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A TOI (Ton Nom)
Alain Robert
Les Editions Delco

AMERICAN WOMAN

Randy Bachman/Burton Cummings/
Jim Kale/Gary Peterson
Expressions Music/Cirrus Music

AS THE YEARS GO BY
Pierre Senecal

Makhan Music/

Blackwood Music (Canada) Ltd.
THE BALLAD OF
MUK-TUK ANNIE

Bob Ruzicka

Pet-Mac Publishing

LE BATEAU DU BONHEUR
Terry Jacks

Gone Fishin’ Music Limited

THE CALL

Gene MaclLellan

Beechwood Music of Canada
THE CHANT

Ron “Skip” Prokop/Paul Hoffert
Mediatrix

COUNTRYFIED

Dick Damron
Beechwood Music of Canada

CRAZY JANE
Tom Northcott
Vancouver Music Publishing Company

THE FACE OF THE SUN

Anthony Green/Barry Stagg
Greenstagg Publishing Co.

GIVE US ONE MORE CHANCE

Michel Pagliaro
Summerlea Music Limited/
Lapapala Music

GOIN’ DOWN THE ROAD

Bruce Cockburn

GOIN’ TO THE COUNTRY
Bruce Cockburn
Bytown Music Ltd.

BMI

ratulations!

HAND ME DOWN WORLD
Kurt Winter
Sunspot Music/Expressions Music

HELLO MELINDA GOODBYE

Les Emmerson
Arelee Music

HEY, THAT'S NO WAY
TO SAY GOODBYE

Leonard Cohen
Stranger Music Inc.

IF YOU'RE LOOKIN’

lan Thomas
Dunbar Music Canada

ILY A SI LONGTEMPS
Pat di Stasio
Les Editions Modeles Enr’g.

I’'M GONNA CAPTURE YOU
Terry Jacks
Gone Fishin’ Music Limited

INDIANA WANTS ME
R. Dean Taylor
(Jobete Music Co. Inc.)

J’Al MARCHE POUR
UNE NATION

Michel Pagliaro
Densta Music

JUST BIDIN’ MY TIME

Gene MacLellan
Beechwood Music of Canada

LUCRETIA MACEVIL
(David Clayton Thomas)
Bay Music Company Ltd.

MAN THAT'S COFFEE

Terry Bush
(Irving Music Inc.)

MORNING, NOON AND
NIGHTTIME TOO

Brian Browne
Beechwood Music of Canada

MY SONG FOR YOU

Larry Mercey
Mercey Brothers Publishing Co.

NO SUGAR TONIGHT

Randy Bachman
Friends of Mine Ltd./Cirrus Music

ODE TO SUBURBIA
Bob Smith
Pet-Mac Publishing

ONLY YOU KNOW
AND | KNOW

David Mason
(Irving Music Inc.)

SASKATCHEWAN

Jim Roberts
Beechwood Music of Canada

SHARE THE LAND
Burton Cummings
Expressions Music/ Cirrus Music

SI TU VEUX ME GARDER
Jean Fortier
Les Editions de I'Herbe

SING HIGH SING LOW

Brent Titcomb
Open Hand Publishing

SNOWBIRD

Gene MacLellan
Beechwood Music of Canada

SOLO FLIGHT
Mike McQueen
Sunspot Music

THE SONG SINGER
Rick Neufeld
Laurentian Music Limited

STOP, (WAIT A MINUTE)
Richard Wamil/Verne MacDonald
Sunspot Music

TEN POUND NOTE
Jay Telfer
Belsize Park Music

Brackets indicate Broadcast Music, Inc. affiliate

BMI Canada is proud to award these
Canadian authors, composers and publishers
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EDITORIAL

It was something of a shock to read recently that Jazz Monthly, one of the few magazines in the English
language to treat the subject of jazz seriously, had folded. There is still some hope that it will be reborn
in the guise of a blues and jazz monthly but it accentuates the inherent difficulties in the publication of jazz
periodicals. One of the principal factors in the collapse of Jazz Monthly would appear to be the lack of
advertising. In most recent issues this was virtually non-existent and until such time as there is subsidy
for magazines it is virtually a necessity to have advertising.

There is one other directionfor a jazz publication to take if it intends surviving. It can broaden its scope
and assimilate some of the money floating round the periphery of the pop world. This has been the course
of action taken by American magazines - but the hard-core jazz enthusiast is often disillusioned by this.
So much sothat it is safe to assume that only a small percentage of the readers of both Down Beat and Jazz
And Pop are actually jazz fans first and foremost.

The question one might ask is - is therereally enough people enthusiastic enough to support a periodical
devoted to jazz? Well, Jazz Journal is still actively publishing and we have no intention of giving up our
particular struggle to bring news and views about jazz to those who are fascinated by this great music. We
value your patronage and appreciate what efforts you take in spreading the word about our magazine.

Coda Publications, P.O, Box 87, Station J, Toronto 6, Ontario, Canada. Second class mail registration
number - 1134. Subscription rate $6.00 (U.K. 40/-) for 12 issues. $3.50 (U.K. 25/-) for six issues.
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ETHEL WATERS

ON RECORD
ARTICLE JOHN NELSON

InMarch 1921, Ethel Waters at the age of twenty-one
made her first recordings for the Cardinal label.
Four years earlier, in 1917, she had joined a vau-
deville team appearingatthe Lincoln Theatre in Bal-
timore. Subsequently, she toured the black theatre
circuit in the south with another team, and soon be-
came known as ""Sweet Mama Stringbean''. Coming to
New York, she remainedfor several years at a spea-
keasy named Edmond's Cellar. It was while she was
still at Edmond's that her first Cardinal records

were made. Two months later, in May 1921, she
signed with the Black Swan Record Co. which had
just been newly formed and which described itself
asthe "only genuine Colored Record'. Ethel Waters
became one of the stars of Black Swan Records which
were produced by the Pace Phonograph Company.
From some twenty-two titles made for Black Swan,
thirteen have now been reissued on Biograph BLP-
12022, Ethel Waters ""Oh Daddy' 1921-1924.

The title of this LP comes from the name of the
first tune by Ethel Waters which was issued on Black
Swan 2010, coupled with Down Home Blues. (The
label of this disc is reproduced in color in the
TIME-LIFE series The FabulousCentury, Volume 3,
The Twenties.) Accompaniment on these two titles
isby Cordy Williams Jazz Masters: -unknown trum-
pets, Henry Brashear (trombone), Edgar Campbell
(clarinet), Cordy Williams (violin), Fletcher Hen-
derson (piano). For One Man Nan, There'll Be Some
Changes Made, Memphis Man, Midnight Blues, That
Da-Da Strain, and Georgia Blues, Ethel Waters is
accompanied by her Jazz Masters with a collective
personnelincluding: Garvin Bushell (alto, clarinet),
June Clark or Howard Smith or Joe Smith (cornet),
Clarence Robinson (clarinet), Fletcher Henderson
(piano), Johnny Mitchell (banjo), Henry Brashear
(trombone). Two titles (At The New Jump Steady
Ball and Oh Joe Play That Trombone) have an un-
knownpersonnel - trumpet, trombone, clarinet, and
piano. For a change of pace, a pianist alone, J.C.
Johnson (NOT James P.) accompanies Ethel Waters
onYou Can't Do What My Last Man Did, Ethel Sings
'Em, and Sweet Man. In that J.C. Johnson is listed
as the composer of two of these numbers, we can
only wonder why Fletcher Henderson was not the pia-
nist, as he was musical director for the Black Swan
label. In 1924, Pace sold his Black Swan catalog to
Paramount Records of Chicago and Ethel Waters
continuedto record for this company. The last title
onthe LP is from Paramount Cravin' Blues, and we
can argue all day about the personnel if you wish -
take your pick between Joe Smith or Tommy Ladnier
(cornet), Johnny Dodds or Buster Bailey (clarinet),
and Jasper Taylor or Kaiser Marshall (drums) - at
various times all have been touted as members of
pianist Lovie Austin's Serenaders, whose group this
is.

ThisBiograph LPfillsa large gap for the collector
of the earliest and most historical recordings of Ethel
Waters. Asusualwith Biograph, the "original sound
qualities have been retained and no artificial echoing
or rechanneling has been introduced". Chris Albert-
son's informative notes on the sleeve span Miss Wa-
ters' recording career from the twenties to the for-
ties. Without a doubt this LP is essential to the
recorded biography of the great Ethel Waters.

In 1925, Ethel Waters replaced Florence Mills at
the Plantation Club in New York where she introduced
the then new song Dinah. She then signed with Col-
umbia records as an "'exclusive artist' and her ap-
pearances on this label ranfrom April 1925 to Fe-
bruary 1934 and included well over eighty titles.
Before delving into Ethel Waters' records on Colum-
bia, mention must be made of two important LPs of
which most CODA readers are probably totally una-
ware.
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These two outstanding recordingsare on the WORD
label, '"The Finest Name In Sacred Music': Ethel
Waters Reminisces (WST 8107) and His Eye Is On
The Sparrow (WST 8044). On 8107, she is backed
by her longtime friend and accompanist Reginald
Beane. For years until her death in 1936, Pearl
Wright had been Ethel's pianist on most of her per-
formances. Reginald Beane then took over, and of
him Ethel Waters has said: "'You can feel understan-
ding and help coming out through his fingers to you.
He has a great gift of knowing what I want before I
have a chancetoaskforit.' In effect, this recording
isagenerous second helping to the Monmouth-Ever-
green LP by Ethel Waters which was so enthusiasti-
callyreviewed (with complete justification) by Wayne
Jones in the December 1969 issue of CODA. One of
the major differences is that the Word issue is a
studio recording, whereas the Evergreen featured
live performances. In further contrast, the Ever-
green was devoted mainly to show tunes - the Word
LP contains practically all traditional titles and spi-
rituals. Six of these are in medley form: Here Is
One/City Called Heaven, Choose Now/Shall You,
Shall I, and Oh, How I Love Jesus/To Me It's Won-
derful. There are two fine compositions by pianist
Beane: He's With Me Each Step Of The Way and My
Saviour WillAlways Be There. The remaining titles
are: I Am A Pilgrim, Motherless Child, He's All I
Need, Little Black Boy, Cabin In The Sky, Crying
Holy Unto The Lord, I Cannot Fail The Lord, Is It
Well With Your Soul?

All these are sung in the inimitable Ethel Waters
style - amoving mixture of deep reverence and humi-
lity, with a complete understanding of the meaning
of all the words of each song. Beane's deft accom-
paniment is light and sparkling, or dark and sombre,
depending on the happiness or sadness of each par-
ticular title.

On the Other Word LP, '"His Eye Is On The Spar-
row', Ethel Waters is accompanied by a choir and
orchestraunder the direction of Paul Mickelson who
also made all the arrangements. Apartfrom the
album title (also the title of Ethel Waters' autobio-
graphy, unfortunately out of print) this LP again
concentrates on traditional Spirituals. On two of
them, In His Care, and When The Trumpet Sounds,
Ethel Waters sings duets with herself, by means of
effective re-recording. The use of an ethereal and
celestial choir on a slow version of Just A Closer
Walk With Thee makes this a very moving number.
In fact, the emotion felt by Ethel in recording the
next two titles (I Just Can't Stay Here By Myself and
Mammy) was so great that she broke down and wept,
causing several re-takes. The use of rhythmic or-
gan, piano, bass, and guitar on the happier spiri-
tuals such as Joy To My Soul are in sharp contrast
to the choir and full orchestra featured on moving
versions of Deep River, Nobody Knows The Trouble
ISee, and Stand By Me. Asthe liner notes point out,
Ethel Waters artistically and reverently sings the
songs of her people, and expresses their hopes and
faith. This is very evident on the final three titles
of this excellent recording: Crucifixion, I Do Don't
You, Partners With God, and in a Gospel Medley.

I stronglyrecommend that you add these two Word
recordings to your Ethel Waters collection. If you

cannotfind them in your local Bible Book store, you
can write direct to Word Inc., Waco, Texas 76703.
The price is $4.98 each plus $0.50 postage per re-
cord. In Canada, write to Word Records Ltd.,
P.0O. Box 6900, Vancouver 3, British Columbia.
ThepriceinCanadais $5.98 each plus $0.50 postage
per record.

Now let us get back to the Columbia Story as it
affects Ethel Waters. Back in 1961, Columbia was
reissuing older material in boxed three-LP sets,
and it was agreed that Miles Kreuger and Frank
Driggs would co-produce an Ethel Waters album,
Kreuger to concentrate on her show and film reper-
toire, while Driggs would take care of jazz and blues.
Atthe endof 1961, Kreuger left Columbia, and Driggs
haddrifted off into other projects. Later, Columbia
decided to go for a two-pocket Hall of Fame set,
with Kreuger (now free-lancing) and Driggs splitting
the contents fifty-fifty. But let Miles Kreuger relate
the rest of the sad, sad story:- '"Then someone in
the sales department suggested that perhaps the two
records should be released as two singles, so that
someone who cares for show music need not have to
purchase the other repertoire etc. We were upset,
but perhaps foolishly agreed. I completed my half
of the proposed pair of albums and discovered that
although it was scheduled for release, the sales de-
partment had cancelled Frank's album. Naturally,
Iwasangered that they would do such a thing without
telling either of us; and I felt guilty that my . album
would be issued and not Frank's. He did graciously
assure me that he had become inured to such corpo-
rate whims, and I shouldn't feel bad about it, "

The single LP to which Miles refers is Ethel Wa-
ters On Stage & Screen 1925-1940 CL 2792 (CS 9592).
This contains sixteen titles, six of which were ori-
ginally issued on some obscure Liberty Music Shop
78s, and which, luckily for us, were acquired by
John Hammond for the Columbia reissue. (A review
of thisdiscison page 18, of the August 1970 CODA.)
However, this leaves only ten titles reissued from
Ethel Waters'entire Columbia output - a far cry from
the forty-eight titles originally planned. It is any-
one'sguess how long this LP will remain in the cata-
log, and I suppose we should all be thankful for small
mercies. It is merely frustrating to dwell further
on what might have been. There are three more
Ethel Waters tracks, two in Epic reissues ("Early
Thirties" and '"Those Wonderful Girls') and one in
the Columbia "Twenties' set, but it appears unlikely
that more titles will ever be pried loose from this
label's vaults.

Maybe Columbia redeemed themselves somewhat
with their Blackbirds of 1928 (OL 6770). True,
Ethel Waters is only heard on three titles - two with
Duke Ellington (Porgy and I Can't Give You Anything
But Love), and one with the Cecil Mack Choir (St.
Louis Blues). The set is, however, beautifully pro-
duced (by our disgruntled friend Miles Kreuger!)
and contains many items of interest. (See John Nor-
ris'comments page 28, August 1970 CODA.) I have
often wondered if Columbia was prodded into issuing
this LP by the appearance of the Sutton "drugstore
label'" reissue of basically the same titles. There
is one important difference - the Sutton stuck to the
original ""A''takes of the ancient Brunswicks, whereas
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the Columbia used different takes on four Ellington
titles. (The three Ethel Waters takes are the same
on both issues.) It is again problematical how long
the monaural Columbia will remain available. The
Sutton is long gone, but if you feel you must have a
copy, drop me a line ¢/o CODA.

Mention must be made of Ethel Waters' version of R A0C UL LU WO 7T
ICan't Give You Anything But Love in the Blackbirds
Columbia LP. She does an excellent vocal imita-
tion of Louis Armstrong, and not content with that,
uses her voice to impersonate his famous trumpet
coda - something you might expect Adelaide Hall to
attempt - but no, it's Ethel - demonstrating another WHEN IS A NOISE GOOD ?
facet of her vocal artistry, years before everyone
and his sister found it fashionable to be "Copyin'

england

Louis'". " the good noise " is pro-
The remainder of Ethel Waters' recordings for duced on a system that
other labels seem destined to remain in limbo, un- ‘::;Lfs'"': g I::Z:Jmi _b'ue;s
. B ogue, n nning to

less we canpersuade Historical or any of those .other 240 pages . The entire cat-
(TOM) cats to come to the rescue. In the period of alogue, plus free addition-
August 1934 to January 1938, eleven or twelve titles al sheets covering the next
appearedon Decca (and English Brunswick), including 12 months, can be yours for

$2.00 post free .

a memorable Miss Otis Regrets. One title, Dinah,
from September 5, 1934, has been reissued on The
Wonderful Thirties, Decca DEA 7-2. In 1938-9, she
recorded with Eddie Mallory's orchestra (on piano:
Reginald Beane), andtwelve tunes appeared on Blue-
bird(alsoonEnglish HMV). These would have made Send for information. fres
anideal packagefor the late lamented Victor Vintage AL e (I B
label - along with two numbers she recorded with plete catalogue .
Herman Chittison in 1947,

In 1946, Harry Lim had Ethel Waters in his Con-

Furthermore we have the jazz
mail order service to back it up

tinental studio for four lumbering 78s, in which she

is accompanied somewhat ruggedly (or raggedly) by

J.C. Heardand hisorchestra, the pianist again being
Mr. Beane. In the early halcyon days of LP, these 2

eight titles were nicely packaged on to a ten-inch

Remington. Subsequently, Lim decided to get more
mileage out of his original recordings, and trotted
out just six of the eight titles on a twelve-inch LP in ¢
his Jazz Collectors Series (CLP 16008). He padded
out his frustrating package with some tedious offer-
ings by Sabby Lewis, Dorothy Donegan, and Cozy PhOD(Z,
Cole.
In 1947, Ethel Waters recorded six titles for Mary A N 9R3- o887

Howard Records, which for some reason had no ca- 925 A 8565
talog numbers. These, along with a further six
tunes, were issued on Mercury LP MG 20051. If

anyone is willing to part with a copy of this recor- 0
ding, or can supply a tape, please let me know.
I have attempted in this article to sketch the re- (/‘J C?..h
cording career of Ethel Waters, and to highlight
thoserecords of hers which are currently available. Co

This great artist has not only excelled in the recor-
ding studiosbut is equally famous for her great per-
formances on the stage, in movies, and on televi-
sion. Certainly, there is comparatively little avai-
lable from her long recording career. The Biograph
andthetwo Word LPs are perhaps an unexpected bo-
nus to add to the outstanding Monmouth/Evergreen
and the Columbia. Biograph has already released
a second volume of her earliest recordings - let us
hope for more good news from other sources.

My thanks and acknowledgements to Bob Fertig,
Chris Albertson, Arnold Caplin, Gerry Scott, Miles
Kreuger, and Dave Dixon.
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FROM THE CREATIVE WORLD

the most

significant force

in modern
contemporary music

1001—-KENTON'S CHRISTMAS:
Arrangﬂbﬂflﬂ(:armuchael and Stan Kenton

O Tannenbaum

The Holly and the lvy

We Three Kings of Orient Are
Good King Wenceslas

The Twelve Days of Christmas
Once In Royal David’'s City
God Rest Ye Merry Gentlemen
O Come, All Ye Faithful
Angels We Have Heard On High
O Holy Night

Christmas Medley

1002—NEW CONCEPTS OF ARTISTRY IN RHYTHM:

23°N - 82°W Bill Russo
Young Blood Gerry Mulligan
Portrait of a Count Bill Russo
Invention for Guitar & Trumpet Bill Holman
Improvisation Bill Russo
Frank Speaking Bill Russo
My Lady Bill Russo
Prologue (This is an Orchestra)
1003—CONTEMPORARY CONCEPTS:

What's New Bill Holman
Stella By Starlight Bill Holman
| Got You Under My Skin Bill Holman
Cherokee Bill Holman
Stompin At The Savoy Bill Holman
Yesterdays Bill Holman
Limelight Gerry Mulligan

1004—KENTON IN STEREO:
(originally released on Capitol as "Kenton In Hi-Fi"

Artistry Jumps Stan Kenton

Interlude Pete Rugolo
Intermission Riff Ray Wetzel
Minor Riff Pete Rugolo
Collaboretion Pete Rugolo
Painted Rhythm Stan Kenton
Lover Pete Rugolo
Peanut Vendor Stan Kenton
E ager Beaver Stan Kenton

Concerto To End All Concertos
Artistry In Boogie

Stan Kenton
Pete Rugolo

1005—LUSH INTERLUDE:
Arranged by Pete Rugolo

Interlude

Collaboration

Opus In Pastels

A Theme For My Lady
Artistry In Bolero

Concerto To End All Concertos
Machito

Theme To The West

Lush Waltz

Artistry in Rhythm

1006—-THE CITY OF GLASS & THIS MODERN

WORLD:
Composed & arranged by Bob Graettinger

Entrance Into The City
The Structures

Dance Before the Mirror
Reflections

A Horn

Some Saxophones

A Cello

A Thought

A Trumpet

An Orchestra

AVAILABLE L.P. ALBUMS WITH TITLES

1007-WEST SIDE STORY:
Zvrangements by Johnny Richards

Prologue
Something’s Coming
Maria

America

Tonight

Cool

| Feel Pretty
Officer Krupke
Taunting Scene
Somewhere

1008—CUBAN FIRE:
Composed & Arranged by Johnny Richards

Fuego Cubano

El Congo Valiente
Recuerdos

Quien Sabe

La Guera Baila

La Suerte De Los Tontos

1009—INNOVATIONS IN MODERN MUSIC:

Franklyn Marks
Stan Kenton

Trajectories
Theme for Sunday

Conflict Pete Rugolo
Incident In Jazz Bob Greettinger
Lonesome Road Pete Rugolo
Mirage Pete Rugolo
Solitaire Bill Russo
Cuban Episode Chico O’Farrill
1010—-ADVENTURES IN JAZZ:

Turtle Talk Dee Barton
Stairway To The Stars Bill Holman
Limehouse Blues Bill Holman
Malaguena Bill Holman
Misty Gene Roland
Waltz of the Prophets Dee Barton

Body and Soul Sam Donahue

1011-ADVENTURES IN TIME:
Composed and arranged by Johnny Richards

Commencement
Quintile

Artemis

March To Polaris
Septuor From Antares
Artemis and Apollo
Apercu

1012-ADVENTURES IN BLUES:
Composed and Arranged by Gene Roland

Reuben’s Blues
Dragonwyck

Blue Ghost

Exit Stage Left

Night AT The Gold Nugget
Formula SK-32
Aphrodisia

Fitz

The Blues Story

1013—LOS ANGELES NEOPHONIC ORCHESTRA:
Fanfare

Prelude and Fugue
Passacaglia and Fugue
Music for an Unwritten Play
Adventure In Emotions

Hugo Montenegro
Johnny Williams
Allyn Ferguson
Jim Knight
Russ Garcia
1014—PRIVATE PARTY
(Contents as described elsewhere in this brochure)

1015—-STAN KENTON AND HIS ORCHESTRA LIVE
AT REDLANDS UNIVERSITY

Here's That Rainy Day Dee Barton
Minor Booze Willie Maiden
Tico Tico Bill Holman
We Almost Made It This Willie Maiden
Time, Didn’t We?
Chiapas Hank Levy
MacArthur Park Dee Barton
More Peanut Vendor Stan Kenton
Bon Homme Richard Ken Hanna
Hey Jude Steve Spiegl
Tiare Ken Hanna
Terry Talk Willie Maiden
Granada Bill Holman
Theme Stan Kenton

1023-KENTON PRESENTS

Art Pepper
Maynard Ferguson
The Halls of Brass
Evening in Pakistan
June Christy
House of Strings
Shelly Manne
Soliloquy

Shorty Rogers
Shorty Rogers
Bill Russo
Franklyn Marks
Stan Kenton
Bob Graettinger
Stan Kenton
Johnny Richards

1024—KENTON/WAGNER
Arrangements by Stan Kenton

Ride Of The Valkyries

Siegfried’s Funeral March

Prelude to Act | of Lohengrin
Prelude to Act |1l of Lohengrin
Preiude to Tristan und Isolde
Love-Death from Tristan und Isolde
Wedding March from Lohengrin
Pilgrims’ Chorus from Tannhauser

1025-ADVENTURES IN STANDARDS
Arrangements by Lennie Niehaus

Some Enchanted Evening

Begin the Beguine

It's All Right With Me

Make Someone Happy

Old Devil Moon

Gigi

Come Rain or Come Shine

Almost Like Being In Love

Just In Time

If | Were A Bell

Bewitched, Bothered & Bewildered
I've Grown Accustomed To Her Face

1026—KENTON SHOWCASE
Composed & Arranged by Bill Holman
Bags

Hav-A-Havana

Solo For Buddy

The Opener

Fearless Finlay

Theme & Variations

In Lighter Vein

King Fish

Composed & Arranged by Bill Russo:

A Theme of Four Values
A Study For Bass

Blues Before & After
Bacante

Thisbe

Egdon Heath

Sweets

Dusk

1027-COLLECTOR’S CHOICE

Southern Scandal
Santa Lucia
September Song
Artstry in Tango

Stan Kenton
Pete Rugolo
Stan Kenton
Stan Kenton

Dark Eyes Stan Kenton
Sunset Tower Stan Kenton
Pagliacct Pete Rugolo

Laura Stan Kenton
What's New Shorty Rogers
Viva Prado Shorty Rogers

$5.50

Coda Publications,
P.O. Box 87, Station J,
Toronto 6, Ontario, Canada.



I was brought up with the language of jazz, ’
from the beginning when I first started

wanting to play the music, and learned

the way a jazz musician learns how to i

play the language, by just playing with

musicians. I started playing when I was
about eighteen in Los Angeles. I played

with Paul Bley, Hampton Hawes, Ornette ' ‘

Coleman in 1956/57. I met Ornette in

1957, but I guess I worked with almost

every musician who was in Los Angeles.

Most of the musicians in Los Angeles now

are all in the studios and there isn't that e
much jazz there anymore. But there were ‘
very many great musicians in Los Ange-

les then, that you probably would never

hear about. There was a fantastic bass

player named Clarence Jones who is dead

now. Carl Perkins, the pianist, is dead

tooand Elmo Hope was out there then, and
of course, Harold Land was there. There
were great drummers, Frank Butler and
Laurence Marable, some great musicians,
but it's not like that anymore. But we
came east because it was like a calling.
It was the time to go. We had been re-
corded by Atlantic already and Ornette
and Don Cherry had gone to the school of
jazz in Lenox the summer before and had
been approached to play in New York and
Ornette accepted it.

I know some of the younger musicians
now playing in New York, are schooled
and some aren't. I think it's about the
sameratioas it was, or has been. Schoo-
ling is a very funny thing when you think
about it in any art, whether it be painting
or writing or whatever it is. I never could
decide whether to go to sehool. . .I started
it in school, inthe music school, but I was
trying to make a decision, whether or not

to stay in school or drop out, because L
wanted very much, at the time to play jazz

L 1




andIhada feeling that what I was learning
in school wasn't helping me to further learn
the language of jazz improvisation. I
found out later that that was true - ina
way you almost have to learn it while you
are playing.

Iwish nowthatI had stayed or gone back
later, but under the circumstancesIdidn't.
But now I've been studying writing on my
own, and I just got a Guggenheim fellow-
ship for music composition this year,
which I was very grateful to get and I'm
applying for another one somewhere else
next year. If you dedicate your life to
playing creative music (we're speaking
specifically now of the United States which
is jazz), you almost have to resign your-
self to the fact that you're not going to be
very well off financially. So you have to
make several decisions after you discover
that, whether or not to play commercial
music or go into the studios or apply for
fellowships, try to keep playing the music
that you've dedicated your life to. So
that's what I've been doing because I don't
feelright playing in the studios. I've tried
it, since I've been back in New York, and
it'sanother world, and it's not my world.

I never studied music other than about
a half a semester at a college of music,

which was theory and piano. There was
actually a bass teacher there but it wasn't
really long enough to get anything happening
with him, but I did later on study with a
gentleman who had played the first chair
bass inthe Philharmonic under Toscanini.
His name was Herman Reinzig and he's
dead now. He was a phenomenal bass
player, and he was in his eighties at the
time. I know Charlie Mingus, Ray Brown

and Red Mitchell studied with him, and I
had several lessons with him but I didn't
continue them. I wish I had.

For the last five years or so, I've been
wanting to make some kind of musical
statement and communicate to people the
importance of changing the environment
that's around us every day in the United
States. I guess it was two years ago when
I started playing the music on the Libera-
tion Music Orchestra album. The songs
were added as they were written and the
thought of putting the album together came
about. I was going to record companies
with my feelings about what I wanted to do
and as soon as I mentioned the political
theme of the album, I was usually turned
down. They wouldn't give that reason but
they told me that they didn't think it would
sell any records, but most jazz albums

don't really sell any records anyway. So
Iknew. FirstI had to make the decision,
which was a very hard decision to make,
of whether or not to record on a large re-
cord label, because tome the large record
companies are apart of the profit system,
that is stifling creativity and killing mil-
lions and millions of people all over the
world. So to put the album out on one of
those labelstook away from the meaning of
the album for me. And I wanted to put it
ona small label that wasn't connected with
that corporate structure, but then I started
thinking about...I want people to know
about the album, I want people to be able
to find it. Most small labels don't have
any distributionat all because distribution
is more or less controlled by the large
record companies. And so I was almost
forced into making a decision of recording
for a large label if I wanted people to know
about the record. So I recorded on Im-
pulse.

The resulting record is what I wanted
considering the amount of time we had to
do it. Most famous groups that make a
lot of money for record companies can call
their own shots as far as taking time to
make an album. We had three sessions,
each session being three hours; and the
first session was completely lost because
they brought in the wrong equipment. We
did it remote at Judson Hall with an invited
guest audience. I wanted members of
different political groups to be there, and
I also invited the veterans of the Abraham
Lincoln Battalion who had fought in Spain
in 1937, andtheir families to hear the mu-
sic from the Spanish Civil War that we
did. And the remote equipment that they
brought in the first night was the wrong
equipment. Everything that we recorded
was lost. So that left two three-hour ses-
sions to do the whole album in.

Almostallof the music was recorded in
one take, and a lot of it wasn't even re-
hearsed. We had a couple of rehearsals
just on our own, but it was very hard for
some of the musicianstomake rehearsals,
because I wasn't able to pay anyone. We
justhadto more or less get together when
we could on our own and do it. And a lot
of other things went on at this session with
the so-called producer who almost des-
troyed the whole thing. But it finally got
recorded. And then after it was recorded
I had to fight to get it released, because,
Bob Thiele, the producer was in the pro-
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cess of leaving Impulse then and starting
his own company which is called "Flying
Dutchman'' now. And after the record was
completed, he hadbroken away completely
from Impulse, and he just sent the test
pressingto Impulse in Los Angeles. They
didn't treally know what the record was
about ‘or anything, because they weren't
involved in it. He wasn't actually produ-
cer, because I produced the record, I de-
signed the cover, I wrote the liner notes,
Igot the musicians together. He was just
there timingthe takes, and making every-
thing miserablefor everyone. But as soon
as they read my notes, which I was very
polite in writing they called me up and said
we can't release this, you have to change
some of the notes, and you have to change
the title. At my own expense, I flew to
Los Angeles and I had to talk to them on
their level which was a financial profit
making level and finally talked them into
releasing the album. If I had said what I
really wanted to say, they would never
have put it out. So I held back and was
polite in what I said.

And then after it came out there was no
promotion on it until it started winning
awards. And then there was an article in
Rolling Stone. Someone there had found
out about Impulse not promoting the record
and they wrote a whole thing about putting
the executives of Impulse down for not
supporting their recording artist, why
does a label go to the trouble and expense
of recording someone, and then not stand
behindthem, and promote the album. And
as soon as they read that they called me
and said they would give me two ads, and
I was afraid even about the ads because
there had been some political albums out
that had taken advantage and almost ex-
ploited the peace movement. That's hap-
pening a lot in rock music, and I didn't
want that to happen. SoI told them how I
wanted the ad, and they did it the way I
wanted and it was okay.

The album hasn't done as well in the
Statesasit'sdone in Europe and in Japan.
It's sold ten thousand copies in Japan. It
won best album of the year in Japan, and
it wonthe Grand Prix in Paris, and I guess
it's one of the best selling jazz albums in
France, and also I just found out that it
wasthe second best selling album in Den-
mark. When it was released in Europe,
we werethere at the time, and I got to see
some of the response from it. It caught
on to young people especially. I wish it
could have a chancetodothat in the States.
It hasn't really had any promotion other
than just the reviews that have been in
different publications. Rampartsreviewed
the album, and it's the first record that
Ramparts magazine ever reviewed. The
reviews have been rave notices and it
alsoplaced third in the Downbeat Interna-
tional Critics poll, which surprised me.

