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FREDDIE HUBBARD
CHANGED HIS STYLE
SO HE COULD BE
REALLY HAPPY.

HE DID IT WITH
“SUPER BLUE’

He was the feature trumpet player last year on the “V.S.O.P.” tour. And he’s

the most imitated trumpet-stylist on the face of the earth. ___

But Freddie Hubbard felt it was time for his solo career /"
to take a new turn.

He wanted to lead an intimate group including some of
the world’s most highly regarded musicians, to capture
the fire and frenzy of the “V.S.0.P.” excitement. Without
strings and extra orchestration.

So, with six very good friends—each one a “name”
musician—Freddie’s recorded “Super Blue”

Freddie tells us he’s never felt happier about an album.

"Super Blue. New Freddie Hubbard, on Columbia Records and Tapes.

“Columbia’ Q are trademarks of CBS Inc. © 1978 CBS Inc.

FREDDIE
HUBBARD
SUPER
BLUE




PABLO-<LIVE]|
MONTREUX 77

PABLO-<LIVE
MONTREUX '77

PABLO LIVE DELUXE 2308 205

MILT JACKSON/RAY BROWN JAM m/c 3108 205
Slippery; A Beautiful Friendship; Mean To
Me; You Are My Sunshine; C.M.J.;

Featuring Monty Alexander; Clark Terry;
Eddie ‘Lockjaw’ Davis; Jimmie Smith.

PABLO LIVE DE LUXE 2308 209

COUNTBASIE JAM m/c 3108 209

Bookie Blues; She's Funny That Way, These
Foolish Things, Kidney Stew; Trio Blues;

1 Got It Bad; Jumpin At The Woodside,
Featuring: Roy Eldridge; Benny Carter;
Zoot Sims; Vic Dickenson; Al Grey; Ray
Brown; Jimmie Smith.

PABLO-<LIVE
MONTREUX °77

PABLO-<LIVE

PABLO LIVE DELUXE 2308 211

DIZZY GILLESPIE JAM m/c 3108 211

Girl Of My Dreams; Get Happy; Medley;
Once In A While; But Beautiful; Here's That
Rainy Day; The Champ; Featuring; Jon
Faddis; Milt Jackson; Monty Alexander;
Ray Brown; Jimmie Smith.

PABLO LIVE DELUXE 2308 214

EDDIE 'LOCKJAW’' DAVIS 4 m/c 3108 214
This Cant Be Love; | Wished On The Moon;
The Breeze And|; Angel Eyes; Telegraph;
Land Of Dreams; Blue Lou; Featuring;
Oscar Peterson; Ray Brown and

Jimmie Smith.

ONTREUX 77

The FinestJazz Festival Ever.

PABLO-<LIVE

PABLO LIVE DELUXE 2308 210
PABLO ALL STARS JAM m/c 3108 210

Cote D'Azur; Pennies From Heaven,; Samba
De Orfeu; God Bless The Child; Featuring;
Oscar Peterson; Milt Jackson, Clark Terry;
Ronnie Scott; Joe Pass, Niels Pedersen;
Bobby Durham.

Plus NEW studio recordings:

Pablo 2310-802
“’Satch and Josh... Again”
Oscar Peterson and Count Basie

Pablo 2310-803
“If I'm Lucky”’
Zoot Sims Meets Jimmy Rowles

Pablo 2310-804

“Soul Fusion”

Milt Jackson and the Monty
Alexander Trio

Pablo 2310-805
“Virtuoso Number 3"’
Joe Pass

Pablo 2310-813

“Sunshine Rock”’

Louis Bellson & the ““Explosion’’
Orchestra
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M. Imada 46 vyears, is one of the many talented
and passionate musicians playing in Japan which
has become the second most active center of jazz
in the world. During his long career he has been
found performing in a wide variety of musical
contexts. He is always absorbing new idears and
expanding the scope of his playing and compos-
ing. Imada’s music swings and is based on solid
musical background and a well-developed
technique.

As reviewed in the Dec. issue of Coda:

His sonorities are indigenous to his country —Imada
is a poweful, two-handed player who sustains well
this solo albums .he is roughly the Japanese
equivalent of Roland Hanna.

