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Q: Can you tell me your full name? 

Murphy: Yes. Camay Calloway Murphy. 

Q: And your address? 

Murphy: [removed for privacy] 

Q: Date and place of birth. 

Murphy: Date of birth: 1/15/27. New York City.  

Q: And your education. I think starting way back probably. 

Murphy: Well, I went to public schools in New York City, PS 149, and I went to Stitt Jr. High 

school. I went to Morris High School, which incidentally is the same high school that Powell 

graduated. 

Q: This is Adam Clayton? 

Murphy: No, not Adam Clayton. 

Q: Oh, Colin Powell. 

Murphy: Colin Powell. I came out a little while before him. Morris High School in the Bronx, 

and then I went to, for a short time, to Hunter College in New York, and then I left there and 

went to California and came back and graduated from New York University. 

Q: We can’t do your whole employment here. I think for many of our subjects that’s going to be 

really too long a story. What was your major employment in northern Virginia? I guess we 

should get that down. 



Murphy: I was at a private school when I came into this area, a private school in northern 

Virginia. Burgundy Farms County Day School. And I was a kindergarten teacher there. And then 

I taught in West Africa in a place called Ikenne in Nigeria, West Africa. Then I came back and 

for a little while I was at Burgundy Farm, and then I went to Arlington, Virginia. 

Q: In the public schools? 

Murphy: In public school in Arlington, Virginia, and I retired from that position.  

Q: Did you work as a teacher? Yeah, you were the principal. 

Murphy: I was the principal. Well, when I first came back into Arlington, I was supervisor of 

early childhood education, and then was the principal. 

Q: Several schools or a single school for a long time. 

Murphy: Several schools, but I was twenty-five years at Ashlawn Elementary. It was a blue 

ribbon school.  

Q: And then it says military service which I think we’ll. Did you have military? 

Murphy: No. I had no military service. I had plenty of service, but not military. 

Q: So that’s a capsule biography. And then we have, which is really quite important, a release 

form which I think I’ll hand you a copy and read to you. In many cases we want to make sure 

that people understand the release. That you hereby give to the archives of Peabody Institute the 

exclusive rights to publish, duplicate, or otherwise use the tape and transcript of the interview 

taped on 7
th

 February 2002. And Peabody may copyright all or portions of the tape or the 

transcription, and the interviewee, that is you, waives any claims in connection with the use of 

this material such as copyright claims. And the Peabody Institute will provide you with access to 

the taped interview, and in this case also with access to the transcripts. When we have it 

transcribed. 

Murphy: You have a typo here. [Laughter] 

Q: Sorry. Then I’ll sign this, date it the 7
th

 of February, and Miss Murphy will sign it. We really 

are very careful with access to the interviews and with use of the interviews. Over ten or fifteen 

years Elizabeth Schaaf has really taken care of the interviews. 

Now when we talked before in a little pre-interview, we just went over some of the things that 

Camay Murphy has done in the past, and so we’ll pick up with some of the issues that we talked 

about. So this is actually the interview itself. 

You used to spend summers in Baltimore, right? You were growing up in New York, and you 

had family in Baltimore. So, what were summers in Baltimore like, and who did you come and 

see and so on? 



Murphy: Well, I would visit my aunt [Mrs. Clarence (Bernice) Monroe] and my grandmother 

[Mrs. J. Nelson (Eulalia) Fortune]. And summers in Baltimore were always very different from 

summers in New York. Baltimore sort of had a different schedule of life really than you had in 

New York. In New York you would kind of play all day. You could come outside with your 

friends, or go into somebody's apartment or something like that. In Baltimore you kind of had a 

schedule of getting up early in the morning, and then doing whatever little chores you had. Then 

you would have a kind of an early dinner. Dinner hour would be early in the day, and then you’d 

have a rest period after that. Kind of like a European almost style of life. Then you would get up 

in the afternoon and get dressed up. You’d put on some kind of really nice little outfit and sit on 

the steps outside of the house.  

And generally, of course I didn’t have a father coming home, that kind of thing, but generally the 

little kids would be waiting for dads to come home, and they were all kind of dressed up and 

looking, you know, very nice. And then you’d have kind of a light supper later in the evening, 

and then everybody would go to bed. 

But I think it was, it was more or less a kind of a European type of lifestyle, especially with that 

nap in the afternoon that I just wasn’t used to coming from New York, sort of protested, sliding 

down the little banisters and what not, and told to get back into bed. But it was fun, because 

Baltimore was quite different and because I had some really good friends here, I was telling 

someone a story that they thought was very interesting.  