I had listened to a lot of music from
different revolutionary conflicts to find
music that was also conducive to impro-
vising, and I found the music from the
Spanish Civil War to be closer to that.
My wife, Ellen, knew some people who had
fought in Spain and the way I first heard
the music from the Spanish Civil War was
through her; and we didn't do nearly all
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the songs that came out. These were
mostly songs from the Abraham Lincoln
Battalion - the Americans who volunteered
togothere andthey're all old Spanish Folk
Songs that had new words added to them
in wartime. But I wanted to use the songs
not only because of their power and beauty
but also because they 're relevant to what's
happening in the United States, as far as
the people losing their freedom, just like
the people in Spain. They had just voted
in a democratic government and the Civil
War broke out almost gradually. The five
generals who were involved on the right,
including Generalisimo Franco, with the
help of Mussolini's troops and Hitler's
troops outnumbered the people of the Spa-
nish Republic. They asked for help and
fifty-seven differentcountiressentvolun-
teers. Not as countries, asindividuals,
right. The United States remained neutral
by choice and made it known that they were
remaining neutral. And then there were
about 3, 000 volunteers who went from the
United States to fight. Over half of them
werekilled. The oneswho came back went
backagain to fight Hitler a second time in
World War II - as American soldiers.
They were never sanctioned for their
bravery or for their role in the Spanish
Civil War at all, and most of them were
black listed and called communists. It
was difficult for them to find work when
they came back.

I wrote Song For Che, when I learned
about Che being murdered. After comple-
tingthe song, and thinking about putting it
onthe record, I wanted to have something
from Cuba on it, because it was very im-
portant to me, just the same as it was to
haveactual 1936 recordings, superim-
posed on the Spanish Civil War songs from
Spain.

Barbara Dane has an enormous collec-
tion of Folk music, all kinds of music,
and political music. She had taped Carlos
Puebla singing in Havana and this was one
of his songsthat she had and it's also about
Che, andI wanted to superimpose his song
under mine and use the line where he sings
Che'sname. I wrote him a letter, in Ha-
vana asking his permission to do it, as
one musician composer to another, and
sent him the music to Song For Che. He

wrote me back, and he was very pleased
to get my letter and he said Song For Che
was very beautiful and he wanted me to
send him the words to it so he could sing
it on Havana radio. But he said as far as
having his permission to superimpose his
song onmy album he said I didn't need his
permission, because there's no copyright
laws in Cuba, the music belongs to the
people, which is the way it should be. So
Iwas very grateful that I could put that on
the album because it's very meaningful,
as far as Che is concerned, to the song.

Carla Bley wrote out the horn parts.
The songs in the Spanish Civil War were
more or less as they were written on the
original arrangements that we have from
the soundtrack of analbum from "Le Chant
du Monde" in Paris, and the Song Of The
United Front was a piano arrangement of
Hans Eisler's which was changed just
slightly and she and I worked together on
that. Then she wrote the arrangements
for all of her compositions and Ornette's
War orphans and We Shall Overcome.
She'safantastic writer and arranger, and
I'm glad that she was able to do it, be-
cause I don't think anyone else could have
done it the way she did.

I had played with all of the musicians
before in different groups, and I knew all
of them, and was very close to them. So
it wasn't very difficult to decide who I
wanted to play with on the album. It usu-
ally works out that a person who has crea-
tivity inside of him also has an awareness
inside of him and a sensitivity inside of
him that's very close tothe meaning of
what life is, and that's politics too. Be-
cause of the oppression of people, the
reality of racism, politics isalmost forced
onyou, if you're a sensitive person at all!
If you're aware or if you care about life,
it's almost forced on you and you have to
learn how to say the word because that's
the wordthat describes what you're trying
to do to try to change wherever you're li-
ving into a better place to live.

I hope my music is having some kind of
impact. That's why I'm doing it. I'm
certainly not doing it for me; I'm doing it
for people, and the next album, if I ever
get that one recorded, is going to be about
what's happening right now in the United
States. Differentpolitical movements that
have gotten together because of the survi-
val of our oppressed minority race, the
Panthers, the Young Lords and the Chica-
nosandthe American Indian. Also there's
going to be a song by Theodorakis about
what's happening in Greece.

Ifeelthatas a leader, if I am presented
as a leader on recording or concert per-
formance, I have no choice but to play
about what I feel is the most important
thing to play about. I feel that I can't play
about love and joy as long as there's ra-
cism and starvation going on. I'll never
really beable to feel the full feeling of joy
or love in its fullest potential as long as
there are people dying and I know that I
have to do something about it. I really
feel that strongly.

This article was originally an interview
conductedby Ted O'Reilly of CJRT radio.
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"l had seen '"Kat' around The Apple for
years. Then, one day in 1945 he hired me
togotothe Philippine Islands on a U.S.O.
show with his band. Herbie was one of the
easiest leaders to work for. I remember
he didn't drink or smoke and was, what I
call, a really SOLID drummer. He also
hadmuch success everywhere doing a co-
micalnumber asanattraction. One night,
as we were going to do a show in Manila,
he had his right arm badly injured ina
car accident and if it had not been for the
good army doctors, Herbie would have
only one arm today. Because of that acci-
dent hereceiveda priority ondoing U.S.O.
showsfor as long as he cares to do them.
"Kat'" is a real fine person who loved to
play poker anytime, anyday, anywhere."
(Bill Coleman in a letter of spring 1969.)

What follows is the story of the superb

drummer, Herbert Cowens who also hap-
pens to be one of the most attaching and
impressing human-beings it is my plea-
sure to keep in touch with. On several
occasions in the past, I have stressed the
late Ernest '"Bass'' Hill's great influence
onme: Appreciationand better understan-
ding of music, life and people. With re-
gard to Herbie Cowens, once again Bass
Hill was first to mention him, promising
me to introduce us on the first opportuni-
ty. I must admit that Bass did not care
too much for a few of the musicians I did
hang out with on my various New York vi-
sits. (His critical sense was highly de-
veloped.) On the other hand, Bass IN-
SISTED on introducing me to some musi-
cians I had never met personally. And
the man he wanted me to get acquainted
with first and foremost was Herbie ""Kat"
Cowenstowhom he often referred as ''one
of my two best friends'. (Bass' other
closest friend was bass-player, Henry
Turner who played for many years with
Claude Hopkins' Orchestra).

When Bass Hill introduced us in 1961,

he said: '"Herbie is not only one of the
best drummersI've ever played with, he's
also a most reliable and intelligent man.
Our profession could stand plenty more of
his kind. "

AlthoughImet Herbie many times since
that day, I have never thought of inter-
viewing him in order to write his "life-
story'. What follows is taken from some
of the many letters I have received from
him over the years. To me, this intelli-
gent, thoughtful and philosophical man's
story is a particularly interesting one.
Herbie has gone to the very bottom of the
many problems most colored musicians
have to cope with. While many musicians,
who had similar experiences, try to for-
get them as quickly as possible, Herbie,
being '"the deep man he is'" (Bass Hill's
expression), probably just cannot stay on
the surface even if he tried.

I was born in Dallas, Texas,on May 24,
1904 as one of five children. We all went
into the music or entertainment fields:
One of my sisters is a singer, the other
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was a tap-dancer and all of us three boys
became drummers.

I started working as a shoe-shine boy
when I was still a small kid and I used to
snap the shoe-shine rag to whatever they
were playing onthe gramophone. One day
whileI was shininga man's shoes, he said:
"Boy, you would make a good drummer,
you can really snap that rag with plenty of
rhythm!" I was twelve years old then but
thatremark stayed on my mind. A bit la-

ter I started dancing in the streets for ni-
ckelsand whatever was thrown to us kids.
On the side I learnt the rudiments of
drumming.

Thefirst bandI played with was a home-
town group organized by the Murphy Bro-
thers, Karl (tuba) and Fred (alto-sax).
Incidentally, Fredis still playing in Dallas
today. The band was called The Satisfied
Five. I left them to play with Frenchy's
New Orleans Jazz Band (still in Dallas)
but, when a little later, Charlie Dixon's
Jazzlanders offered me more money, I
went with them. The Charlie Dixon I am
speaking of was a tuba-player and not the
Charlie Dixon who played banjo with Flet-
cher Henderson. While gigging with the
bands mentioned, I was still in high-
school. Like all the other musicians in
Dallas, I had but one ambition: to follow
Willie Lewis who had left earlier and made
good inNew York. This is the same Willie
Lewis that people in Europe know parti-
cularly well: fine clarinet and alto-saxo-
phone player. Willie is still in New York
today.

All the above-named bands played
strictly for dances. But a while later, a
band from out-of-town performed at the
‘Ella B. Moore Theatreon Central Avenue.
Their drummer had taken sick and they
hired me for that week. That was when I
realizedtomy own surprise that I was al-
so able to play a show. This is very dif-
ferent from playing for dances.

After having played with several other
bands around Dallas, I was finally old
enough - andhadfinished school - toleave
and go to New York. I got $45 a week
(until then it had been $4.00 - $5.00 per
night) which was big money then. I popped
into New York with Cleo Mitchell's Shake
Your Feet Company andon Christmas 1926
we played the Lafayette Theatre on 7th
Avenue.

While working there, Jimmie Cooper,
burlesque show owner and producer said
he wanted me for his '""Black and White
Revue'. I had to tell him about my con-
tract to the Mitchell's and he gave me his
card, advising to contact him when I would
be free. This didn't happen for quite some
time: The Shake Your Feet Company
played the whole T.O.B. A, circuit (The-
atre Owners Booking Association) which
took us through all the South, Mid-West,
and East. I came back to New York only
after most of 1927 had elapsed, contacted
Jimmie Cooper at the Columbia Theatre
Building and was placed in his 1928 "Black
and White Revue'. There I was featured
with Eddie Heywood's Kansas City Black
Birds, a very fine band. Mr. Heywood,
a great pianist, arranger and director,
was the father of the present Eddie Hey-
wood (who, these last years, was parti-
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cularly successful as a composer.) Up to
that time I had played strictly from ear -
I could not read one note of music - but
in 1929 I studied under the twoonly tea-
chers I ever had: Mr. George Stone of
Hanover Street, Boston and Mr. Bob Scott
of the Royal Scots Bagpipes and Drums,
who were then in New York.

Much was happening during the following
years. I worked in and around New York
with the bands of Doc Crawford, Billy
Fowler, Lucky Millinder, Eubie Blake's
ConcertOrchestra, Charlie Turner's Ar-
cadians, Charlie Johnson's Small's Para-
dise Orchestra, Ferman Tapps' Band and
others. While I was with Charlie 'Fat
Man' Turner, the band was taken over by
the great Fats Waller and we played a lot
of good music and had much fun every night.
However, whenthey went on the road - the
Southand all that - I left. Arnold '"Scrip-
py'' Boling took my place. TodaylIrealize
that I missed a chance then to get better
known through the many records I would
have made with Fats had I stayed on. But
that can't be helped now.

When Cozy Cole left Stuff Smith to join
Cab Calloway at the endof 1938, I got the
job with Stuff and stayed with his fine group
until 1941. We played mostly at the Edi-
son Hotel and the Hickory House in New
York, as well as at Hotel Sherman, the
Three Deuces Club, various theatres and
the Hotel La Salle in Chicago. We also
had long runs at the Hollywood Onyx Club
and the Carew Towers Hof-Braeu Haus in
Cincinnati. While working at the latter
place, one particular night the full orches-
trafrom WLWRadio Station came to catch
our show, occupying the entire first two
rows. Now, Stuff was a man who really
LOVED to play and often many of our up-
tempo numbers went on for over twenty
minutes. Stuff would play eight to ten
choruses, then Jonah Jones would take
about the same number, then George
Clark, on tenor would wail a dozen more
and by then, Stuff - Yreal gone' - would
come in for about fifteen more and so on
and so on! On that particular night, Stuff,
in his greatest form (and that guy at his
best got and gave just EVERYTHING!) kept
playing and playing and with every new
chorus we were swinging more. Our last
number, I remember, was Joshua Fought
The Battle Of Jericho. After having wailed
for close to half an hour, Stuff shouted:
"Play, Kat, play'" and I took a long drum
solo after which the whole group jammed
out the last choruses real hot and wild!
When it was all over, one of the musicians
of the WLW Orchestra - a violin-player -
came running on the stage and said in his
heavy German accent (it is amazing how
many fiddlers in the States are of German
descent): "Stuffy, if you knew what you're
doing, you would bust out your brains!
You put down the wrong finger but the
RIGHT notes come out! AndI want to touch
your drummer to see if he's "real". Af-
ter all that playing he has done behind the
soloists, he still had the strength to play
a really great solo! How can he do it
-without any rest? He CAN'T be human!"
I took this as a great compliment. (Note
by J. Simmen: When I met Stuff Smith for
thefirst time and we discussed the men of

his former bands, Stuff said: ''Let's not
forget '""Kat'" Cowens. He really did re-
place Cozy in my band and very few could
have done that! Incidentally, Kat is one of
the few musicians who doesn't drink and
smoke but unlike most guys who insist on
cutting themselves from these lovely plea-
sures, Herbie is NO drag to be with. I al-
ways enjoyed his company as muchas with
one of the guys who were balling with me!")

Then I went with Fletcher Henderson at
the Roseland Ballroom - one of Fletcher's
last great bands - but when it was decided
to go on a Southern tour, I left. Walter
Johnson took my place. My next job was
with Garvin Bushell in Philadelphia after
which I went with Alfred Lunt and Lynn
Fontana's ""The Pirate', a Broadway show.

I had also led my ownbandstwice but I
wasnot satisfied withtheresultsI got from
either. The first were the Savoy Swings-
tersthatIwas leading at the Checker Club
on 145th Street and 7th Avenue for several
months. My other band was working at the
Bell Club, in New Jersey, on and off for
fiveyears, alwaysbetween my USO tours.
Of these I played nine around-the-world and
almostas many in the United States. The
first USO-band I had consisted of Shirley
Clay, trumpet; Cliff Glover, alto-sax;
Jimmy Wright, tenor-sax; Don Kirkpat-
rick, piano; Ted Giles, bass, and myself
on drums. This group didn't leave the
United States and played the Southern Mi-
litary Camps for six months. The first
band that went out of the country (to the
Philippines) was made up of Bill Coleman,
trumpet; Curby Alexander, alto-sax; Ed-
gar ''Spider'" Courrance, tenor-sax; Ed-
ward Smith, piano; Ernest '"Bass' Hill,
bass, and yours truly on traps. This was
the tour where I had that car-accident.
Several musicians such as ''Spider' and
'"Bass' were with me on several tours.
Some more musicians, not yet mentioned,
who made at least one trip with me were
Merrill "Step'" Stepter, Bobby Carroll,
Frank Galbreath and Jack Wilson (trum-
pets), William "Sonny'" Jordan (alto),
Jimmy Holmes, Ruby Thrower (tenor),
Nicholas Rodriguez, Fitz Weston, Lester
Fauntleroy, Ted 'Mohawk' Sturgis (who
is as good on piano as on the bass) were
the pianists and Lucius "Lucky' Fowler
played guitar. Twice I played the US-
camps with just a piano-player: Sam
Price, the boogie-ace and Hughey Walk, a
fine pianist from Boston.

I could relate many happenings from
these (and my tours as a ''civilian") trips
but they all seem to have racial overtones.
Get this for instance: In 1948, we played
in Okinawa. We were billeted at the head-
quarters to stay in the same barracks as
the whites. But the colonel responsible
accomodatedus withan all-Negro trucking
company five miles away instead. I went
to see the colonel and told him we were
billeted the same place as the white per-
formers and musicians and why were we
now sent so far from the headquarters?
Hisanswer was: 'T know you are supposed
to stay here with the whites BUT I AM
FROM VIRGINIA, UNDERSTAND?'" This
was the end of "our conversation'. ..

One Sunday in Nogoya, Japan the fol-
lowing happened: We were to leave Nogoya



on that day for Hakata in a special car
provided on the afternoon train. The of-
ficer who had to arrange the transporta-
tionforgot todoit and when the train came
in, it dawned on him he had goofed. So
he got an old ragged Japanese car and had
the crew attach it to the train. I refused
to board it. I told Bass Hill, who acted
as my assistant in travelling and trans-
portation, to stand guard on the baggage
and instruments and not let anybody put
them on the train while I made a call to
Tokyoto file a complaint. While I was te-
lephoning, the officer came back and told
Bass to let the fellows put the things on
the car. Here's the trend of the conver-
sationbetween the officer and Bass: '"Al-
right, let's get these things on board the
train'", the officer said. 'Oh no', Bass
replied, "Kat said NOT to put these things
on the train and you better do not try to
put them onboard." The officer got fu-
rious and bellowed: '"I am the R.T.O.
officer and I said to put the damn things
on that train!'" But Bass Hill was not the
kind of a man to give in easily and he said:
"I don't care if you're the general. Kat
said NO and NO it is!" Consequently, we
didNOT board that train. This is the kind
of cooperationl hadfrom Bass all the time
andunder any circumstances. He was the
only one I could depend on to help me in
suchsituations. He was closer to me than
any musician I have ever known. We
thought alike and had the same idea of:
I am my brother's keeper. My well-being
was as much his concern as his own and
vice-versa. Yes, we had THAT kind of
friendship...Most of my other musician-
friends, still alive, come out of the old
Stuff Smith group, especially Jonah Jones
and John Benjamin Peabody Brown, who
has been Jonah's bass-player ever since
the latter made his fantastic come-back
(with the public, I mean, since musicians
have ALWAYS rated Jonah as one of the
greatest musicians of all time) ten years
ago.

I go for all the older jazz styles if they
are played welland by men who know what
it is all about. But what they now call
"modernjazz' is not jazz at all. Anything
that doesnot have a beat that will cause you
to pat your feet or clap your hands with
the beat of the tempo is NOT jazz. I don't
care what they call it but it is NOT jazz.
So-called ""modern jazz' of today is only
for some musicians who want to show how
well they know their horn, what they
have learnt about chord constructions and
how fast they can change from majors or
minorsand move from key to key: In fact,

usingall the TRICKS. On the other hand,
they forget everything about the beat and
the melody. I do not see how the average
layman can truthfully claim to understand
and like what's happening, i.e. get any
real PLEASURE from what's blasted at
him. And I have heard a lot of musicians
say - and this includes some of the grea-
test ever - that they do not dig it either.
My idea of real jazz is a music where you
can convey the glorious feeling of music
from the performer to the audience and
from performer to performer. Always
remember: SWINGING is the thing that
counts.

The trouble with jazz is that it has be-
come such a big business. And the ones
who run it are not the ones who love and
understand it. When they took jazz out of
the hands of the musicians themselves and
the really DEDICATED listeners, every-
thing went down the road. This is the case
especially in the USA. The Negro will
never overcome the color barrier. Es-
pecially the MEN. BythisImean WHOLLY
overcome it. There will always be a few
who can make it but as a WHOLE never in
my life time.

If my wife, Rubye wasn't a "'one in a
million" lady and would not go with me in
all my undertakings, I think I would have
givenupa long time ago. Rubye and I went
to schooltogether inDallas. I was in high-
school when she was still in elementary
school, Rubye being younger than I.
Thankstoher help, understanding and ins-
piration, I continue to play and fight for
what I know is right.

The man who has a special place in my
heart is Jesse Aikens, unknown to every-
body except musicians and music-lovers
in Dallas. Jesse was my inspirationto
become a drummer. He played every
percussion instrument and was a great
traps-drummer for silent movies. He
worked for years in the Grand Central
Theatre on Central Avenue, known as '"Fat
Jack's". My other foremost favorites are
Chick Webb, Big Sid Catlett, Cozy Cole,
Wilmore '"Slick" Jones, Gene Krupa,
Buddy Rich, Davie Tough and for the real
New Orleans-beat - they call it ""Dixie-
land'" now - nobody can equal the old Mas-
ter, Zutty Singleton.

Of course, life will always be what you
make of it. In some countires one is al-
lowed to be what one wants to be but in
others one can go so far and not further.
In some parts of the world we are recog-
nized and get credit for what we are. How-
ever, hereinthe USA they take away from
us what is originally ours. They get a
substitute inour place - not as good as we
are but SUPERFICIALLY close enough to
fool the public. In one sentance: They
claim the rightsto our GOD GIVEN TA-
LENTS. This has happened to the Negro
in many fields and in jazz-music it has
been done constantly for the past fifty
years. Expressing myself bluntly: Many
white imitators of Negro-jazz (I do not
speak of the DEDICATED and TALENTED
white musicians) are called great jazz-
musicians while the true creators of real
jazz have to work for peanuts...IF THEY
CAN GET AN Y WORK AT ALL! It'sa
shame.

delmark records
seven west grand avenue
chicago, illinois 60610

Bob Koester of Delmark Records has
an uncanny knack for producing great
records - inthe blues field, as well as
inall areas of jazz. His documentation
of the Chicago scene has proved inva-
luable to jazz and blues lovers every-
where. These records are now avai-
lable in Canada at $6.29 post paid
(slightly less in the U.S.), from Coda
Publications, Record Division, 719
Yonge Street, Suite 5, Toronto 5, On-
tario, Canada.

DEALER INQUIRIES WELCOME
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My travels proved to me time and time
again that real jazz is liked all over the
worldif it's played RIGHT and the perfor-
mers are not drunks and fakers. I don't
say this because I don't drink and smoke
myself (this hasn't anything to do with what
I'mtryingto explain) but I think there is a
certain amount of dignity that one owes to
one's profession. If you happen to be an
artist, you should carry yourself with the
dignity of an artist. Onlythenyou can de-
mand the respect of others. Some Ame-
rican artists, once out of their own coun-
try, have misused the freedom they could
enjoy and didn't behave like they should
have. In a certain way, it is understan-
dable - all that appreciation, admiration,
cordiality and lack of racial discrimination
came as such a happy surprise to them
that some of them went "'overboard' - but,
of course, there's a limit to everything.
Some Americanmusicians have done more
harm than good to the cause of our music
(when they toured Europe), balling and
messing it up in front of their audiences.

One of my strongest impressions musi-
cally was to play with Eubie Blake's Or-
chestra. I had never worked under such a
competent director before. It was Mr.
Blake who gave me the name "Mr. Met-
ronome'' and to this day he calls me this.
He told me: "With you the tempo stays
where it started until I give the change.
That's the way it HAS to be." I always
thought that this was a real honor coming
from a great musician like Mr. Eubie
Blake.

These last years, when I'm not on one
of my USO-tours, I have worked often with
Louie Metcalf's band. But what I would
like most is to get a small jazz-band with
some real swinging musicians of my own
choice and play combined concerts and
shows all over the world, especially Eu-
rope. But the "Don't call me - I call you"
- guys (agents) and the red tape involved,
have, sofar, been standing in the way of
the realization of this (ambitious ?) dream.

When I'm in New York, I workas a mes-
senger or courrier for the Manufacturers
Hanover Trust Bank. Nowadays this isa
pretty dangerous job. SometimesI have a
guard with me but sometimes I'm on my
own. So far I've been lucky.

Some of Herbie's best records are Do
You Dig My Jive, Boogie Woogie Moan
andI Know How To Do It with Sam Price's
Bluesicians (Decca, 1941), and Were You
There When They Crucified My Lord by
Sister Rosetta Tharpe (Decca, 1949).
However, one cannot speak of Herbie Co-
wens if one has not heard the following
(where he is much better recorded): The
eight sides he recorded with Stuff Smith
(four in early 1939 andfour in spring 1940,
all for Varsity) on all of which his great
drumming can be followed easily. Espe-
cially recommended are Sam The Vege-
table Man, When Paw Was Courtin' Ma,
My Blue Heaven, Joshua Fought The Battle
Of Jerichoandthe Edgar Battle-Cozy Cole
compositions Crescendo In Drums (in
which his part is not only very prominent

but SPLENDID throughout). But his sen-
sitive brush-work on the slow numbers
(My Thoughts, It's Up To You and I've Got
You Under My Skin) is also something to
marvel at. His most marvellous record,
however, is Happy Go Lucky by the Luckey
Roberts Quartet (Period LP RL 1929,
recorded in 1960). It is not exaggerated
to say that here, Herbie equals such mas-
ters in New Orleans-drumming as Zutty
and Minor Hall (to speak of '"old-time'
drummers, recorded since the advent of
LP-recording technique). Ballin' The
Jack, inparticular, is sensational and Kat
Cowens' SWINGING THE WHOLE GROUP
must be heard to be believed! He is also
heard in solos WHICH TELL A STORY
(admirable in their construction and execu-
tion) on After You've Gone and Sweet
Georgia Brown. With sticks or brushes -
Herbie Cowens is a MASTER!

Here is hoping that European promoters,
desiroustobring a GOOD 'old-time-jazz"
groupto Europe, make a note of the name
HERBIE "KAT'" COWENS. They would
not only hire a great musician but an
equally able organizer with years of ex-
perience. This would be a tour without
headaches for promoters because Herbie
is the man to take care of EVERYTHING
HIMSELF. Andthe public would be treated
to first-class music and entertainment as
few others could give it to them. I hope
my suggestion is picked up by somebody
who carestogive the jazz-fans and public-
at-large the real thing, properly pre-
sented.

“FULL OF THOROUGHLY RESEARCHED MATERIAL,

“IN A CLASS OF ITS OWN”

“GO GET YOURSELF A COPY, THIS BOOK IS INVALUABLE " —
“ANYONE WITH THE SLIGHTEST INTEREST IN JAZZ HISTORY MUST HAVE THIS BOOK"—

Sinclair Traill,

IT WILL BECOME A STANDARD REFERENCE WORK"”—

“Jazz Journal’
Albert McCarthy, ‘"Jazz Monthly”

Max Jones, "Melody Maker’

. ALSO CONTAINS ONE OF THE FINEST COLLECTION
PHOTOS " —Laurie Wright, "'Storyville”

“WHO’S WHO OF JAZZ”

(STORYVILLE TO SWING STREET)

sy JOHN CHILTON

“GREAT, FASCINATING, STUPENDOUS, THE ONLY BOOK ON JAZZ THAT REALLY MATTERS'—Brian Rust
“A REALLY MARVELLOUS CONTRIBUTION TO JAZZ KNOWLEDGE"—Charles Fox

“QUELLE DOCUMENTATION, UN GRAND BRAVO”—Hugues Panassié

“ONE OF THE ESSENTIAL JAZZ BOOKS”—Philip Larkin

450 pages packed with informative biographies detailing the careers of a thousand American
jazz musicians born before 1920. Hundreds of previously unpublished biographies plus new
information on the careers of the jazz greats. Handsomely bound in full buckram with a pic-
torial dust-wrapper.

280 photographs—many of them previously unpublished—including rare shots of LOUIS, BIX,
DUKE ELLINGTON, BABY DODDS, JELLY ROLL MORTON, JACK PURVIS, LESTER YOUNG,
etc. First publication of BESSIE SMITH'S death certificate.

$11.50 Post Paid from CODA PUBLICATIONS

“AT LAST, A BOOK WHICH GIVES THE FACTS .
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When James Cotton says, in talking about
his childhood, 'I was a pretty nice kid",
you just have to look at his friendly, boyish
face to know that it was true. He was a
nice kid with a mania for playing the har-
monica that led him to run off from home
before he was ten to find that blues gold
mine, the King Biscuit Hour. The harmo-
nica is still the center of his life, andif
he has a regret it's that there are so few
good harmonica players left, not enough to
give him the competition he wants to keep
him sharp.

There was no particular reason why he
should have fallen in love with the harmo-
nica. Hisfamily was decidedly non-musi-
cal. ""They liked music, but they was kind
of raised up more in the Church. Down
there you had to have some hope, so they
served God. They was all religious, but
Sonny Boy was a bad influence on my soul.

"I don't know much about that farm bit
'cause I left home when I was nine years
old, decided I didn't want to have anything
to do with that whole scene. I just didn't
dig it. I thought it was a bad scene; I
thought it was the wrong thing to do. Like
you had to go through all those changes.
You had to work from six o'clock in the
morning until dark at night, in the hot,
boiling sunallday. I didn't like that. Then
my father was working for three dollars
a day. I remember they had this big bell
that used to ring every morning and wake
everybody up. They'dgetupatfour o'clock
in the morning, and my mother'd get up
and fix breakfast for them, and by six
o'clock he's out there in the field and
worked until dark, and he didn't get but
three bucks a day.

""One day we was chopping cotton, and
it was the first time I ever heard Sonny
Boy. I won't never forget that. This was
in July. It was real hot, and it was sohot
that you see things, and we come in and
eat at 12:00 and be back in the field at
1:00. And my mother was there playing
theradio. Like she quit at eleven o'clock
and went to the house to cook. So she's
playing the radio, and I come in there and
I sat at the table, and this cat say, now
it'stime for Sonny Boy Williamson and His
King Biscuit Boys! And I was listening at
that, and Sonny Boy startedto playing, and
I said, what is this! What is this cat do-
ing! And I justquiteating! I just sat there
listening, and then I found which station
it was, and Sonny Boy, said, we'll be back
at 12:15, andI said, yeah, I'll be listening
tomorrow at 12:15 too. So everyday I
started listening to that. My two sisters,
they would always like to listen to some-
thing else, so we had this thing set up.
Everyday at 12:15 that radio was my ra-
dio. Nobody touched it. And after 12:15,
I didn't care what they did with it just so
long as they didn't tear it apart so that I
could hear it again the next day at 12:15.

My mother went to town, and I told her
to bring me back a harp. So she brought
me a harp back, and I couldn't play it
around the house, 'cause if I played blues
on it they'd whup me to death, man. I'd
listen to the radio, and then I'd get out of
the house to get somewhere by myself and
tryto play it. I kept it in my head and I'd
try to play it. And after I got wherel

could play the thing that he was playing
when he be coming on the air, I thought I
wasmoving a little bit. And then he'd sing
this other song, "I Know She's Gonna Jump
and Shout'", and I didn't know how to play
that and sing it.

"I stayed home about two weeks after I
learnedit - it took me about four months -
but two weeks after I learned it, after I
could just pick up the harpanytime and play
it anytime I got ready - it would come out
about the same every time or a little bit
better - one Saturday evening my mother
went to town and I run off.

"Like Mississippi and Arkansas, the
onliest thing that's between them is the
Mississippi River. They used to have this
ferry line at Helena. You could pay 25¢
and go across there. We used to go to
Helena;like Helenawasthetownthat they'd
go to if they wanted to get whiskey. At
least my people didn't do it, but there was
plenty of people around there that did, and
some of the people knowed me. I could
catch a ride with them because I was a
pretty nice little boy.

'"T knew about this ferry, so I went out
and hitchedaride tothe ferry to get across
into Arkansas. I washed a guy's car and
he gave me 35¢. I got a ride, and I got on
thatferryand I had a dime left when I got
over there, so I started asking about this
radio station. Helena is a very small
town and everybody that live there know
about this radio station, and they just
pointed me straight to it.

'"T'll never forget the first day I seen
Sonny Boy. He hadona pair of white over-
allsand ablack chauffer's cap or something
like that. I was sitting down in front of
the radio station waiting on him. I had
been there ever since about 11:00. They
showed up - had an old '34 Ford - and as
soon as they show up, I say, I want to ask
you a question. I say, who is Sonny Boy,
and they carried me through this thing.
A cat said, I don't know, it must be him
there, and some cat say, no, I ain't him,
that's him over there. They carried me
through that thing for a while, and then I
finally found out who he was, and I grabbed
some of the instruments and tried to help
them take some of the instruments in, and
they told me to leave them alone.

"After they came out I tried to help put
them back in the car, and they didn't want
tobe bothered with me. They put me down
as a nosy little kid just trying to get into
something.

'T had a dime left, soI got a stick of
peppermint candy and I went out and slept
in the park that night. The next day they
droveupand I was sitting right there wai-
ting. I went and I got Joe Willie's (Wil-
kins) guitar and he just sat there and looked
at me and laughed, and he let me carry it
to the building but he wouldn't let me into
the radio station.

'"When Sonny Boy come out I said will he
stopandtalktome, and I told him, I come
over toplay with you, and he looked at me
and laughed. He said, well where's your
people at? I say, I ain't got none, and he
seenthat I was a pretty nice little boy, so
he took me home with him, and he told his
wife, he said, Matty, we got a son. I was
standing there, andI was pretty hungry, so
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she cooked up something and fed me.

""Sonny Boy lived in this place called
Gaines Alley. Itwas a bunch of old houses
like this: houses on this side and houses
on this side and a little street went down
betweenthem. They hadatworoom house.
It had a bedroom and a kitchen.

"Iblew his mind, man. What he'd do is
just go down there and made his radio
show and come back andsleep until the
night and then go out and work somewhere.
I'd sit back there on the porch and blow

these things out for him. I'd say, this is
what you been doing, and I'd reach back
in my pocket and get my harp and did it.
Well he sat there and looked, and it cracked
him up. The next day he let me go down
and take the instruments, and Matty told
him, well why don't you take him along with
you, and he let me go in the bars and sit
onhisknee and play two songs. When he'd
go to work at night I'd go with him and
help him get all the stuff together. I started
caringfor them, setting them up. I could
set the drums up for him and all that, and
he would let me sit on his knee and play
two songs, and when I wanted to sleep I'd
just go out in the car and go to sleep.

""He was a big gambler. He used to
gambleall the time. Sometimes he would
win and sometimes he would lose the mo-
ney - all the fellows that worked in the
groupwithhim - he'd lose all their money
too. He had problems like that sometimes.
Allthefellows'dget madand quit, and he'd
go sit on the corner. The next day he'd
just go down to Cherry Street, just take
hisharpand go down to Cherry Street, sit
down and play about two or three hours,
make all the money back. Come back and
pay them and get his band back again.