Gone, hopefully, are the days when arrogance or
provincialism led some to believe that only a select
few could play true jazz.

—reveals-if proof be needed-that musicians un-
known to us are playing elsewhere at a high level
of competence.

Imada cut 13 albums in TBM label and the most
recent works are TBM-5003 “"ALONE TOGETHER"
and TBM-5007 "REMEMBER OF LOVE" by PCM
Recordings.

—Masashi Katagiri

Jazz From Ja
by

pan!

TEE.COMPANY

Three Blind Mi

TBM-5001
“BLUES, BLUES, BLUES™
SUNAO Wada QUARTET

TBM-5003
"ALONE TOGETHER"
MASARU IMADA & GEORG

TBM-5004
“"SONNET”
TEE & COMPANY(VOL.1)

TBM-5006
“"DRAGON GARDEN"
TEE & COMPANY (VOL.2)

DUO Conversation Of The Life By
Two Groovy Men Whno Knew Trier

S Wada(g). M. Imada(p)
|. Suzuki(b), T. Obara(d)

Composed by H.Kanai(b)
& S. Mizuno

Composed by K. Mori(as)

TBM-5007

“"REMEMBER OF LOVE"
MASARU IMADA QUARTET
Original Sound by PCM-
Recordings

Sounds & Instruments

TEEC.COMPANY
TEE. COPPANY

TEL. CHIPANY
T COMPANY
Yef . COMPAN Y
TES. COMPANY
TES . SOMPAM

TBM-5008

“SPANISH FLOWER"
"TEE & COMPANY (VOL.3)
Composed by M. Imada(p)

. ram- 200

Midnight Sun

Tsuyoshi Yamamoto Trio

TBM-5009
“MIDNIGHT SUN""
Tsuyoshi Yamamoto Trio
Monterey Jazz Fest. '77
revisited

& M. Takanayagi(g)

TBM-1005
“"SCANDINAVIAN SUITE"”

T Takahashi & Tne Tokyo Union -3
Composed By Bingo Miki

JAZZ OF JAPAN" AWARD of Jazz

Disk Award. 1977 (No 1)
=== For our cataloque of 94 albums, please write:

Masaru Imada

Now distributed by:

CANADA:Evolution Audio Ltd.,
USA:A Train Ltd.,

2289 Fairview St

ENGLAND: Wilmex Ltd..

SCANDINAVIA: Audio Lab..
Compton House

P. 0. Box 2044.
8719 Wilshire Blvd.. Suite 314. Burlington. New Malden. - Vi
Bevery Hills. Calif. 90211 Ont., L7R 2€3. Surrey KT3 3DE. e Kowloon.

W. GERMANY :Audio Trade,
Koloniestrasse 203
4100 Duisburg 1.

FRANCE:Harmonique Diffusion,
16 Rue Du Morvan
Silic 431, Rungis 94583,

ITALY:Hi-Fi & Record Center AUSTRALIA:Arena Distributors,

Via F.. Cavallottl. P.0. BOX 178,
8-20122 Milano. East Victoria Park, W. A 6101,

HONG KONG:The Radio People, Ltd.,
25, Chatham Road.

three blind mice”

records,incorporation

2F obata bldg.,2-5-15 kanda kaji-cho,chiyoda-ku,tokyo,japan
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HENRY RED ALLEN & HIS NEW
ORCHESTRA

Volume 1
Henry ““Red’”’ Allen & His New York Orchestra
RCA FXM1 7060

It Should Be You (3 takes); Biff’ly Blues (2
takes); Feeling Drowsy (3 takes); Swing Out
(3 takes); Doggin’ That Thing; Yo Yo, Make A
Country Bird Fly Wild (2 takes); Funny Feath-
ers Blues 1.