We’re having the connection now with the new Hippodrome Theater that is being renovated on 

the west side. The Eubie Blake Center is going to have a connection with them. And I remember 

I came down from Baltimore, I guess I was about ten years old or so, and I had a friend here 

named Joy Shipley, and she was very fair. She really looked like a white person. You really 

could hardly tell her from a white person. So when I came down there was a comedian named 

Joe Penner who was appearing at the Hippodrome Theater, and so she said, well, let’s go to the 

Hippodrome to see Joe Penner. I said, well we can’t go to the Hippodrome, you know, because 

we’re colored and they won’t — that was the expression we used in those days — and they 

won’t let us in. And so she said, well, I know I can go in, but we’ll fix you up so that you can go 

in. And we went to Mrs. Poindexter’s Beauty Place, and she’s straightening my hair all down. So 

my girlfriend said, well, you have to wear gloves because sometimes they look at your fingers 

and you have a little brown, everybody who’s black has this little brown thing at the end of their 

fingernail, and that’s how they can tell that you’re colored. And so we put on, so I put on these 

gloves, straightened my hair, and walked down, I guess down Druid Hill Avenue then, to turn 

down to go to the theater. And she was standing there and she just sort of melted in with 

everybody else. And I got panicky. I thought I looked different from everybody else and what 

not. And I never got in to see Joe Penner. 

But that was the kind of experience I probably would not have had in New York. In New York 

you had kind of discrimination or segregation in a different way, because all of the theaters had 

ushers with little flashlights. So if you came in, they may give you a kind of an undesirable seat 

if you were a black person, but you still got in. And so I just never forget that particular incident. 

And now that I’m going to be very much associated with the Hippodrome, and telling them, "oh 



yes, I can do this . . . I can do that." You know. It’s just a difference in the years. But I enjoyed, I 

enjoyed being in Baltimore very much. 

Q: But did you feel then that you had different codes, all different kinds of different codes in 

Baltimore from New York, like not only where you could go and where you couldn’t go and how 

you had to behave in the family. Was it really, like for a kid, that you had to act one way in 

Baltimore and different in New York? 

Murphy: Baltimore I would say was much more churchy than New York. Everybody was 

expected to go to church. I mean, some people went to church almost every day. And these little 

smaller churches that would have a lot of, we used to call them holy roller churches. I’m not sure 

that they are, they’re sort of street corner type of churches. They would have services almost 

every single evening, and they were very emotional and, you know, and tambourine type music 

and people jumping up, and, you know, getting very excited about religion. So that was different 

certainly from New York.  

And in New York I think, well where I lived and I went to school, you had an element of 

intellectualism. Everybody was trying to get A's in school. Everybody was trying to outdo 

somebody else. Everybody was trying to get into Hunter College. You spent a lot of time in the 

library. You spent a lot of time at museums and what not, to really, you know, be a high 

achiever, to achieve.  

And my experience with Baltimore even though my aunt lived out in Morgan Park, and her 

husband taught at Morgan State University, there just seemed to be a more casual lifestyle in 

Baltimore. As I recall at the time. Of course, it’s a long time ago. And maybe my recollection is 

not that clear, but I do feel as though New York was always kind of busy, you know, people 

pushing on the subways. It was always kind of like a crowd. Baltimore just seemed to be a little 

bit more spaced out and leisurely. 

Q: Was your family involved, your Baltimore family, involved in some kind of church? Did you 

go to church at least once a week in Baltimore, and what kind of church was it? 

Murphy: Well, my family, they considered themselves kind of highbrow and they went, we went, 

to the Episcopal Church. And we went to St. Mary’s Church at one time, and then we went to St. 

James Episcopal Church in Baltimore.  

And that was pretty much, you know, I don’t know if any of you are Episcopalian, but it’s sort of 

like one step from the Catholic Church, with a lot of incense going back and forth and ritual and 

that kind of thing. And the Episcopal Church didn’t do anything in the way of good music at all. 

I mean it was just, you know, the music was pretty bad. 

No, you’d have to go, you know, actually you could hear the music from some of the churches, 

as you would just go along the streets. And you’d say, wow, that does sound good. But your 

family would say oh that’s Baptist, or that’s holy roller. Or those people are something that they 

used to call rail walkers. They had benches in the church, and when the people would get very, 

very excited, they supposedly would go up on these benches and sort of balance themselves and 



walk across and look up in the sky and what not. So it was, well, very exciting, but not in the 

Episcopal Church. 

Q: And you only heard the others from outdoors. You never would. 

Murphy: I never got in. No. 

Q: And was that a broader attitude of your family towards pop music or popular culture or other 

aspects that you would hear around you? 

Murphy: Yeah. I think it was. My aunt was very what we used to call "sadiddy." She just, you 

know, would say — even though my father was and her sister were both in, you know, very 

popular type of music and jazz and rag time and what not — she wanted the family really to go 

on the classical end. And our grandparents, well I guess she had been my great-grandmother was 

an organist, and she played the organ in some of the churches around. She also played the organ 

at one of the theaters. When they would have the changing of the movies, the silent films and 

what not, they would have someone play an organ in between.  

And my father [Cab Calloway] claims, of course, he had all of these stories that you’d have to 

sort of take with a grain of salt. But he always said that he got his musical coming into his head 

and the aspects of music, because he was kind of hyperactive, and they used to put him on the 

floor under the organ. And of course when she would pedal the organ, she might take her foot off 

the pedal and put it on him to hold him in place. 

But he used to go with her. And he got his sense of the music and what not through that. But he 

was actually trained at Douglass High School. He was singing both classical music and jazz. So I 

mean he was doing his jazz thing on the side, but he was really, most of the students at that time 

were trained in classical. 