"He drank like a fish. That cat used to
drink like a quart of whiskey every night.
He usedto have this little pan - like harps
was kind of hard to get during the war -
and he had this little pan, like a cooking
pan or something or other. He could get
a fruit jar full of corn whiskey for 50¢,
and he'd stick this pan with the harps in it,
he'd get this fruit jar of whiskey and pour
it in there with his harps until it come up
aboutthat far over his harps. Like if you
put water in a harp it pulls the pitch up,
but he did it with whiskey all the time.
He'd just sit there and drink whiskey all
night and play them. And actually, blo-
wing those harps you could get contact
drunk, but I'm the onliest kid Sonny Boy
had, and he never did allow me to drink.

"I got towhere Sonny Boy would pay me.
Tusedto help him take all the instruments
in, and all of them would chip in and give
me money. All the group would chip in
and give me three or four dollars apiece,
and when they got through I'd have about
fifteen dollars. I was pretty slick about
that. Ifiguredthat Matty was my mother.
I figured that she could look out for me,
and whenIgot this money, I wouldn't spend
it or anything. I'd just take it and give it
to Matty and she'd go buy me clothes and
she'd save money for me.

"He takenme home when I was thirteen.
You see it was a long time before I would
tell him, and when I told him, he said,
well one of these days I'm gonna take you
there to see your people. So we got in the
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car and we drove over there one Sunday,
andI showed him where we lived at. I had
a hundred dollars for to give my mother,
and I bought my daddy a couple of shirts.
I don't think they fit him 'cause I didn't
evenknow what he looked like, but I bought
them.

"Iwalkedup there, and my mother, she
didn't even know who I was. My mother
thought I was dead or something, but my
father knew me. SonnyBoy went and talked
to him and told him what had happened,
that he didn't know that I had a father, and
my old man saidthatI had to stay at home.
I stayed til Monday night and I left again.
He came to Helena after me, and when he
found me I was on the radio. We were
broadcasting, and I sat up there playing,
and I seen him when he walked in and I
said, Wow! I know what this is! He just
stood there and watched us. He said, well
I give it up. He said, if this is what you
want to do, well go ahead. He said, it
looks like you're taking care of yourself.

"I stayed with Sonny Boy in Helena, Ar-
kansas for about five years, and then we
movedupto West Memphis, Arkansas and
I stayed up there until 1954. Sonny Boy
bought him a house there, and the house
caught onfire and burned down. And about
two weeks after that, one night he just
walked out. He told me, well I think you
can make it for yourself, handed me half
a pint of whiskey, said, you can have the
band, I'll see you later. I didn't see him
no more til the far side of playing with
Muddy.

"By me being young and not doing the
right things, the band stayed together for
about eight months and then it just fell

apart. Willie Love got a band, and J. Wil-
lie Wilkins started playing by himself,
which he is still doing now down there.
For a while I was laying around doing no-
thing.

"I was living in West Memphis. Mem-
phis wasthequiet side, West Memphis was
where they didall the gambling and whiskey
drinking and everything worth naming was
in West Memphis, right on Eighth Street.
Every Saturday evening we used to play at
this little restaurant, me and this cat
called L.D. Just the two of us. So this
particular Saturday evening we was sitting
inthere playing and somebody said, Muddy
Watersis in here. I said, Awyou're cra-
zy; Muddy Waters wouldn't comeinto a
place like this. Thadn't never seenthe guy,
and I didn't have any idea as to what he
looked like or nothing. I justthought he
wasa bigshot, and I didn't think he should
have been in there. SolI said, yeah? and
he said, well that's him right there. He
just sat there watching us play. So we got
through playing, and I got up and went
back to get a bottle of beer and he come
over and said, look I want to talk to you.
Well he told me he was Muddy Waters,
and I didn't hardly believe it. I looked at
him, and I said, this cat's putting me on.
Sohe askedme didI want to play with him.
He said he needed a harp player. Junior
Wells had left him somewhere down in
Florida. He got homesick or something
and wanted to see his wife and he just
split.

"I was ready to leave from down there
anyway. I'd been down there all my life
andalways heardabout Chicago. So I said,
well when do I start? and he said, later
that night. So I went and picked up my
harps and caught the bus that went six
milesacrossthebridge to Memphis. I had
to be there at 9:00, and just as soon as I
walked in, here it was: Jimmy Rogers,
Otis Spann, Muddy Waters, Elgin Evans.
I said, wow, looka here, andI was just
standing there watching these cats. But I
kind of had doubt. I said, this ain't none
of Muddy Waters - cause people come in
there using different people's names.
I kept saying, this ain't none of Muddy
Waters, but one thing is sure, if he sings
I'll know this is him. So Muddy come up
thereandstartedto sing, and I said, yeah,
thisishim! SoI'm there, and I don't know
the first thing to do with him. I had heard
some of his songs, and I could play a little
of that. So I started from there and he
brought me up to Chicago with him.

""Sonny Boy stayed with me in Chicago.
I jgot a chance to let him stay with me.
Like I got married and I had a house. He
had been living in Cleveland and he come
to Chicago to make records. I found out
he was there so I went to get him. He was
staying on the West Side in some cooked
up hotel, and I said, say man, why don't
you come on and go home, man. He said,
what you talking about, go home? I said,
tomy house, andIseized him by the shirt.
I say, I'm the same little boy that you
picked up off the street out there in front
of the radio station, nine years old, and
he looked at me and started laughing. I
took him to my house and he stayed there
with me for about two or three months.
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Musicians have always gravitated to the
cities in their search for greater oppor-
tunities and many of the early New Or-
leans musicians, for instance, came in
factfrom surrounding towns and villages.
It is fairly safe to say, though, that jazz
activity focused first on New Orleans and
thenmovedto Chicago and New York. The
latter cities became important industry
centres where much of the recording ac-
tivity took place. International recogni-
tion often followed a move to one of these
citiesbut the groundwork for this success
wasusually a local band in the musician's
home area. Inthe Twenties and Thirties
there were many such bands and the few
who recorded have been loosely termed
"territory bands''.

Three main areas seem to have been
tappedfor recordings - the Southwest (Te-
xas, Arkansas, Kansas), the Midwest
(Ohio, Kentucky, Indiana) and the West
(California). Important documentation of
this musical activity has been slow in co-
ming. There was Frank Drigg's pioneer
work some ten years ago (and published
inHentoff and McCarthy's ""Jazz'") as well
as thorough research on specialised to-
pics by such dedicated historians as Theo
Zwicky, Tom Stoddard and Johnny Sim-
men. It is now possible to hear a signi-
ficant number of recordings made by these
obscure bands and the results are often
surprising.

Volume one of Historical's survey is
particularly valuable for it contains all
eight recordings by Zach Whyte's Choco-
late Beau Brummels as well as five of the
eight sidesrecorded by the Texas orches-
tra of Alphonse Trent. The Whyte recor-
dings were made in 1929, while those by
Trent's organisation were made between
1928 and 1933. The Trent band is parti-
cularly impressive with many excellent
soloists (although positive identification of
the trumpet and reed solos has not yet
been made). Stuff Smith is audible while
Snub Mosley's distinctive trombone sounds
are prominently displayed. The Zach

NEVER BEFORE ON L2

HISTORIC, iéL RE%()RDS
RIS 28]

TERRITORY
BANDS :223-

TACH WHYTE'S CHOCOLATE BEAU BRUMMELS
ALPHONSE TRENT AND HIS ORCHESTRA
WASHBOARD RHYTHM BOYS

Whyte band is well organised and, once
more, contains a number of excellent,
though unidentified, soloists. Both bands
use intricatearrangements, lots of breaks
and stop-time techniques and generally
show their allegiance to the pioneer wri-
ting concepts of Don Redman (through Hen-
derson and McKinney's Cotton Pickers).
Both bands, if they had got the right breaks
or had leaders ambitious enough to seek
national prominence, could have made a
greater impact on the music world. Many
great musicians passed through these or-
chestras and gained much knowledge that
wastobe of benefit asthe Swing Era gained
momentum.

Completing the album are two selec-
tions (Dog And Cat and Old Man Blues) by
the Washboard Rhythm Boys which are
notable for contributions by Happy Caul-
well and Red Allen. Good as it is to have
these selections, it would have been more
satisfying to have included the remaining
titles by the Trent band. Then we would
have had a most valuable reissue. Sound
quality is only averagebut these selections
are very rare.

Volume two is more diversified and of -
fersabroader variety of music even though
the overall approach isbasically the same.
Itis apparent that by the end of the 1920's
recordings had done their part in formali-
sing musical styles. Trumpet players
demonstrated their indebtedness to Louis
Armstrong while the tight, intricate en-
semble playing was typically characteris-
tic. Probably the two most impressive
sides are Blue Devil Blues and Squabblin'
(the two tracks are reversed on this LP)
by Walter Page's Blue Devils. Hot Lips
Page, Count Basie and Jimmy Rushing
areallheardinthis 1929 recording. There
is also some impressive clarinet playing

Ron Anger

Mark Gardner
Peter Hatch
Wayne Jones
Eugene Kramer
John R. Nelson
John W. Norris
Alan Offstein
Barry Tepperman
Tex Wyndham

(Buster Smith?) and a relatively sophis-
ticated feeling to the music. The key
members were soon to be captured by
Bennie Moten. George E. Lee's Orches-
tra, another Kansas City outfit, is rep-
resented by Down Home Syncopated Blues
and Merritt Stomp, but they were a much
rougher unit. Inmany instances, it seemed
that the members of these bands were
either older men with limited techniques or
else youngsters on the way up. The com-
bination often worked well and the perfor-
mances by the obscure bands of Willie
Jones (Michigan Stomp, Bugs), Floyd
Mills and his Marylanders (Hard Luck,
ChicagoRhythm) and Alex Jackson's Plan-
tation Orchestra (Missouri Wabble) are
worth hearing. Sonny Clay's Plantation
Orchestra is a West Coast outfit which
recorded in 1926. Both selections are
pretty dated with shrill clarinets and sta-
ccato, on the beat, trumpet work.

The contrast between some of these
bands and the sophisticated New York ap-
proachof Dave Nelson'sHarlem Highlights
is most marked. Such outstanding musi-
ciansas Buster Bailey, Wilbur De Paris,
Glyn Paque, Wayman Carver and Danny
Barker are heard from and the solidly
swinging bass playing of Simon Marrero
gives a pulsating flow to the music that is
characteristic of such orchestras as Luis
Russell. All three titles (Rockin' Chair,
St. Louis Blues, Loveless Love), inci-
dentally, arepart of a German RCA album
(LPM 10124) that includes all seven selec-
tions by this band. For those interested in
such things it should be pointed out that
Wayman Carver takes a flute solo on
Loveless Love.

The CJM release originates in Europe
and contains two of the Zach Whyte titles
(It's Tight Like That, West End Blues)
and three of the Trent selections (After
You've Gone, Clementine, I've Found A
New Baby). The sound quality is much
better than on the Historical reissue. The
remainder of this interesting LP contains
three selections by Syd Valentine, the very
good trumpeter from Indianapolis. Rock
And Gravel is up-tempo and owes a lot to
the Armstrong/Hines virtuosity on Wea-
therbird Rag - James ''Slick' Helms is
the pianist and there's additional support
from some very solid banjo work by Paul
George. Jelly Bean Drag is a blues - and
includes some flowery piano as well as
some King Oliverish trumpet. Singer
Horace Smith joins the trio as the vocalist
on Goin' Away And Leavin' My Baby.

There's obscurities here as well - Ted
Smith'sRhythm Aces (Boogie Woogie, Jig
Time); Dixie Serenaders (St. Louis Blues,
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Cho-King) and Red Perkins and his Dixie
Ramblers (Hard Times Stomp, Old Man
Blues). The second of the three bands is
another West Coast outfit but their 1931
performance is much more impressive
thanthose by Sonny Clay on the Historical
album. In all cases there are interesting
arrangements and good solo work - further
evidence of the all-round ability of a con-
siderable pool of players in those years.

Itisinteresting to note that the emphasis
had definitely shifted towards arrange-
ments and organised riffs behind solos
rather than the collectively improvised
music of NewOrleans by the late Twenties
in most of these Territory bands. This
is even true of material that would be fa-
miliar to exponents of the small-group
style. Curtis Mosby's Dixieland Blue
Blowers recorded eight titles in October
1927 and the IAJRC have reissued all
eight. It shows a fine band with excellent
internal balance, a good sense of dyna-
mics and musicians who execute the ar-
rangements with polished vigour. They
seem to prefer faster tempoed numbers
although their understanding of the slow
blues is evident in Blue Blowers Blues.
These recordings are on a par with many
that are more famous and should be sought
after by anyone in the least bit interested
in hot jazz from the Twenties. The se-
cond side is a little different. It offers
selections by Maynard Baird (Postage
Stomp), Lloyd Hunter's Serenaders (Sen-
sational Mood, Dreamin' 'Bout My Baby,
Red Perkins (the same two selections as
on CJM 10 plus Minor Blues), and Grant
Moore (Mama Don't Allow, Original Di-
xieland One Step). The two Lloyd Hunter
selectionsare the most impressive - good
solowork, clean ensembles plus the bene-
fit of a characteristic vocal from Victoria
Spivey on Dreamin' 'Bout My Man. There
are plenty of hot solos and vigorous en-
semble playing from everyone and the
music is similar in spirit to The Missou-
rians and other better known bands of si-
milar calibre.

The fascinating collection is enhanced
by the generally clean sound and excellently
annotated notes.

Under normal terminology the Bennie
Moten Orchestra could hardly be termed
a "territory" outfit and yet, for many
years, it has been spoken of principally
asthe spawning-ground of the Count Basie

band and, indeed, the Victor Vintage re-
issue adopted that very principle. Un-
questionably, though, it was one of the
major big bands of the Twenties and by
1929/1931, when the eight selections on
this LP were recorded, it was benefiting
from the youthful concepts of Hot Lips
Page, Eddie Durham, Harlan Leonard and
Count Basie. The beginnings of the looser
Kansas City rhythms are apparent and
there's a floating grace to the band's ap-
proach. Except for three selections that
were included in the limited edition Tax
10" LP, it would appear that these titles
arenew to LP. Everyday Blues, Boot It,
Mary Lee, SweetheartOf Yesterday, Here
ComesMarjorie, Professor Hot Stuff, Ya
Got Love and I Wanna Be Around My Baby
All The Time are the tunes - which are
boundtobe of great interest to anyone who
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collects recordings by the Bennie Moten
band.

The second side of this LP is something
totally different - a 1946 broadcast by
Harry Dial's Quartet that stylistically
epitomises the informal kind of small
group jazz played in Chicago's South Side
in the 1920's. Trumpeter Reuben Reeves
(who was still playing well at the time),
pianist Harris Prince and reedman Henry
Jonesarethe musicians who join drummer
Dial in six selections that are full of the
gut-bucket blues sound so typical of his
early recordings. The vocals are handled
by the leader who plays spirited drums and
the overall effect is a pleasing note. While
these performances are not particularly
important it is reassuring to know that
people care enough to let a wider audience
hear music like this. IAJRC records can
be orderedat $6. 00 postpaid (member ship
in IAJRC lowers the price considerably)
from the International Association of Jazz
Record Collectors, Pine Tree Blvd., Ct.
F-D, Old Bridge, New Jersey 08857,
U.S.A. -J.W.N.

1926-1929
Swaggie S1258

The term '"Territory Bands'' usually re-
fers to those hinterland groups who did
not get much of a chance to record. The
fascination in listening to the few recor-
dings by such groups lies in this very fact
that there are so few records by which to
judge these groups. This admirable Swag-
gie reissue, with its excellent notes by
Brian Rust, contains a cross-section of
the music of the territory bands in the late
twenties. Several tracks have appeared
on other LPs, but the selections included
together here make a fine package. Six-
teentracks appear by the following groups
(shownin parenthesis is the recording lo-
cation): Blue Ribbon Syncopaters of Buf-
falo (Buffalo, New York); Eddie Heywood
and his Jazz Six (recorded in New York,
but band was based in Atlanta, Georgia);
Jesse Stone and his Blue Serenaders (St.
Louis, Missouri); Charles Creath and his
Jazz-O-Maniacs (St. Louis); Troy Floyd
and his Plaza Hotel Orchestra or his Sha-
dowland Orchestra (San Antonio, Texas);
J. Neal Montgomery and his Orchestra
(Atlanta) and Roy Johnson's Happy Pals
(Richmond, Virginia).

Jazz scholarship has in the last few
years taken an interest in the once-neg-
lectedterritory bands. In his Early Jazz,
Gunther Schuller devotes a lot of space to
the bands of the southwest, but does not
neglect such Atlanta-based groups as J.

Neal Montgomery and Eddie Heywood.

Schuller has an extended analysis of Troy
Floyd's two-part Dreamland Blues which
ison this LP. He finds it a masterpiece.
I agree. All that needs to be added is that
it is almost certainly not Herschel Evans
on tenor, despite the personnel listed on
the sleeve. Frank Driggs has also written
informatively about some of the territory
bandsin his essay in Jazz (edited by Hen-
toff and McCarthy). Driggs thought that
thetwo Jesse Stone tracks included in this
LP were great. So doI.

So what else is there to say? Plenty!

But I will limit myself to a few more ob-
servations, which follow. The two excel-
lent tracks by J. Neal Montgomery (At-
lanta Lowdown and Auburn Avenue Stomp)
were cut on March 14, 1929. On the same
day pianist Montgomery and hisfine trump-
eter, Henry Mason, backed the mysteri-
ous Cleo Gibson on her classic Okeh
coupling of Nothin' But The Blues/I've
Got Ford Movements In My Hips. The
lowdown backing they gave Cleo helped to
make this disc into an unforgettable blues
performance, and gave both Mason and
Montgomery a better chance to cut loose
thanonthe band sides. Composer credits
onbothband sidesaregiven to Mason, who
contributes spirited horn solos. The
Charlie Creathtracks give us a good chance
to hear snatches of the magnificent trum-
pet of Dewey Jackson, whose horn is fea-
tured in solo on both sides. Creath is also
present on trumpet, but his contributions
canreadily be distinguished from Dewey's.
They are more old-fashioned and less in-
cisive. On Troy Floyd's Shadowland
Blues, Kellough Jeffer son does an unusual
vocal which has suggested 'classical"
training to some listeners, and hasturned
off others. But Jefferson's strong delivery
and held high notes are of the sort that
would (in a ballroom) carry over a band
in pre-loudspeaker days - no mean feat.
The two tracks by Roy Johnson's Happy
Pals are terrific, and put many a perfor-
mance by better known bands of 1929 to
shame. Wabash Blues, by Troy Floyd,
has apparently never been issued before.
Thisrelease hasalsoappearedon the Par-
lophone label. -E.K.

PEPPER ADAMS

Encounter!
Prestige 7677

When the All-Time Blowing Date poll is
held Up Yonder, this can't help placing in
the Top Ten.

To Pepper Adams befell a chore most
jazzmen dream of - pick the guys you want,
play what you want, take all the time you
want. Cunning devil, he picked two fa-
vorites of mine - Tommy Flanagan, the
pianists’' pianist, and Zoot Sims, who was
most aptly described by the title of one of
his own albums: Good Old Zoot. (I re-
member when he was in Chicago at the
PluggedNickela few years ago, and I was
playing a dixieland gig up the street, and
I looked up one night and saw him sitting
in the audience, and ]I thought, what the
hell is he doing here? Come to find out,
he wasTTistening; he liked the band.)

I'd be jiving if I tried to sort this date
out for you; nonetheless, I sense that it is
true music, made by copasetic souls who
dig each other and what they're doing.
Wouldthey be there otherwise? Of course
not. Elvin the Great is cast in a more
conventional role - perhaps not by his
standards, but mine - than usual; I can
only recall offhand one other LP (Brook-
meyer-Getz-Hancock, Columbia), that, in
recent years, can make that claim. Ron
Carter, coincidentally, is onbothrecords.

Pepper plays like a man delighted with
his job, and contributed Inandout (a blues



that attracts the ear much as a tennis
match would the eye) and Cindy's Tune;
Serenity, and Punjab, are by Joe Hender -
son; Verdandi (a showcase for Elvin) is
Flanagan's; Elusive is Thad Jones'; Star-
Crossed Lovers is Billy Strayhorn's, and
I've Just Seen Her, Duke's.

The notes are by Ira Gitler, who writes
better about his assignments thanI do.
Prestige, incidentally, has knowingly, al-
beit prematurely, attachedits '"Jazz Clas-
sics Series' tag to this; I, personally,
would like for Time and the Great Poll to
decide about that. -W.J.

MOSE ALLISON

...Hello There, Universe
Atlantic SD 1550

Assemble a really good array of talent -
Jimmy Nottingham, Richard Williams,
Jerome Richardson, Joe Farrell, Pepper
Adams, Seldon Powell, Bob Cranshaw,
John Williams, Joe Cocuzzo. Have Mose
Allison, on organ and piano, write some
arrangements. Then let him sing in that
flat, lifeless voice of his - on eight out of
the ten tracks. If that makes sense then
my name is Joel Dorn and I'm a producer
for Atlantic Records.

To say that Allison's vocal range is li-
mited is to be kind. His lyrics are often
amusing first time around but you won't
play any of these twice unless it isto
catcha snatch of Joe Henderson or a snip-
petof Joe Farrell. The one number where
Mose's curious voice sounds quite effec-
tiveis Harold Arlen's Blues In The Night,
perhaps because his style is quite close
to that of Arlen's and the composer has
himself recorded a memorable version of
it.

Mose isanexcellent pianist but we don't
hear nearly enough of his playing on these
sides, although he stretches out for a
sensitive solo on Hymn To Everything.
But the album as a whole is a sacrificial
offering by excellent jazzmen at the altar
of commerce. Allison is much more than
the lightweight clown this record makes
him out to be, apart from the two instru-
mental selections. Asthese are the fourth
tracks on each side, many listeners may
have given up by then.

These days we must seek jazz where we
find it but this writer lacks the patience to
sift through hours of dross for a thimble-
ful of the real thing which can still be ob-
tained, unadulterated and in reasonable
quantities, onthe occasional LP that slips
through the net. -M.G.

LOUIS ARMSTRONG

The Definitive Album
Audio-Fidelity AFSD 6241

Here are the "missing' titles Louis made
with the Dukes of Dixieland in 1959. Seven
yearsago, in 1963, I was assured by Sid-
ney Frey of Audio-Fidelity that these "will
never see the light of day since the royalty
advance required is not compatible with
sales potential'’. In his book The Jazz
Life, Nat Hentoff wrote that these ten
titles "had been held up because Louis had
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used some tunes that he had recorded for
Decca a few years ago and was not sup-
posed to record again for five years.
Whatever the real reason for their non-
release untilnow, this set definitely is not
a "definitive album by Louis Armstrong",
mainly because of the lukewarm support
he receives from the Dukes of Dixieland.
At that time the personnel was: Gerald
Fuller (clarinet), Lowell Miller (tuba and
bass), Norman Hawley (drums), Stan Men-
delsohn (piano), and a covey of Assuntos -
Frank (trumpet), Fred (trombone), and
Jac (banjo). They all try hard, but when
Louisis not singing or playing the overall
temperature drops about forty degrees,
andit is only when he plunges back in that
the Dukes are galvanized into action. Ne-
vertheless, it is an album well worth ac-
quiring, as Louis' trumpet is positively
fierce throughout and his voice is at its
gravelly best. The session was recorded
in the Oriental Theatre in Chicago, and it
must bea great cavern of a place, or else
Audio-Fidelity has jacked up the echo.
Several numbers end with an echoing cym-
bal crash (clash?) which evidently is pa-
tented by the Dukes and/or Audio-Fidelity.
Louis sings on six of the tunes: Back
O'Town Blues, Sweethearts On Parade,
Bill Bailey, Someday You'll Be Sorry,
I Ain't Gonna Give Nobody None Of My
Jelly Roll, and My Bucket's Got A Hole In
It. Frank Assunto also assists on vocal in
Sweethearts and Bucket, the latter being
just over two minutes in length, and Bailey
just under three. Two of the four non-
vocalnumbers, Sugar Foot Stompand Cor-
net Chop Suey, are also well under three
minutes each. Sugar Foot is played at a
fastishtempo with the result that the ''clas-
sic" solo by Louis is somewhat ragged.
Chop Suey features the famous breaks
over stop-time chords, and Louis again
seems a little unhappy with the climate.
Offsetting this is a five minute version of
Struttin' With Some Barbecue. Louis do-
minatesthe opening ensemble and slashes

into his own solo, after which a cooling-off
periodensuesfeaturing Mendelsohn's pia-
no, Gerry Fuller's clarinet, Frank As-
sunto briefly on trumpet, before Satch
stirsup the proceedings with another daz-
zling solo flight. This causes Fred As-
suntotohold forth quite robustly on trom-
bone.

Canal Street Blues is different, to say
the least. Fuller is again featured, and
Fred Assunto's trombone is suitably
mournful, Louis takes advantage of the
acoustics here to unleash a spine-tingling
solo in the upper register, while that
rhythm section just keeps clomping along.

The front of the sleeve of this album is
devoid of any album title or other wording
so that you can enjoy the full impact of
Philippe Halsman's colour portrait of a
bug-eyed, bow-tied Louis Armstrong. The
back of the sleeve is gimmicked into a fol-
ding stand for the picture. Personally, I

prefer my Polaroid enlargement. (U.S.
edition only.)
According to Nat Hentoff, Louis was

paid $40,000 for his two Audio-Fidelity
Sessions - the other being '"Satchmo Plays
King Oliver'" which was re-packaged and
re-released several times. Could it be
that Louis and His All Stars sold better
than Louis and the Dukes? OK, I'll quit
carping. Any and all unissued records by
Louis Armstrong should see the light of
day. Hereareten. Getthem. -J.R.N.

BAY CITYJAZZ BAND

Golden Days!
Good Time Jazz S10053

For over a decade, there had been a ru-
mor floating around the Midwest, based
largely on wishful thinking and the legend
"Volume 1" on GTJ 12017 - and now, as
we see, fact - thatthere was to be another
album by the Bay City Jazz Band.

As time went by, it became easier and
easier todebunk the proposition; after all,
wouldn't GTJ have released it by now
(whenever 'now'" happened to be)? But
the vibrations began flying thick and fast
late last year, when it was vouchsafed that
the album would/did exist, someone had
""'seen' it, et cetera. The plot thickened.

Inever sawan album go so fast, when it
began trickling in. Jim MacDonald had a
few, Bob Rippey had a few (in fact, it is
widely known that both those gents have a
few from time to time); now you see 'em,
now youdon't. Now, this is not to infer
prejudgement, but when people are glom-
ming an album at that rate it must mean
something.

The sessions (three) that produced this
album were heldabout fifteen months later
thanthose for Volume 1, in mid-'57. The
personnel is nearly the same; Al Cavallin
had departed, moving Walt Yost from tuba
to second cornet; Jack Beecher became the
tubaist, and Lee Valencia replaced Tito
Patri on banjo. So much does this new
record sound like the first, though, that
both could have come from the same ses-
sions (many presumed, in fact, that they
did). The musicians, deriving from their
counterparts/idols in the '46-'47 Yerba
Buena Jazz Band, had become 'better"
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only in the sense that they were more ac-
complished in their imitations. The im-
provement is most noticeable in the work
of pianist Don Keeler and drummer Lloyd
Byassee; Keeler, a mercurial soloist,
plays sucha good pair of choruses on Yel-
low Dog Blues that one wonders if his men-
tor, Wally Rose, is not sitting in. Byas-
see takes a couple of swipes at his snare
drum on the same track, revealing his
progress toward achieving the style, and
the drum sound as well, of Bill Dart (he
may have held back a bit on recordings -
that happens - for private tapes made a
year or two later would defy belief that it
was not actually Dart himself).

Yellow Dog may be the best track, all
things considered - others are Yerba
Buena Strut, Riverside Blues, Chimes
Blues, Willie the Weeper, Skid Da De Dat,
Coal Cart Blues, Angry, Terrible Blues,
Kansas City Man Blues, and New Orleans
Stomp. Ev Farey plays some blistering
lead, Roy Giomi and Sanford '"Mick" New-
bauer are respectfully and respectively
Helmlike and Murphylike (the recording
isquite kindto them, for each has a sound
that is difficult to record), and the Great
Behemoth churns and plummets along in a
manner we have come to know as that of
the Watters band in full cry. (Newbauer,
over the years, apparently seemed to want
to sacrifice whatever speed and articula-
tion he could spare in order to gain sheer
weight of tone, volume, and the ponderous
power inherent in the Turk Murphy style -
a contemporary of Newbauer's, Jim Leigh,
who also worked with the BCJB, took the
opposite route out of Murphy, developing
alighter, more fluent style akin to that of
the Salty Dogs' Jim Snyder.)

Yerba Buena Strut is another of Wat-
ters'unrecorded (until then) and therefore
little-known compositions, moreina class
with his recent San Andreas Fault than
with his Big Four - Big Bear Stomp, Annie
Street Rock, Sage Hen Strut, and Emperor
Norton's Hunch. Even Bob Helm's Dawn
Club Joys and Robin Wetterau's imitative
Chelsea On Down seem more Wattersian.

Technically, the stereo recording - and
this must be among the very first tradi-
tional-jazz stereo LPs - was reasonably
good, with a tendency to shrillness in the
uppers and thinness in the lowers. The
monaural Volume 1 has a fatter midrange
that ismoreflatteringtothe band and more
indicative of its true sound. There is a
splice in Terrible Blues, in the ensemble
chorus following the trombone-clarinet
duet, that preserves the beat count and
rhythm but disconcertingly shifts the
changes; and the cornets' entry midway
through the two third strains of New Or-
leans Stomp is curiously delayed, sugges-
ting splices there, though I suspect it to
be a natural phenomenon.

I wonder, now, for whom I'm writing
this endorsement; surely everyone prone
tobuy Golden Days! has known of it, if not
actually acquiredit, by now. It is a fore-
gone must for thosefollowers of Lu Watters
who didn't lose interest when he did, and
have remained partial to the West Coast
way of doing things. Put this devil on
your stereo and crank it up, and if you
don't think it's one hell of a record, I'll

eat your left channel. -W.J.

KARL BERGER

Tune In
Milestone MSP 9026

Karl Berger's accession to the new music
elite beganin Europe where he played with
Don Cherry and Steve Lacy. IntheU.S.A.,
Berger's affiliates are stalwarts of the
free music explosion. On "Tune In'" he
performs with alto saxophonist and flau-
tist Carlos Ward, bassist Dave Holland and
the drummer best known for his work with
Ornette Coleman, Ed Blackwell.

Berger plays hard and crisp, rarely
softening to the featherlight tones Hutcher-
son uses. The first cut is very brief and
all the players adhere to the melody line
whichis repeated and clear even amid the
flurry of collective blowing. The title
tune functions as an overture and is given
asecond treatment at the end of side two.
Thematically, there appears to be little
need for this structural device. The si-
milarity between the pieces results from
style rather than textual continuity. The
connections, if there are any, have es-
caped this reviewer.

The lovely dissonance of With ‘Silence is
achieved by Holland, Berger and Black-
well quietly defining one minute and fif-
teen seconds, and differs sharply from
Get Up which follows like a film run too
fast: morningtoastandcoffeebrushteeth-
catchbusredorangegreenst-r-eeeeelights.
Blackwell solos.

The two longer pieces on side one, Fly
and Beyond the Moon, fit in like features
after two short subjects. The quartet does
capture the essence of "fly' as an aerial
phenomenon. Ward's flute soars and flut-
ters among the insect buzzings of sarangi
(an Indian stringed instrument) played by
Berger, and the heavy clouds of Holland's
bass. Blackwell'srhythm provides a con-
stantly moving and dramatic matrix at
times conforming to the player's sugges-
tions, at other times contradicting them
like stormy cross-winds.

Beyond the Moon has further airborne
connotations, more concretely elaborated
as Ward selects alto. His tone is very
good on this instrument, his attack rapa-
cious and could be encouraging to the
others who, for some reason, don't pay
him much attention.

Impressions of this group are difficult
todefine. Idoubt that it's a working band.
Although each player is accomplished in
his own right, there seems to be some
distance between them. They play well
together but with a lack of warmth which
is necessary for a higher degree of
achievement. Music as dependent as this
isupon sympathetic vibrationsfrom player
toplayer cannot survive on token honesty.
Mutual enthusiasm for the music cannot be
shammed. In this respect the LP is per-
fectly unhypocritical: it doesn't try to dis-
guise anything. So it's pretty cold.

There is a good understanding between
Berger and Blackwell on Clarity. The
others sound superfluous. In a very for-
mal way the question "Why is he doing it
That Way ? "' can be answered easily. The



requirements of the composition, the
technical proficiency of the players, the
unrepressed nature of free jazz.
Analogy: Why shoulda particular man
be hired for a job? Answer, ''Be-
cause his credentials are sufficient
and in order." Then the question must
be asked again, given his credentials.
"Clarity' is sufficiently stated, but there
is little inference of another dimension of
meaning. Pure aesthetic beauty of form
must bear some correlation to the human
experience which draws a sense of imme-
diacy from the emotions. Perfect lines of
composition exist in infinite array, to be
seenand heard by everyone countlesstimes
aday. It'sthe artist's human touch makes
us suck in our breath. A satisfactory an-
swer to the second question "Why?'" is
missing on this LP.