On this and the following three albums, issued
under Henry ‘‘Red’’ Allen’s name (although,
according to his own explanation, people start-
ed calling him ““Red’” only when he played with
Fletcher Henderson a few years later), we get
most of the best work done by Allen for RCA
between 1929 and 1957. It is a deserved
tribute to a great jazz-man, a fully dedicated
artist and a creative musician who was never
afraid of trying new things. As he told me in
N.Y. in November 1956; "|'m doing the unex-
pected because that’'s what is in me and | have
to bring it out — not because | want to impress
people. It's an extremely spontaneous thing.
I’'m never experimenting.”” To those who knew
Red Allen personally there was never any doubt
that he told the truth,

Outside of a few things he did with Clarence
Williams —and on which he was confined to the
role of the anonymous sideman — these are
Red’s first records. And he came on the scene
with a bang: '"Look out, here | come!” he
seems to say. The three tracks which open
side 1 and which contain three takes of /t
Should Be You have such brilliant trumpet
playing (Red, even then, had a marvelous
control over his horn, and already atthatearly
stage of his life — he was 21 — he was not
afraid to play very daring ideas, necessitating a
solid instrumental technigue) that it is not
surprising that this young musician established
himself so fast. | bought take 3 in 1932 and
thought | had come by a sensational record. |
still feel the same way about it. This is very
exuberant, in parts even wild playing, but the
music never gets out of control. First-rate jazz
trumpet playing any way you listen to it.
Admirable!

There are people who claim that they don‘t
give a damn about different takes and that the
best master of a number should be used and the
others could be destroyed without any damage
to anyone. Who decides which is ‘‘the best
master’’? It's not always easy. On one take
several soloists may play great stuff but another
man goofs or an ensemble part is performed
sloppily. On the next take someone who blew
fine on Take 1 makes a few mistakes or his
colleague misses a break .

Then there are those who feel that every
take available must be issued in order to allow
the “'serious collector’ to have an artists’ whole
recorded output. Of course, as is so often the
case in life, the truth is to be found somewhere
in the middle of these two contradicting opin-
jons. |f the musical differences are notable and
most of the musicians perform well, then it is
definitely important to have the different takes.
And let me declare at once that in the case of
these Red Allen records at hand, it is wonderful
to have access to the music on two - and in a
few instances three - takes. Red and his associ-
ates from the Luis Russell orchestra are real
improvisers, i.e. right there in that studio, in

FARTICLE BY JOHNNY SIMMEN

photograph of Henry Red Allen courtesy of Keith Stowell




July 1929, they played different solos from one
take to the next. It is even interesting to hear
how [/t Should Be You took shape and got
better and better from one take to another. |
know what I'm talking about: from 1932 to
1955 | lived on Take 3 and, of course, knew
every note by heart. In 1955 | heard Take 2 for
the first time and was amazed and delighted with
the NEW record | had got. | only heard Take 1
in 1973 and by then | knew every note of Take
2 (and was still listening to the differences be-
tween 2 and 3). Well, Take 1 is sort of a try-out
track. For instance, in place of the knock-out
break by Higginbotham between Red’s second
solo and the one by Albert Nicholas on takes 2
and 3, Take 1 has four breaks in the same
place, Higgy - the sax trio (the only proof that
Teddy Hill was in the studio when /t Should Be
You was recorded) - Red - Luis Russell. This
strange and entirely ineffective idea was drop-
ped in takes 2 and 3.

People have often tried to guess why this or
that take was rejected and a new one was
tackled. For example one could say that Take
1 was rejected because of a couple of wrong
notes in Charlie Holmes' solo or on account of
the unsatisfactory results obtained with the
aforementioned break a tiroirs, but | got the
story from Red Allen himself (in 1959 at my
home): I have always kept a copy of the third
that we made and that came out and it is like it
was intended to sound: very very good! Higgy’'s
solo is even better on 2 than on 3 but, to tell
you the truth, | wasn’t thinking too much of
what the others did. | was thinking of my
playing and that’s why there are several takes
of quite a few of these numbers. | was young
and ambitious and | wished the world to hear
Henry Allen Jr. at what he could do BEST!
You see, these records were not only made
under my name but | also became the leader
for those dates. | was responsible for every-
thing. We often laughed about it: my leader
was my pianist and |, his trumpet player, was
his leader - if only for a few hours in a recording
studio. Luis was not such a stickler for perfect-
jon as | was. That's why | think that from a
musical point of view the Victors are better
than the Okehs. Luis was a quiet type of a
leader and only rarely did he insist on repeat
takes. Now you know why there are so many
numbers of which different takes were made.”