Q: Now did you have any kind of music lessons either in New York or Baltimore? 

Murphy: I took the beginning piano. I think about fifteen different times. Every time I would 

start, and then I’d stop, and then they’d come back and say, all right, start. You know, "Row, 

row, row your boat" or whatever those little songs were. No. I was not, I didn't really get that 

music thing.  

I was interested in dance and did some dance at New York University and when I was in high 

school, but I wasn’t, I wasn’t gifted in that way. I think my son is gifted in that way. He’s a 

guitarist, and he went to the Conservatory. So I think some of the genes do pass along. 

Q: Now, let’s see. It should have been your grandmother, that is Cab Calloway’s mother, was a 

violinist. Right? 

Murphy: Yes. 

Q: Was that something that you knew about and were involved in any way? 



Murphy: No. I really didn’t know about that. I only knew about piano. The persons in the family 

who, a lot of them played them in the piano, because most homes in Baltimore at that time had a 

piano. Maybe some of you saw the player piano that we have downstairs. They had player 

pianos, if you couldn’t really play, you could just put the rolls on and listen to the piano music. 

But mostly the young people were trained in piano. So that on a Sunday afternoon if guests came 

over or something, you were kind of required to play a few little tunes on the piano. 

But I only knew about my family members playing the organ and playing the piano. I did not 

know about violin. 

Q: Now, I’m interested in your two aunts. One of them is Aunt Bernice. Is that the one you’re 

talking about whose husband works at Morgan State? 

Murphy: Yeah. 

Q: And the other is Aunt Blanche who was a performer. Right? 

Murphy: That’s right. 

Q: Did you know Aunt Blanche, and was this somebody who was around a lot? 

Murphy: Yes. I knew Aunt Blanche, and I loved Aunt Blanche, and I just thought she was the 

world’s most wonderful woman. She was in Eubie Blake’s "Shuffle Along." She was quite 

young at that time. She had a pretty good singing voice. And when they only had a few people 

on stage — I think they still do this in some opera companies — they have people on the side 

who would sing to make it sound like a whole, you know, that there was a big chorus or a big 

sound on stage. So she did that. 

And then actually she was a dancer, one of the chorus girls in "Shuffle Along." And then she 

later, she’s very, very energetic. Of course, in "Shuffle Along" was Josephine Baker, and 

Josephine Baker was also a very highly active entertainer, making faces and sort of having a real 

relationship with the audience. And I think my aunt kind of used that model of Josephine Baker 

to develop a style all of her own. But she was a much better dancer. My aunt was a much better 

dancer than Josephine Baker, and she also had a wonderful figure and long hair hanging down. 

So she was quite something.  

And she was one of the first women to do the splits, what they called the splits on the stage. 

You’ve seen people do that, just, you know, do that. I just thought that was hard. And I just 

thought it was just a wonderful that she had all this flexibility and what not with her body.  

And then she went to, and sort of had a little group of her own, and developed an orchestra of her 

own, and she had the [Andy] Kirk band, and she called them the Joy Boys. But they were an 

established band that someone, a gentleman in Philadelphia, when she appeared there at the Earl 

Theater, was able to negotiate and get her this band. And so she traveled as one of the first 

women band leaders to travel throughout the country. She traveled in the south, and she did 

things. Of course, she spent a lot of time in Chicago. So she traveled around in Illinois and that 



area. And she was with all these men in her band, and, you know, people kind of questioned all 

of that and what not. But she had about five or six husbands somewhere along the road. So that 

didn’t, you know, that didn’t bother her. 

But she was a very unusual person. She, in her later years, she developed a product and worked 

for a company, cosmetic company, called Afram, and she also had a radio show in Florida in her 

later years. And she, when she was in Philadelphia, she would also, she sponsored prize fighters. 

They would sort of come to the house and eat, and she would get something from that. If they 

won something, I think she got some money, but I don’t know what she did besides just kind of 

feed them and encourage them. And she was into all kinds of things. She was very, very unusual.  

She was somewhat into politics, and I think she was one of the greatest role models that we had 

in our family. She really was. She never, of course, received the acclaim that my father did. 

Although she claims that she started the Hi De Ho. And, you know, that’s questionable.  

But she did some of the Hi De Ho kind of thing he did. But she never did, she never did, you 

know, reach his level of fame. 

Q: Did you hear her perform, attend her shows? 

Murphy: Oh yes. I attended her shows. I heard her perform. She wasn’t sort of like my father. 

When my father came off stage, he was off stage and that was it. She would, if you’d say, Aunt 

Blanche, you know, sing something. She used to have this song called "Growling Dan," and I 

loved the song. And so I’d say, Aunt Blanche, sing Growling Dan. She would just sit down and 

there’s a guy named growling Dan, da da da, you know, whatever it was. And she would just go 

ahead and do it at any time. 

Q: So she was like always performing. 

