“Toe Man Blues” is a reprise of “The Coldest St
1 Toun” by Whistiing Bob Towe & Prankie Griggs.
recorded for Decca six months earlier. Pullum
handles the jaunty “point” number ith skil
making on Sish he had attempted more of this
sort of material. “Joe Louis Is The Man”, onc of a
handiul of blues dedicated (o the great black boxer,
has asimilar 16 + 2 bar format which elicits
atbletic plaging from
in higher spirits than might hase becn expected
alter all thosc slow numbers earlier on (see Vol. 1
[DOCO-5393])

Six months later, in February 1936, Pullum
showed up in San Antonio for what would be his
final Bluebird session, rejoined by Robert Cooper
and also trumpeter Chester Boone and guitarist
Melvin Martin. Boone, then 30, was 2 Houston
who had been playing with Eddie Vinson. He later
maved to New York, where he sorked in Sammy
Price's Texas Blusicians and recorded with his own
Jumping Jacks in 1941, Ile subsequently served as
asidemn with Buddy Johnson umH.uI; Russell,
Robert Gooper was nest — and last — reported
working in Chicago in 1946 alongside e
sasophonist Fddic Chamblee in Marvin Cates' Earls
of Riiythm. Nobody knoss anything more about
Melvin Martin.

“Bonus Blues” refers 10 the payment of World
War | velerans bonuses, an issuc which prompted
the Bonus March on Washingon and the brutal
clearing by police of the shanty-town encampment
which the marchers sct up near Capitol TTill - facts
unmentioned in the several blues on the topic
which arc characteristieally upbeat at the prospect
of unexpected eash, (“We're gonna have some fun

when the soldicrs get their bonus,” sang Red
Nelson on & record made less than three weels
carlier.) Set to the melody of “Black Gal” and in
the same ey, it has an clogquent solo by Boonc.
“Come On If You're Comin’, the fastest number
Pullum recorded, s a stomp in the manner of Iats
Waller. “Hattie Green” is i Houston standard
about a famous madu who liad " eeting house”,
in Victoria Spivey's delicate phrase, “where all aces
could gt together”. Apparently she moved her
operation al some point fo 4b
and Dr. Hepeat (Lavada Durst) also bhad this son.
The arresting sceond stanza of “$oman Trouble
Blues” is adiplee from & common sucred song
recorded by both black and white artists: “if | could,
Tsurely wouldStand on the rock where Moses
Stood”. A later stanza refers back o the original
“Black Gial”. “Swing Them Blues” is an amiable
rompwith roorm for solos by all the sidemen: a
p\wm and generous way for Pullum to conclude
stage of his recording carcer,
Almost a year to the day after that session, Pullumn’s
sometime accompanist ANDY BOY recorded his
only session in his own name, singing and playing
piano. Bog — this appears to hase been his actual
sumanne —was from Galseston and probably much

the same age as Pullum and Rob Cooper, in his late
205 or early 305. “Andy Boy was 2 top kicker in
Galveston,” Robert Shaw remembered. “Nos. he

was good, he was sure good. Oh, man, he could
Py some of the dumedest songs and the piano’d
e talking just as smooth a5 he be talking. That's
what you mean “bout playin’ the piano, play it
smooth!” Victoria $pivey placedd hirm as the “second-
best member of 1 clique i played . from




Galkeston to Houston 1o Richmond 1o Sugarland”.
Bog's eight songs hase a pleasing variety of tempos
and accompanying pattcrns. “Touse Raid Blues™
is his rambunctions version of the theme that Texas
nger-guitarist Little Hat Jones called “Kentucky
mm e mmnm related 1o “Traveling
reet Blues” uunmm aproduct
pmemem & gom i Gilbey's Gir alludes to
one of the Last Texas pianists’core pm . “the
Grinder”. The spoken sc-cncouragements fowards
the end of “Jive Blues” obsiously come from
someone who enjosed Fats Waller. The rough edges
of Boy's voice occasionally recall Big Boy Kinox (sec
DOCD-5232), and at times he stikes a similar note.
of mosing understatement:
Tou can take. yor can take my money.
. 1 kenow: thal’s the thing you like,
But please don't mistreal me
Just because I'm black.”
“Vellow Gal Blues™
His session oser, Boy stased at the piano o
accompany WALTER “COWBOY” WASHINGTON,
described by Paul Oliver as “a bar-fly on the
waterfront who had worked as a cospuncher
atough, rough-voiced singer”. The harmonica-
plaser who appears only on the first song, “Bad
Managing Blues”, is pretty rough 1oo — mayhe a
waterfront budds whom Washington owed a favour.
‘The tune of “Iee Pick Mama” is distandy related
w one used by the ST e id Cole, for
instance on b ll Bhues” (1928).
‘ashington is a singer uf some porwer and his songs
arc unusually free of blues clichds
Filtcen sears after his last recording, Joe Pullum,
now a California resident, returned to the business

with a single on Swing Time: nawrally enough,

2 remake of his best-known number. He was
accompanied by unidentiied piano, electric guitar,
bass and drums. (Guido van Rijin has proposed
Lloyd Glenn as a possible candidate for the piano
role which scems not unreasonable.) “M)'Vwman
— Part 17 is basically an edited update of his
original version. The issted take inserts a stanza
from “Black Gal No. 2 other ser to the
original text and omits the lectric gmmm “My
‘Woman — Part 27 consists of new verses wrill
for the different time and place of the recording
Pullum can still make the high notes, but there are
signs of cffort.

At the same session Pullum cut two more sides,
neither of them derived from earlier recordings.
“You're Alright With Me” is a cheery 32-bar song
shich Pullum swings with much of his old gaiety
but the slow blues “Alberta” unkindly esposes the
coursening of his voice; “mind” in the last verse is
ajoltfor his admirers

In a letter published in fuke Blues 31 (Summer
199¢), Chris Bentley reported. (from Ray Topping)
that Pullum made an audition recording for
Specialty in about 1953, accompanied on piano by
his one-time Houston radio partner Bob Peachey.
80 far as we know this was his last visit to @
recording studio. Tony Russell (July 1995)
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