Yes, after Red told me, | knew and | could
hear - before he explained it, | didn’t - that
his playing is always best on the definitive
take. It can be heard on /t Should Be You,
Biff’ly Blues (a nickname of Henry Allen’s at
that time), Feeling Drowsy, Swing Out and
the rest of them. Incidentally, on the night
Red came to our home, we had also invited
Joe Turner and three jazz fans. Joe, the
friendly man he is - always wishing to make
people happy and let them hear the best music -
suggested we play a few Joe Turner records so
that Red could hear how Joe Turner sounded.
We had taken Red to the Africana Cafe after
his concert with Kid Ory, to hear Joe Turner
but Joe wanted to be sure that Red also knew
how Joe Turner sounded on record. A nice
idea. Red was sitting there, grinning with
joy and congratulating Joe on every record |
played. Joe was tireless that night: he always
came up with a new idea of what we should
hear and they were all Joe Turner records!
And Red enjoyed all of them... until he said:
“Turner, we have now heard your records and
they sounded wonderful but now | wanna hear
a few of mine, because Johnny seems to have a

few that | haven’t got myself.” There was no
discussion after that. We played the second
takes of certain of Red’s Victors and that’s why
I'm able to tell the story | just told. By the
way, Red’s taking action the way he did is
typical for him: he was an amiable, good-natur-
ed man but when he judged it necessary to take
steps, he didn’t hesitate one second to do so.
Remember they called trumpet players "“King"
down in New Orleans. Only trumpet players,
and most of the time the trumpeters were the
leaders and in an ensemble it was again the
trumpet which took the lead part. King Bolden,
King Keppard, King Oliver. If | think of the
musicians | have known there are a few trumpet
players outstanding as men, always ready to
take over leadership: Hot Lips Page, Rex Stew-
art, Red Allen, Cootie Williams, Lee Collins,
Roy Eldridge. And what is told about Buddy
Petit, Chris Kelly, Bunk Johnson, Punch Miller,
Kid Howard and Shots Madison points in the
same direction. Louis Armstrong? Are you
kidding? Louis - a sideman? Yes, when he was
still a young man but later on... impossible.

The Luis Russell orchestra provided Red
with an ideal setting. The rhythm section with
Pops Foster, Paul Barbarin and Will Johnson (a
fine banjo/guitar player and the first member of
this original Russell band to die. | will never
forget how affected by Johnson’s passing was
Albert Nicholas when | told him, in 1955 in
Paris, that | had just received the sad news) is
really terrific - in the full meaning of the word!
Foster is less prominently recorded than in
most of the band’s Okeh recordings which
provides us with the opportunity to hear the
whole rhythm section: each individual member
is clearly audible and they are all “pulsating’”
the same way. Will Johnson was not from
New Orleans, as some people thought, but from
Lexington, Kentucky. He takes a very pleasant
solo in Biff’ly Blues - almost identical on the
two takes - which shows the high regard he had
for Eddie Lang, at that time THE predominant
influence on guitarists the world over. After
premature death in 1933 - he was not yet thirty
years old - his influence went on and on and
even today the Eddie Lang spirit is prevalent in
a number of guitarists: via Dick McDonough
and Carl Kress (both deceased), such eminent
musicians as George Van Eps, Allen Hanlon and
Bucky Pizzarelli got and preserved the Eddie
Lang message. Even the advent of Django,
Charlie Christian and Wes Montgomery didn’t
make the Lang way of playing obsolete. Will
Johnson, who was a great rhythm-man first
and foremost, didn’t take solos often on Russell
records. However, there’s another fine chorus
by him on Jack Purvis’ What’s The Use Of
Crying Baby. Incidentally, some of Eddie
Lang’s admirable solos and his duets with
Lonnie Johnson were reissued on ""Blue Guit-
ars’’ Volumes | and Il, English Parlophone PMC
7019 and PMC 7106 and are now on Swaggie
1229 and 1276. And of course, there are
also his duets and quartets/quintets with Joe
Venuti on CBS and RCA.