Murphy: She was always performing. She didn’t feel as though stage life or the work that she 

had on stage was so far from her regular life, from her daily life. So she, I think, spent a kind of 

happiness that spilled over from her stage life into her, into her daily life, and she just enjoyed 

herself really. Like when people really enjoy their work, like students who just study all the time 

or just don’t do studying in school but also when they’re home, that was the same kind of person 

she was with her music. 

Q: And I guess I get the impression that your other aunt got along with her very well, although . . 

. 

Murphy: They were close. 

Q: Okay. Okay. But then was she also like always lifting her eyebrows what if. 

Murphy: But Blanche didn’t care less. She just went ahead, you know. And my Aunt Bernice 

was very petite, very pretty. She managed the Cotillions that they had here in Baltimore. And she 

was feather boa kind of person, and giving teas and little artsie kinds of things out at Morgan. 



But she had that theatrical thing within her also. And she was, she was podiatrist, the person who 

does, works on feet, right. She was a podiatrist, but she didn’t practice that to any degree. She 

felt as though her role was really supporting her husband who was a professor at Morgan State, 

and they had one son. So she was quite a lady. 

Q: Did you get pulled into the Cotillion scene at all yourself? Did you attend them? 

Murphy: No. That Cotillion scene was in Baltimore. I would come sometimes and see it. That 

wasn’t much, wasn’t much in New York, and my mother wasn’t into that to any degree so I was 

not a Cotillion maid. 

Q: Do you know what they did for music at the Cotillions in Baltimore? Did you? 

Murphy: Oh yeah, they had, well, when, they had a kind of a classical band with the violins and 

this, that and the other, and it was kind of waltz music, and everybody kind of moving around in 

these dance moves. And, of course, they had on beautiful long dresses. Men were all choked up 

with their tuxedos and what not. So it was very lyrical. It was not, you know, people doing the 

latest dance steps. 

Q: So you didn’t have to learn these dances? 

Murphy: No. No. 

Q: I’m interested in another, in a completely different phase actually which is when you came 

back. You returned to Baltimore about when? Or settled in Baltimore. 

Murphy: In the late ‘70s. I think how I got back to Baltimore, how I got to where I am today was 

kind of an interesting story because they were having for AFRAM, which was the African-

American Heritage Festival at that time. Sometime in the ‘70s they were having a, they were 

calling it, "black genius" was the theme for that particular AFRAM, and they invited my father to 

come to a luncheon here. at the Holiday Inn or someplace. And so he couldn’t come, and he gave 

me a call and said, if you want to go to this thing and represent me, you know, fine. So I went 

over and we had the luncheon, and then the next day they were having the exhibit at 409 North 

Charles Street. And then it wasn’t the Eubie Blake Center. It was just 409 North Charles Gallery.  

So I went over to the gallery, and they had, you know, big pictures of Thurgood Marshall and of 

the gentleman who went to the North Pole, and some of the other, Billie Holiday. I think they 

had pictures of her as black genius. And so I went all around this place at 409 and didn’t see any 

picture of my father. Didn’t see any representation of him. And so I spoke to the person who was 

in charge, you know, Norman Ross, and I said, look, what’s the story here? I said, we’re 

representing the Calloway family, and, you know, there's nothing here. 

So he said, oh that was some oversight and blah, blah, blah. Well, you know people how do. I 

mean, I just made too much of it. I mean, it wasn’t, it wasn’t that great, but I just went on and on. 

He’s not being recognized and blah, blah, blah. So then they said, well, would you like to be on 



the advisory board of the Center, [Laughter] and help us to make sure that we don’t make this 

type of mistake again. 

So I said, well, I live in Washington, D.C., but I will do this because this is ridiculous. And so 

anyway, that’s how I got involved really with the Center. And shortly after that Eubie Blake and 

his wife decided that they would send his, I guess everything that he had, his music and other 

artifacts, to Baltimore. And at first I think they were supposed to go into the Eubie Blake Center, 

but I think Eubie Blake’s wife and [Baltimore Mayor] William Donald Schaeffer had some kind 

of little argument, and so it ended up at that the articles went to the Maryland Historical Society. 

But the Center was still named in his honor, and many of the things were, and there was an 

exhibit for Eubie Blake and about his life and about his contributions at the Center at 409.  

Then there was a fire about ten or fifteen years later, and at the time of the fire, I was involved on 

the advisory board. And so then the mayor decided, at that time it was Mayor Schmoke, and he 

decided that he did not want to put more money into 409. And so as a consequence, we started 

looking for a building to re-establish the museum. And at that time we had some performing arts 

at 409, but not very much. And so we wanted to increase the performing arts for young children 

at a place that would lend itself for that. 

So we found this building, the building we’re in now, and it was a school, sort of like a nursing 

school. And it has, the architects did a marvelous job of renovating it. And so we are hoping to 

be able to establish the Eubie Blake exhibit, but at the present time, that’s about three hundred 

thousand dollars to do that down on the first floor. And so our funds do not permit us to do that 

at this time, although we’ve been going back and forth to the State and doing other things to try 

to get that money. 

But in the meantime, we have an after school program three days a week. We have instrumental 

music for children. We have a dance class upstairs, and we have kids that come down from 

Douglass to be part of the dance class. We have drama classes. And so we have the beginnings of 

what we think is a pretty good performing arts center.  