Generally, side two is better. Ward
and Holland play good solos on the album's
best piece, the very melodic and quickly
paced, From Now On.

Closing the way it opened with Tune In,
one detects the Berger trade mark, note
clusters repeated around a single figure,
like identical snowflakes of different sizes
or colours. The second version is given
a slightly different shading than the first,
smoother and more relaxing where the
opener is brittle and abrupt. Holland's
phrasing, too, improves from a style of
broken running to an easy lope.

"Tune In" is far from outstanding. But
its excellence lies in the Germanic pre-
cisionanddetail of the leader's craftman-
ship. Blackwell is the most sympathetic
musician on the date, and were it not for
his embracing drumming, the whole ef-
fort would have gone astray. -A.O.

BARNEY BIGARD

Bucket's Got A Hole In It
Delmark DS-211

In January, 1968, Channel 11 (Chicago)
flew Barney Bigardin from Los Angeles
to take part in one of Art Hodes' TV
shows. Bob Koester took the opportunity
to record him with a trio consisting of
Hodes, Rail Wilson (bass) and Barrett
Deems (drums) and then in another session
adding Nap Trottier (trumpet) and Georg
Brunis (trombone). As Koester points out
in his very informative and personal liner
note, Hodes has been collecting great
clarinetists ever since he started to re-
cord. These were his first sessions with
Barney.

This album is just so fine in every way
that I really am somewhat at a loss about
what to say about it. Let me begin in a
still, small voice by saying that I think
this is one of the half dozen greatest jazz
records made inthe last half dozen years.

One of the things that seem to be rather
neglected in writings about jazz is the im-
portance of tone. It has always seemed to
me to be one of the chief glories of the
music that jazzmen took the European in-
struments as they found them (except for
the banjo) and then completely transformed
them by the way they manipulated their to-
nal qualities. In the case of Barney Bi-
gard, I think he has produced the most
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beautiful sound from his Albert system
clarinet that any human being has ever
gotten out of a piece of wood. It is as far
superior to the tone of the classical cla-
rinet as Johnny Hodges' alto sax tone was
superior to the classical alto tone. Su-
perior, because it enhances the expressive
qualities of the instrument besides being
lovely. Thiskind of creative improvement
of an instrument is to me more amazing
than the stylistic qualities of the music
played on it. Barney's clarinet tone, the
culminating flower of the great New Or-
leans reed teachers, besides its breath-
taking purity is so warm and capable of
varieties of expression and his technique
is so full of effortless crossings of the
""bridge'' of the instrument, glisses, notes
"in the cracks of the piano', that the in-
strument hardly seems to exist - the man
seemstobe speaking directly with no me-
chanical intermediary at all. And what a
joy itis to find that after years away from
the spotlight, his abilitiesare unimpaired.
Granted, he plays a few things here that
he might not have played if he were still
in music full-time (or if there had been
more rehearsalfor the sessions), but these
are irrelevant quibbles. I bow humbly to
a great man and thank him for his won-
derful music. The quartette sides are
the most successful ones in the album in
my opinion, which may seem surprising
inview of the fact that Barney has spent a
good , proportion of his life playing in New
Orleans and dixieland bands. Yet, I think
the truth is that Barney's heart is really
inthe type of big-band jazz he played with
Duke Ellington and Freddy Slack and the
kind of combo swing he played with his
own groups, rather than in the traditional
clarinet role of a New Orleans ensemble.
All of the quartette sides are truly won-

derful with Sweet Lorraine having the kind
of breath-taking beauty that marksthe very
greatest of Bigard's playing, Hesitation
Blues marking again his mastery of the
blues form and Three Little Words epito-
mizing his swing. The last has a bit of
nostalgia to it as Barney was featured in
the recordings Duke Ellington made of it
in 1930and in the movie Check and Double
Check of that year from which the tune
came. The new version shows that Bar-
ney is playing evenbetter today than he did
forty yearsago. This workout is urbane
and both fluent and fluid.

Art Hodes? Well, he is also one of my
all-time favorites and he does everything
right in these sessions from masterful
accompanying and rhythm playing to typi-
cally original, forceful, meaningful so-
los. The question of tone applies to him
alsobecause he has achieved a distinctive
sound on that most tonally impersonal of
instruments. Art is a truly creative ar-
tist and, if I have devoted most of my
spaceto Barney in this review I know that
Art, being the modest gentleman he is,
will forgive me. And what a pleasure it
isto find that Georg Brunis, like Barney,
is still as great asever, undamaged by
theyears, stillthe master of New Orleans
ensemble trombone, still playing those
short, but marvellously effective solos,
still proving that Tin Roof Blues belongs
to him. I first heard Nap Trottier when
Art Hodes used some records of his as
intermission music when he played a little
club on Carlton Street many years ago
and I have eagerly listened to everything
he has recorded since. Every minute lis-
tening to him is pure pleasure. Rail Wil-
son is a find and Barrett Deems eschews
allthose annoying mannerismsthat marred
his work with Louis and just plays great
drums.

I'm afraid this review just amounts to a
lot of adjectives, but I can't help it. This
isjust so great. Despite getting a review
copy, I'went out and bought another. Grea-
ter praise hath no penny-pinching re-
viewer. If you do the same, you'll get
listening pleasure today and forty years
fromnow. It's that kind of record. -R.A.

RAN BLAKE

The Blue Potato and Other Outrages
Milestone MSP 9021

Ran Blake's selection of material for this
album ranges from an original composi-
tion dedicated to three revolutionary he-
roes, to Italian folk melody, to popular
American songs. His style is as eclectic
ashis taste. Sources and influences span
the history of music. The life in his hands
and feet draws the piano to the task of
playing events and feelings. The instru-
ment as an extension of the artist's voice
assumes priority over the demands of
tunes which for him exist only as name-
able starting points and figural references.

Blake can persuade the music without
overburdening it with violent emotion.
The pale colors of Vradiazi, Bella Ciaou,
and Stars Fell On Alabama create a pen-
sive mood in sharp contrast to the schizo-
phrenic design of Chicago (a city which
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These are but three of the fine trad-

itional jazz recordings you will find
in our catalog (which is available to
anyone who asks for it). Among our
newreleasesyou will find a four rec-
ord set devoted to the music of Jelly
RollMorton as interpreted by Knocky
Parker. Soontocomeis the first Am-
ericanrecording of the Olympia Brass
Band.

$5.95 postpaid from:

Audiophile Records Inc., P.0O. Box
66, San Antonio, Texas 78206, U.S.A.
or from Coda Publications
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stumbles whereasbefore it used to stride).

God Bless The Child can be heard as a
quiet tribute to Billie Holiday who symbo-
lizes the black woman in the tragedy of
Amerika. Rich chords interspersed with
lightly pedalled notes combine in a wave-
like rhythm which ebbs through this sen-
sitive portrait.

Regis Debray is/was the aristocratic
French journalist incarcerated in Bolivia
for alleged revolutionary activity. Che
Guevara is the slaughtered charismatic
symbol of the guerilla. Malcolm X, the
black emancipator, assassinatedfor prea-
ching the truth of a different color. Three
Seeds is a powerful, concentrated suite
on the themes of struggle and sacrifice.

Brooding and highlighted with long-rin-
ging single notes, arpeggios, conventional
chords oddly fitted into passages of out-
rageous dissonance. The Blue Potato
leads to All or Nothing at All and Fables
of Faubus, a set of political obstacles and
aims.

Asthe liner notes point out, the album's
social references are decidedly aimed at
the principal source of discontent in the
U.S.A. (andit ain't dope, brother!). The
artist as compassionate observer and in-
terpreter is a role ably filled by Ran
Blake. His images and attitudes are,
from beginning to end, links between ex-
perience and instrument. His accom-
plished technique allows him to freely
and effectively translate emotion into un-
derstandable music for those who listen.
There is a multitude of avenues which
lead towards Blake's mind: technique is
one, harmony, discord, affection, irony
are others. Allthese qualities are thought-
fully integrated with form in the execution
of each piece.

For some, it's difficult to derive plea-
sure from solo piano. Listening to the
solitary voice is challenging, but it can
teach more about the group than can the
group itself. New music is an ensemble
of solitary voices;understanding collective
playing surely depends on an ability to ap-
preciate the contribution of each player as
something far in excess of random and
unpremeditated wailing.

"The Blue Potato" provides a study in
variety of solo expression focused on a
broad but pointed theme. Ran Blake is
splendidly recorded and in excellent form
on this LP. -A.O.

BILL BORCHER

Euphonic Dromomania
Oregon Jazz Band 1003
Enjoy Yourself

Oregon Jazz Band 1004

The OJB is a sometime thing, a funloving
group of amateursand semi-pros at whose
nucleusisBill Borcher, a self-taught cor-
netist.

There are a couple of dozen people,
more or less, involved in the two albums,
though most of those from the first came
back for the second. The one notable com-
mon denominator, however, is clarinetist
Brian Shanley, who was once a third of
one of the best front lines Bob Scobey ever
had. Shanley left Chicago some years ago

to seek his fortune, after the advice of
Mr. Greeley, in California, taking with
him one of the last Albert system clari-
nets in active service outside New Or-
leans. Shanley is a beautiful clarinetist,
with great swingand a tone that shows how
much he likes Ed Hall.

Moreover, Joe Ingram, of the cornet
and valve trombone, appears on 1003.
Ingram may be remembered as the cor-
netist with the Webfoot Jazz Band, who
were third place winners (Conrad Janis'
Tailgate Jazz Band was first) in the first
annual Record Changer Jazz Band Contest
in 1949 (their Webfoot Blues is on Record
Changer 102. wherein the group sounds
quite like the Castle Jazz Band, and no
wonder). Why, the Webfoots used to be on
the radio, even! Ingram is pretty good,
and so is trombonist Phil Brandt, who
appears on both records, playing roughly
and Teagardenly. Good work is turned in
now and again by various others, excepting
drummer Neil Hart, who is dull and inef-
fectual without being actually harmful;
and for the fan who is looking for some-
thing a little different, Emma Moss, a
mature lady banjoist, turns up on 1004,
and doesn't do too badly. (That's quite a
compliment, Emma - I don't like banjo
players, most of them.)

A cardto Borcher at 1451 Mission Ave-
nue, Carmichael, California 95608, will
bring you information you'll need to buy
these albums, as well as some 45s, and
a 7" LP under the pseudonym of the Delta
Moonlighters. Shanley's on that one too.
Iain't saying they 're great, but you MIGHT
like 'em. -W.J.

AL BOwWLY

By The Fireside
Halcyon HAL2

One of the most interesting undergrounds
that exist in the world of the record col-
lector isthe tight little group of Al Bowlly
enthusiasts. They are spread thin over
many parts of the world and whenever they
speak of their hero, there is a particular
warmth in their tone. One senses that
they know they possess in their memories
a rare source of pleasure and that they
are not in the least dismayed that most
people have either never heard of him or
have long since forgotten him (even his
name gets spelled more different ways
than you can shake a stick at). On this
continent, he is best remembered as the
singer for many years with Ray Noble's
orchestra, but BrianRust's knowledgeable
memoir on the album sleeve tells me that
he came from Lourenco Marques in Por-
tuguese East Africa, via such equally un-
likely places as Johannesburg, Calcutta,
Singapore and Germany, to London. I
cannot number myself among the magic
circle of the Bowlly underground, as I have
alwaysregardedhis singing as rather cor-
ny. But it is corn of a particularly nice
variety and I have never heard a Bowlly
performance I disliked. He sings in a
rather high, slight tone, in a quite unas-
suming manner. His approach to popular
songs hasnothing whatever to do with jazz
and I suppose the most descriptive clas-




sification for him would be 'crooner",
but there is an indescribable aspect to h1s
singing that d1st1ngulshes him from Ameri-
can counterparts like Rudy Vallee. Per-
haps, it is that he was genuinely senti-
mental.

These records were all made in 1932 in
England. Among them are such forgotten
songs as Now That You're Gone by Gus
Kahn and Ted Fiorito which has a fine
melody and lyric and which Bowlly sings
excellently. The epitomy of Al Bowlly is
perhaps on Save The Last Dance For Me,
where his very heartfelt, corny singing
is utterly irresistible and, in a  strange
way unique to him, quite moving. The ac-
companiments (arranged by Lew Stone) are
mostly something Bowlly has to overcome,
although Nat Gonella plays some hot trum-
pet, most notably on By The Fireside.
Bowlly's gentle, understanding treatment
of Auf Wiedersehen, My Dear is remar-
kable considering the elephantine accom-
paniment andtoofasttempo. However, the
tempo is just too fast for any meaning on
Ann Ronell's Rain On The Roof and the
drummer presumably is imitating hail on
a tin roof. Unless you're a member of
the Bowlly underground, you probably
won't want this album, if youreadCoda.
Recording quality is undistinguished.
-R.A.

BOBBY BRADFORD

Flight For Four
Flying Dutchman FDS 108

An artist is rarely embraced by his audi-
ence in his own time for his art alone.
Occasionally, his novelty appeals so
strongly to a jaded public that he becomes
a darling and shortly thereafter is cast
aside in favor of the next. His art always
suffers from a wave of fickle followers
whose immitations, posturing and inter-
pretations in the master's name further
obscure the originator and the original
work.

Fortunately, some have been spared.
The music on "Flight For Four" emerges
from the sanctuary of the all but anony-
mous involvement Ornette Coleman has
managedto conserve for his own art. The
purely lyrical mode governedby a schooled
imagination has resulted in much of the
timelesspoetry, painting and music avai-
lable to caress our senses. It has in-
spired in other talented people the daring
neededfor intimate expression in a barely
responsive arena.

Bobby Bradford (trumpet) and John Car-
ter (alto, tenor, clarinet) both have bene-
fittedfrom personal contacts with Ornette
Coleman, who since the fifties, has single-
handedly nursed to maturity a new style.
Now, living and playing in Los Angeles,
they have recorded an album in the piano-
less quartet style of Coleman which de-
monstrates competency beyond mere im-
itation.

Lonely and cat-eyed, sophisticated and
cunning. Sensuous, bluesy and languid.
The interplay of clarinet and trumpet on
Woman. A portrait or tone poem with
smears of innuendo from bass and drum
(Tom Williamson and Buzz Freeman).

Abstractionsfor Three Lovers. Tempo
is abandoned and in its stead, pace. Ti-
ming. Quiet and melodious patience with
complex themes for alto, trumpet and
bass.

Tempo returns for Domino, a rapidly
moving construction. Particularly good
Bradford and rhythm end the second side
with flair and style.

Except for Woman (Bradford), all the
piecesare John Carter compositions. Call
To The Festival is certainly an excellent
performance - exciting, surprising and
sustained. What festival we are left to
surmise; however, it and The Second Set
really needn't be separated by a title.
They seem well-mated; almost two views
of the same idea. Structure here is re-
gistered by tolling chords from William-
son's bass. These pauses signal a fresh
onslaughtfrom the soloists. The connec-
tions slur from needlepoint and stabs of
sound to crude growls and frantic admix-
tures of scathing invective. Again, great
Bradford.

"Flight For Four" is an example of how
goodis much of the music we never get to
hear; a fine piece of playing by men who
obviously haven't recorded it for profit.
It's on Bob Thiele's Flying Dutchman la-
bel, and the only part you need ignore is
the fatuous liner note by Frank Kofsky.
-AO,

CLIFFORD BROWWN

The Clifford Brown Quartet In Paris
Prestige PR 7761

Once, writing about Django Reinhardt/Hot
Club Quintet recordings, Andre Hodeir
spoke of Stephane Grappelly as 'a real
improviser' - a comment which, asobjec-
tive criticism, gets its main impact
through what it leaves unsaid. It is, how-
ever, a favorable comment, in that-as-
suming that jazz is basically a music de-
pendent en an improvised theme-and-har-
monic-variationsform of varying degrees
of complexity - it stillmeans that Grappel-
ly knows fundamentally what jazz is about,
even if he can't always work it with the
expertise to be desired of him. This
comment of Hodeir's is particularly a
propos for this recording, not insofar as
it concerns Grappelly (who is irrelevant
to the proceedings here), as in that it
opens the whole question of what an im-
proviser ought or ought not do. On the
basis of the alternate takes included here,
I'm inclined to say that Hodeir's comment
is too favorable to be applied to Clifford
Brown.

Explanation: The '"alternate' takes of
various solos by (say) Charlie Parker,
are ever fascinating, simply because Par-
ker improvises continually - there is usu-
ally nothing any one interpretation of a se-
lection has in common with any other take
of the same except the underlying set of
chord changes; in effect, for each version,
Parker uses his knowledge of harmonies
and his rhythmic and formal intuitions to
createavocabulary entirely different from
every other version, and often to effect a
totally different emotional and interpreta-
tive atmosphere from the same source.
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(The only exceptions coming to mind for
Parker being his various four-bar breaks
on Tunisia and his McShann and Swedish
Body and Soul.) On the other hand, Clif-
ford Brown seems to'have come to this
particular session with some characteris-
tic motifs in mind which he felt would be
suitable for the various selections to be
recorded, and spendshis solo space in the
original and alternate takes rearranging
the order of these motifs, perhaps altering
embellishméntsand varying the lengths of
elaboration of each preconceived idea (I
Can Dream, Can't I, takes 1-3); but fun-
damentally - and especially so since Clif-
ford'stone is sufficiently stable that little
momentary expressive variation can ori-
ginate in his sound alone - there is no
change in environment or contentfrom
take to take. Not that this is totally un-
precedented or gbjectionable initself; Fats
Navarro's recordings with Dameron re-
veal the same preoccupation with perfec-
ting the solobeforehand, and since Navarro
was in many respects Clifford's main de-
termining influence, it's hard to see how
such perfectionism could not have rubbed
off after a while. And since Clifford's
improvisations were usually uniformly
good on any take, such a concern with the
perfection of every note and phrase could
only complicate the record company's
tasks in choosing the take to be issued,
and compound session expenses perhaps
needlessly. The fact remains, though,
that - especially in I Can Dream, but also
in You're A Lucky Guy and the other se-
lectionsfor which alternates are provided
herein - there is little enough difference
between the various takes, such that the
casuallistener (as opposed to the analyti-
cally critical listener or the out-and-out
Brownie fanatic) would not find the pro-
ceedings particularly interesting.
BeforeIhave my head lopped off for the
unpardonable capital sin of actually saying
something bad about Brown, I should re-
mark that at this early point in his career
(late 1953), Clifford was still a very self-
conscious player, and that this shows in
at least one major respect other than his
preoccupation with self-perfection on all
takes. Namely, Clifford was at this point
developing an extremely florid style,
much akin to swing-period melodic em-
bellishment of the melody, following to an
almost baroque degree of filigree around
his melody statements; and at several
places - again, I Can Dream is a prime
example - he gets himself so completely
caught up in this process of delicate con-
struction that he forgets completely about
swinging until he hears the rhythm section
behind him. Again, Clifford's sound was
so completely stable that there was almost
no motiveforce in hislines unless he swung
himself consciously; and without his ef-
fort to that end, any impetus behind his
solosdies completely. Although it's hard
to tell - even in retrospect - considering
the brevity of Brown's career, I suspect
that he was still a relatively immature
(or asimmatureashe could possibly seem
tobe) improviser when he made this date;
at least, this is the only way (knowing the
trumpeter's total lack of physical and
mental hangups) I could rationalize the
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bad things that happen here that just don't
happenonmost of his other dates (although
perhaps much of it could be just that he
wasn't, atthistime, used to having to play

" straight ahead, by himself, without other

horns to spell him after a couple of cho-
ruses as on most of his sessionsfromhis
Hampton period).

This, then, is one of the poorer Brown
recordings from his prime period (although
I'm sure that Mark Gardner and a number
of others would take issue with me on
that....). It would be unfair to say that
itisabad session, mind you - the original
takes of the various titles are excellent,
but the little errors of improvisation that
creep in here and there and the totally
monotonous effect of the alternate/original
takes being juxtaposed combine to remove
theimpact of the music if you try and lis-
ten to it all at once (which, I guess, has
as much to do with the way in which this
reissue was programmed as with the ses-
sionitself), since the alternate takes don't
stand up well to the sort of comparative
listening this programming invites. The
two single take selections stand out, inmy
opinion, above all the others and possibly
- just possibly, mind you - above most of
Brownie's other recorded output. His
performance of It Might As Well Be Spring
is the most moving and most moved.ver=
sion of this ill-treated standard that I have
ever heard; the trumpeter finds and draws
out so much more beauty in his explora-
tion of this line than in any other version
of this ballad by anyone, that I'm almost
surprised that anyone should attempt this
again after this version, tempting an ine-
vitably unfavorable implied comparison
with Clifford Brown was not, also, a na-
tural blues player (whichis really not much
of a disadvantage, since it puts him in the
rather distinguished company of such as
Hawkins and Benny Carter); but Blue And
Brown is - surprisingly - the most un-
selfconsciously funky and genuinely moan-
fulblue performance I have ever heard in
Brown's recorded work, and probably
(when and if someone gets around to wri-
tingthe definitive critical work on Brown)
one of his masterpieces.

It isn't, I guess, really a bad session
so much as a session programmed in a
bad manner. Especially considering the
great similarity of various takes, the
multiple take of same selection adjacently
dubbed format is going to appeal only to
thefanatical collector, if at all, and there
seems really no reason why the casual
Browniephile should have to bother with
the alternates; he'd probably be better off
looking for one of the original Vogue issues
with only the original takes, and the origi-
nals from another session or two, dubbed
on, and leave the rest for later, when his
tastesfor Brownie's playing (a very meti-
culous and finicky taste, to be sure) be-
comes morerefined. The collector, since
he's the only one to whose advantage this
recording might be, may not be too happy
with the fact that (according to discography
listings of matrix numbers), the various
tracks are dubbed out of order; but this
still is the only North American issue con-
taining the complete session, and that's
something for him to consider. -B.T.

CAKEWALKING BABIES

Volume 1: Country Style
Matchbox 182

(Sara Martin: Jug Band Blues/Don't You
Quit Me Daddy. Bernice Edwards: Long
Tall Mama/Mean Man Blues. Madlyn Da-
vis: Death Bell Blues/Gold Tooth Papa
Blues. Lulu Jackson: You're Going to
Leave the Old Home, Jim. Mae Glover:
IAint' Givin' Nobody None. Gladys Bent-
ly: Red Beans and Rice/Big Gorilla Man.
Lucille Bogan: Seaboard Blues/Troubled
Mind. Annie Turner: Deceived Blues/
Workhouse Blues. Memphis Minnie: I'm
Not a Bad Gal/It Was You, Baby.)

LUCILLE BOGAN/
WALTER ROLAND

Alabama Blues
Roots 317

(My Georgia Grind/Sloppy Drunk Blues/
Alley Boogie/T.N. & O. Blues/Hungry
Man's Scuffle/You Got to Die Some Day/
Lonesome Midnight Blues/My Man is Boo-
ganMe/PigIron Sally/Tired As I Can Be/
Sweet Man, Sweet Man/Reckless Woman/
Down in Boogie Alley/Man Stealer Blues/
Stew Meat Blues/Skin Game Blues)

The distinction between country blues and
city blues has always been a problem for
blues scholars. There are, of course,
artists who can clearlybe placed in one
group or the other, but most fall into a
shadowy middle ground which defies defi-
nition and leads to classification, more
from prejudice than fact.

Certainly this is true when one comes
to consider the women who sang blues.
In spite of individual differences, and oc-
casional regional differences like the ea-
sily spotted Texas moan, thereisa remar-
kable sameness of approach in a wide va-
riety of artists, whether they are consi-
dered city or country.

Isuspect, that the attitude of the record
companies had a great deal to do with the
formingof afemaleblues style in the early
and mid-twenties. It was at this time that
Bessie Smith was rejected at her first
auditionfor beingtoo crude and it is likely
that there was a general attitude among
A &R men that they didn't want to produce
indelicate records by woman singers. A
singer like Sara Martin, even though she
wasaccomapniedby jug, fiddle and banjo,
produced a vocal which sounds decidedly
tutored in comparison to most of the male
singers of the time. The same is true of
Bernice Edwards, who playsarough Texas
piano, much more down to earth than her
singing. There seems to have been an
emphasis on diction, smoothness of voice
and the holding of notes which isn't found
among the men singers. It was largely
later in the decade that rougher female
styles began to appear, as for example,
on this record in the singing of Madlyn
Davis or Mae Glover, and even in their
singing the earlier emphasis on "'good"
vocals is still clearly present, whether
or not the record companies still consi-
dered that style desirable.




GEMS OF JAZZ

reissue of first 10” Ips recorded by
dscb!

margie/freeze an’ melt/boogie trap
/fidgety feet/see see rider/canal
street/jazz me blues/apex blues/
them there eyes/mabel’s dream/
out of the gallion/cake walkin’
babies back home. mono phi 6410
006 $4.95 ppd.

DSC “ON TOUR”

way down yonder in n.o./south ram-
part/apex blues/ory’s creole trom-
bone/king of the zulu’'s/opus 5/
freeze and melt/please don’t talk
about me when i’'m gone/carry me
back/weary blues/jazz me blues/
way down yonder. (same as pre-
viously issued ‘‘dixie gone dutch”)
phi 316py stereo $4.95 ppd

TRIBUTE TO ARMSTRONG

you're driving me crazy/melancholy
someday you’ll be sorry / mack the
knife/when it's sleepy time down
south/hello dolly/cornet chop suey/
blueberry hill/potato head blues/
two deuces/mahagony hall stomp/
dippermouth blues. phi 396py ste-
reo $4.95 ppd.

KEN COLYER’S JAZZMEN

‘“‘watch that dirty tone of yours’’

till then/one sweet letter/arkansas
blues/poor butterfly/bugle boy
march/if you're a viper/runnin’
wild/my gal sal/black & blue/
swipesy cake walk. joys 164 st
$4.25 ppd.

DSC “AT HOME”

sensation rag/riverside blues/at a
georgia camp meeting/peter’s
swayin’'s/south/weary blues/basin
street/copenhagen/lazy river
kitty’s dream/the world is waiting
for the sunrise/savoy blues/steam-
boat stomp. outstanding concert
recording. recorded in 1955, the
supply is limited. a must! mono
only, phi 655001 $4.95 ppd.

ANNIVERSARY CONCERT “LIVE”
copenhagen/georgia cabin/back to
the game/blue and sentimental/
berlin blues/willie the weeper/love
is here to stay/get going/i’'m get-
ting sentimental/heebie jeebies.
phi 385py stereo $4.95 ppd.

THE BAND’S BEST

jazzband ball/fidgety feet/royal gar-
den/basin street/ice cream/tiger
rag/high society/see see rider/ten-
nessee waltz/ wilhelm tell/some of
these days/saints. font. 056xpy
stereo $4.95 ppd.

" The Rh

Jack Bland

THE RHYTMAKERS 1932

bugle call rag/oh, peter / margie
oh, peter/spider crawl/who’s sorry
now/take it slow and easy/bald
headed mama/i would do anything
for you/mean old bed bug blues
yes, suh/who stole the lock/shine
on your shoes/it’s gonna be you/
someone stole gabriels horn. cc 14
mono $4.95 ppd.

DIXIE JUBILEE 25 YEARS DSCB
valuable addition to story Ips
panama/jazzband ball/tin roof/
snake rag/dippermouth/steamboat
stomp/buddy’s habit/butter & egg
man/besame mucho/clarinet mar-
melade/melancholy/since my best
gal turned me down. phi 6830015
$4.95 ppd.

DUTCH SWING COLLEGE STORY

hodge podge/jelly roll/strange
peach/royal garden blues/stealin’
the blues/snake rag/dscb blues
original dixieland one step/absent
minded blues/1919 rag/b. bolden
blues/frog-i-more rag/dr.jazz/weary
blues/k.c. stomp/ squeeze me/ten-
nessee waltz/tiger rag/please don’t
talk about me when i'm gone/fid-
gety feet/shimmy like sister kate/
butter and egg man/blues for so-
prano/brazil/lasttime/clarinet mar-
melade/cornet chop suey/story
stomp.

THE DUTCH SWING COLLEGE B
STORY 1945-1968

deluxe two record set includes book
with complete story and many pic-
tures taken during the 25 year his-
tory of the dutch swing college
band. phi hb72 stereo $7.50 ppd.

walk that thing/i'm crazy 'bout my
baby/immigration blues/charlie
johnson stomp/some of these days
/freeze out/charleston’s the best
dance after all/miss hannah/milk
cow blues/hot mustard troble/mis-
sissippi wobble/paradise wobble.
stereo $5.95 ppd.

NEW ORLEANS JAZZ

DUTCH SWING COLLEGE BAND
way down yonder in new orleans/
fidgety feet/beale street blues/ma-
hogany hall blues stomp/royal gar-
den blues/when it's sleepy time
down south/big butter and eggman
/high society/basin street blues/
wolverine blues/i ain't gonna give
nobody none o this jelly roll/tiger
rag/at the jazzband ball/i wish i
could shimmy like my sister kate/
struttin’ with some barbecue/just
a closer walk with thee/see see
rider/dipper mouth blues/some of
these days /cornet chop suey/po-
tato head blues/memphis blues/
baby won’t you please come home
/when the saints go marching in.
‘phi 7551 001 $6.95 ppd.

this stereo musicassette gives gen-
uine reproduction on mono equip-
ment.

azzpost °‘Imports
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No doubt it is true, as the writer of the
liner notes for thisalbum asserts, that the
blues womenhave been too much neglected
(off hand I can think of only two other col-
lections devotedto woman singers, though
there are quite a number of albums by
single women artists), but his suggestion
that any of the singers represented here
areonapar with Charlie Patton just won't
stand up when the record is heard. There
were, of course, great women blues sin-
gers; they produced some of the greatest
blues. But most of the singers here are
from the second line (and one, Lulu Jack-
son, doesn't appear to have been a blues
singer atall); and pleasant though they are,
they don't present genius.

This is not to say that those interested
inolder blues styles won't find interesting
performances in this collection, Sara
Martin's ability to sing in two completely
different rangeson Jug Band Blues and the
brilliant combination of Mae Glover's
rough, spirited voice and John Byrd's
12-string guitar are alone good enough
reasons to have this record; the great
accompaniment by Little Brother Montgo-
mery and Walter Vincson on Annie Tur-
ner's numbers should also be heard. In
addition, thereare severalrecordsof con-
siderable rarity here, though unfortunately
the rarer items are in rather bad shape.

Idon'tthink thisisa record I'm apt ever
to listen to straight through for the plea-
sure of it, but there are certainly some
performances to which I'll returnfrom
time to time.

Lucille Bogan was an artist who slipped
into undeserved obscurity, at least partly
no doubt because she was never accompa-
nied by jazz groupsand so was not of much
interest to the jazz collectors of the past
two decades. The two selections on the
Cake Walking Babies album only begin to
give some idea of her range and versatili-
ty. Listening to a full record of her sin-
ging is the only way to appreciate how
great she really was.

Over the noise of these old recordings,
she projectsher strong per sonality through
the songs in the same way that Bessie
Smith does through hers. She never suf-
fers from a sameness of approach, but
has the gift of being able to vary her per-
formance to fit the requirements of what-
ever song she is singing.

Walter Roland's piano which accompa-
nies her on all the numbers on this album
matches her perfectly. His playing is as
inventive and witty as her singing; they
deserve to be ranked among the greatest
blues duos.

If it weren't for the sound on this re-
cord, Icouldrecommend it without reser-
vation. Unfortunately, some of the ori-
ginalsare sufficiently rare that bad copies
seem to be the best that can be had, and
in some casesthere is more noise and dis-
tortion than is pleasant. However, the
record is well worth having for the num-
bers which are reasonably easy to hear.

Matchboxrecords are produced by Say-
disc Specialized Recordings (they also
distribute Roots in England), The Barton,
Inglestone Common, Badmington, Glos.,
GL9 1BX, England. The price is 2/1/-
post paid. Roots records are $5. 80 post
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paid from Postfach 17, A-2345 Brunn a.
Geb., Austria. -P.H.

C.J.’sS ROOTS OF
CHICAGO BLUES

Volume 1
Blue Flame 101

(Hound Dog Taylor: Christine/Alley Mu-
sic. Earl Hooker: Wild Moments/Chi-
cken. Rudy Robinson: Bachelor Blues.
Little Mack: Coma Back/My Walking
Blues. Homesick James: Seta Date. Lee
Jackson: Pleading for Love/Juanita.
Morris (Jones) & Betty Everett: This
House. Betty Everett: Why Did You Have
to Go.)

The C.J., Colt, and Firma labels are a
one-man operation which has been issuing
three or four singles a year for about the
past dozen years. The labels are well
known to Chicago Blues collectors, and
those who don't already have most of this
material on singles will probably find the
collection interesting.

In spite of its rather limited output, the
company has gained a reputation by inclu-
ding among its releases such artists as
Homesick James, Little Mack, Earl Hoo-
ker, Detroit Jr., and Hound Dog Taylor,
many of whom are included in this album.
These names will no doubt draw attention
to the record, but with a couple of excep-
tions, it is interesting less for the music
included than it is as an account of what
one of the small Chicago labels was doing
during the sixties.