Luis Russell was, at the time these records
were made, the band’s sole arranger. His was a
very personal writing style which captured the
particularities of New Orleans jazz admirably.
There is no difference in the spirit of such
soloists as Red Allen and Higginbotham and the
alternating ensembles written by Russell. If
there is a way of writing arrangements in the
New Orleans idiom, Luis Russell is the man who
did it most successfully. He had already done
some good things for Joe Oliver’s Dixie Synco-

pators a few years earlier, but even since then
had made formidable strides ahead. It was
certainly no easy task to write charts in such a
manner that the tension created by such high-
voltage players as Red and Higgy could be kept
up in an ensemble that followed. But Russell
managed to do just that (Swing Out, You Might
Get Better But You’ll Never Get Well, Patrol
Wagon Blues, Feeling Drowsy, Sugar Hill Funct-
ion, Everybody Shout - see below).

Luis Russell had the reputation of being one
of the very best band pianists in New York.
His work in the section is exemplary - dig how
the piano melts with the bass and banjo and
often marks the off-beat very sharply and exact-
ly with the timing of the band’s great drummer,
Paul Barbarin. As a soloist, Russell could play
calm, easy-going solos of great melodic charm,
as is heard on both takes of Pleasin’ Paul.
However, what always surprised me is the
alarming rushing of the tempo on quite a few
of his solos or bridges between other soloists.
This is often so drastic that the rhythm section
has no choice but to follow their leader because
if they didn’t, the whole performance would
fall to pieces (Deep Henderson - King Oliver,
Dallas Blues and Thanks A Million - Louis Arm-
strong, How Do They Do It That Way, Take 1,
Volume 11, just before Victoria Spivey starts
singing). Of course, since | never had the honor
to meet Luis Russell himself, | asked the music-
ians of his old band | ran into about the reason
for these strange happenings.

Higginbotham and Albert Nicholas assured
me (independently from each other) that this
occurred only on a few records because the
pianist was nervous and that Russell was, quite
to the contrary, known for his strict tempo all
over New York. On the other hand, Red re-
membered it like this: ““Sometimes Luis would
have some funny ideas regarding tempo. When
his solo came up, he tried to change the tempo
to his wish although, of course, at the start he
had given the tempo that the band was sticking
to!”" | have never received, to this day, a fully
plausible explanation to my question and Heav-
en knows | have been curious about this strange
matter for about forty years or more.

Fats Pichon’s ultra-rare sides which are in-
cluded in this volume show his good, black
vaudeville singing, typical for the time (1929).
There must be people now who take offence
at these kinds of lyrics and the delivery of
them, condemning the whole thing as “’Uncle
Tom-ing’’ and ‘‘a disgrace to the black race’.
But let’s remind those dissatisfied people that
Walter Pichon didn’t - couldn’t - dream of the
changes this world would undergo when he
cut these sides almost fifty years ago. By the
way, people interested in this illustrious music-
ian’s piano playing should try to get them-
selves a copy of Decca DL 8380, Walter ‘Fats”
Pichon At The OIld Absinthe House’’, a truly
lovely album. Red was in marvelous fettle on
this date. His obbligato work is as sensitive
and inspired as are his extended solos. And of
course, | am delighted to receive some hitherto
unknown Teddy Bunn solos. He is an artist of
whose music there will never be enough for me.

| haven’t mentioned the two takes of Make
A Country Bird Fly Wild. Both are fine per-
formances with Higginbotham, Red and Charlie
Holmes outstanding. The wild goose cackling
of the Four Wanderers strikes me as unfunnily
enervating as on the day in 1935 when | came
across Take 2 but it sure leaves the musicians
completely unperturbed. After the Four Unfor-
tunate Wanderers’ unhappy singing, Charlie
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Holmes swings in his solo as if something truly
wonderful had preceded him,

Volume 2
RCA FXM1 7090

Funny Feathers Blues (take 2); How Do They
Do It That Way (2 takes); Pleasin’ Paul (2 takes);
Blood Hound Blues; Dirty T.B. Blues; Moanin’
The Blues,; Telephoning The Blues; Snake Hip
Dance; She’s Driving Me Wild; Day-Breaking
Blues; Heart-Breakin’ Blues (2 takes); Leaving
You Baby (2 takes); Longing For Home.