We have these pieces that are over here that were done by artist Mike Tinson and are 

representing the people that we really want to show here. Noble Sissle, and Eubie Blake and 

Billie Holiday and Cab Calloway, but we also would like to include like Avon Long and some of 

the other people, Chick Webb, other people who have made real impact on the jazz world over 

the years. 

Q: Now when you came back, you have some kind of band going that runs out of here of the 

Legacy Band or something like that. How did you find players, and how did you find your way 

around the Baltimore music scene? Who was playing where? 

Murphy: There are a lot of wonderful players in Baltimore. There are a lot of wonderful 

musicians in Baltimore, and a lot of people who play jazz. And there have been some 

outstanding people actually who have come out of Baltimore. Of course, you know, Cyrus 

Chestnut, Antonio Hart and some of those younger players. 



But times are tight, and musicians are really looking for some bread. I mean, they don’t, there are 

not very many that just want to come just for the glory of it or, you know, just trying to enjoy 

themselves. However, I was able through a gentleman named Mr. Hampton Williams and Mr. 

Junius Wilson, men who had been players and sort of stopped playing and were into other things, 

and they had some friends who they said would just, you know, come together. And then I had 

my son who has the Cab Calloway Orchestra in New York, and he owed me, and he came down 

once a month and worked with them, worked with this Legacy Band.  

So we had our first little gig last Saturday. I was able to give everybody a little stipend, a little 

something, which made them happy, play better. And then we are also doing something 

hopefully for the Flower Mart. But it’s a, it’s a kind of a loose group. People come and go. We 

had I guess about nine saxophone players and, you know, about one trombone player. So I told 

my son he should write a song called "Over saxed." [Laughter] And we had, we have a drummer, 

and we have, we finally have a bass player. So it’s just been, you know, we’ve just been sort of 

building it up. 

Q: But is Chris Calloway trying to build this up from New York or are you? 

Murphy: I’m building up. I’m doing it locally here. 

Q: Okay. And are there are a couple of guys that are sort of taking most of the responsibility, the 

energy for it? 

Murphy: Yes. A guy named Larry Williams who plays trombone, and he also works here as our 

coordinator. Then there’s some guys who work over at what’s, Streetscape, is it? You know that 

little cafe that’s up on Liberty Heights. And they have some older players up there, and they play 

at that site. So they’re kind of organizing themselves to a degree. And as I said, Mr. Hampton 

Williams is taking some responsibility to kind of get them to have some rehearsals and what not 

between these monthly visits. 

Q: I get the impression that with the decline of the Pennsylvania Avenue scene that music really 

fell off a lot in Baltimore. You know, thirty years ago you could have found guys like this just all 

over town. And has it been, I mean is it hard to put something like this together compared to 

what it used to be? 

Murphy: Yeah. Because musicians don’t congregate where there’s no place to play. I mean, you 

can get musicians much easier in Washington, D.C. In fact for certain events we’ve had to bring 

people in from Washington, D.C. because that ‘s where they are because that’s where the clubs 

are, and that’s where the action is. 

Yes. With the demise of Pennsylvania Avenue and with the city never really seeing fit to re-

establish Pennsylvania Avenue, it has, I think, been a real blow to certain types of music in 

Baltimore City.  

There’s something called the City Heritage Council now that I’m involved with that they’re 

trying to get some state money for the re-establishment of Pennsylvania Avenue and for the Mt. 



Vernon area. Because I think this is to me a very important area in the city, where the music 

should really come from. Because we have, we’re trying to establish the Booker T. Washington 

School of the Arts up on, which is a school up on McCulloh Street, and it’s been a middle 

school. But we’re trying to get it to change into a high school/middle school, which is a new 

configuration. 

And then, of course, you have Peabody, and you have the Maryland Historical Society that has 

all this information about music. You have a couple of music shops and stores and small places 

that have some music going on. And, of course, a few spots on Charles Street, etc. 

In most places around the larger institution, training institution, there are generally places where 

the students can go and play. I know when my son was at New England Conservatory, he played 

in the local hotels and the places that were around the Conservatory. In Boston, you know, there 

are just a lot of little places that people can perform. 

So I think that we need to sort of focus on this area, the Mt. Vernon, Marble Hill, Seton Hill, and 

Upton, which includes Pennsylvania Avenue, and try to build this up into the music center of the 

City. 

Q: Yeah. I mean, there’s almost no venue in Upton or Seton Hill. There’s the Arena Theater I 

guess, but that’s not a music. 

Murphy: The Arena Players, that’s not a music theater. Although they are doing Bessie Smith 

this February. 

Q: Yeah. I think I should if I can open it up. I think that the jazz, the Peabody jazz ensemble now 

has a couple of night spots or something that people are playing in. Does anybody know? 

Delandria?  

[Delandria Mills:] Last year we had something at 2 North Charles, but not any more. 

Q: No kidding. So really you guys are stuck the same way as we’re talking about here. There’s 

just no venue where you can. 