There isn't anything which could be
described as the C.J. sound. Blues were
includedamongthe releases, but the term
wasbroadly defined. It appears that any-
thing which sounded interesting and had a
chance of being a hit in the Chicago area
was put out.

This collection reflects the diversity of
C.J. releases. Rudy Robinson is a Wyno-
nie Harris type blues shouter backed by
agirlvocal group; Lee Jackson's numbers
are both ballads, very different from the
sort of thing he is now doing with the Chi-
cago Blues All Stars; Betty Everett's songs
arefrom her pre-soul period and are more
blues influenced than the music she now
sings.

The best blues on the record are by
Homesick James and Hound Dog Taylor.
Homesick James doesa good Elmore
James style version of Memphis Minnie's
Please Seta Date, and Hound Dog Taylor,
another Elmore James disciple, provides
some great interplay with Lafayette
Leake's piano on two instrumental num-
bers. Oddly enough, Christine, which was
originally issued with a vocal by Taylor,
ishere presented with the vocal track re-
moved. It makes a nice instrumental but
stands up better with the vocal included.

Earl Hooker's Wild Moments is a good
Chicagorock/blues instrumental featuring
organ and tenor as well as Hooker's gui-
tar, but the band falls apart on Chicken
which is a reworking of You're So Fine
and a dance theme (the Chicken). The vo-
cal is pedestrian and the accompaniment
worse. Little Mack Simmons, who is the

album's featured artist, has some strong
moments of loud harmonica solo. The
songs are nice but unexceptional.

Blue Flame Records are available from
C.J. Records, 4827 Prairie Avenue, Chi-
cago, Illinois 60615, U.S.A. for $4.98.
-P.H.

CHOCOLATE DANDIES

1928-1933
Swaggie 1249

Two talented arrangers, Benny Carter
and Don Redman, were responsible for the
best of the Chocolate Dandies recording
groups, here all tastefully assembled in
chronological order onto one LP. Redman
started the ball rolling on September 29,
1928, when he found the Dorsey Brothers
Orchestra in the studio, and recruited
Tommy and Jimmy, Hank Stern (tuba),
Stan King (drums), added such luminaries
as Jack Teagarden, Frank Teschemacher,
got George Thomas to sing the vocal and
came up with Cherry. All these Big Aces
might just as well have been out on the
street, as the only solo is a short one by
Teschon tenor. But this number sets the
mood for the Chocolate Dandies - a mood
that might be described as playing lightly
and politely. This was sustained on Octo-
ber 10, 1928, when the basic McKinney
Cotton Pickers, with one major addition,
found themselves recording as the Choco-
late Dandies. The major addition is the
late, great Lonnie Johnson who has guitar
solos on Paducah and Stardust. . This
early jazz recording of Hoagy Carmi-
chael's tune movesalongata commendable
clip, and apart from Lonnie, features
Milt Senior on clarinet and John Nesbitt
ontrumpet. The same group recorded an
Ellington number (Birmingham Break-
down) and a tune associated with the Luis
Russell orchestra, Four Or Five Times.

In September 1929, Benny Carter made
his first appearance as a dandy Chocolate
Dandy, teaming up with Don Redman and
Coleman Hawkins to form a million dollar
sax section, along with Leonard Davis
(trumpet), Rex Stewart (cornet), and old
Mr. Thomas Waller and all. If the tune
SixOr Seven Times is a sequel to Four Or
Five Times, thenthe other number recor-
ded at this session is fully descriptive of
the physical feats hinted at: That's How I
Feel Today. After this date, Redman de-
partedfor other chores, and Benny Carter
alone directed the remaining Chocolate
Dandy recordings, the next five of which
are my particular favorites,

Benny Carter used all Fletcher Hen-
derson men for two dates in December
1930: Bobby Stark (trumpet), Jimmy Har-
rison (trombone), Coleman Kawkins (te-
nor), Horace Henderson (piano), Benny
Jackson (guitar), and JohnKirby (bass and
tuba). Benny is featured on both clarinet
and alto and he also sings on Goodbye
Blues. Jimmy Harrison is the vocalist on
an equally moody Got Another Sweetie
Now. The sombre mood continues in
Cloudy Skies and the classic Dee Blues.
Only on Bugle CallRag does the Blues mo-
tif disappear, and even then the tempo is
subdued and there is none of the usual



flag-waving associated with this tune.

Thefinal Chocalote Dandies session co-
vered by this LP took place almost three
years later, in October 1933. Swing was
soon to become king, and the arrange-
mentsanddrive of INever Knew and Krazy
Kapersreflected the new era. The rough-
hewn trumpet of Max Kaminsky and the
Chicago trombone of Floyd O'Brien brought
a new kind of verve to the Carter scores.
Carter also plays trumpet here, and on
Once Upon A Time, leaving the saxophone
duties to the magnificent Chu Berry. On
Blues Interlude, however, Benny Carter
isfeaturedthroughout on alto. The rhythm
section featured the impeccable Mr. Wil-
son (Teddy, that is) on piano, Lawrence
Lucie (guitar), Ernest Hill (bass), and
Sid Catlett (drums) - although Mezz Mezz-
row snuck in the studio to drum up a dol-
lar on Krazy Kapers.

To quote from Brian Rust's admirable
sleeve notes: "Redman and Carter bes-
tride the admittedly narrow world of jazz
arranging like colossi: the sixteen tracks
here presented complete are a living tes-
timony to their art." -J.R.N.

DUTCH SWING COLLEGE

Swing College At Home (1955)
Philips 655 001 XPL

The Band's Best! (1959-60)
Fontana 857056 XPY

Dutch Swing College On Tour (1960)
Philips 840 316 PY

Twenty Years DSC Anniversary concert
(1965)

Philips 840 385 PY

Tribute To Louis Armstrong (1966)
Philips 840 396 PY

The DSC Story 1945-68

Philips H-72-BG-205

American and Canadian collectors should
be delighted to be able to obtain these se-
lected DSC albums domestically (ie. sim-
ply andquickly) after all these years. The
single LPs are priced at $4.95 each,
postpaid, and the two-disc set, with its
stunning booklet of data and photographs,
packaged in a handsome album box, is a
most reasonable $6.95 (for full descrip-
tion, see advertisement in February 1971
CODA). The stereosare compatible, too.

The majority of collectors of 'revival"
traditional jazz have at least two DSC al-
bums - the early Epic, and the deleted
"Dixie Gone Dutch' (Philips 200-010) which
is identical to the ""On Tour' album here.
(A mysterious third American release,
"Twelve Jazz Classics', turned up scat-
tershot a few years past on the Epic sub-
sidiary, Perfect (PL 12038). Theboxed
set (record #1 mono, #2 compatible ste-
reo!) duplicates two titles from the old
Epic and two from the Perfect, and one
from each of the other albums (except
Twenty Years, which has no duplications)
for a total of seven, making the set, with
twenty-eight titles in all (several from
78s, one previously unissued) not at all
dispensable.

The DSC story, encapsulated, is an un-
complicated one: the original band, mem-
bers of the "DSC (jazz) Club", swung to
more traditional jazz formsafter an initial

Berklee

COLLEGE OF viusic

The Newport and Woodstock Festi-
vals combined are at Berklee—and
they run for the entire school year!

1965 - 500 1969 - 1100
1967 - 800 1970 - 1400
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ELECTRONIC MUSIC—''new music"’
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involvement with small-group Ellingtonia
(hear Hodge Podge, inthe "Story" set).
‘Under the direction of reedman Peter
Schilperoort, the personnel and musical
idiom shifted gradually until settling into
a stable group of eight musicians - the
customary seven, with banjo-bass!(rarely
tuba) rhythm, and Schilperoort playing se-
cond cornet, or second clarinet, or so-
pranosax(and, later, after a period away
from the band, tenor and baritone saxes)
togive eachtune a somewhat more special
treatment than is within the capability of
those bands with non-doubling front lines.
This built-in versatility through the early
and middle years of the band made it far
more attractive than the millrun, as you
might imagine - two trumpets, after Oli-
ver-Watters;two clarinets, in the manner
of Graeme Bell's Australian band; a cla-
rinet-soprano duet, as Bechet-Mezzrow.
Terrific!

Time wrought many changes on the style
andrepertoire of the DSC, and not always
for the better, though the devotion and
conviction of its members never flagged.
Upon Schilperoort's return in late 1959
(the "At Home" concert was his sendoff,
in September '55), the piano was dropped,
his clarinetist replacement, Jan Morks,
was retained, and Schilperoort himself
turned to baritone sax; this combination
produceda series of recordings that were
distinctively different from their prede-
cessors and served to mark a rough mid-
point between the early sound and the one
ultimately achieved by 1968 (hear Story
Stomp, written especially for the "Story"
set). The music took on a relative "dixie-
land" (no semantical quibbling, gentle-
men) cast; the cornetist Oscar Klein and
trombonist Dick Kaart had replaced the
veterans Wybe Buma and Wim Kolstee, and
banjoist Arie Ligthart had refined his ap-
proachto a less rambunctious, 'straight-
four" one. Eventually Morks departed,
leaving Schilperoort to return to the cla-
rinet, and with Ray Kaart, cornet, and
more modern drummers (Louis de Lus-
sanet, Peter Ypma) a style generally si-
milar to the neo-New Orleans "trad", as
typified by Chris Barber'sband, emerged.
If the baritone-sax period was subdued,
the later band seemed to re-possess the
slam-bang enthusiasm of the early one,
though with great discipline, refinement,
and somewhat more 'modern'" methods;
this, in contrast to, as well, the compa-
rative rough-house attitude of Barber's
band, and those who tried to pattern their
bands after his.

Of this group of records, the "At Home"
set illustratesthe "'old" style, taken to its
endpoint in the chronology, with the titles
Sensation Rag, Riverside Blues, Georgia
Camp Meeting, South, Weary Blues, Ba-
sin Street, Copenhagen, Lazy River,
TWIWFT Sunrise, Savoy Blues, Kitty's
Dream, and Steamboat Stomp. The
"Band's Best'" and '""On Tour' albums co-
ver the baritone-sax period well, the for-
mer including Fidgety_Feet, Jazz Band
Ball, Royal Garden, Basin Street, Ice
Cream, Tiger Rag, High Society, Tennes-
see Waltz Rock (these last four on the
Epic-Perfect), See See Rider, Wilhelm
Tell, Some Of These Days, and Saints,
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and the latter with, like the American
Philips, SRS Parade, Apex Blues, Ory's
Creole Trombone, King Of The Zulus,
Opus 5, Freeze And Melt, Please Don't
Talk About Me While I'm Gone, Carry Me
Back ToOld Virginny, Weary Blues, Jazz
Me Blues, and, as the ""At Home'" album,
the DSC's opening and closing theme, 'Way
Down Yonder In New Orleans.

The ''20 Years' and "Tribute' albums
bring us nearly up to date, and share a
common personnel of the Kaart brothers;
Schilperoort (on clarinet, soprano, and
tenor); Ligthart (who joined the band at the
start of 1952, and remained throughout
the years), banjo and guitar; bassist Bob
van Oven, who had joined in early 1950;
and drummer Ypma. The first has Co-
penhagen, Georgia Cabin, Back To The
Game, Blue And Sentimental, Berlin
Blues, Willie The Weeper, Love Is Here
To Stay, Get Going, I'm Getting Senti-
mental Over You, and Heebie Jeebies;
the second, You're Driving Me Crazy,
Melancholy, Someday, Mack The Knife,
Sleepy Time Down South, Hello Dolly, Cor-
net Chop_Suey (wherein Dick Kaart solos
on baritone horn), Blueberry Hill, Potato
Head Blues, Two Deuces, Mahogany Hall
Stomp, and Dippermouth.

Finally, the box set contains Hodge
Podge (Ellingtonia from '45), None Of My
Jelly Roll (a very groovy slow '46 ver-
sion), Strange Peach (their first 78 rpm
release), Royal Garden and Stealin' The
Blues ('50), Snake Rag, DSC Blues, Ori-
ginal Dixieland One-Step, Absent- Minded
Blues, 1919 Rag (all '51), Buddy Bolden's
Blues('52), Dr. Jazz (with an elephantine
vocal by Neva Raphaello, embarrassingly
unaccomplished) and Frog-I-More Rag
(both '53), Weary Blues ('55), Kansas City
Stomps ('56), Squeeze Me ('58), Tigzr Rag
and Tennessee Waltz Rock (both '59),
Please Don't Talk About Me, Fidgety Feet,
and Sister Kate ('60), Butter And Egg Man
and Blues For Soprano ('61), The Last
Time ('62), Brazil('63), Clarinet Marma-
lade ('65), Cornet Shop Suey ('66), and,
especially recorded for this album, Story
Stomp ('68), with new cornetist Bert de
Kort, and drummer Huub Janssen. This
pianolessguitar-bass-drums rhythm sec-
tionhasprobablybeenstandardever since,
and the entire band, while sounding quite
as contemporarilyfreshas possible within
the idiom, seems a bit on the upsurge
againafter its Barber-Trad period. (Un-
derlinedtitles indicate duplication, intra-
murally within the Philips group and/or
with the three American releases.)

The DSC has recorded prolifically since
1948, this selection representing perhaps
a quarter, or third at best, of their total
output. Several albums with less attrac-
tive themes - '"Party Favorites', 'Goes
Western'', '"Brazil', ''Boys Meet Girls"
(vocalists), ""Dixieland High Life", etc. -
areavailable, along with other '"live" con-
certs, and if demand warrants, these will
be importedalso. Write Jazzpost Imports,
Box 45412, Chicago, Illinois 60645.

If you're not familiar with the DSC but
desireto investigate, begin with the Story
set, and go from there. If one were to
dwell onfine points, then each album could
be considered as by a "different'" band,
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with the influence on the others that each
new member brought. I sincerely re-
commend them all, and I'm sure every
traditional jazz collector who fancies him-
self hard-core will want the lot. The re-
cording and pressing are of high quality,
and the transfers of the early sides are
quite successful. If you were to order
these from overseas, you'd expect to pay
$6.00 and more per copy - why, it's like
finding them on the sidewalk. -W.J.

FLETCHER HENDERSON

Featuring Louis Armstrong 1924-25
Jazz Panorama JPLP 21

Louis Armstrong's stay with Fletcher
Henderson in 1924-25 was great for Flet-
cher's band, but I can't see that Louis
gained anything from it musically - not a
thing. When he joined up, he was on the
verge of his maturity, and light years
ahead of the others in the band from every
jazz standpoint. By the time he left, he
hadplanteda seed that in a couple of years
would transform, withthe help of arranger
Don Redman, an ordinary sounding dance
band intoone of the best jazz bands of all.
But I don't know of a single side cut by
Fletcher during Louis' stay that is really
any good outside of Louis' contributions,
not even Sugar Foot Stomp or Copenhagen.
Of course, he did get a chance, while in
New York, to record with Bessie Smith,
with Clarence Williams' Blue Five, and
to make the smashing I Ain't Gonna Play
No Second Fiddle with Perry Bradford -
this last being much more exciting than
anything Fletcher did at the same time
with Louis. Compare the Henderson ver-
sion of Everybody Loves My Baby on this
LP with the immortal version by Arm-
strong with Clarence Williams to get an
idea of how inferior some of Fletcher's
discs were at that time, even when they
had Louison them. Still, no one seriously
interested in discovering for themselves
the genius of Louis Armstrong would want
to miss this release. There is a lot of
dull Fletcher, but there is also a lot of
sublime early Louis. Irresistable attrac-
tions include three different takes of Why
Couldn't It Be Poor Little Me, two takes
of I'll See You In My Dreams, and a dif-
ferent take (#3) of Everybody Loves My
Baby thanthat which appeared in the Flet-
cher Henderson Story on Columbia. Louis
plays differently on different takes, and in
allcaseshishornsings out and transcends
his environment much as Bix was to do a
few years later on such sides as Sweet
Sue with Whiteman. Whiteman's arrangers
actually did a better job of setting up Bix's
solos than Fletcher's arrangers did with
Louis.

The three takes of Why Couldn't It Be
Poor Little Me also have a slight interest
outside of Louis' solos in that there are
modifications in the stock arrangements
from take to take. On one take, a chorus
is split between a sax (alto?) and Charlie
Green'strombone, while on the other two,
a clarinet replaces the trombone solo.
Each of the three takes have different in-
troductions, one without Louis being
heard, one on which he is prominent, and

one on which he plays the introduction as
a solo break. The version of Everybody
LovesMy Baby is interesting in compari-
son to the one reissue by Columbia. It
does not have the brief hollered, raspy
vocal explosion at the end which is sup-
posedtobe Louis' first recorded "vocal'.

Several tracks have appeared on other
LP's, butnootherreissue of this material
has been as comprehensive or as well-
produced. Not included are any of Louis'
sides with Fletcher such as Sugar Foot
Stomp, TNT, Go Long Mule, originally
issued on Columbia 78 RPMs. Together
with Volume 1 of the Fletcher Henderson
Story, which does include most of the Co-
lumbias plus Copenhagen, it is now pos-
sible to get a nearly full picture of Louis
with Fletcher. -E.K,

BLIND LEMON JEFFERSON

The Immortal
Milestone 2004
Black Snake Moan
Milestone 2012
1926-1929

Biograph 12000
Master Of The Blues
Biograph 12015

The return to the catalog of a substantial
portion of Blind Lemon Jefferson's reper-
toire has been long overdue. After all, he
was one of the three or four most impor-
tant blues musicians to be recorded du-
ring the 1920's and his influence has been
widely felt since those days. In the up-
surge of interest inthe blues that occurred
during the 1960's it seemed, for a while,
that the neatly articulate voice of Blind
Lemon Jefferson was destined for unjus-
tified obscurity as first one and then ano-
ther Mississippi singer was thrustinto
the limelight. Geniuses, fortunately,
rarely disappear completely and the long
out of print Riverside 12'" albums were
being sought assidiously by those who had
gained knowledge of Jefferson's skills.
With just one song of his (One Kind Fa-
vour) being recorded by the Staple Singers
and the continued availability of Match
BoxBluesonRBF's Country Blues collec-
tion, a potential audience was reminded
of the man's talents. Now, an almost
embarrasing amount of his material has
appeared.

These four albums contain an assorted
forty-eight™ titles, all recorded between
1926 and 1929. No attempt has been made
to issue them in any logical sequence and
older collectors will be particularly frus-
trated with the tangle of duplications. The
producers will probably claim that the se-
lections were made to provide a balanced
listening experience. However, with the
blues, thisrarely holds true. Jefferson's
material, for the most part, follows a si-
milar pattern and the interest lies in the
exquisite guitar accompaniments and the
authoritative delivery by the singer. The
Texasblues were smoother, more orderly
than those in Mississippi and Jefferson's
high-pitched voice enunciated the words
clearly. The quality of reproduction va-
ries on these reissues, but the Milestone
engineers seem to have done a slightly



better job in the transfers.

At this point there is little to say about
theserecordings. They are classics which
shouldbe inthe homes of anyone seriously
interested in the blues. Each in its own
way constitutes a microcosm of the blues
at their best and no one collection is better
thanthe next. The repertoire is well ba-
lanced between variations on traditional
themes and Jefferson's own highly origi-
nal and poetic expositions. -J.W.N.

KARIN KROG

Joy
Sonet SLPS 1405

Although the voice is at the root of jazz it
has only played a small role in the chan-
ging course of jazz during the past two de-
cades. Now, it is becoming more signi-
ficant once again. Actually there has al-
waysbeena very small, little-known nuc-
leus of singers who were trying to change
their voice into an instrument. The three
who come most quickly to mind in the con-
temporary idiom are Sheila Jordan, Jeanne
Lee and Patty Waters. Now a fourth fe-
male must be seriously considered.

Karin Krog is from Norway and has
established herself on the European scene
as an expressive artist who has success-
fully incorporatedthe newer forms of mu-
sic into her art. The material is ideally
suited to the subtle nuances of a singer
who can slide from note to note and bring
freshmeaningto each phrase. Her inter-
pretation of Monk's Round About Midnight
isunique while the moody eeriness of Lazy
Afternoon is a striking interpretation.
Both Maiden Voyage and Karin's Mode are
wordless excursions into pure music as
the singer utilisesmodernelectronic tech-
niquesin the dramatic presentation of her
moody feelings. The support she receives
from JanGarbarek's group is particularly
effective and sympathetic to the overall
conception of the music. Finally there is
Mr. Joy, Annette Peacock's composition,
with its lilting, graceful lines which are
enhanced by the strong lines of bassist
Arild Andersen.

The overall cohesion of the musicians
and their complete understanding of the
singer's direction give a splendid unity to
the music performed here. Karin Krog
is a voice that deserves to be known be-
yond the borders of Europe. This is an
impressive addition to the contemporary
music library. -J.W.N.

These recordings by James Moody and
George Wallington are as much a triumph
for the writers - Gil Fuller and Quincy
Jones respectively - as they are for the
individual performers. Fuller, of course,
was one of the principal writers during
the bop era - he contributed significantly
to Gillespie's successful big band and he
demonstrates that his skills are equally
good with the smaller eight-piece band
assembled by James Moody. There's an
excitement, a nervous energy that can be
translatedintoa searching quest for fresh
thoughts - bop was still an innovative, ex-
ploratory music at that time and the lea-
der, Ernie Hanry and Cecil Payne are all
excellent soloists. Above all, though, it
is a group effort and no one musician do-
minates the proceedings. The latin num-
bers (Tropicana, Cu-ba, Moody's All
Frantic) have the addition of Chano Pozo,
the extraordinary Cuban percussionist,
whose singular expression adds another
dimension to the music. More straight-
ahead are Oh Henry (a beautiful feature
for Ernie Henry), The Fuller Bop Man and
Moodamorphosis.

The Wallington date is much smoother
andthe even flow of the music emphasises
the changes that had occurred in modern
jazz. Theabrasive edges of the music had
beenleveled out and even that pioneer bop
drummer Kenny Clarke coalesces with
bassist Oscar Pettiford in a light, grace-
ful rhythmic undertow. George Walling-
ton, the leader, plays solos that move ef-
fortlessly inthe Bud Powell tradition with-
out having the originator's urgency. The
hornplayersare well chosen - Dave Burns
(trumpet), was also on the Moody date,
while Frank Foster and Jimmy Cleveland
areyounger musicians who grew up under
the shadow of the musical directions of the
1940s. Four of the five selections recor-
ded at this session (Festival, Bumpkins,
Frankie And Johnny, Baby Grand) are
included here and it's good to have such
fine music available on LP once again.
While neither session contains particularly
earth-shattering music, its sheer profi-
ciency and consistency is a reminder of
how pervasive was the spread of the bop
style. -J.W.N.

JNMMY O'BRYANT

Washboard Wonders 1924-1926
Biograph 12002

JIMIMY LY TELL

JAMES MOODY/
GEORGE WALLINGTON

Headin' For Harlem 1926-1928
Classic Jazz Masters 11

The Beginning And End Of Bebop
Blue Note 6503

Underlying the innovative forces let loose
by Charlie Parker, Dizzy Gillespie et. al.
during the 1940's, was a serious musical
growth that was a natural development
from the work of musicians during the
1930s. Although, at the time, there
seemed to be a sharp dividing line bet-
ween the two musics, when we look back
it seems, mostly, to have been a logical
development.

Although a few rugged individualists have
dominatedthe growth and direction of jazz
there have always been numerous impor-
tant stylists, who for one reason or ano-
ther, never quite achieved the same pro-
minence. Two musicians who fall into
the latter category are Jimmy O'Bryant
and Jimmy Lytell.

The clarinet was an important instru-
ment inthe early days and the jazz players
developed a unique method of expressing
their feelings and ideas through an instru-
ment that is singularly lacking in warmth
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when played with '"legitimate' techniques.
Unquestionably the dominant master of the
instrumentin the early twenties was John-
ny Dodds. His thick, rich tone and swee-
ping grandeur was much admired and
widely imitated. Only Sidney Bechet came
close to equalling his tremendous power
and passion for the blues. Jimmy O'Bry-
ant, itisclaimed, was heavily influenced
by Dodds but we have no real way of veri-
fying this for there is virtually no con-
crete information on this musician. Ex-
cept for his numerous recordings, prin-
cipally for Paramount, in the mid-Twen-
tiesthereisa total absence of information
on this "faceless’ musician. He was good
enough to fool the experts for years and
many of his performances were long
thought tobe by Johnny Dodds. .The Twelve
Washboard Wonders sides issued on the
Biograph LP are among the rarest and only
some have been dubbed from above average
originals. It does give us a better idea of
O'Bryant's style and approach for he is
the only soloist (except for Bob Shoffner's
eloquent blues choruses on The Joys). His
attack is slightly staccato while his tone
in the upper register becomes a little
shrill at times. In the lower register
there is a full wood texture and conceptu-
ally he utilises all the instrument in a dar-
ting, probing vein that is full of imagina-
tion. The sometimes surprising shifts in
register heightenthe originality of his ap-
proachandthere isno question that he was
an imaginative, highly original stylist.
Jimmy Blythe and Jaspar Taylor provide
arobust but simple rhythm background for
the clarinetist and the neat integration bet-
ween the three is evident in the thoughtful
arrangement of most of the material. Solo
showcases were rare for jazz musicians
in 1924 which makes these recordings all
the more significant.

Changes in approach became more
markedas such Creole exponents as Jim-
mie Noone, Omer Simeon, Albert Nicho-
lasand Barney Bigard became heard more
widely and clarinet players moved beyond
the sheer power of blues playing. The
novelty effectsof Larry Shields, Bob Ful-
ler and other followers of the ODJB style
were dropped in favour of a more skilful
musicalapproach. This was the style that
was interpretedby a growing body of white
clarinetists in the 1920's. They included
such individualists as Benny Goodman,
Pee Wee Russell, Fud Livingston, Frank
Teschemacher, Jimmy Dorsey and Jimmy
Lytell. The latter is best known for his
many appearances on record with the New
York studio clique who were known as The
Original Memphis Five. On these recor-
dings, however, he is showcased as a so-
loist with support from pianist Frank Sig-
norelli (a fixture on jazz-oriented recor-
dings at thattime) and banjo/guitar rhythm
from such noted players as Eddie Lang,
Harry Reser and possibly (according to
Rust) Dick McDonough. Lytell's fluent
style is very well illustrated in all four-
teen selections - and all but two (Down
South Fling, Buggy Blues as by The Three
Barbers)appeared originally under his own
name on the Pathe Actuelle label. Rhyth-
mically some of the numbers are a little
hamstruck by the plodding banjo and four-
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square piano accompaniments but Lytell
overcomes these hindrances very well in
the execution of above average perfor-
mances. Thereis considerable variety as
he swoops high in the register before
dropping down with low gutteral phrases
that are handled without affectation. It is
easy to see that he was among the foremost
musicians of his day and it seems a pity
that he chose to bury himself in the stu-
dios for much of his later career.

Boththese records are important docu-
ments and should be listened to with care
by anyone seriously interested in the de-
velopment of jazz. They provide yet ano-
ther footnote to the complex, intertwined
story of the Twentieth Century's most
energetic art form. -J.W.N.,

PARLOUR PIANO

Blues and Stomps
Biograph 1001Q

FATS WALLER

Parlor Piano Solos
Biograph 1002Q

JAMES P JOHNSON

Parlor Piano Solos (1917-1921)
Biograph 1003Q

JELLY ROLL MORTON

Blues and Stomps
Biograph 1004Q

Fats Waller, James P. Johnson, Luckey
Roberts, Jelly Roll Morton! Legendary
names of traditional piano, to be sure.
All men whose early recordings come to
us filtered through the surface noise and
poor fidelity of the twenties'recording
processes, and often submerged behind
the work of terribly outdated vocalists.
Suppose we could have some additional
"live' performances by these men of ma-
terial they recorded back in the twenties,
but this time with the high fidelity of the
seventies? Not as impossible as you'd
think, because back in the heyday of the
player piano, these men all made hand-
playedrolls, many of which survive today
and which, in the hands of a piano roll
authority like Detroit's Mike Montgomery,

can produce performances so rich in dy-
namics and so 'live''-sounding that the
artists seem to have been resurrected for
one more session,

In collaboration with Mike Montgomery,
Biograph records has inaugurated a new
series of LPs of piano rolls. The first
four are now available, and they are de-
lightful. Unlike most pianoroll LPs, which
present rolls played so fast and with so
little attention to dynamics that the artist
seems lost in the machinery, these LPs
are generally successfulin creating a fee-
ling of 'presence’' by the pianists.

1001Q is something of a sampler for the
series, presenting twelve tracks. by eleven
of the top pianists of the twenties (James
P. Johnson gets two tracks). All four LPs
are excellent, but this one is probably the
best of the bunch because of the variety of
styles, and the particularly felicitous
tempos chosen by Montgomery. Hock Shop
Blues, Cliff Jackson's only surviving roll,
is astonishingly '"live" in effect. Mo'las-
ses, a stomping performance, clearly
demonstrates why Luckey Roberts, who
was greatly underrecorded on phonograph
records duringthe twenties, was regarded
as a giant of the keyboard by his contem-
poraries. Johnson and Waller are here
too, along with others whose recorded out-
put during the twentieswas less prolific
and whose roll performances are thus spe-
cially welcome - men such as Lemuel
Fowler, Clarence Johnson and J. Russel
Robinson.

Moreover, 1001Q contains more mate-
rial that has never been previously re-
leased on LP. 1002Q is devoted entirely
torolls played by Fats Waller, and 1003Q
to James P. Johnson, and many of these
rolls were recorded under the supervi-
sion of J. Lawrence Cook for the now-
deleted Riverside Jazz Archives Series.
(By the way, Cook also has a track on
1001Q - an arrangement for player piano
that isdesigned to sound hand-played, and
it certainly succeeds.) Cook produced
more piano rolls than anyone else in his-
tory and his choice of tempo on the River-
siderolls, abitfaster than Mike's choice,
sounds more 'right' to me than the same
rolls on the Biographs. However, the
Biographs are also satisfying, are recor-
dedin high fidelity, and what's more, are
currently available.

1004Q contains the work of Jelly Roll

and H.J.C.A.
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Morton, and is thoroughly successful in
calling Morton's shade to the keyboard.
(As Mike mentions in his informative and
interesting liner notes, some of Morton's
rolls were not well edited by the roll ma-
nufacturer, causing a couple of slight he-
sitationsin a few spots, but otherwise the
performances are remarkably 'live'.
Moreover, eventhis slight problem occurs
only on a few tracks.) All but one of the
Morton rolls are currently available on
Swaggie S1214, but that one, Tom Cat
Blues, has never previously appeared on
LP.

In fact, all four of the LPs contain at
least sometracksthathave never appeared
before on LP. For example, James P.
Johnson's first (1918) roll of Carolina
Shout, which sounds like a rough draft of
the tune, appears on the track just prece-
ding the more famous 1921 roll version
which contains all the familiar routines.
1001Q includes a duetroll cut in 1915 which
is probably one of Jelly RollMorton's first
twopiano rolls. (The "probably'" is meant
todeal with the fact that, although the roll
itself is a delightful performance, nothing
on it has the characteristic Morton sound
- despitethe considerable evidence offered
by Mike in his notes that Morton is indeed
one of the artists.)

Mike isa pianist himself, and has taken
the opportunity to examine the rolls and
offer comments on special passages which
demonstrate particular interesting tricks
of theartists. Phonograph records do not
offer this same opportunity, and the enjoy-
ment of the rolls is enhanced by the added
knowledge. (Besides, I suppose the tra-
ditional pianists will now begin working on
a few of the ideas covered in the notes.)

These LPs are a fine beginning to a
series that promises to have four more
LPs of materialby Johnson (just imagine!)
more Fats, some Jimmie Blythe, Scott
Joplin, and many others. They fill a con-
siderable vacuum in the current catalog of
piano material, and should be welcomed,
encouragedand enjoyed by all fans of solid
traditional piano playing. -T.W.

OSCAR PETERSON

Hello Herbie
MPS 15-262

When two heavyweight swingers like Oscar
Petersonand Herb Ellis get together, you
can be sure that there'll be some excite-
ment generated. They are old comrades,
of course, for Elliswas a regular member
of the Peterson trio in the 1950s for se-
veralyears. Thefeeling generated on this
date, however, is more akin to those all-
star jam sessions that Norman Granz used
to produce where Peterson was an ad-
mirable foil for the many important solo-
ists whose names appeared in lights.
Characteristically, the music is evenly
divided between the blues and standard
32-bar songs - the kind of material that
suits both soloists best. In fact, the kind
of interaction and rapport between the two
is often breathtaking in the blues numbers.
Thereistremendous joy in their playing -
it's an exuberant, outward looking pre-
sence that reminds one of the joys that can

be shared in playing and listening to jazz.
No one isreally trying to prove anything
here. They are just playing music that
pleases them to the best of their ability
andthe overall quality of the music is en-
hancedby the superlative recorded sound.
The clarity of each instrument is astoni-
shingandyet, thereis a tight empathy that
is rarely heard in a studio.

Of course, this trio that Peterson had
with Sam Jones and Bobby Bryant was one
of thebest, andon their good days the mu-
sic simply rolled along witheffortless ab-
andon. All four players understand the
meaning of tension and release and built
up excitement inthe development of a num-
ber - and there's a classic example of
this in Exactly Like You.