The first three tracks are by the Russell orches-
tra (minus the second trumpeter as before) with
Victoria Spivey. Tracks 4 and 5 have the band
on its own while 6, 7, 8 and 9 are by Victoria
Spivey with some Russell men, 10 and 11 have
Wilton Crawley with some Russell musicians
and the rest are by Victoria's sister Addie
"Sweet Pea’’ Spivey with Allen, Holmes, Russell
and Will Johnson. All were recorded in 1929,
"It was in 1929 in New York City when | met
a quiet and very fine young man, Henry Red
Allen, at the Victor studio. It was to be this
day that Red and myself were to record Funny
Feathers and How Do They Do It That Way
for Victor. Actually this was the second time
| recorded these titles. | cut them on Okeh

6 CODA

records with none other than “Pops’ Louis
Armstrong.... That's how | got to meet Red and
how | got to record the tunes with him. It was
a wonderful date. What splendid hot solos he
took!” {’Red Allen - A Wonderful Fellow’’ by
Victoria Spivey, Record Research, November
1965).

The Russell band was one of those organizat-
ions in which the leader AND some of his
sidemen actively contributed to the band’s
library: Barbarin, Holmes, Allen and Higgin-
botham are quite often listed as composers of
the excellent originals the orchestra was per-
forming nightly at the Saratoga Club and which
they recorded for the different labels they were
temporarily associated with, Like Duke Elling-
ton, the Russell band’s strongest material was
its original compositions.

If even at this early stage in his career Red
showed himself to be a real personality, he was
nevertheless deeply influenced by Louis Arm-
strong. There are numerous phrases, licks and
riffs which stem from Louis. Sometimes Red
executes them as Satchmo had played them,
but at other times he plays them in a totally
different way, dragging his notes behind the
beat (and in doing so giving them a different
accent and another meaning) and inserting be-
tween Armstrong phrases, melodic fragments or
single low notes that border on the bizarre and
which completely contrast with his usual Arm-

strong-styled playing. As we know, later on
Red’s style developed more and more in this
direction but it deserves to be stressed that in
embryo form these kinds of ideas can already
be noted on Red’s earliest records (Biffly Blues,
in a few phrases on You Might Get Better and
especially on Roamin’).

Allen also lagged behind the beat in his
singing and this peculiarity plus the fact that
his thick, throaty, breathless voice is entirely
different from Louis’ prevents many people
from realizing how very much all his vocals are
in the Armstrong vein (Patrol Wagon Blues,
Roamin’, If | Fell In Love With You - the
original 78 gives If | Fell In Love With You
while this LP, on sleeve and label, changing
from the conditional to the bare and simple
| Fell In Love With You, gives the title an
altogether different meaning - as we all know
from experience!). Henry Allen had sometimes
a tendency to get a bit declamatory on the
trumpet as well as in his singing, and in these
moments he used a rather wide vibrato. This
occurred mostly on slow numbers. Some may
call it oversentimental and some may go for it.
It's all a matter of taste and individual reactions
to music. To illustrate what | mean | suggest
you play Roamin’ where Red pushes sentiment
too far and then put Patro/ Wagon Blues on,
where he performs with a poignant feeling from
start to finish without pushing anything. For

(left to right): Eddie Bourne, J.C. Higginbotham, Clarence “Bennie’” Moten, Henry “’Red” Allen,
Don Stovall, Bill Thompson. Photograph courtesy of Johnny Simmen.



me personally, Patrol Wagon Blues is a master-
piece while | find myself playing Roamin’ far
less frequently. But as | have said, it is all a
matter of opinion. De gustibus non est disput-
andum. Very true.

The two sides by clarinetist Wilton Crawley
contain some good music by Red and the
rhythm section but Crawley’s cat calls are hard
to take.

If on Telephoning The Blues Red, using a
mute in parts, is not as happy as usual, he helps
make Blood Hound and Moanin’ The Blues two
of the most emotional records | ever heard.
Victoria with her curiously shrill but attractive
voice holds a special position among blues and
vaudeville singers. On these sides, accompanied
by six wild men (Teddy Hill's part is quasi-in-
audible), Victoria is moanin’ and groanin’ and
the more involved and emotional she gets, the
more wonderful the cats are, collectively and in
solo breaks, “’sending her’”’. Dirty T.B. Blues is
in the same class. | don’t know any record
which quite captures this kind of feeling. Some
have called it “very sensual’’ and probably they
are right. | positively love that kind of music
and that kind of feeling.