Murphy: My son played at Birdland in New York. Birdland was interested in, because it’s a 

franchise now, they were interested in a franchise here in Baltimore. Birdland, the Ravens, the 

Orioles, etc. That's kind of a fit. And they couldn’t get anything going. And they’re looking for, 

you know, some big money people to come in and put some money into some of these things, 

and it’s kind of a catch 22. All of those places in Washington and in Philadelphia are dependent 

on tourism.  

I mean, local people go out now and then, but it’s the tourists that when they come into the place, 

they’re looking for where’s the jazz, where’s the music, where’s the small little clubs. And so 

they've really got to build up Baltimore as a spot for tourism, and then I think they will be able to 

develop things that people can actually do. They can come out into the city and go various spots. 



But it’s a big problem, and it’s something that a lot of people are going to have to work on to get 

it fixed.  

Q: Do we have questions that you guys want to sort of toss into the interview, either topics that 

we covered or other things that you, that came up in your reading and stuff? Anything from the 

audience? 

Q: About the decline of Pennsylvania Avenue. 

Murphy: The decline I think happened just around the time of the riots, of the civil rights riots. 

Because I think up until that time it was sort of going down as far as the club scene was 

concerned. But I think when the riots came, a lot of those types of areas were — 

Murphy: In D.C. they sort of established that Seventh Street corridor as kind of an arts area long 

ago. I mean, a couple of years or so after the riots. And then, I think when Baltimore got such a 

reputation for so much crime that there was a reluctance on the part of many people to put 

investments in areas that they felt were high crime areas.  

So it’s been a, I think the present mayor has come in and cleaned up a lot of the high crime areas, 

but there is still this perception that Baltimore is not a safe city. Especially in the areas where 

African-Americans live or have businesses or congregate or whatever. So anyway, it’s a 

psychological, perceptual type of thing more than anything else. 

When the Royal Theater was torn down, I think that was kind of almost a symbolic thing of the 

end of Pennsylvania Avenue. Because the Royal, you know, was the theater that all the stars 

appeared. 

I was just reading an article when I was on the train coming from Washington, D.C. about what 

they’re doing with Harlem, and they are building Harlem up to one of the choice spots for 

tourists, even for people to live. And, of course, you know, Bill Clinton sort of helped that out to 

some degree. But they are becoming very, the properties have gone up. A man said he bought a 

house in Harlem I guess about ten years ago for thirty-five thousand dollars that is now about a 

million five in Harlem. And the properties are just out of sight. They’re those, you know, big 

what do you call them, not formstone but. 

Q: Brownstone. 

Murphy: Brownstone houses that they had there that are in great demand now. And one of the 

things that they’ve done is they’ve established these kind of weekends in Harlem. And you come 

to Harlem, and they have, you know, good restaurants and food, and they have clubs. They have 

the Cotton Club; they have the Apollo; they have several other large clubs in Harlem. 

And so what they tell you to do, you know, like if you come in on Saturday night to go to the 

clubs, you have a good time. They have included the churches in Harlem as part of the tourist 

package. So that on Sunday morning you have breakfast at Sylvia’s, which is a soul food kind of 

restaurant, and then you leave Sylvia’s and you go to one of the churches to hear what they call 



knock-down Blues Brothers. I don’t know whether you ever saw the Blues Brothers where they, 

the Blues Brothers went wild in church. That kind of church music, gospel music, excellent 

gospel music that you could hear on a Sunday afternoon.  

So they’ve done a real good job in packaging it. And I think we could do almost the same thing. 

Q: But I’m curious about something. Maybe it’s a philosophical issue, but if you go back to the 

‘30s or the ‘40s and music on Pennsylvania Avenue, music in the churches in Baltimore, music 

in the black community in Baltimore, was not for tourists. This was people’s own, it was the only 

place that a black person could go and see a show and so on like that. 

And now you’re sort of seem to be saying, well, the only way to make the musical scene 

vigorous again is as a tourist industry. Why has that happened? 

Murphy: Because people have moved out to the suburbs, and the suburbs are offering the same 

type of things that they can get in the city in the suburbs. So I’m not going to live out beyond 

Owings Mills, and there’s a little club that I can go to someplace in the shopping center. I’m not 

going to take the car and come all the way into Baltimore unless there’s, you know, reincarnated 

Billie Holiday, or something or other that is going to be really terrific that I’m coming in town to 

see. 

Q: So you think it’s the dispersion of the black community. 

Murphy: The dispersion of the black community. It is the money that performers demand now 

that makes it very, very difficult. You’re sort of caught in this. Unless you have a name, people 

are not going to come. And then if you have a name, you got to take all the money that you make 

to pay them.  

So it’s very difficult. You know, Ethel’s Place which was right over here, across from the 

Meyerhoff, which should have been a big, big success, couldn’t make it in Baltimore. 

Q: Right. It wasn’t mismanagement. I mean, it’s just the audience wouldn’t come in the door. 

Murphy: They wouldn’t come in the door. And the black community in Baltimore has sort of 

evolved into kind of a inner, inner type of community. People go to things that are, where their 

fraternities are having something, or their sororities are having something, their little clubs are 

having dances. And then you leave there and you go home. It’s not that kind of walk the streets 

and drop in someplace. 

