1034, 6002 Three Times A Fool (Cobra 5023)

Bluestown 778, Wolf CD 014 ('99)
U3237, 6001 Sit Down Baby (Cobra 5000)

Bluestown 777, Wolf CD 014 ('99)
U3332, 6003 My Love Will Never Die (Cobra 5005)

Bluestown 778, Wolf CD 014 ('99)
U 3236, 6000 | Can't Quit You Baby (Cobra 5000)

Bluestown 777, Walf CD 014 ('99)

James Cotton (1962)

Chicago; Vcl/harmonica

- Dealin' With The Devil First issued on Wolf CD 014 (1999)
- Decoration Day First issued on Wolf CD 014 (1999)

WILD RECORDS (Bluestown subsidiary)

Walter Allen (Al Sweat) & His Organ Trio

Boston, 1966: Velforg with b & d

M 5077 Gin Fizz Wild 902, Walf CD 014 (1999)

M 5084 Airplane Blues Wild 801, Wolf CD 014 (1999)

M 5086 I'm Gonna Pack Up And Leave Wild 901, Wolf CD 014 (1999)
-- Just Like A Woman Wolf CD 014 (1899)

-- Stormy Monday Blues Wolf CD 014 (1999)

- One Of These Days Wolf CD 014 (1999)
- Circle Round The Sun  Wolf CD 014 (19399)
- Hey Girl Wolf CD 014 (1999)
- I've Got A Waoman Wolf CD 014 (1999)
- The Things | Used To Do Wolf CD 014 (1999)
— Saturday Nite Wild 902, Wolf CD 014 (1993)
- All About My Girl Wolf CD 014 (19599)
- Drown In My Own Tears Wolf CD 014 (1999)

The Precisions
M 5104 What Would You Do Wild 903 (1966)
M 5107 The Love (I Found In You) Wild 903 (1966)

Junior Washington

M 5105 'Skippy' VWhite Theme (PL 1) Wild 904 (1966)
M 5106 'Skippy White Theme (PL 2) Wild 904 (1966)
Note: Both w/ vocal by The Precisions

Jody & The Shades
M 5108 My Love Is Gone
M 5109 N.Y. Honky Tonk

Wild 905 (1966), Eagle CD 90402
Wild 905 (1966)

Earl Lett Quartet
M 5121 Do The Thing
M 5122 Now |s The Time

Wild 906 (1967)
Wild 906 (1967)

Julius Thomas

M 5200 I've Gotta Change My Ways (If I'm To Keep Her) - Pt. 1
Wild 907 (1967)

M 5201 [I've Gotta Change My Ways (If I'm To Keep Her) - Pt. 2
Wild 907 (1967)

BEANTOWN (may be related in some way to Skippy
White)

Earl Lett
B-102-A Love & Affection
B-102-B Are You Confused

Beantown 102 (year?)
Beantown 102 (year?)

DITTO (1962-1963)

The C-Quinns (/Quins)

1962: Ve/gtriten sax/bass/drums/strings

M 5012 My Only Love Ditto 501, Chess 1518, Eagle CD 90402
M 5013 You've Been Crying Ditto 501, Chess 1518, Eagle CD 90402
Note: velivibes/drums

The G-Clefs
M 5051 I'll Remember All Your Kisses
M 5086 Ka-ding-dong (second version)

Ditto 503 (1963)
Ditto 503 (1963)

DEMAND (1963)

The Uniques

? Times Change Demand 2480 (1963}, Dot 16533,
Eagle CD 90404

? Aliright Okay You Win  Demand 2480 (1963)

The Entertainers

7 Danny Boy Demand 2832 (1963), Eagle CD 90402

? How Much Do You Love Me Demand 2932 (1963, /Eagle CD 90402
The Uniques

7 Merry Christmas Darling Demand 2936 (1963), Dot 16533, Eagle CD 90402
7 Rockin’ Rudalph Demand 2936

SILVER CROSS (1963-1970)

Details can be found on numbers 401-410 in the Hayes/Laughton Gospel
Discography, 1943-1870 (2007). Reissued on Silver Cross Story CD, Vol. 1
(Wolf WBJ 019), Remainder is Silver Cross LP 4001 (1970) by The Bullock
Bros.