Victoria's sister Sweet Pea - whom | had nev-
er heard before - is a revelation. Close to
Bessie Smith in style and voice, but she is a
great singer, period. And is she well accom-
panied by Red and Charlie Holmes! Behind
and answering the singer, they are both doing a
wonderful job. Since | bought the album last
spring | have never tired of listening to these
six tracks by an admirable Lady of the Blues,
Miss Addie “Sweet Pea’ Spivey.

Charlie Holmes enjoys such enormous ac-
claim with many lovers of the older jazz styles
that | sometimes wonder whether, deep down
in their heart, they don’t prefer him to Hodges -
Charlie’s life-long idol - because of his simpler
lines and less subtle playing. And also - dréle
de phénomeéne - because Charlie never became
famous while Johnny Hodges made it to the
top, became one of jazzdom’s best-known solo-
ists and of course made hundreds of records
while Charlie Holmes is heard on a few dozen.
It's a strange thing with our ‘“‘romantically
inclined” friends: they lament the lack of
acclaim for real jazz but when a great jazz-man
catches the public’s fancy and becomes famous,
they often turn their back on him or, at best,
take him for granted. There is a very pronounc-
ed liking for the ““underdog’’ in many jazz fans.
It's definitely positive to foster unappreciated
or little-.known talent but it should never hap-
pen to the detriment of the all too few great
jazz artists who are appreciated by people other
than the jazz purists.

In Stanley Dance's superb book, ““The World
of Swing", the chapter on Charlie Holmes im-
presses me as particularly interesting.” One gets
more than just a glance at this fine artist and
interesting human being. We met in 1965 and,
deadly serious, he explained, “If | could start
my life again, I'd probably be a mechanic.
But if | had to be a musician, I'd concentrate
on the baritone saxophone. Johnny Hodges
and Harry Carney and | were boyhood chums
in Boston and we stayed close all our life. Both
are masters on their horns but while | could
never hope to touch Johnny on the alto, |
might have had that chance on the baritone
because Harry, as great as he is, isn't the genius
Johnny Hodges is. Furthermore, there's so
much less competition on the baritone!’’

Charlie plays very well on almost all of these
records with a special mention for the three

takes of Feeling Drowsy, It Should Be You 2
and 3, Sugar Hall Function and both versions of
Make A Country Bird Fly Wild. When Charlie
Holmes plays soprano, he sounds like an alto
player blowing soprano (with Johnny Hodges it
was more or less the same). Charlie didn’t
come into the Russell orchestra from Louisiana,
not even from elsewhere in the South but he
fit in with this old Russell band hand-in-glove.
On fast numbers he comes on like a New Or-
leans stomp man and his feeling for the blues
is considerable and authentic. | was moved
having the opportunity to converse with Charlie
whom | had admired for so long. A kind, in-
telligent man but | could tell - without his
saying so - that he felt that he hadn’t received
the breaks he was entitled to. The admiration
of a few hundred jazz fans is simply not
enough.

It is rather amusing that Teddy Hill, the
least outstanding soloist in the band (and also
the least ‘‘advanced’’ one), should have played
such an active role later on in promoting bop
when it began to raise its lovely head. Itwasa
long way from Birmingham, Alabama and Frank
Bunch’s Fuzzy Wuzzies in 1927 to Luis Russell
and then on to his own fine orchestra, and
further on to his managing job at Henry Min-
ton’s Playhouse in Harlem! Teddy Hill didn't
seem too happy on agitated numbers like Swing
Out. He's much more at ease on Funny Feath-
ers and his nicely constructed solo on Every-
body Shout - on which he sounds a bit like
Greely Walton.