Q: Is that a change or was it? 

Murphy: Yes. That’s somewhat of a change because all the people who lived on Druid Hill 

Avenue, McCulloh Street, in proximity to Pennsylvania Avenue would at some time in this 

evening time take a little stroll over to Pennsylvania Avenue. Even if it was just to buy ice cream 

at Arundle’s. But people were there. People were on the streets, and that makes the difference 



Question from the audience: Do you feel like, it seems to me like there’s a parallel relationship 

with that whole scenario and like the quality of the music and the feel of the music that’s going 

on. Like, you know, in several cities all over the country there’s like a different quality about 

every one; there’s a different quality about Harlem which would make it not Harlem anymore. If 

there’s a different quality about East St. Louis, it’s not East St. Louis of ten years ago. And then 

the same thing with Washington, D.C. These are all places where I’ve lived. You know what I’m 

saying. How do you feel about quality of the stuff that’s going on? I mean, being you have to do 

what you have to do now in order to keep the scene alive. 

Murphy: Well, I think it’s kind of the music itself, and what people will actually come out to 

hear and pay money to hear. And so you have a lot of young people that don’t want kind of 

intimate music with the computers and what not that have become kind of a mechanical type of 

thing. The hip hop kind of thing is more of a, I don’t know how to say it. Part. 

Q: Yeah. 

Murphy: Yeah. And like, you know, to find what you would call an acoustical bass player is hard 

to find. People just don’t play acoustical bass. They play this electronic stuff. So it’s different, 

and I think Baltimore has got to come up with some kind of plan to satisfy a variety of tastes. 

Now we are particularly into jazz. I mean, I heard Herbie Hancock play. You know, this is, you 

know, to me that’s the end of the world. But to other people that’s not what they’re interested in, 

and that’s not really what they want to hear. And rap I don’t think is that pervasive as people 

kind of make you feel, but I do think that there is a certain element of rap and kind of hip hop 

and funk and that kind of thing that a lot of people want to hear, but there are no businesses or 

business people that really want to invest their money in that kind of listening or dancing or 

something relating to this music because there’s a lot of fear surrounding the music.  

And so, it’s, when Britton's opened up his restaurant down the street, and antique dealers and the 

people on this street said, yeah they would support him and support his liquor license and all that 

kind of stuff, but no music. And so he doesn’t have any music down there. We're trying to work 

out something between us.  

But it’s, as you say, it’s more to it than. It’s a complete change because certainly Harlem is not 

this Harlem that I read about in the thing. It’s certainly quite different from what Harlem was 

when I was a girl, when I was young, going into the various clubs and what not. So I think it is a 

knotty problem, and when you talk about quality, you know, you have to talk about whose 

quality. Was it my Aunt Blanche’s quality or my Aunt Bernice’s quality? They had different 

views of quality. So if you’re going to depend on tourism, you have to have a real variety. You 

have to have a cross-section of things that are going to appeal to different people. 

Question from the audience: I guess what I’m getting at is that it seems like it’s the same thing 

that happened before. There was at a time in the past when the opportunity wasn't out there, to be 

able to go anywhere and to have the type of music anywhere. So you had to kind of make your 

own, or go out on your own, or create a certain place where it would survive. And so you would 



find purity, for the lack of a better word. I guess I want to get your opinion on how the cycle’s 

going on or as we’ve seen the cycle before. 

Murphy: Yes. And it was, it’s sometimes around the musicians themselves. But there is a kind of 

cycle. Because as you know, even with the jazz, when they went into kind of the bee bop era and 

the kind of what they call straight ahead jazz and the cerebral jazz and the solos that would go on 

for two hours, etc., there were some people that just kind of got, you know, said I don’t really 

want to do that. And so, because of what the musicians had in their head and what the people had 

in their head was so different that the whole thing kind of just died down for a while. And I think 

you may see the same type of thing.  

I mean, when you said something about survival, that is what we’re trying to do. Trying to make 

some of this music that was made by some of these people survive. You know Beethoven didn’t 

write his stuff yesterday, but people go to the Meyerhoff and respond to it as if it was just done 

yesterday. And that’s what I would like to see. You know, in the classical vein they’re holding 

on to the music. So we’re interested in really holding on to the jazz and the contributions that 

have been made some really great people. 

Now, we’re just concentrating on Baltimore. I mean, if you go to East St. Louis and other places 

there are other great people who came forth and gave the culture, you know, just wonderful 

music. And everywhere I think throughout the country they’re trying to hold on to this, but how 

long it’s going to hold on I don’t know. 

Question from the audience: Why do you think people go to listen Beethoven and more 

traditional rather than jazz? Because when you think about it, jazz is the essence of American 

music. 

Murphy: Well, my feeling is, and, you know, I’m not, I will say I’m not an activist. But my 

feeling is that jazz came out of an African-American tradition, and you are going to find that 

Europeans are going to consider whatever they have produced better than something that has 

come out of the African-American tradition. That’s fundamentally part of it. The other part is 

that the whites have had a sense of preservation for a long, long time. African-Americans wanted 

almost to get rid of because we came out of slavery, etc., and were people that were ridiculed and 

that things that we did were kind of no good, etc. So that you find this kind of throw away kind 

of culture with African-Americans. 