Herb Ellis, of all the Christian discip-
les, has come closest to retaining the
classic cleanness and directness of swing
while generating tremendous drive all at
the same time. This kind of session will
surely drive away the blues and is a de-
finitive example of the Peterson/Ellis ap-
proach to jazz. An all round beauty of a
session - one of a kind rarely found to-
day. -J.W.N.

PHIL WOODS

Early Quintets
Prestige PR7673

The amount of interest this recording might
holdfor you depends primarily on your own
feeling about the myriad altoists emer-
ging in the early 1950s - immediately
post-bop, each to reflect his own imper-
fect understanding of the essence of Bird.
Personally, I've found only Woods' sides
with Monk, his current European group,
the unavailable '"Rites Of Swing', and very
little else of his, satisfyingfor his urbane-
ly witty individuality. The selections on
thisalbum do not figure in my '"very little
else'; like so much of Stitt, Adderley, or
early Jackie McLean, they are profes-
sionally competent on Woods' part to the
highest degree possible, but almost totally
devoid of the informing genius vital to a
good musical presentation.

The 1954 Jimmy Raney quintet date -
Woods'firstsides for Prestige - are done
up in an abominable fake stereo that ef-
fectively takes the backbone out of the mu-
sic. Raney is, as expected, in swingingly
ebullient form, consistently upholding his
stature asone of the period's major guitar
voices. Woods comes on as a symmetri-
calBird, having a reasonable command of
the bebop harmonic vocabulary but getting
hung far too easily on repetitive rhythms
andphrasings. His finest solo of the set,
Back And Blow, is interesting as a hint of
things to come, but says little of its own;
his most worthwhile contribution is a for-
ward-looking (a la Teddy Charles) chart
for his original, Joanna! John Wilson
(trumpet) isn't worth the bother.

Side two, an unissued Dick Hyman date
(1959) featuring Woods, is further distin-
guished by the presence of Howard McGhee
during his time "away' from the music.
The trumpeter sounds as if he were just
getting his chopstogether again, and can't
really do everything he'd like to try (the
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. After Tonight

Down Home Blues
Joe Turner Blues
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. Stop It
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unoccasional distortion in the recording -
especially on Pee Wee's Dream - doesn't
help him much, either); this is unfortunate
- because some beautiful things could have
happened in this mind meeting with Woods
had McGhee been ready. Dick Hyman,
pre-Moog, has a lot of Peterson, Previn,
and Shearing under hisfingertips (too bad).
The great redeeming factor in the four
selections is Woods himself, having made
definite musical advances since side one.
Like Navarro, he has developed a skill at
interpolating quoted phrases into his solo
passages without making them either banal
or anticlimactic; he has managed to over-
come his rhythmic problems by moving to
a smoother and more definitely flowing
attack, reminiscent (at points) of Benny
Carter. Unfortunately, nothing he does
here ever catches fire - and you can't ex-
plain away that. Teddy Kotick and Roy
Haynes work appropriately, with Haynes'
fours on Lemon Drop being probably the
most concretely excellent passages of the
whole set,

I dislike being non-committal about any
recording, but I'm forced into that posi-
tiononthis one. I personally am selective
enoughwhenit comes to bop horns that I'd
much rather go back to the source - Par-
ker, from whom all blessings flow - than
tohaveto persevere adaptation and imita-
tion. Everything here is good, solid bop
and pleasant listening; I find it lacking in
personality, but you might think differen-
tly. The recorded sound is far and away
the worst part of the album; as well, pla-
ying time is short, and Prestige has really
no business asking so high a price for re-
cordings whose costs must have been li-
quidated long ago. Think about it. -B.T.
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Palmer: First, can you give a brief run-
down of your career, prior to your be-
coming involved with Impulse and with the
New Black Music?

Thiele: Well, I got into the record busi-
ness as a kid, in 1940 or 1941. AndI got
into the record business because of my
interestin jazz, which really hit me when
I was about fourteen years old. IfeltI
wanted to play and I really couldn't play
that well, so I went into the record busi-
ness.

IrecordedArt Hodes and I recorded Joe
Sullivan, and then I did some recordings
with James P. Johnson, and the record
company that I formed, which was Signa-
ture, just naturally kept expanding, until
Iwasrecording people like Coleman Haw-
kins and Lester Young, just about anyone
IcouldfindthatIliked. I think I was really
satisfyingmyself by makingtheserecords.
Then, as the company grew, I found my-
self inthe pop business, and probably that
was the downfall of the company, trying
to compete with RCA and Columbia as a
big poprecord company, instead of sticking
with jazz. The company lasted 'till about
1947, and we went bankrupt.

Iwent to work for Decca after that, and
at Decca I did very little jazz recording,
it was really all pop, and that was a very
successful period as far as pop recording
was concerned. In addition to the usual
type of pop artists, like Teresa Brewer,
the McGuire Sisters, and Lawrence Welk,
twopeople thatIdid come across that were
really great, were Jackie Wilson, and
Buddy Holly andthe Crickets. Holly real-
ly came about througha guy in Clovis, New
Mexico, Norman Petty, who recorded the
Crickets. I dug the record and I wanted
toput it out, and everyone in the company
was against it. They finally let me put it
out providedI reformed Brunswick, which
wasan old trade name in Decca's posses-
sion; andthat's how Brunswick was reacti-
vated.

After Decca, I worked for Dot records,
and I did some jazz recording there, the
Red Nichols sound track recording, and
something with Louis Armstrong. AndI
did some things with Manny Albam, we
recorded Clara Ward, and there's an un-
released album with Tony Scott and Bill
Evans. From Dot, I took another crack
at the recording business, went into bu-
siness with Steve Allen and we formed a
company called Hanover Signature. That
company lasted about a year and a half,
and there again, there wasn't too much
jazz.

That was sort of a bad period in my
life, lots of personal problems, and when
that company folded I went to work for
Roulette for about six months. There I
did the Louis and Duke album, and little
of anything else. When I left Roulette I
went to work for ABC/Impulse.

Thave said this before, I think that Col-
trane was really responsible for my in-
terest in the New Black Music. I'm not
certain that I ever would have become
really interested in it if it hadn't been for
Coltrane. I don't think I was at Impulse
more than a week when we decided to re-
cordColtranelive at the Village Vanguard,
and I went down there and, in fact, our
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Bol Palmer cnternvins Bol Thiele

first meeting was the night of the recor-
ding.
Palmer: Had you heard Eric Dolphy or
Ornette Coleman, or did the music sound
very new and different to you?
Thiele: Imust confess, you can tell from
my past history that there was aperiod,
when I was working at Decca, Dot, and
Hanover/Signature, when I was really not
keeping up with the new jazz players and
the new music. I think I heard one of the
Ornette records on Atlantic, and I didn't
hear DolphyuntilI worked with him at Im-
pulse. I was really into a different thing,
basically I was a pop producer, the old
time type of pop producer, making a living
and taking care of a family. I'd always
tryto do some jazz recordings, butthe jazz
thing was always really for pleasure, and
I never could make too many recordg
wherever I worked. Once I was at Im-
pulse, I made up for lost time. I think
thatI was exposed to, and digested, about
eight years of music.

So the best thing that happened to me
was meeting Coltrane and working with

him, because that association lasted for
about five years, and we did an awful lot
of work together. It wasn't anything he
told me, he wasn't trying to educate me,
it was...listening. I think it was just a
natural thing. I was exposed to it and,
you know, got the message.

Palmer: Do you think that the music it-
self, or your knowing and being involved
with Coltrane, was more important ?
Thiele: Well, Idon't like to be vague, but
I think that it was probably a little bit of
both. That first night at the Vanguard, as
Irecall, I was pretty shook up; I was con-
fused. But by staying involved, the music
began to make sense to me. Coltrane was
reallyaverywarm, friendly man. I think
that helped, andthoughI say he didn't edu-
cate me, we had conversations, and I'm
sure he clarified a few points. He made
it a lot easier.

Soinvolvement was an important factor,
but the way it came about with me, makes
me think that there's hope for a lot of
people, because I believe one can be ex-
posed to it and respond immediately, you
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really don't have to know the history. I
really was not that familiar with Coltrane
before I met him, and when we went in to
do this recording, I was really hit over
the head with the music, in three nights.
Andyouknow, I'm not a unique individual.
I think there are probably a lot of people
out there who, if they are exposed to it,
can get to the music very quickly.
Palmer: The unreleased materialImpulse
has been putting out since Coltrane's death
has been so fine, it's made me wonder
how you decided what would and would not
be released during your association with
Coltrane and with Impulse.

Thiele: Well, when I was at ABC, I was
sneaking into studios at night so the top
brass would not know that we were making
so many records. He was prolific, he
wanted to record, and I tried to record
him as often as possible. And that's why
they still have maybe ten albums to be re-
leased.

Palmer: Butl'm wondering, for example,
why ""A Love Supreme'' came out soon af-
ter it was recorded, and the '"Transition"
session, recorded that same year, only
came out recently.

Thiele: Well, first of all, if an artist
only records two albums a year, those
are the two albums that come out. And
people like Coltrane, or Duke Ellington,
record so much, they almost forget about
what was recorded, and it literally piles
up. And in most instances, 'you release
the latest recording when a new release is
needed.
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Palmer: Was any of the music, say, too
far out for Impulse to want to release?
Thiele: No, there I was really in charge
of what came out. And nothing was really
too far out to me, so I released whatever
I wanted to release. The only problem
was that struggle with the brass, it was a
continuous fight over the amount of recor-
dings we were making, I mean I was told
Iwas alwaysrecording Coltrane too much.
Fortunately, I did it. Just before leaving
ABC, I made atape copy of everything that
we recorded, and had the company give it
to Alice (Coltrane). I knew that people
forget, tapesare even lost, you know, the
damndest things can happen at record
companies. So I turned everything over
to Alice and let her at least take care of the
editing. She has time, she has a studio
in her house, so she has really been going
through everything I recorded with him.
She is responsible, I would assume, for
the material that's coming out.

Palmer: Werethereany business or eco-
nomic problems involved in your rela-
tionship with Coltrane?

Thiele: No, he had a keen, a really good

sense of business. And in fairness to
ABC, Imust say that they gave him a very
good deal. He was very happy, he was
content with his deal. With respect to
actual recording, he was selecting the
things that he wanted to record, except
special things like when I had the idea to
record him with Duke, and then the vocal
album with Johnny Hartman.

So, asIsay, he had a very fine arrange-
ment with ABC, but there were all sorts
of problems on the business level with other
artists, with all the other artists that I
worked with. Even today there seems to
be a tremendous change in attitudes, in
the approachesof a lot of the younger mu-
sicians.

Let me put it this way: I've been in the
business for thirty years, and I think I've
recorded almost everybody, all kinds of
people. Of course, my true love was, and
is, jazz. And I never thought I'd find my-
self not wanting to record someone because
there was a lack of friendship. I mean,
I love musicians, I've always felt they
have a certain warmth and openness, it's
friendliness, they're good people. I fought
for the black musicians all my life, and I
can very well understand a young, black,
educated musician saying, you know,
screw the company and the white people,
I'm going to get as much as I can, that's
the basis on which I record.

Of course, what happened during the
past few years with me, like at ABC, the
musicians, when they couldn't get what
they wanted, the only person they had con-
tact with was me. And they would blame
me, not knowing I was the only one that
was really fighting for them at the time.
Palmer: Even though the Coltrane rela-
tionship was successful, from a business
standpoint, at ABC, I detect your disen-
chantment with ABC.

Thiele: Youareever soright. Some large
record companiesare run by men who are
insensitive to the creative people. These
are men who could really be selling any-
thing, shoesfor example. They are usual-
ly followers rather than creators. While

I was at ABC, there were three main
problems as far as I personally was con-
cerned. Number one: I had a terrible
time obtaining approval to record the new
young black players. Number two: I had
a difficult time convincing the company of
the validity of the new rock. I wanted the
company to sign Big Brother, Quicksilver,
Steve Miller andBlue Cheer. They turned
these artists down, but permitted me to
record The Free Spirits with Larry Cor-
yellanda San Francisco group, Salvation.
They ok'd these two because they were
less expensive to record. When the sales
people heard the albums they thought the
music was terrible as they also said of
Coltrane, Pharaoh, etc. Lastly, I just
couldn't stomach sales people's views
controlling the acceptance or rejection of
recordings. I'll never, never forget the
company reaction to Louis Armstrong's
What A Wonderful World. The unanimous
reaction was, the lousiest Armstrong re-
cordever made! Naturally then, it didn't
sell in the States but sold a million and a
half copies overseas.

Palmer: So you left.

Thiele: Right, NowI'mon my own. Hap-
py. Extremely happy, especially because
of my new association with Atlantic Re-
cords. I am very close to the Erteguns
and Jerry Wexler. Have been for years,
so this new distribution for my product is
really going to be successful. Flying
Dutchman's future is now secure and
bright. My albums will finally see the
light, in stores, on radio, etc.

Palmer: Do you think that many of the
black musicians were encouraged to de-
manda lotfrom record companies because
Coltrane was a relatively big seller in the
field.

Thiele: Yes, I think that's a factor. But
youknow, there can only be a handful that
can conceivably record on the same basis
as Coltrane. I mean, you can't take fifty
or a hundred musicians and give them a
hundred thousand dollars each. I cannot
offer a lot of money to a new, unknown
musician, for the simple reason that if we
don't sella lot of records, I'd be losing my
shirt, and I can't make other records and
eventually I'd just go out of business.

But during the period when I was at
ABC, Ithink what happened is that the mu-
sicians started to look to the record com-
pany not only to record them, but to help
them in every area. I mean, see that they
get a proper place to live and, whenever
they needed, they'd pick up the phone and
call and say, hey, I need some money.

As I said, Coltrane had a great deal at
ABC. But then I wanted to record Pha-
roah Sanders, the company said no. It
took me weeks, months, to finally get an
OK to make an album on a one-shot deal,
at union scale. Maybe he would never have
recorded if someone hadn't gone in to
fight for him. Anyway, the record sold
well, and ABC said hey, we better sign
this guy Pharoah Sanders. So they signed
him and they gave him a pretty fair deal,
the money escalated each year. He's
probably deserving a hell of a lot more
now, which he probably will get. Not that
many of these deals were so great for the
musicians, but I got the most I could for




them, and when they did need five or six
hundred dollars, if somebody was going
to be thrown out of an apartment, or was
goingtothe hospital, I would have to go in
andfightwiththe company to get it. There
were times when a musician would call
and want money and ]I couldn't get it for
him, and the only person there he could,
I don't say hate but, you know, I was the
guy.

Now, many of the guys I've been working

with feel that the company is stealing,
you're always cheating them, you never
pay them enough and you never do enough
forthem. AndI mean, a record company
can't handle the lives of twenty musicians,
it'simpossible. All you can do is pay for
what you think the record is worth.
Palmer: Whatdo you think a young musi-
cian, who is not generally known to the
public, can reasonably expect from a re-
cording deal?
Thiele: Well, first of all, if there is any
interest from a record company, the com-
pany will usually try to figure the poten-
tial, and they will come up with a rea-
sonable offer. Then it's up to the musi-
cian to accept or reject it, based on what
he thinks he's worth.

But here I am now, in a new operation,
which looks like it's going to be very suc-
cessful. And my new distribution affilia-
tion with Atlantic Records will make this
company a potent carrier of good music.
In many instances, I don't even think of a
potential. If I hear someone I think is a
great musician, a fine musician, and I
happen to dig the guy, I'll record him.
I'm not thinking of how many records I'm
going to sell, but of course, I cannot offer
a lot of money to a new, unknown musi-
cian, for the simple reason that if we don't
sell a lot of records, I'm just throwing it
away. Like I said, eventually you can't
continue making records, you go out of
business.

Really, both parties should have the
faith. If someone wants to continue to re-
cord, they should continue to record, and
after two or three years when there is a
catalog and when you have developed these
people, their records will start selling.
For example, when we started recording
McCoy Tyner for Impulse, I think the first
album sold eight hundred. But we stayed
with him for four years, and at the end of
four years his initial orders were seventy
five hundred, ten thousand albums. But I
feel some artists just don't understand the
recordbusiness. They feel that when they
make a record, all hell will break loose,
they'll be working in clubs and everything
will happen right for them. But it doesn't
happenthat way. And I cannot spend hours
and hours each day explaining the facts of
life to these people. I'm in a business to
sellrecords. I'm busy, yetI do have time
for people and I get around, I go to clubs,
Idoeverything that I can to keep my com-
pany going, which permits me to record
musicians. And yet if I gave all these
musicians the time they want, just to rap,
I'd be out of business.

I got a kick out of Stanley Crouch a
couple of weeks ago. He was in town for
a poetry reading and, this isn't sarcasm,
he's really a delightful guy, but you see,

he calls me 'Steal', instead of Thiele,
right, that's his joke.

So he called, ""Hello Bob Steal, I'm co-
ming by." And he said that he had met
Elvin Jones and asked Elvin 'Is Thiele a
crook?' And Elvin said no, "you weren't
a crook and that's good enough for me, I
guess, you'renot a crook.' Now here's a
guy who took the trouble to talk to Elvin
Jones, to do the proper research on me
or the record company. He's not coming
up here to rap with me for three or four
hours to find out where I'm at; he's doing
it his own way. And]I think that's a good
example of what musicians have to do.
Palmer: In other words, to check all the
possibilities out, find out where the busi-
nessisatonall levels, and what commer-
cial recording is and what it isn't.
Thiele: Sure. You know, I never thought

I would give releases to musicians after
recording them and investing money, put-
ting out one or two albums or whatever,
butIhave, andIdon't think any other com-
pany does this. If there isn't any rapport
betweenthe artistand me, no faith, no un-
derstanding, I'm the first to say, ''mail
'em a release'. If the association is so
bad, here's your release, and good luck
to you.

Palmer: What is your standard operating
procedure at Flying Dutchman for signing
a musician? Do you always insist on ex-
clusive contracts? Do you believe in ad-
vances ?

Thiele: Well, the way I operate is pro-
bably unique. Because the musicians that
I sign and that I work with are musicians
that I personally like, and the music that
Ilike. I initially don't think about whether
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it's going to sell, except with respect to
theamount of the advance. I do believe in
advances; I try to give as much as I can,
and Itry to level in front and tell the guy
just how I feel. I say, look, I dig your
music, I'll pay you so much, I don't know
if the records are going to sell but if we
stick with it and stick together, we may
reach a happy period.

We usually sign a musician for a year

and make either one or two albums a year,
and we usually have options for an addi-
tionaltwo or three years. In other words,
most of our contracts are either three or
four years.
Palmer: Howdoyoufeelabout one-shots?
Thiele: Oh, Ibelieve in one-shot albums,
I make quite a few actually. They'll usu-
ally apply to a famous name. I I wanted
todo an album with Duke Ellington, Count
Basie, Louis Armstrong, those are one-
shots. If I'm going to take an unknown,
I wouldn't do just a one-shot. I-would
want that option to continue to record,
because if they did become successful,
we'd want to be able to continue to record
them.

AsI said, I always level in front. I say
look, we'll make an album, if it doesn't
happen, we're not going to hold you. But
if it does happen, let us all enjoy the fruits
of our efforts. So the musician really is
not getting himself into a three or four
year association unless the record is suc-
cessful.,

Palmer: Now, if Flying Dutchman is re-
latively successful selling this New Black
Music, andImpulse is having success with
people like Pharoah Sanders and Alice
Coltrane, why aren't the other companies
recording the music?

Thiele: Because it really isn't big busi-
ness, it isn't big enough. You know, an
album can be made for five thousand dol-
lars, let's say, and over a period of two
years maybe it will sell fifteen thousand
albums. The company is making money.
But RCA and Columbia certainly aren't
interestedin that level of business. They
are interested in that million seller, you
know, big volume! I don'tthink a major
company will say that jazz doesn't sell.
It just doesn't sell enough.

That's why I said recently that maybe
the record companies should perform a
public service, where they agree to make
four or five jazz records a year, and it
doesn't matter if they don't sell. Tele-
vision performs a public service - why
can't record companies? I recently sug-
gested this idea to a meeting of NARAS,
but there wasn't any response. It would
have tobe done through one of the industry
organizations, NARAS or even the RIAA.
I think it's a hell of an idea, and I don't
think the companies would be losing money
by it. If anything, I think it would prove to
be commercially successful.

Palmer: In other words, 1t could work
like the record companies, in effect, gi-
ving grantsto certain creative artists who
don'thavea proven commercial potential.
Thiele: Right, but actually it's to their
advantage. Think of what a record com-
pany might get out of something like this,
possibly discovering a great classical cel-
list or a great jazz trumpet player. If a
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program like this became routine in every
record company, it would be a terrific
thing for the industry, and for the musi-
cians, naturally.

Palmer: The economic point here that is
so interesting, is that jazz albums are
always cut in a very spontaneous way.
Iknowthat onmost sessions the musicians
areready, and have been ready for a long
time, and they'll usually do an entire al-
bum in one or two sessions. ..

Thiele: That's true.

Palmer: Whereas, any beginning rock
groupthat's going to cut an album is going
to run up a budget of twenty, thirty thou-
sand dollars. So the initial investment in
a jazz recording is so very much smaller
than for a rock recording, or a pop re-
cording where they have to hire an orches-
tra. It seems this major company could
easily cover the cost of five supposedly
non-commercialalbums from the sales of
one of them. The problem is, how to make
the companies aware of this responsibi-
lity, if that's what it is.

Thiele: Well, it must be a responsibility
if it's art to begin with. You know, some
of the major companies may even donate
money to the Guggenheim Museum. Why
shouldn't they make records on that same
level, a public service situation?
Palmer: Another commercial considera-
tionisthat the jazz records which do seem
to be selling are the more uncompromi-
sing ones, the strongly individual things
by people like Miles, Pharoah. ..

Thiele: Yes, I think the young people in
the country have made that happen. I be-
lieve that honesty in music is very impor-
tant. You can't fool people any more, you
can't jive them. I think that's why we're
selling more jazz records than ever. I'm
positive that what hashappenedis the same
thing that happened with the blues; the
English white groups literally touted the
black blues singers. I think the same
thing ishappeningto jazz. The better rock
musicians must expand, they've got to go
in other directions, and where else are
they going to go but to jazz? I'm positive
they've interested the younger kids in jazz.
And many of the jazz guystoday are making
a concerted effort to relate to the kids,
you know, from style of dress to the mu-
sic itself.

There is one other area that has really

helped jazz, and this is the student musi-
cians at the college or university level.
Iremember in the early days of recording
Coltrane, it was impossible to hear a
Coltrane record on the air, and yet his
records were selling. And we were al-
ways trying to figure out who was buying
them. Then I went on a tour, with Stan
Kenton and some other people, as a judge
of student bands. When I arrived on a
campus and was with the student musi-
cians, all they wanted to talk about was
John Coltrane. And they all had all of his
records. There are literally thousands of
these student musicians, and they are
buying the records.
Palmer: Aside from the things we would
like to see happen, the grants for creative
artists and public service recordings,
what kind of trends do you see happening
in the business now ?

Thiele: Well, it's corny, but from a bu-
siness level, the record business is boo-
ming. There's no question about it. It's
going to grow and grow, and that means
musicians have to record. It's really
opening up, more and more people will be
able to record.

Palmer: YetIhaven'tnoticed any more of
the young black musicians recording than
before. Do you think there's going to be a
greater opportunity for these musicians?
Thiele: Really boiling it down to basics,
I think the young black musicians have to
look for individuals in record companies
whoare willing to record them. And they
havetorecognize the style of the company;
they can only go to a company that might
be interested.

And the other part of my message is,
you've got to assume that somebody is gi-
ving you a fair shake. In other words, if
a musician wants to record for me, and I
want torecord him, and we can look at one
another and be honest with one another,
then that musician has a hell of a chance.

Probably fewer black musicians are re-
cording now, and ]I think part of it is due
to their distrust, their belief that the
company is screwing them. I'm not saying
that record companies haven't screwed
musicians or cheated them. But if a mu-
sician gets with a record company and is
recording, all he can do, if he assumes
the company is not working for him or with
him, isleavethe company and not record.
AndIthink that's happenedto a lot of guys.
Palmer: I know many of the musicians
Italk with have a very ambivalent attitude
about recordingfor large companies. They
want people to hear their music, but they
believe in a new kind of society, and they
don't want their music to contribute to the
profits of a large corporation, to polluters
or racists or the war machine. The whole
record industry is ambivalent to start
with, because it's dealing in a commodity
on a profit level, and yet it's also dealing
with art, which is not a commodity, and
which is not produced for the purpose of
making a profit. I don't know how it can
be reconciled, short of revolution.
Thiele: I don't see how it can. If a guy
doesn't want to record for a capitalistic
company, then he shouldn't record, and
more power to him. But you can't come
in and make a record and say, now that I
made it, screw you, because if any musi-
cian makes a record, it's because some-
one in the record company is a believer.
And the reason it's so difficult to record
is that there aren't enough people around
who believe in music.

You know, I believe in the revolution
andpower to the people. But there has got
tobe some humanity, some understanding

involved in this thing. All you do is the
best you can for a cause. You know, we
live here in the United States, and I'm
stuck, I'm part of the system. But I know
what kind of records I make. I don't put
these recordsout just for kicks; they hap-
pen to be successful. But I put them out
inthefirst place because I believe in cer-
tain things. You know, next year I may
chuck the whole thing, go live in the south
of Italy or something. But while I'm here
I do the best I can.







WYNTON KELLY by Mark Gardner
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Wynton Kelly's death in a Toronto hotel room on Ap-
ril 12, 1971, was a dreadful tragedy. Wynton was
struck down by an epileptic fit. Given timely medical
attentionhe would, presumably, still have been with
us. Wynton had been working with Ray Nance, Sam
Jonesand Ray Mosca ina small group that had played
Jimmy Weston's and was due to open for a week at
the Cav-A Bob. The day the gig commenced, drum-
mer George Reed went to Wynton's hotel to collect
him for a rehearsal and found him dead.

In perspective, and it is difficult to be at all sub-
jective so soon after Wynton's passing, I think he
must beregarded as one of the brightest piano lights
of the 1950s and 60s. Kelly was a Bud Powell dis-
ciple but that tells you little about the way he played.
His was a mercurial, swinging and above all happy
style, a style that fortunately illuminated hundreds
of records at a period when jazz was at its most po-
pular zenith.

He will be remembered, inevitably, as the pianist
thatfollowed Red Garland in the Miles DavisQuintet/
Sextet from 1959-63, yet some of Kelly's finest pla-
ying was done away from Miles, in his own trios and
quartets, in the alliance with guitarist Wes Montgo-
mery and on numerous blowing sessions for Blue
Note, Prestige, Riverside, and Vee Jay.

Born on December 2, 1931, in Jamaica, West In-
dies, Wynton went to the United States at the age of
four and was raised in Brooklyn. Kelly was a quick
learner and at the age of twelve made his professional
debut as a pianist. At fifteen he gigged with Cecil
Payne and toured the Caribbean in a group under the
leadership of Ray Abrams and he was only nineteen
when he recorded his first trio sides for Blue Note
(with Frank Skeete and Lee Abrams) in 1951,

Before moving into the jazz world, Wynton spent
severalyearsinthe rhythm and blues field with such
people as Hal "Cornbread' Singer. The importance
of such a background is often stressed and there is
no doubt that in those rough little groups which had
toplease the dancers. . .or else, Kelly really learned
the value of swinging hard. He received his final

professional polishasaccompanist with Dinah Wash—w
ington for three years, and in the Dizzy Gillespie
Big Band of 1957.

Wynton first attracted attention as a jazz soloist
with Lester Youngand then the Gillespie small group
(with which he recorded for DeeGee) in 1952. Un-
fortunately just as he wasbecoming better known, the
Army took him in the summer of 1952. Pianist Duke
Pearson hasrecountedhis meeting with Kelly and the
profound effect Wynton had on him while they were in
the Army together:

"I first met Wynton at a party the night before I
went into the Army. There was a piano there and we
alternated playing treble and bass while the other
soloed. He was already in the Service and on his
way to Fort McLellan, Alabama. We wished each
qther luck and the next day I was in the Army.

About five months later, at Fort Jackson, I was
playing for a dance at the Service Club, when I heard
my name called loudly from the dance floor. I opened
my eyes and there was Wynton Kelly, running to the
bandstand with arms opened to greet me. We went
into a dance of our own."

Kelly was already in the Third Army Road Show
package and arranged for Pearson to join the outfit.
"Wynton and I were the only two Negroes of a com-
pany of approximately twenty white entertainers,
including the Faron Young Hillbilly group and opera
singer Tick Parley. We finally persuaded the unit
to bring in more Negroes. First George Joyner on
bass and later Willie Wilson on trombone. I was
playing trumpet and bass, plus arranging for the
shows. Being close to Wynton for two years really
instigated my switch from trumpet to piano. He's
such a beautiful player and person and I had learned
somuch from him that after he left I began to really
dig in. "

Kelly was, in many ways, a musicians' musician.
A phenomenal reader, he could remember a part
after a single run through. In fact, his friend and
neighbour, Cecil Payne, another Brooklynite whose
family originates from the West Indies, told me once,
"Wynton is hip to anything you put in front of him.
He can play it right off first time - the way it is
meant to be played.' Incidentally Kelly and Payne
canbe heard playing together behind Dinah Washing-
ton on her outstanding For Those In Love album
(EmArcy MG-36011). The pianist's earliest work
is to be found on sides Babs Gonzales recorded for
Capitol in 1949 (Prelude To A Nightmare, St. Louis
Blues) which are about to be reissued again on Ja-
panese Capitol inanalbum entitled Bebop Professors.
Hisown 1951 recordings do show a great respect for
Bud Powell, but also a keen awareness of Tatum,
Wilson and another great Brooklyn piano player who
exerted a definite and lasting influence over him,
Duke Jordan.

The important recordings that Kelly played on as
a sideman are many in number. He was on the
Freddie Freeloader track, replacing Bill Evans, in
the '"Kind Of Blue' album because Miles wanted the
special Kelly feeling for that item. He is also to be
heardon Miles'""Someday My Prince Will Come'" set
and '"Miles Davis At Carnegie Hall", but his very
best performances inthe Davis group were contained
onthe double album "Miles Davis At The Blackhawk",
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a location collection of extended performances which
witnessed a magnificent series of solos by Wynton,
including the tender Love I've Found You, a showcase
for the pianist. These titles were cut in April, 1951,
When Kelly returned to the West Coast for an en-
gagement at the Tsubo Club, Berkeley, fourteen
months later it was to make another outstanding LP,
this time in company with Johnny Griffin and Wes
Montgomery. Entitled "Full House'", this was ano-
ther inspired night's work by Kelly.

Other and earlier dates, under Kelly's own name,
should notbe overlooked. His debut record for Ri-
verside, called simply *Wynton Kelly'" (RLP 12-254)
isas goodas anything he committed to tape. Backed
onone side by only guitarist Kenny Burrell and bas-
sist Paul Chambers, with Philly Joe Jones making it
a quartet on the reverse, Kelly gave virtually defi-
nitive interpretations of Ill1 Wind, Whisper Not, and
Dark. Eyes. Then there are the three groovy dates
he cut for Vee Jay. The two trio productions (be-
ware of copies with strings dubbed in!) I regard as
indispensible, with the still-fresh-sounding quintet
album (Wayne Shorter and Lee Morgan) not far be-
hindin quality. His Verve sides were rather disap-
pointing, except for "Undiluted'. Then came a con-
tract with Milestone and a great return to his old
form on record in "Full View", a delightful trio
session where he was expertly assisted by Ron
McClure and Jimmy Cobb. It would be a crime, in
discussing Kelly's recorded legacy, to omit mention
of his many consistent dates for Blue Note in the late
19508 and early 60s with Dizzy Reece, Sonny Redd
et al. Of these, the most memorable for this writer
were '""Soul Station''and "Roll Call" with Hank Mobley
and the often overlooked ""Newk's Time', by Sonny
Rollins, where Kelly was an absolute tower of rhyth-
mic, supportive and continual strength.

Don Schlitten, vice-president of Prestige Records,
tells me that Wynton's last sides were made for that
label in company with Dexter Gordon last summer.
The results will shortly be available. Another superb
example of his latterday stylings is Illinois Jacquet's
"The Blues; That's Me!" (Prestige 7731), cut in
September, 1969.

Kelly belonged with a group of young pianomen
who came to the fore in the period 1950-54. These
would include, besides Wynton, Sonny Clark, Kenny
Drew, Carl Perkins, Walter Bishop, Jr. and Mal
Waldron. Yes, and Bobby Timmons too. All dis-
tilled Powell in differing degrees; each could play
very convincingly in a soul bag but that was only a
small part of the story. They were/are first rate
accompanists and sterling soloists. They may have
lackedthe polished purity of the Detroit Bebop school
- Barry Harris, Tommy Flanagan, Hugh Lawson -
but they had/have a fleet, assured keyboardapproach.
Kelly had the touch that was probably the envy of the
others.