Silver Cross Story CD, Vol. 2 (Wolf WBJ 022) contains remaining 7 cuts from
Bullock Bros. LP 4001 plus one side of 410 single &

Lynn Harmonizers
78126 Lord You Know I'm Tired Raycraft, Polaris 001 (1960)
79127  After awhile Raycraft, Polaris 001 {1960)
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Sons of David
79212  JesusIsAll The World To Me Raycraft, Polaris 002 (1960)
79213 Bye And Bye Raycraft, Polaris 002 (1960)

Mighty Sons of David
MLK 811651 March On Dr. M.L. King

Freedom Songs unnumbered (1963)
MLK 811652 We Want Freedom In This Land

Freedom Songs unnumbered (1963)

Pilus the fallowing previously unreleased songs:
Send It On Down — Gospel Warriors
Come On Up In Glory — Gospel Warriors
You Know The Lord Has Blessed Mea — Mighty Wings of Zion"
Flease Sir Jesus Stand By Me — Mighty Wings of Zion*
Highway To Heaven — Gospel Echoes
A Change In My Life — House of Faith C.0.G.1.C. Choir*
Swing Low Sweet Chariot = House of Faith C.0.G.1.C. Choir*

* might have been refeased in the 1980s

UNRELEASED DEMO

Blind John Miller & The Gospel Trio

Last Mile Of The Way Siver Cross unissued, Wolf CD 022
Come In The Room Silver Cross unissued, Wolf CD 022
STOP (1965)
Sammy & The Del-Lards
M 5000  Sleep Walk Stop 101(65), Eagle CD 90402
M 5001 Little Darling Stop 101(65), Eagle CD 90402

Note: Both with The Sabby Lewis Band

The Tarantulas

M 5025  Vera Brown Stop 102 (1966)

M 5026  Herky Jerky Stop 102 (1966)
Stop 103 77

Little Jackie Shane

(W314) M 5038 I've Really Got The Blues Stop 104 (1966)

{(W313) M 5039 Money Top 104 (1966)

Note: Both with The Frank Motley Band

Jimmy Armstrong & The Soul-Stars

M 5626 Hanging Out With Earlybird Stop 105 (1966)
M 5047(27)Close To You Stop 105 (1966)
The Tinkers

SA 371A You're Just Like All The Rest Stop 108 (19686)
SA 371B Love Light Stop 106 (1966)
M 5064 My Lost Love Stop 107 (1966)
M 5068 You're Making Me Sad Stop 107 (1966)
OBG (1979)

The Sheppards (Precisions *)

M 5110 My Spanish Love * OBG 103 (1979)
M 5111  Love At First Sight OBG 101 (1979)
M 5112 What You Do To Me * OBG 103 (1979)
M 5113 | Need You So OBG 102 (1979)
M 5114 Peace Of Mind 0BG 101 (1979)
M 5115 You're So Fine 0BG 102 (1979)

AMEN (current gospel imprint)

Recommended CDs

The Blues Town Story, Vol. 1 - Wolf €D WBJ 013 (1998)
Blues by Guitar Nubbit and Alabama Watson; some previously unissued cuts

The Blues Town Story, Vol. 2 - Wolf CD WBJ 014 (1999)
Blues by Otis Rush, James Cotton, Albert Washington, Little Scotty & Walter
Allen plus previously unissued cuts

Rare 1950's Boston Doo-Wops - Eagle 90402 (1994)
Vocal group sides from Skippy White labels and others; some previously
unissued cuts

Rare 1950's Boston Doo-Wops, Vol. 2 - Eagle 90404 (1995)
Vocal group sides from Skippy White labels and others; some previously
unissued cuts

The Silver Cross Gospel Story, Vol. 1 - Wolf WBJ 019 (1999)
Crayton Singers, Lynn Harmonizers, Sons of David & others

The Silver Cross Gospel Story, Vol. 2 - Wolf WBJ 022 (1999)
Bullock Bros., Gospel Warriors, Gospel Echoes efc. Plus sides on related
Raycraft / Polaris and Freedom Songs labels

Check with Skippy White for listing and availability: swhite@aol.com
This discography is far from complete. Additions and carrections are welcome
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