I know Elizabeth Schaaf says that she goes and talks to various people, and they said, oh yeah, I 

had all these letters after my grandmother. I just threw that out. And, you know, and she’s tearing 

her hair out, if they just kept those letters.  

But I think whites have had a sense that their culture was very important and that it had to be 

preserved, and that these people like Beethoven and some of those other crazy composers in the 

European style were geniuses, and people just sort of announce them as geniuses because, you 

know, they were so crazy. And they felt as though whatever they did was very important to 

preserve. 



I mean, it’s kind of easier to preserve something from Miles Davis because he was such, you 

know, he was so crazy. If you say you have been doing something with Miles Davis, people kind 

of come and want to hear it than it is say something from Cab Calloway. But the idea of 

preservation and passing stuff down from generation to generation, and keeping this important is 

something that has not been a general, would you say, has not been important in the African-

American community. 

Q: Well, I guess just over the last twenty years. I mean, since "Roots" on TV and since Phil 

what’s his name who has an Afro-American memorabilia business, Phil Merrill. I mean, that sort 

of suggests that the time is much better now for a preservation effort like you’re engaged in than 

it was a short while ago. 

Yeah, last one. We got to let Ms. Murphy go. 

Question from the audience: To what extent do you see the culture of segregation as contributing 

to the development of African-American musical culture and perhaps its demise? 

Murphy: Happy that you should ask, and I’ll get these flyers for you. This year the African-

American, the theme for African-American History Month is the color line. You know, has it 

disappeared, is it still there, etc.? And there are going to be some lectures, and you may want to 

have some of these people come and speak to your class. 

Actually, this man is Dr. Bob Cattaliati. He’s a white guy, but he’s Italian and he’s kind of dark. 

He’s close. And he has, he’s done a lot of research on that particular subject of music and the 

color line. And you know over the years this has been a real problem. Equity in fees, getting into 

the recording studios, being able to go on the road and stay where your manager can stay. No, 

the manager can stay here, but you can’t stay here. 

The whole idea of the kind of written music and scoring music, etc. was not a real strength with 

African-American music or with black players. They were sort of playing from the heart or from 

the feeling and whatever. And so a lot of things were again kind of lost because they weren’t 

preserved and they weren’t written down. So the aspect of "what I’m doing is not that important" 

sort of played a role in all of this, the jazz and the color line. 

And, I mean, you can be really beaten down over this. My Aunt Blanche, who I mentioned, was 

arrested in the South because she had to go to the ladies room, and there was only a white only 

men’s room in this filling station. And being the woman that she is, she broke away, they said 

we’ll stop on the road, just squat. She said I’m not going to squat. I’m going in that men’s room. 

I’ve got to go to the bathroom. So she went into the men’s room, and when she came out, the 

sheriff or who else was there, and they took her down to the station. I don’t think they kept her 

for any period of time. But those kinds of things just kind of beat you down, you know, over a 

long period of time. And that’s why people, very talented people, got out of the business. And it 

has had, the segregation and the sort of discriminatory laws have had a real effect upon the 

music. 



My father I know many times had to play, he played with all white audiences a lot of times. And 

blacks were not able to come in. So his music maybe didn’t get the widespread thing around the 

black community simply because he had to go where he was booked and where it wasn’t that 

diversity of audience. 

Question from the audience: When you mentioned earlier about jazz being closed in the United 

States, I think that’s very like kind of not true, because in Europe it seems to be still flourishing 

there. There are even jazz camps in the summer over there. So that probably could change the 

scene in Baltimore, and you were mentioning the tourism. Are there any ways that you all have 

been thinking about maybe bringing the attention of other countries to the scene in Baltimore? 

Murphy: I haven’t at this point. I’m relying on people like Elizabeth Schaaf and people at 

Peabody that have all these contacts and what not. But, yes, that opening up and the diversity and 

the music that’s coming out of South Africa, interest in Third World music that’s beginning to 

develop that’s part jazz, that’s part ethnic. Ethnomusicology which at one time was part of most 

of the conservatories and then kind of died down, that I think that some of the conservatories 

now are going back into ethnic music. So all of that I think is quite important. 

And then this Saturday we’re having Ruby Glover and a girl named Maysa, a singer named 

Maysa who’s going to performing here. And they’re doing kind of a master clinic on jazz 

singing. And so I’ll give you some information on that. And then Coppin State College is having 

a series of lectures on the color line, and Bob Cattaliati is going to be speaking to some students. 

Next week, the 11
th

, I think we’re about music and the color line.  

Q: I want to thank you so much. It was a good interview really. [Applause] 

Murphy: Thank you. 

Q: And we’ll keep you in touch with our project as we’re going along. I’m sure you’ll hear some 

of the results of it. Thank you again. 

Murphy: I’m on the, and also on the school board, and it isn’t very often I get applause from 

students. 

END OF INTERVIEW  