To say more, might be to become maudlin which
would be most inappropriate. The music of Wynton
Kelly was invigorating and joyful, like a sunny day
inmid-winter. Let's remember the Kelly/Chambers/
Philly Joe rhythm section (a dynamite three)...his
emotional reading of Crazy He Calls Me. . .the deft
accompaniment for Art Farmer's attractive solo on
Gone With The Wind...Wynton, compact and alert,

\

awaitingthe sideglance cue from Miles. Wynton left
us with many memories and a wealth of beautiful
realities. His luminescent, witty piano will be
missed by every hornman and singer who ever had
the good fortune to receive his meticulous backing.
Many listeners, Iknow, will share my sorrow. None
of us should forget him.

THE

NIGHT
PEOPLE

REMINISCENCES
OF 4
JAZZIM AN

By DICKY WELLS
astold to

STANLEY DANCE

(author of THE WORLD OF DUKE
ELLINGTON and Jazz Reviewer
for SATURDAY REVIEW)

Foreword by COUNT BASIE

This is an inside look at the jazz world from a
new angle — that of one of the great trombone
stylists, a sideman who played with such famous
leaders as Fletcher Henderson, Count Basie,
Teddy Hill, Sy Oliver, Ray Charles and B. B.
King. In Wells’ own racy vernacular, it tells how
it was to travel on the road with the great Negro

bands.

Jazz critic Frederic Ramsey, author of BEEN
HERE AND GONE and JAZZMEN, says:

“THE NIGHT PEOPLE is a spoken book, an in-
timate, personal account from one of America’s
top-notch musicians.

173

. the book suggests comparison with Studs
Terkel’s DIVISION STREET — it gets into
people. . ..

3

‘.. . he tells us more about ‘soul’ in music than
has been exposed by the professional revelators.

“There is no better account in print of the com-
petitive jam sessions among Harlem musicians
that established an informal academy of Ameri-
can jazz.”

Many rare, unpublished photographs included. In-
dexed. Contains a glossary of Negro slang. $6.00

AVAILABLE FROM CODA PUBLICATIONS
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News and views of the jazz scene as witnessed by our
correspondents in the various jazz centres of the
world - Canada, the UnitedStates, Europe, Asia and
Australasia. Anup-to-date summary of what has been
happening in the jazz world.

TORONTO

The opening ot a new jazz club isn't exactly
a novelty for Torontonians so it remains
tobe seen whether the Artist's Jazz Room
staysthe course. Unlike most recent ac-
quisitions (and losses) it is a genuine af-
ter-hours spot. The action doesn't start
until at least 1 a.m. and Johnny Windsor
(remember him from the old Chelsea Club
days?)isanticipatingthat it will fill a need
for musicians and other night owls who
like to relaxin comforiable surroundings,
Pat Riccio put together a quintet for the
opening night and jamming is encouraged.
The music was uneven - almost as if some
of the musicians were getting their first
workout in some time but trombonist Russ
Little played with great authority and en-
ergy while Art De Villiers cleanly executed
guitar solos were a constant pleasure.
The club is located at 195 Merton Street
and uses the premises of The Banana Fac-
tory, which functions earlier in the night
as a discotheque.

While Pat Riccio and friends were re-
working the language of the bop era other,
younger, Toronto musicians were recyc-
ling the music of John Coltrane/Miles
Davis at Meat And Potatoes. John Tank
isatenor saxophonist who has assimilated
the sound of Coltrane, butnot the strength,
and like other s who have drawn on Trane's
inspirationthe results are sometimes ab-
sorbingwhile oftenirritatingly inadequate.
Therhythm section was a good one - Ber-
nie Senensky, Rick Homme and Clayton
Johnston. The electric piano was used and
much of the music centered around the
kind of rhythmic patterns that are being
disseminated by Miles' current band. It's
hard to really get inside the music when
it doesn't grow out of you and this, to
some extent, was a limiting factor in John
Tank's music as much as it is with Pat
Riccio's.

Stan Kenton's band, fully confident and
together after extensive touring played a
two night stand at the Palais Royale on
March 28/29. The band is an exceptional
oneandall it lacksare any major soloists.
The music it plays and the manner in
which it is interpreted isfirst class and
there was a lot of genuine excitement as
well as the glory of the sheer volume of
brass that is the Kenton trademark. One
unusualaspect of the presentation of Ken-
ton's music today is having the drummer
front and center with the band spread out
behind in a semi-circle. The idea works
but part of the reason for this is the tre-
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mendous drumming of John Von Ohlen. In
addition to the two performances the band
gavea clinic on Monday afternoon for mu-
sic students from Metro area high school
students. It was a great success.

Black Hallelujah, the gospel interpre-
tation of the Passion of Christ was heard
twice this Easter. The original radio ver-
sion, recorded last November in a local
church, was broadcast and then a revised
version was seen on the tube. There was
a strange dichotomy, at times, in the mu-
sic which fluctuated between the excite-
ment of the sanctified gospel idiom and
European forms (the latter best personi-
fiedinthe interpretationof Christ). Jackie
Gabriel's exuberant gospel singing was
particularly noteworthy but the overall
production was very well done and the mu-
sic, performed by a band under Russ
Little's direction, could hardly have been
bettered. The music was written by Norm
Symonds and John Reeves conceived the
originalideafor the presentationand wrote
the script.

Erroll Garner made hisfirst appearance
in The Imperial Room of the Royal York
Hotelin mid-Aprilfor a ten-day stay. The
ad-lib introductions are as astonishingly
droll as before and the intensity of his
playing is always present - a quality that
doesn't come acrossin many of his recor-
dings. His quartet is very tight, but the
sidemen get little chance for solo expres-
sion. The spotlight is firmly on the dimi-
nutive pianist and he likes it to remain
that way. This was Garner's first Toronto
appearance in some years but he has lost
little of his enthusiasm for living and mu-
sic. He showedup at the Colonial to listen
to Carmen McRae and then proceeded to
sit in for one set. Miss McRae is one of
the handful of really excellent singers
currently active and she gave some as-
tonishing performances. Supporting her
was Nat Pierce and the local duo of Bob
Priceand Jerry Fuller. There are spon-
taneous moments in her interpretations
thatkeepthe musicians awake and she can
respond instantly to any ideas that are ge-
nerated by her accompanists. There's
a special intimacy when she sits at the
piano and accompanies herself on some
long-lostballadand the choice of material
is wide and all-encompassing.

Leon Thomas, accompanied by Flying
Dutchman boss Bob Thiele and Polydor
promotion genius Lori Bruner, was in
Toronto briefly following his successful
concert in Montreal where he shared the
bill with B. B. King. The singer met people

in the music business and it is hoped that
a concert engagement will follow as a re-
sult of his quick visit here. He now has a
seven-piece band which includes a number
of young but exceptionally talented musi-
cians.

Meat And Potatoes is struggling to sur-
vive but despite presenting talented musi-
cians - Brian Barley and Sonny Greenwich
are but two of the groups to appear there
recently - is finding it increasingly hard
to attract enough people to cover the ex-
penses involved with the presentation of
live music. Hopefully, they will be able
tocontinue their music policy for there are
desperately few places where one can go
and hear music - and if there is to be a
viable musical community inour city there
have to be places where musicians can
perform on their terms.

Kid Bastien's Camelia Band just put out
their own record and promptly sold all of
the initial pressing at Grossman's during
their regular Saturday night gigs. The
band is appearing in concert at St. Law-
renceCentre on June 4, where they share
the billing with the Down Child Blues Band
in a special night of music and draught
beer from Grossman's. Down Child opened
for anindefinite-engagement at the Dover-
court Tavern.

Don Ewell and Herb Hall will be appea-
ring in concert at Seneca College on Sun-
day May 30, ina special concert presenta-
tion. This is the first time in over a year
that either of these artists has played lo-
cally and is a reunion for these two musi-
cians who last played together on the stand
of the Colonial four years ago.

The Mariposa Folk Festival will be a lot
different this year. The evening concerts
have been abandoned in favor of extended
workshop and miniature concerts through-
outthe day and early evening. As the light
goes (around 9 p.m.) so will the music.
The event is also being held earlier this
year - July 9, 10, 11 - which may, or may
not, produce better weather. John Jack-
son, Larry Johnson, Isiah Ross, Johnny
Shines and the Georgia Sea Island Singers
aretheartists who will interest Coda rea-
ders, but the overall emphasis of the fes-
tivalthisyear is very heavily oriented to-
wards traditional performers.

Planning is underway to present Leroi
Jones' DUTCHMAN in the Toronto Subway
System. DUTCHMAN, which was written
for four characters in a subway car in
transit, hasnever been performed outside
the conventional theatre atmosphere. It
is hoped that the play will be performed



during the upcoming summer months, with
the admission price being a mere subway
token.

-John Norris

ARTIST'S JAZZ ROOM - 195 Merton St.
Saturday nights 1-4 a. m.

CASTLE GEORGE - 290 Dundas St. East
Brian Browne Trio

COLONIAL TAVERN - 201 Yonge

May 24-29 - Jonah Jones

June 7-12 - Jimmy McGriff
14-26 - Oscar Peterson
28-

July 3 - Young-Holt Unlimited

GEORGE'S SPAGHETTI HOUSE - 290
Dundas E.
Moe Koffman every third week
GLOBAL VILLAGE - 17 St. Nicholas
Fridays - assorted groups/after hours
GROSSMAN'S TAVERN - 379 Spadina
Saturdays (3 and 8 p.m.) - Kid Bastien
MEAT AND POTATOES - 338 Huron
various groups - Friday thru Sunday
THE SKYLINE - 655 Dixon Road
Henry Cuesta Quartet
DUKE ELLINGTON SOCIETY
Meetings second Tuesday of the month
For information phone 255-1893 (night)
THE GROSSMAN LEGEND
St. Lawrence Centre, June 4 with Down
Child Blues Band and Kid Bastien's
Camelia Band
MARIPOSA FOLK FESTIVAL
July 9, 10, 11 - Toronto Island with
John Jackson, Larry Johnson, Isiah
Ross, Johnny Shines, Georgia Sea
Island Singers

RADIO LISTINGS

Weekdays: 10.00 PM The Jazz Scene CJRT-FM
11.00 PM Harry Abraham WHAM
12.07 AM That Midnight Jazz CBL-FM

Sunday: 9.30 PM Ken Ruof WEBR
10.00 PM Phil MacKellar CKFM
10.00 PM The Jazz Scene CJRT-FM

10.00 PM Many Moods of Jazz CHSC-FM
Friday: 6.30 PM Bob Bowers CBL

11.00 PM Jazz en Liberte CJBC
Saturday: 6.00 AM The Jazz Scene CJRT-FM
4.00 PM Field Of Jazz CJOY-FM
10.00 PM Carroll Hardy WBLK-FM
11.00 PM Ken Ruof WEBR
12.07 AM Jazz at its Best CBL-FM

CHUM-FM plays jazz records as part of its ""total
music policy.

MONTREAL

La Boehme, on Guy Street remains the
major clubin town to hear jazz regularly.
The excellent Nelson Symonds Trio, fea-
turing the leader's charged improvisations
with Charles Biddle on bass and Norman
Villeneuve on drums, are heard nightly
except Sundays. On two Sundays to date,
sessions, that it's hoped, will become a
regular feature, have taken place. Among
the many musicians heard in the ten hours
between 2:00in the afternoon and midnight
on those Sundays have been Sadik Hakim,
B.T. Lundy, Russell Thomas, Marius
Cultier, Leroy Mason and, of course,

Nelson's Trio. The affairs seem to have
been successful both musically and finan-
cially.

Among the other spots around town, The
Black Bottom have gone mainly with
Burke's Spectrum. Other groups appearing
have included Marius Cultier and Denis
Lepage. The Back Door coffee house has
presented a week of Brownie McGhee and
Sonny Terry. The Esquire, in what has
been a change from their strict rock pro-
gramming, have had weeks featuring Mud-
dy Waters (who's returning), and Junior
Wells/Buddy Guy back to back. A good
sign. Up north in Val David on Saturday
nights at Jazz et Cafe, de la Riviere Street,
drummer Richard Robinson with David
Edmead, piano; David Gelfand, bass and
StephenHall, saxophones are heard. The
TimeMachine (including Gordie Fleming,
Rob Adams and Rudy Pontano) are heard
Fridays and Saturdays at La Loire in the
Windsor Hotel. Presently, at the Bona-
venture Hotel is Jonah Jones' group with
Cozy Cole, Lannie Scott, Jerome Darr
and John Brown. Sadik Hakim was set to
subfor Scott, who had to leave town due to
an illness in the family. Earlier Sadik
dida long stretch with bassist Kenny Mit-
chellat the African Village in The Seaway
Motel on Guy Street. Pianist Gene Rod-
gers, whowas onBean's original Body and
Soul, is also a regular attraction there.
The only concert of interest was the recent
pairing of B.B. King and Leon Thomas at
Place des Arts.

Sights And Sound, a CBC radio show, is
heard weekly and consists of reviews of
happenings in the arts around town. Re-
cently producer Mark Goldman decided to
deviate from thatformatand do a half hour
on jazz in Montreal, which was recorded
at La Boehme with music supplied by
Nelson Symonds' Trio and featured a dis-
cussion on the lack of jazz here between
Sadik Hakim, Cisco Normand, Spike
McKendry and myself. The consensus of
opinion was that radio was failing by pre-
senting so little jazz. Intown, Jazz en
Liberte offers a weekly outlet to live jazz
groups; Jazz At Its Best continues to pre-
sent in depth looks into people like Gene
Krupa and the Dorseys; Friday nights
CKVL-FM presents a show called All-
Star Jazz Festivalfeaturingbig bands, and
CKGM-FM include jazz as part of its un-
derground programming. But nowhere is
there a show that takes in the complete
spectrum of jazz, and this, the panel de-
cided, was what wasneeded here. How can
the young people gain an interest in jazz
when thereisno outlet that lets them hear
the many faces of the music. -Len Dobbin

BLACK BOTTOM - 22 St. Paul East
Nightly

JAZZTEK (LA BOEHME) - 1418 Guy St.
Nelson Symonds Trio - nightly

OLIVER - Crescent Street

JAZZ ET CAFE - Rue de la Riviere

Quest - Saturdays

JAZZ EN LIBERTE (CBC-L'Ermitage) -

Cote de Neige north of Sherbrooke

Tuesdays at 8 p. m.

also worth checking:

ROCKHEAD'S St. Antoine at Mountain

ESQUIRE SHOWBAR - Stanley Street

WINSTON CHURCHILL PUB - 1455
Crescent Street

BACK DOOR - Sherbrooke St. W. at

McTavish
RADIO LISTINGS
Daily: Underground CKGM-FM
Sunday 12.07 AM Jazz at its Best CBM-FM
Tuesday 12.07 AM That Midnight Jazz CBM-FM
8.00 PM Jazz CBF-FM
Thursday 12.07 AM That Midnight Jazz CBM-FM
Saturday 12.07 AM That Midnight Jazz CBM-FM
5.30 PM Jazz Classics CBF-FM
11.00 PM Jazz en Liberte CBF-FM
ENGLAND
: m—— ]

The annual tour of the United Kingdom by
the Count Basie Orchestra commenced
lateinApriland will extend into the second
half of May. As usual, some of their en-
gagements will be with Ella Fitzgerald -
three so far have been announced.

Twobenefits were recently held in Lon-
don. Thefirst was for Ken Smart (drums)
of the Crane River Jazz Band, whose tra-
gic death I reported in a previous issue,
andthose who gave their services included
Steve Lane's Southern Stompers, Black
Bottom Stompers, New Era Jazz Band,
Wolverine Cubs, Frog Island Jazz Band,
Original East Side Stompers and several
musiciansfrom other groups who dropped
in for a blow and to help the proceedings
along.

The second benefit was for Buck Clay-
ton - a regular visitor to this country in
recent years. Humphrey Lyttelton and
writer/promoter Jack Higgins organized a
concert featuring the Lyttelton and Alex
Welsh bands.

Don Ewell's tour here with Barry Mar-
tyn's Ragtime Band in January/February
was so successful that plans are in hand
tobring him back to Britain after his cur-
rent spell in Europe and Scandinavia (also
with the Martyn band). Inthe meantime,
Martyn hashad to postpone his plans for a
similar European tour with Punch Miller
until such time as Miller is again fit to
play.

Clarinetist Sammy Rimington's new
group, Armada, made its first public ap-
pearance atthe endof March, and the final
line-up comprises Graham Gregory and
Richard Kenton (guitars), Michael Nicholls
(drums), Terry Schindler (vocal) and, of
course, Rimington on alto and tenor as
well as clarinet.

Harry Roy (clarinet) died on February
1st at the age of seventy-one, still wor-
king after over half a century of leading
hisown band. An accomplished musician,
Roy was primarily a dance band man but
nevertheless he deserves to be remem-
beredfor the encouragement (and employ-
ment) he gave to somany promising young-
sters and for the fact that his band, with
its tremendous popularity between the
wars, did much to prepare the public for
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the more esoleric jazz forms to follow.
Alto-saxophonist Derek Humble died

suddenly in a London pub on February 22.

He was resident on the continent for many

years and was a member of the Clarke-
Boland band. -Rae Wittrick

The birth of new European record labels
devotingattentionto the more adventurous
sounds in jazz continues unabated.

Inthe past few months at least four new
companieshave beenformed, and the ones
already established keep on keeping on.
Of the new ones, the German ECM label
(8 Munich/ 60, Gleichmannstrasse 10/
West Germany) and the French Futura
label (61, rue Meslay, Paris 3€) appear to
be the most productive.

The first albums to be issued by ECM
include two by Paul Bley, both recorded
in New York. ''Ballads"(ECM 1010) sees
Bley joined by Gary Peacock and Barry
Altschul in a 1967 session. Paul Motian
replaces Altschul in the second album
(ECM 1003). "Free at Last" (ECM 1001)
isby the Mal Waldron trio, with Isla Eck-
inger on bass and Clarence Beaton on
drums. Robin Kenyattateams withGerman
pianist Wolfgang Dauner (a veteran of the
AlbertMangelsdorff groups) in "Girl From
Martinique'' (1008) while Marion Brown has
collected around him people like Anthony
Braxton, Chick Corea, Andrew Cyrille,
Jeanne Lee and Bennie Maupinfor "After-
noon of a Georgia Faun' (1004), recorded
inNew York last August. That album ac-
tually has more percussion than blowing
onit, but is nevertheless worth investiga-
ting. Other ECM albums in the initial
batch are by The Circle (Chick Corea,
Dave Holland and Barry Altschul) (ECM
1009), Wolfgang Dauner, (Outpost' ECM
1006) and the Music Improvisation Com-
pany (an all-British group including gui-
tarist Derek Bailey, saxophonist Evan
Parker, and drummer Jaimie Muir).

The Futura label has opened shop with
fourteenalbums, of which the most inter-
esting are by Steve Lacy, ''Wordless"
(GER 22) with Ambrose Jackson on trum-
pet, Ken Carter on bass, Irene Aibi on
cello and Jerome Cooper, drums, re-
corded in Paris last January; Anthony
Braxton's '"Recital Paris 1971" (GER 23);
the John Surman quintet "Alors!!!" (GER
12); John Gilmore's "From In to Out"
(GER 16); Barre Phillips' "Basse Barre"
(GER 15); Joachim Kuhn's ""Solos" (GER
18); and a solo album by Mal Waldron,
"The Opening" (GER 20).

One of the more impressive of the new
Continental record companies is Shandar
Records (Societe Andsom/ 8 rue de Riche-
lieu/ Paris 1°), which began operations
auspiciously with two albums which result
from the last recording dates of Albert
Ayler (SR 10000 and SR 10004), which have
already won two awards each. They will
be followed in June with two albums by
Cecil Taylor (recorded in concert at the
Fondation Maeght, a remarkable art gal-
lery in the mountains above Nice, in July
1969) which are, to my knowledge, the
most recent Taylor records available.
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Shandar is run by Chantal Darcy, a hip
twenty-four year old girl who used to work
for Maeght.

Other albums to be issued on Shandar
include two by Sun Ra, and one each by
Stockhausen, Xennakis, John Cage and
Lukas Foss. Shandar is distributed by
RCA in France, and RCA has distribution
rights for all other countries until July,
at which time they revert back to Shandar
if the company has failed to exercise its
option - which is highly likely. The Ayler
albums were recorded in concert at the
Fondation Maeght last July 25 and 27, with
Ayler on tenor and soprano sax; Mary
Maria on vocals and soprano sax; Call
Cobbs, piano; Steve Tintweiss, bass; and
Allen Blairman on drums. They've been
awarded this year's "Grand Prix du Dis-
que'" of the Academie Charles Gros as
well as the "In Memoriam' Prize of the
Franch Academie du Jazz.

The SunRa albums on Shandar were re-
corded at Fondation Maeght last August,
and the first volume is now available (SR
10001). With Sun Ra are Marshall Allen,
John Gilmore, Pat Patrick, Alan Silva,
NimrodHunt and several others, although
the entire second side of the album is
given over to a Moog synthesizer solo by
the mysterious Mr. Ra.

The other new label is a British one,
already mentioned in this column. It's
Black Lion, run by Alan Bates, and its
first six albums were released in early
May. All but two are previously unavai-
lable sessions. The new ones are by Sun
Ra (BLP 30103), in a New York concert;
Dexter Gordon (BLP 30102); Ben Webster
(BLP 30105); and Barney Kessel, Ste-
phaneGrappelliand a French rhythm sec-
tion (BLP 30101). Reissues are a 1945
session by Nat King Cole with Buddy Rich
and Charley Shavers (BLP 30104) and a
1965 solo album recorded in London by
Earl Hines (BLP 30106).

Black Lion is distributed in Britain by
Polydor, and sell for $5.00 each. Bates
plansto release about twenty-four albums
a year on the label. He also plans to in-
troduce an avant-garde label called Free-
dom in September, with material by such
luminaries as Ornette Coleman (single
albums reissued from the two-record set
previously available on Polydor and pro-
duced by Bates), Anthony Braxton, Dewey
Redman, Stanley Cowell, Albert Ayler and
several others. If interested, write to
Bates directly ¢/o HEC Enterprises,
25 Newman Street, London W. 1.

Britain's only other significant jazz
producer, Peter Eden, remains active as
well. Over the Easter weekend he pro-
duced a single album by John Surman's
Trio (Barre Phillips on bass and Stu Mar-
tin on drums) which will be available in
July on the Dawn label here (a subsidiary
of Pye Records, 17 Great Cumberland
Place, London W.1). Titled "Conflagra-
tion", it is comprised of six tracks, two
each by members of the trio. Augmenting
the trio are Dave Holland, Chick Corea,
saxophonists Alan Skidmore and Mike Os-
borne, trombonists Malcolm Griffiths and
Nick Evans, trumpet men Kenny Wheeler,
Marc Charigand Harry Beckett, drummer
John Marshall and pianist John Taylor.

On Eden'sown label, Turtle, which was
createdfor music that the big record com-
paniesdidn't want to mess with, there are
two albums to be issued early in June.
They follow up the label's first release
last January, analbum by Mike Osborne
with Chris MacGregor. One is by John
Taylor, produced by John Surman; the
other isby pianist Howard Riley with bas-
sistBarry Guy and drummer Tony Oxley.

Eden has also produced an album by
Canadian expatriate John Warren, who
left Toronto a few years back and now is
recognised as one of the best composers
in new jazz in London. He has played
(baritone sax) on albums like Westbrook's
"Marching Song', but mainly works as a
composer-arranger for people like Surman
and Skidmore. Thiswillbe his first album
as leader, and sidemen include Surman,
fellow Canadian Kenny Wheeler, and West
Indian Harry Beckett. It should be re-
leased here next fall on Decca's Deram
label.

RCA in Britain has also accelerated its
interest in jazz. First indication was the
release on its new Neon label of the first
album by Chris MacGregor's big group
Brotherhood of Breath. The album was
recordedabout ayear ago, and was turned
down by companies like Philips, CBS,
Island and MCA before finally finding a
home at RCA. It's the first MacGregor
album to be released since his first on
Polydor about three years ago, and it's
just been put out by RCA in America.

Further interest in jazz by RCA here is
indicatedby the label's signing Mike West-
brook to a three-year world-wide deal.
Westbrook had recorded for Decca over
the pastfour years, but recently kept run-
ningintoabrickwallin trying to get Decca
to promote his stuff. RCA plans to re-
lease a big band version of Metropolis in
early autumn. Meanwhile, Westbrook's
band has been booked to play at the War-
saw Jazz Festival next October.

Italso appears that Tony Oxley will re-
cordanalbum for RCA - his contract with
CBSexpired after two albums, and he has
since participated in the founding of an
independent, cooperative Incus label. In
his new album he will work with several
people, among them the same people from
his CBS albums - guitarist Derek Bailey
and saxophonist Evan Parker. Parker,
meanwhile, has finished an album for In-
cus, which will be the label's second re-
lease. Oxley's RCA session will include
twopiecesfor sextet, two for quartet, and
a solo percussion piece. Producer and
chief hustler for the album is Pete King,
manager of the Ronnie Scott Club.

The Circle, being Anthony Braxton,
Chick Corea, Dave Holland and Barry Alt-
schul, spent the first four months of this
year bouncing around Europe, but because
of Musician's Union red tape were unable
to play in public in Britain (because all
but Holland are unBritish). They, did,
however, indulge in severalrecord ses-
sions, including twofor Alan Bates, which
should see the light of day later this year.

At the end of April, Circle returned to
America, first for some gigs around New
York, andthentomove on to Los Angeles,
which they will use as a base before re-



turning to Britain next November. While
onthe West Coast the group will record an
album or two for Contemporary.

One of the jazz avanters who continues
towork outside the Coop - but continues to
work nevertheless - is drummer John
Stevens. He'srecently had an album titled
""Source' by his Spontaneous Music En-
semble issued by a small and esoteric la-
belcalled Tangent, and on May 7 held forth
in concert at London's Notre Dame Hall,
subsidised by Tangent and the Premier
drum people. The SME varies in size,
but when they performed '"Source' in con-
cert there were twelve musicians on hand.
The concert also had two pieces for quar-
tet and then twenty-two musicians and sin-
gers closedthe concert with Stevens' com-
position Now I Sing - a March for Albert
Ayler andall the Others. The concert was
organised by the London Jazz Centre So-
ciety.

Jazz in Britain struggles on quite ad-
mirably - and as usual, it is largely
throughthe efforts of the musicians them-
selves. -Brian Blevins

CHICAGO

The Marienthal operations - Mr. Kelly's,
the London House, the London House
North, and the Happy Medium, have had,
with the exception of the LH itself, nothing
to do with jazz all these years. Suddenly,
largely through the efforts of Chicago
Tribune columnist Harriet Choice, all four
establishments have something going.

Mr. Kelly's has a jazz brunch on Sun-
day, opening at 11:00 a.m., with the jazz
starting at 1:00 for three hours. Grand
Opening wasMarch21, witha sextet co-led
by tenorist Franz Jackson and trumpeter
Norm Murphy, backed by guitarist Marty
Grosz, pianist Bob Wright, and drummer
Bob Cousins. March 28 belonged to bass
trumpeter Cy Touff, with the house rhythm
section of Larry Novak, piano; Jim Atlas,
bass; and Marty Clausen, drums. April
Sundays were given over to Franz Jack-
son's Entertainers, withvocalist Jeanne
Carroll, and featuring a different pianist
each week (Little Brother Montgomery,
ArtHodes, Lil Armstrong). Altoist Ken-
ny Soderblom and Friends will have the
May Sundays. Meanwhile, Norm Murphy
has same deal going at LH North, in High-
land Park, each Sunday, with Wright,
bassist Rail Wilson, and drummer-vibist
Don DeMichael.

Meanwhile, the Happy Medium, long a
theater spot with a discotek (that's my way)
inthe basement, has importedthe World's
Greatest Jazz Band, who open tonight,
May 4 (last night they opened, but for the
Press), for three weeks, maybe four.
Andthe LH itself coasts along, presenting
jazz andquasi-jazz asis its wont - George
Shearing just finished two weeks there.

The Big Horn, in exurban Ivanhoe, con-
tinuesits bi-weekly Sunday Specials: The
Original Salty Dogs (March 14), The Ri-
verboat Ramblers (April 4; skipped a week,
there!), Jim Beebe's All Stars (April 18),
and The Sounds of Swing (May 2). With
Beebe were fellow trombonist Tom Gek-
ler, from Jazz, Ltd.; trumpeter Bob
Schulz, of the Ramblers; clarinetist-bass
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saxophonist Russ Whitman, Bob Wright,
and Larry Kostka, of the BH house band;
Rail Wilson; and drummer Hillard Brown
ina guest appearance. The SOS, with just
seven pieces, was, without the tenor, not
the prototype, but rather a ''dixie' group
with Murphy, Grosz, Wright, Cousins,
clarinetist Jerry Fuller, trombonist Har-
ry Graves, and bassist Truck Parham.
Noroom onthe bandstand for those Porta-
Desks. ..

AsIlast wrote about Jack '"The Bear's"
Steamboat Stompers making a three-and-
a-half-month gigoutof a month's, the axe
fell in mid-April, but the group opened,
adding a trombonist, in the same time
slot - Sundays at 9:00 - at the Red Garter
May 2. Opening night exceeded all ex-
pectations, andit looks like a home at last
for the SS-Bear, trumpet; Bill Hanck,
trombone; Lance Schulz, clarinet; Jack
Meilahn, banjo;, Wayne Jones, drums; and
tubaist Dave Melcher, who's just returned
from a long hospitalization in England
following a motorcycle accident there.
Russ Whitman deputizes infront (clarinet),
or back (bass sax).

Pianist Don Gibson's band, inactive
since leaving Old Orchard Country Club
at the first of the year, opened at Barna-
by'sinArlington Heights for four May Sa-
turdays. Arevised lineup finds trumpeter
Nap Trottier (home after wintering in Ari-
zona), Hanck, clarinetist Bob Skiver (back
after a year and a half at home in Ohio),
bassist Dick Carleton, banjoists Meilahn
or Charlie Marshall, washboardist-sin-
ger-announcer Mike Schwimmer, and
Jones. Don's quartet (himself, Marshall,
Carelton, Schwimmer)is literally packing
them in at the Village Tavern, still, on
Sunday evenings.

The I.W.W. Hall, on Lincoln Avenue
near Fullerton, is the new site of Joe Se-
gal'sModern Jazz Showcase concerts since
the dispute with the North Park Hotel.
LeeMorgan's quintet was the April 11, to
cap a weekend that found him at Robert's
Penthouse, and the Safari Room, the pre-
vious two nights. Elvin Jones' quartet did
the same three-night tour April 23-25,
and Art Blakey played the I.W.W. on
May 2.

Miscellany: Kenton at Ruggles April 12
. ..the Four Freshmen at the Marriott Ho-
tel April 11, and Guy Lombardo at the
Willowbrook Ballroom the same night...
Nancy Wilson at the Auditorium April 18,
and Lou Donaldson at Sirah House for a
week starting April 9. . . Tony Bennett, with
cornetist Ruby Braff (ah, how lovely!) at
the Empire Room of the Palmer House
from April 13-23...Hello, Dolly!, with
Pearl and Cab, at the Auditorium for the
month of June...Rich at Ruggles April 19
...Vernel Fournier's trio, with pianist
Willie Pickens and bassist Dan Shapera,
are the intermission group at the London
House...Al and Zoot played a MJS for
Segal at the Wise Fools, on Lincoln,
March28, where they still have rehearsal
band sessions on Mondays. Zoot appeared
at Elmhurst College the night before at the
Midwest College Jazz Festival...Barrett
Deems, the World's Fastest 98-pound
drummer, gave a drum clinic in Lincoln-
wood March 28...the staff of the London

House gave Roy Eldridge a farewell party
March 20; the only other bandleader to be
treated with such affection there in twenty-
twoyearswas Gene Krupa...Waldo's New
Gutbucket Syncopators, with members in
Columbus, Cincinnati, Chicago and sub-
urbs, and Rhode Island, play for the Det-
roit Hot Jazz Society at the Georgian Inn
in Roseville, Michigan, June 5.

Deaths: guitarist Jack Goss, March 12,
who played and recorded with Doc Evans,
among others...pianist Art Gronwall, in
the '20s with Charley Straight, Ray Mil-
ler, and Jean Goldkette, and in the later
years with the Gaslight Clubtrioandthe
Gold Coast Jazz Band, March 19...vio-
linist Bruce Yantis, who recorded with
Smith Ballew, the California Ramblers,

Seger Ellis, Red McKenzie, and other
similar contemporaneous groups,
March 26. -Wayne Jones

LOS ANGELES

A shock (not the earthquake) reverberated
throughthe Southern California jazz com-
munity recently when it was officially an-
nounced that Benson Curtis' nightly jazz
program, '"STRICTLY FROM DIXIE"
would be closed out as new owners took
over Radio Station KRHMFM. The reason
given was that this was a specialized pro-
gram, and as such, catered to only a li-
mited number of listeners which made it
unprofitable. Though no estimate is avai-
lable, it is safe to say that the listening
audience could wellrun into the thousands.
It is known that innumerable shut-ins had
their otherwise drab lives brightened
through having the opportunity to enjoy
recordings of Dixieland and New Orleans
Jazz. For over twenty years this program
has been an important vehicle for helping
to preserve the older forms of American
jazz and since the non-profit jazz Clubs
have come upon the scene here, the con-
sistant efforts of Benson Curtis have be-
come even more productive as he made
spot announcements relative to Club mee-
tings and gave out the news about special
jazz events and night spots featuring paid
performers. 'Strictly From Dixie' was
not merely an hour of recorded Jazz Clas-
sics. It was a continuing tribute to the
early creators of American jazz and was,
in a sense, an educational adventure,
descriptive of America's only Art Form.
Drawing from his vast storehouse of know-
ledge of men and the jazz bznds that have
made jazz history since the turn of the
century, andbringing into play his fabulous
collection of old recordings, he was able
toadd immeasurably to the cultural values
of the local community by skillfully engi-
neering his programs with historical ma-
terial pertinent to the bands and jazz per-
sonalities of yesteryear. Unlike the
peoples of many foreign lands who reli-
giously cherishtheir native culture even to
the extent of subsidization through their
governments, most of the American people
are content to ignore this aspect of human
valuesandbe satisfied with what the mar-
ketplace has to offer. It is, indeed, a
tragic irony that American jazz in its
early forms must be exported to foreign
shores to find the acceptance and the re-
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cognition it so richly deserves. All of the
local D.J. Clubs as well as many indivi-
duals not identified with the Clubs are
mounting a crusade of letter writing and,
hopefully, this will in due course be the
key for making their feelings felt to the
extent that Strictly From Dixie will soon
findready acceptance on some other local
FM Radio Station.

Larry Grover, local philanthropist and
avid supporter of the local DJ jazz Clubs
recently played host to an SRO crowd of
over 250 persons at George Ball's Cliff
House in Pacific Palisades. Some of the
well known Southland musicians who helped
set the pace were Rosie McHargue, Pete
and son Dennis Daily, Al Rieman, Jimmie
Adams, Ethel Hiett and Mickey Ingalls.
Larry Grover, has over the years, made
substantial financial contributions to the
cause of fostering young musical talent in
the ways of DL jazz.

Lee Katzman, local trumpeter recently
opened a new nitery out on Landershim
Blvd. in North Hollywood titled the LEFT
BANK. Local artists including guitarist
Joe Pass, trumpeter Cat Anderson and
guitarist John Collins have drawnfavorable
responses here.

Trombonist and arranger Ed Leach
features his famed ZULU PARADERS, a
fourteen-piece swing group, at the regular
meetings of the New Orleans Jazz Club of
Southern California.

Something new and unique in jazz albums
has just recently been released by Arcane
Records. Under the leadership of Rag-
timer Dave Bourne, abig wheelinthe local
Maple Leaf Club, THE DAWN OF THE
CENTURY RAGTIME ORCHESTRA cutthe
disc, the first of its kind, presenting a
varied program of turn of the century con-
certanddance music as it might have been
played onany Sunday afternoon in the park
band shell. Bourne on cornet is side-
manned by Dave Kennedy, trombone; Mike
Baird, clarinet; Jack Langlos, trumpet;
Dick Zimmerman, piano; Art Levin, tuba;
Jack Malek and Donny McCluer, violins.
Tunes carefully selected to carry out the
theme include: Repasz Band March,
Peaceful Henery, Slavery Days, Dixie
Blossoms, Sweetmeats, Cubanola Glide,
Silver Bell, Miss Dixie, Alexander's Rag-
‘time Band, I Want To Be In Dixie, Ma
Pickaninny Babe, and Portugese Rag, a
composition of clarinetist Mike Baird.
This album is available only through the
Maple Leaf Club at 5560 West 62 Street,
Los Angeles, California, $5.25 post paid
(add $1.00 overseas). Make cheques pay-
able to Maple Leaf Club. -Frank Bostwick

NEW YORK

The Basie band flew to London to play a
Charity ball for Princess Margaret...
Pianist Chuck Folds should still be ap-
pearing at the Gashouse (1st Avenue and
16th Street), Wednesday through Saturday.
New York City's Evergreen Theatre is
showing '""Blue Accordin' To Lightnin'
Hopkins', a short about the Texas blues
singer.

Gene Mayl's Dixieland Rhythm Kings are
at Batchelor's Supper Club in Cincinnatti.
Trombonist, Bill Rank is in the group...
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Pearl Bailey has signed with RCA...The
Omaha World-Herald of October 17, 1970,
had an article on cornetist Charles Wil-
liamson, who worked with W.C. Handy and
Bessie Smith. . . Speaking of Bessie, News-
week of February 1, 1971, has a story on
Bessie. It reminded me of a poem I once
read which told the story of Bessie and
how she bled to death in the waiting room
of a Mississippi hospital. The line went,
""She had the wrong blood type - black'...
For a free bumper sticker, '"Big Bands
Are Bagk', write Humes and Berg Mfg.
Co., 4801 Railroad Avenue, East Chicago,
Indiana 46312.

Eubie Blake was the subject of an ar-
ticle in Newsweek of February 22. He's
now eighty-eight, the sonof a slave. Says
Eubie, "WhenI was a boy, my father used
to bare his back to me and show me the
scars from his whippings. He told me
never to trust a white man. Maybe if I
hadn't been successful I wouldn't have.
Even so, Iwon't extend my hand to a white
man. But if he's my friend I'll embrace
him."

Hugues Panassie's book, '"Louis Arm-
strong', will be put out in an English
translation by Scribners. .. Duringthe past
few months, guest artists who have ap-
peared with Dick Creeden's band at the
Village Green in Danvers, Massachusetts
have been Wild Bill Davison, Tyree Glenn,
Bob Wilber, Urbie Green, Willie "The
Lion" Smith and Jimmy McPartland.

Bessie Smith has been honored by the
American Negro Commemorative Society
through a medal issued in her honor...
Igor Stravinsky's comment on modern mu-
sic, "Nowthat John Cage's most success-
ful opus is 4'3" - four minutes and 33
seconds of silence - we may expect his
example to be followed by more and more
silent pieces by young composers, who
will produce their silences with more and
more varied and beguiling combinations.
I only hope they turn out to be works of
major length."

John LaPorta journeyed north from the
Berklee College to present his Improvi-
sationClinic at the National Convention of
the Canadian Music Educators Association
held April 14, in Charlottetown, Prince
Edward Island. The well attended event
produceda great deal of enthusiastic res-
ponse. At Berklee, itself, over 1,500
high school musicians converged on the
college March 27 for the third annual High
School Jazz Competition-Festival. It was
anallday event that culminated in an eve-
ning competition with the nine finalist
bands and the Festival Workshop band di-
rected by Phil Wilson. Workshops and
clinics were conducted throughout the day
by various members of the Berkleefaculty,
whoinclude Alan Dawson, Charlie Mariano
and Andy McGhee.

There's now a Hot Jazz Society in Detroit
andit'sbeing organised by Jim Taylor and
Mike Montgomery. Their opening event
featured The Salty Dogs, Mothers Boys
andBob Seeley. There'll be another con-
cert in early June and information on the
society can be obtained from Mr. Taylor,
at 12311 Gratiot Avenue, Detroit, Michi-
gan 48205.

Deaths: Last December 14, pianist
Elmer Schoebel died in Florida at 74. He
gainedfame with the New Orleans Rhythm
Kingsandthroughhis compositions, Bugle
Call Rag, Nobody's Sweetheart and Fare-
well Blues.

Trumpeter ""Fuzzy'' Farrar died in New
York January 6 at 77. He had worked with
Bix, the Dorsey's, and Jean Goldkette.

- Jack Bradley

Qmall Ade...

This advertising section is designed for
use by individuals and organisations in the
jazz community whowishto advertise non-
display items. Costis 10¢ per word ($2. 00
minimum) and all payments shouldbe made
at the time of submission of copy.

NEWOrleans, Dixieland, Ragtime, Blues,
Mainstream LP's. Current in print. Many
discontinued items. William Dodge, 124
Honeyoye, S.W., Grand Rapids, Michigan
49508, U.S.A.

KORD - a new music magazine covering
abroad spectrum of ideas and viewpoints
isavailable from 213 Crescent St., North-
ampton, Mass. 01060. Subscription rate:
$2.00 for four issues. (Canada add 50¢).

JAZZ records for sale, Many rare, out-
standing albums. Free lists: Jazz House,
Box 455, AdelaideStreetEast P.O., Tor-
onto, Canada.

JAZZ BAZAAR - recordcollectors' mag-
azine - unique of its kind. Cheapest ad-
vertising medium - forgetall other prom-
ises. International - find out for yourself
by asking for a sample copy. (4 issues
$2.20, 8 issues $3.65, 12 issues $5.40)
from Hans Ewert, 5461 Rotterheide, Ger-
many.

WANT any Clifford Brown Emarcy-French
Mercury-EnglishEmA. MLP 7091, 7092,
7109, 7147, 7137, EJL 1278, 1277, 1253,
1260. Alsoany 10" L. P.sBethlehem, Nor -
gran, Prestige, Blue Note, Emarcy jazz
1950-1956. State price/condition. Joseph
Di Carlo, 21 Iroquois Ave., Palisades,
New York 10964, U.S.A.

IF youareinto the blues, gospel, cajun or
R & B vocal groups, the R & B Collector
isthe magazine for you. Rare old photos,
auction and sales lists, interviews, dis-
cographies, and much much more. Even
our own reissue program. Send for free
sample copy to R & B Collector, 18632
Nordhoff Street, Northridge, California
91324, U.S.A. or send $2.00 for a six
issue subscription (US and Canada) or
$4.00for a sixissue airmail subscription.
Overseasit's $4.00 for six issues surface
and $6. 00 airmail.

WANTED: Albert Ammons 78 recordings
on Blue Note, CMS, Decca, Mercury,
Solo Art and Victor. Must be in N- con-
dition. Contact William J. Gallagher, 85
Station Road, Bellport, New York 11713.




alice coltrane -pharoah sanders
and archie shepp

Buffalo State University. March 26, 1971.

A prayer meeting was held at Buffalo State Univer-
sity and the fragrance of incense set the stage for the
spiritual vibrations established by Alice Coltrane,
Pharoah Sanders, and company.

First, from out of nowhere, Pharoah appeared on
the stage and literally poured out his bag of mystical
sounds. Theringing of bells along with the pulsating
rollsfrom the drums of Jimmy Hopps, started to fill
theair from different parts of the platform to reveal
the presence of Cecil McBee on bass, Lonnie Smith
onpiano, and Lawrence Killion on congoes. Pharoah
then proceeded to bombard his audience with his
unique assortment of instruments. These blended
with the now rhythmic energies of the piano, drums
and bass, raised the music to such an intensity that
Pharoah suddenly began to pound his chest in anguish.

Asthe music grew, and he began on his tenor, one
heard no complete tunes played, rather threads of
melody kept reappearing from The Creator Has A
Master Plan. In between these snatches of melody,
the characteristic screeches and cries of Pharoah's
tenor evoked a dialogue with the equally involved

photograph: Jurebu Cason

audience as their chants of '"Right on brother!' and
"Blow your horn, brother!", echoed throughout the
auditorium. Similarly this rapport was created with
the following solos: Lonnie Smith's singular technique
of using brushes on the piano strings simulating the
sound flavor of an oriental string instrument; the
down-to-earthfunky playing of Cecil McBee; and the
interplay between the drums and the congos, their
shifting tempos weaving in and out of the rhythm,
while still maintaining the basic movement of the
music.

Whenthe music ceasedthere was a pregnant pause;
asif atrance had been broken; suddenly the audience
jumped to its feet and applauded with fantastic en-
thusiasm.

After a brief intermission, the dynamic perfor-
mance of Alice Coltrane, Jimmy Garrison, on bass
and Frederick Waits on drums, joined by Pharoah
Sanders, Cecil McBee, and surprise guest artist
Archie Shepp, was presented. They began, amid
burning incense, with Alice on the harp. As she
plucked the first string, a beautiful soft shower of
notesfloateddown to the audience. This was echoed
in Pharoah's melodic soprano and vibrant string
temperament of the bassists. The sound experience
exuding from Alice's harp is difficult to describe,
difficult todo justice to; one is wholly engulfed in the
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mystical depth of her rich playing.

For their second tune, Africa, Archie Shepp's te-
nor was combined with Alice's piano. The lyrical
phrases of Africa blown through Shepp's horn made
me feel the presence of John Coltrane.

Further on, with the last tune Leo, the perfor-
mance reached its height with the explosive duet of
Jimmy Garrison and Cecil McBee, and the galloping
drums of Freddie Waits. Ending on a final note by
Jimmy Garrison, the audience applauded for more
with animated hysteria. I am sure the Creator was
well pleased with their musical offering.

-Jurebu Cason

new orleans jazz and heritage festival
April 21-24, 1971,

Jazz returned to it's birthplace during the 1971 New
Orleans Jazz and Heritage Festival. It was led by
two octagenarians, who, half a century earlier, had
spearheaded a movement that carried the charm of
New Orleans jazz to all parts of the world. This was
the year that saw Kid Ory and Ed Garland trium-
phantlyreturntothe scene of their earlier successes.
Like aging Pied Pipers, Ory and Garland led scores
of young musicians streaming into the warm Southern
city.

Those of us who have lamented the demise of au-
thentic New Orleans Jazz were heartened by the happy
sounds of these young musicians who came to New
Orleans with their horns and their inspirations. They
came from England, France, Italy, Denmark, Swe-
den, Belgium, and Japan. Their only common lan-
guage was music and they demonstrated that a mutual
love of jazz can create a strong human bond.

The 100year old Preservation Hall was filled with
the pulsating sounds of these young pilgrims. They
reverently occupied the chairs of George Lewis Kid
Howardand Joe Watkins. Joyfully they placed along-
side such veterans as Kid Thomas, Louis Barbarin,
Louis Nelson, Kid Sheik, Punch Miller, Albert Bur-
bank, and Ed Garland. They rocked old Decatur
Street with all night sessions at Bonaparte's Retreat.
This was the dramatic backdrop that provided the
setting for the 1971 New Orleans Jazz Festival.

The exciting four day event began aboard the S. S.
President for a warm Wednesday evening cruise on
the mighty Mississippi. The local advertisements
heraldedthe appearance of "PETE FOUNTAIN WITH
EDDIE MILLER...plusabackupband.' (sic) As the
evening unfolded, we learned that the '"backup band"
was Louis Cottrell's group boasting such stalwarts
as Louis Barbarinondrums, Frog Joseph, trombone,
Alvin Alcorn, trumpet, Paul Barnes (ex-Oliver,
Morton) alto, and Cottrell's beautiful clarinet wea-
ving them alltogether. While the slick arrangements
of Pete Fountain's crew cleverly spotlighted the great
Eddie Miller tenor and Pete's brilliant horn, the
"backup : band" provided the evening's great thrills
with their swinging ensemble choruses and the ins-
pired drumming of Louis Barbarin.

The next two nights were divided between the
Roosevelt and Jung Hotels where cabaret settings
created a warm informality. The colorful balloons
swayed on the tables as local favorite Ronnie Kole
served some tasty modern sounds with his trio. He
scored heavily at the keyboard with a well-arranged
Gershwin medley which followed his version of Big
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Noise From Winetka. The New Orleans Ragtime
Orchestra again recreated authentic dawn of the
century sounds of orchestrated ragtime with jazz
historian Bill Russell expertly handling the violin
assignment. They treated us to such esoterica as
A.J. Piron's theme, Purple Rose Of Cairo and the
Scott Joplin "experimental' piece, New Rags.

A chronological step brought forth the Kid Thomas
Preservation Hall Jazz Band, a grey-haired group
that drew a standing ovation. Thomas' trumpet,
still sharpand strong, was supported by Albert Bur-
bank's singing clarinet and Louis Nelson's traditional
trombone. Their concluding tune, Panama was still
ringing in our ears when Bobby Hackett and Dizzy
Gillespie appeared together on a relaxed I Can't Get
Started. When these two giants stood shoulder to
shoulder playing Duke's classic, In a Mellotone, the
soft warm notes hung like sweet clusters of ripe
grapes ready for plucking. Hackett tenderly soloed
onl Cover The Waterfront as Dizzy stood silently in
admiration. Festival producer, George Wein joined
Bobby Hackett and submitted an interesting piano-
vocal on Nobody Know's You When You're Down And
Out.

The almost endless talent list included Papa
French's Original Tuxedo Band, the dapper Santo
Pecora (featuring young Sam Alcorn on trumpet) and
amoderntouchby Porgy Jones plus Three that drove
many of us into thefoyer to escape the ear-shattering
trumpet that bounced harsh irritating sounds against
the walls. From our refuge outside the hotel ball-
room, Johnson "Fat Cat" McRee was overheard

:saying, "Compared to him, Dizzy sounds like. Bunk

Johnson!"

Upon returning to the room, we were rewarded
with Armand Hug's piano solo on Maple Leaf Rag
followed by the lovely Jelly Roll Morton ballad, Why ?

The afternoon segments of The New Orleans Jazz
and Heritage Festival took place in historic Beaure-
gard Square on North Rampart Street at the edge of
the old French Quarter. The colorful outdoor fair
was introduced tothe festival last year and has proved
to be a pleasant addition to the evening festivities.
Each corner of the square offered a different musical
attraction separated by food booths displaying stea-
ming bayou crawfish, red beans and rice, hot sau-
sage, beer, and sweets. It was quite pleasant to
relaxinthe warm afternoon sun nibbling the delicious
food while listening to Percy Humphrey's Eureka
Brass Band. Between band numbers, blues stylist
Roosevelt Sykes couldbe heard shouting from across
the square:

'"Walked all night with my 44 in my hand,
Iwas lookin' for my woman,
And I found her with another man!"

Asthe shadows grew longer, the inspiring choir of
The Morningside Baptist Church filled the air with a
lovely hymn. The choir is led by Anne Pavegeau,
widow of the famous New Orleans bassist, Alcide
""Slow Drag' Pavegeau. We also heard a group billed
as The Country Cajuns, Babe Stovall, a folk-blues
singer, and "Bongo Joe' who delighted the youngsters
with his antics on gold-painted oil drums. From
another corner of the square, a booming bass drum
announcedthe arrival of Danny Barker's young Fair-
view Baptist Church Christian Marching Band. This
is a spirited group of youngsters who are following
the expert guidance of jazz historian-guitarist Danny
Barker who is working very hard to establish a tra-




Top photograph
Kid Ory trombone with Don Ewell

Centre photograph

Jazz pioneer Ed Garland plays bass with the
Preservation Hall Jazz Band. Kid Thomas, trumpet,
Emanuel Paul, saxophone, Albert Burbank, clarinet,
vocal, Charles Hamilton, piano.

Bottom photograph
Sam Alcorn, trumpet, Santo Pecora, trombone,
Tony Mitchell, clarinet.

All photographs by Floyd Levin

ditional marching band to train the children of New
Orleans in their musical heritage.

Directly inthe center of Beauregard Square stands
a huge crumbling sandstone eagle proudly perched
upon the site of the forthcoming statue of Louis Arm-
strong. The ancient bird is destined for the scrap
pile, but he seemed to smile as he gazed down upon
the large happy crowd.

The closing evening concert of the '71 New Orleans
Jazz Festival took place on Saturday evening in the
large Municipal Auditorium. Louis Armstrong had
been billed as the festival's feature attraction; un-
fortunately, Louis was still confined to his bed in a
New York hospital. In his absence, the entire eve-
ning was dedicated to Satchmo and every tune was a
tribute to him. Louis' familiar theme When It's
Sleepy Time Down South was given an excellent rea-
ding by a trumpet choir that boasted the talents of
such greats as Bobby Hackett, Dizzy Gillespie, Wal-
lace Davenport, Alvin Alcorn, and Punch Miller.
Kid Punch was introduced by Dick Allen as '"...a
contemporary of Louis' who probably influenced
Armstrong many years ago'. Punch delighted the
audience with Sister Kate, You Can Depend On Me,
and That's My Home. Despite having been released
from the hospital only a day earlier, the legendary
Punch Miller thrilled the purists with his clear tone
that reflects a background of over half a century of
jazz.—

Longtime favorite Sharkey Bonano and His Kings
of Dixieland romped through several of the Armstrong
standards. Sharkey, a master of dynamics and show-
manship, was hamperedby an overly amplified guitar
whichmarred what should have been a festival high-
light.

Before introducing the evening's star attraction,
producer George Weinbrought on a little boy in short
pants who came from Leeds, England to imitate
Louis Armstreng's trumpet and vocalon Sleepy Time.
The big round tones emerging from a horn almost
as big as the tiny musician provoked suspicions that
awell-trained midget was actually performing; how-
ever, young Enrico Tomasso's father was standing
nearby and he convinced us that his son was, indeed,
eight years old!

The festival's dramatic climaxfeatured the veteran
Kid Ory making his first New Orleans appearance
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since 1919. Ory, now in his eighties, is retired and
livesin Hawaii. Unfortunately, his performance was
disappointing to fans familiar with his famous re-
cordings with Joe Oliver, Jelly Roll Morton, Arm-
strong's Hot 5, etc. He has been severely ill and
was unable to provide the strong tailgate glissandos
that have beenidentified with him for so many years.
Those of us who attended his rehearsals heard traces
of the '"old Ory'; however, during the concert he
played very little but sang several tunes including
hisown Muskrat Ramble. The true hero of the final
stanza was the eighty-three year old Ed "Montudi"
Garland whofilled the cavernous auditorium with the
sounds of his virile string bass. Sitting alongside
Garland in the plane enroute from Los Angeles to
New Orleans afewdays earlier, '""Tudie' exoressed
excitement over returning tohis hometown for his
first visit since 1912! That was when he left the
Crescent City as leader of a travelling band that in-
cluded Roy Palmer on trombone, Louis Keppard on
guitar, and Lawrence Dewey on clarinet. He was
home for the first time in sixty years and completely
captured the hearts of jazz fans who heard him pla-
ying almost every night in the French Quarter. On
the concert stage, hisbald pate shining in the bright
spotlight, he proudly joined the stellar rhythm sec-
tion that included Don Ewell's piano, Danny Barker
on guitar, Emanual Sayles, banjo, and Freddy Kohl-
man at the drums. In addition to Ory, the front line
included Thomas Jefferson on trumpet and Raymond
Burke on clarinet. This was a group of expert pla-
yers, butthey couldnot overcome the sad realization
that Kid Ory had waited too long to return to New
Orleans.

A retrospective glance at this year's festival dis-
closes several improvements over previous year's
events. Awarmer, morerelaxedformat was created
by moving to the hotel ballrooms. The rooms were
crowded and the musicians felt more comfortable in
the cabaret setting. We missed the informative af-
ternoon seminar-concerts conducted last year by a
trioof experts: jazz archivist, Dick Allen; clarine-
tist, Willie Humphrey; and, New Orleans Jazz Club
pioneer, Harry Souchon. These casual sessions
provided an insight into the colorful background of
jazz and contributed greatly to the success of last
year's event.

The New Orleans Jazz Festival should receive
world-wide attention and draw thousands of fans.
To achieve this success, a well-organized publicity
program is needed. Again this year, advance an-
nouncements were issued in a whisper rather than a
shout. New Orleans is a hospitable city bristling
with good hotels and fine restaurants and has the
facilities to host throngs of fans who would attend
the festival each year if they were exposed to suffi-
cient advance information.

This reporter has made reservations for the 1972
festival. Join us where the Mississippi makes that
lazy curve before spilling it's muddy waters into the
Gulf of Mexico. Look for me. I'll be standing on the
corner of Bourbon and St. Peter Streets holding a
cold can of Dixie beer and tapping my foot to the
Eureka Brass band strutting down Bourbon from
Canal Street leading a second line of jazz fans from
all parts of the world.

"If you've never seen that town,
Boy, it's a pity!

They call it New Orleans" -Floyd Levin
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New Books On JAZZ

JAZZ RECORDS (Jepsen) Vol. 4B 4,25
Vol. 4C 4.25

VICTOR MASTER BOOK (Rust) Vol. 2.
1925-1936 12,50

B.G. ON THE RECORD (Connor-Hicks)

revised edition 10.00
Special 2-record set also available,
as set with the book included 20.00
New Jepson discographies
BILLIE HOLIDAY 1.25
COUNT BASIE (2 volumes) set 2.50
DIZZY GILLESPIE (2 volumes) set 2.50
SCREENING THE BLUES (Oliver) 6.00
STORY OF THE BLUES (Oliver) 12.50
ART PEPPER Discography (Edwards) 1.35

POPULAR MUSIC (Shapiro) Vol. 5

1920-1929 16.00
JAZZ DANCE (Marshall Stearns) 9.95
HANDBOOK OF JAZZ (Ulanov) paper 1.45
IRVING BERLIN SONGOGRAPHY (Jay) 1.00
THE LITERATURE OF JAZZ (Reisner) 2.00

in the U.S.A from
WALTER C. ALLEN,
P.0. Box 501,
Stanhope,

N.J. 07874

in Canada order from
CODA PUBLICATIONS
P.O. Box 87,

Station J, Toronto 6,
Ontario

STEREO
‘ EACH PP
ALL STAR BLUES WORLD OF SPIVEY RECORDS

ROOSEVELT SYKES And His Koochie Koochie Men
o A-l Roosevelt Sykes - Fat Daddy Jump (2:35)
- A-2 Roosevelt Sykes - Dresser Drawers (3:35)

A-3 John Hammond - I'm Leaving (3:

A4 Victoria Spivey - Black Gal (3:50)

A-5 Roosevelt Sykes . Koochie Koochie Man (3:25)
SMOKEY HOGG And His Washboard Trio

A6 Smokey Hogg - Smokey's West Texas (3:45)

A-7 Smokey Hogq - Laura go Sweet (3:20)

8.1 Smokey Hogg - My Baby Left Me (4:00)
B-2 Washboard Doc - Doctor of the Washboard (2:50)
B-3 Smokey Hoqqg - Belis Are Toning (4:10)

WILLIE DIXON Chicago Blues All Stars

B.4 Willie Dixon - Down in the "Bass-ment' (3:20)
8-S Sunnvland Slim - Blues Drove Me Out Of M' Mind

10)
8-6 Cryin' Marie Dixon . Three O'Clock
in The Morning (3:00)
8.7 Johnny Shines - Lonesome Bedroom Biues (3:45)

Other Spivey LP Releases: (Send for Free catalogue)
2001 - Victoria Spivey Recorded Legacy of Blues

(1929-37)

1010 - Muddy Waters Chicago Blues Men (Vol, ;)
Oris Spann etc,

1009 - Encore For Chi Blues- Lenoir, Barbee, Homesick
James, etc.

1008 - Muddy Waters Chicago Blues Men (Vol, 1) Spann,
Geo, Smith, etc,

1007 = Louis Metcalf Jazz and Blues - Sonny White, etc,

1006 - Queen & Knights - Memphis Slim, Lit Brother,
Lonnie Johnson

1005 = Mississippi Mr. Shorwtwff & Big Joe Williams

1004 - 3 Kings & Queen-Big Joe & Bob Dylan, Sykes,
Lonnie Johnson

1003 - Chicago Blues - Sunnyland, Homesick, Barbee,
St. Lou Jimmy, Washboard Sam.

1002 - Victoria Spivey & Her Blues with Eddie Barefield,

1001 - Lucille Hegamin, Hannah Sylvester, Spivey —
Buddy Tate All Stars.

ORIGINAL SPIVEY PRODUCTIONS =

65 Grand Avenue, Brooklyn, N.Y. 11205

LATEST RELEASE

5
SYKES

PLEASE SEND FOR A FREE CATALOGUE
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THE FINEST IN BLUES, JAZZ & COUNTRY RECORDINGS

NEw RELEASES BLP-12020 CALIFORNIA RAMBLERS, Vol 1
Nostolgia Jazz,1925-37 Red Nichols Mono
BLP-12021 CALIFORNIA RAMBLERS, Vol 2
Nostolgia Jazz,1925-29 Red Nichols Mono
RC- 6004 BETSY RUTHERFORD BLP-12022 ETHEL WATERS Vol 1921-1924
New Traditional Country Singer Stereo Her First Recordings Mong
BLP-12028 LARRY JOHNSON BLP-12023 BLIND BLAKE, Vol 2
acc. by John Hammond Blues 19261932 Mono
Blues Stereo BLP-12024 DODDS AND LADNIER, 1923 - 1928
BLP-12029 SKIP JAMES EARLY RECORDINGS Hot Jazz Mono
Blues Mono BLP-12025 SAM WOODING'S CHOCOLATE
gILP-'IZG('Bg REVEREND GARY DAVIS DANDIES. 1925 - 1929
ues ospel, 1971 Stereo Hot Jazz, Ladnier, etc. Mono
g:;:uosl BLIND BLAKE, Vol 3 s BLP-12026 ETHEL WATERS, Vol 2 1921 - 1927
Her First Recordings Mono
FEREYSSE RIS WARLER. gl £ BLP-12027 THIS OLD WORLD'S IN A HELL OF
Piano Solos from Rare Piano Rolls,1924-1931 A FIX
Mono Skip James, Lemon Jefferson, Etc. Mono
BLP-1006Q SCOTT JOPLIN. 3082 " JAZZ GIANTS |
1916 Classic Solos played by the King of Ragtime Wild Bill Davidson, etc
Writers & others Mono Hot Jazz - Stereo
BLP-12000 BLIND LEMON JEFFERSON, Vol. 1 3003 OLD TYME MODERN
Blues 1926-1929 Mono Herb Hall, etc.
BLP-12001 MA RAINEY, Vol. 1 Hot Jazz Stereo
Blues 1924-1929 Mono : - j
BLP-12002 JIMMY O'BRYANT'S WASHBOARD MELODEON RECORDS
WONDERS, 1924-1926 Mono
BLP-12003 BLIND BLAKE, 1926-1930, Vol 1 MLP-7321 SKIP JAMES
Blues Mono Blues Mono
BLP-12004 RAMBLIN’ THOMAS, 1928 MLP-7322 THE STANLEY BROTHERS
Blues Mono Their First & Best Mono
BLP-12005 CHICAGO JAZZ, 1923-1929 MLP-7323 BLIND WILLIE McTELL, 1940
Hot Jazz Mono Blues, Library of Congress Mono
BLP-12006 CLARENCE WILLIAMS’ ORCH. MLP-7325 THE KENTUCKIANS
Hot Jazz 1927-1929 Mono Red Allen, etc.
BLP-12007 NEW YORK TO CHICAGO, 1923 - 1928 3'::_(7;;: Ay | s
Clarence Williams & Others Mono ; ; :
BLP-12008 BLIND WILLIE McTELL, 1949 iis T '5‘;;;8";;’,m Ve iy
Blues Mono y y 8
Hot Jazz in the Twenties Mono
gt:‘e‘vza‘:’;vz"gf“ MAMA BLUES, ‘9‘9M°n° MLP-7330 LES BLUES DU BAYOU - CAJUN
GElt Louisiana Cajun BI ™M
BLP-12010 AFTER HOUR BLUES, 1949 D213 AR AR AC S e BT
Little Brother Montgomery, others Mono Poplin Family
BLP-12011 MA RAINEY, 1924-1928, Vol 2 Bt G e T Pl ekt Forms Mo
Blues Mono
BLP-12012 RED ONION JAZZ BAND PIASG RO NERIES
Hot Jazz Stereo W NNk T
Feat: Natalie Lamb (at Town Hall) 1001Q PARLOR PIANO - ANTHOLOGY
BLP-12013 EARLY LEADBELLY, 1935 - 1940 Rare Piano Roll Solos, Waller, etc. 1915-1927
Blues Mono Mono
Narrated by Woody Guthrie 1002Q FATS WALLER, Vol 1 1923-1924
BLP-12014 PRINCETON TRIANGLE JAZZ BAND A LR e N Mans
College Jazz in the 20's, 1923-1932 10030 JAMES P. JOHNSON, 1917-1921
Hot Jazz Mono Rare Piano Roll Solos Mono
BLP-12015 BLIND LEMON JEFFERSON, Vol 2 1004Q JELLY ROLL MORTON, 1924-1926
Blues 1926-1929 Mono RarePiano Roll Solos Mono
BLP-12016 SKIP JAMES ( A Tribute)
Blues Stereo
BLP-12017 FRED McDOWELL-FURRY LEWIS
Blues Stereo
BLP-12018 TOM WINSLOW
Folk Stereo .
BLP-12019 BUDDY MOSS $5 g 5 t d
Blues Stereo 3 ns al

BIOGRAPH RECORDINGS INC. 1601 EAST 21st Street Brooklyn, New York 11210 U.S.A.

Almada Corporation, 380 Craig St. W., Montreal, Que., Canada

.




PROBABLY THE MOST EXCITING BAND
OF ANY KIND IN LONDON (ENGLAND)
AT THE PRESENT 'Melody Maker"

CHRIS MCGREGOR’S
Brotherhood of Breath

Side One Band
Chris McGregor
MRA Malcolm Griffiths
DAVASHE'S DREAM Nick Evans
THE BRIDE Mongezi Feza
Mark Charig
Side Two Harry Beckett
Dudu Pukwana
ANDROMEDA Ronnie Beer
NIGHT POEM Alan Skidmore

Harry Miller
Louis Moholo
Mike Osborne
John Surman

UNION SPECIAL
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