The abovenamed gentleman happened to be
Teddy Hill’s successor with the Luis Russell
orchestra. He was at his peak then and the
wild abandon in the delivery of his solos, the
very personal ideas he expressed and even the
style itself which seemed to be his very own,
made a terrific impression on jazz fans of the
early thirties and it was no wonder that Greely
Walton became a household name. His enthusi-
astic, driving solos, played with formidable
dexterity - on Ease On Down, Panama and the
two takes of /f | Fell In Love With You as well
as You Rascal You - are gems of their kind. On
record, Greely has never again shown such a
very high standard of playing as on the discs
just mentioned. But it must be said that later in
his life Greely Walton never came across a band
that seemed to suit him as well as the old Luis
Russell band. Greely was one of the great swing
men on the tenor saxophone and in his case |
remember that my friend the late Harry Pfister
used to say, when people remarked, *X has
only made two or three really good records,
on all the others he's disappointing. Conse-
quently, he's not a really great musician.” —
“If X were not a great musician, he would not
have been able to play these few wonderful
solos. An artist must be judged by his best
work and not by an average of the total of
his production. And not by the number of
successful performances either. ONE except-
jonal solo is proof enough that the musician
can accomplish exceptional things, i.e. play
exceptional music.”” Greely Walton is another
fine person to know. | had the pleasure of
meeting him in 1965 and had a long conversat-
ion with him. He is not only a kind man but a
mine of jazz information.

Albert Nicholas loved playing in the Russell
orchestra and most of his countless stories were
somehow concerned with some incident during
his two long stints with them. All the key men
in this early Russell orchestra enjoyed working
together. In fact, some musicians who were

in the group for only a short time felt like
outsiders, not entirely accepted by the nucleus
of the group. It is, however, surprising how
little of the Nicholas clarinet is heard on the
band’s records. Charlie Holmes gets about six
or seven times more space. | didn't feel it
would be right to ask Albert this question and
so | do not know the reason for this inexplic-
able paucity of clarinet solos by Albert Nich-
olas, who fitted so wonderfully in the band.

The records under review contain some joy-
ous and typically fluid solos by Nick on /t
Should Be You, Swing Out, Make A Country
Bird Fly Wild and Goin’ To Town. As Albert
pointed out, the fine clarinet trios on Feeling
Drowsy were led by him and, he added, some
of the ideas in the arrangement for the clarinets
were suggested to Russell by Albert.

“Blue!”" shouts the ‘“master of ceremonies "’
on Dewey Jackson’s Capitol Blues, to announce
William Thornton Blue, who had a glorious past
in St. Louis, New Orleans and even France
before he became a cornerstone of many New
Y ork-based bands. Best known for his fine work
with Cab Calloway, Blue is heard on all four
titles of the February 18, 1930 Allen/Russell
date. A very competent, hot soloist who, al-
though he could not be called a typical ""New
Orleans’’ clarinetist, had incorporated much of
the masters of that style into his playing, and
in a very intelligent way, | might add.

Volume 3
Henry ““Red”’ Allen with Luis Russell
RCA FXM1 7192

Sugar Hill Function; You Might Get Better But
You’ll Never Get Well; Everybody Shout; Danc-
ing Dave; Roamin’: Singing Pretty Songs (2
takes); Patrol Wagon Blues; If | Fell In Love
With You (2 takes); You Rascal You, Goin’ To
Town, Say The Word,; Freakish Blues.

On the first ten tracks we hear the same band as
before except that William Blue replaces Albert
Nicholas on the first four, Greely Walton
definitely replaces Teddy Hill from the fifth
track on and Otis Johnson is the second trum-
pet on all ten. Red used to play first trumpet
in those days. Later on, with other orchestras
he switched to third chair, “'leaving the difficult
work to some better reader than | was and
concentrating on the solos’”, as he told me in
1961 with a twinkle in his eye.

There are two temporary replacements for
the session of July 15, 1930: Jimmy Archey
for Higginbotham and Ernest “‘Bass’’ Hill - on
tuba - for Pops Foster. Some musicians told
me that Higgy was, “in jail for a few weeks at
that time’’, but reasons for the imprisonment
vary so much that | don’t care to mention any
of them. Bass Hill explained his own presence
in these words: ‘“Contrary to what many be-
lieve, Pops Foster did and could play brass as
well as bass but Luis Russell didn’t think he was
good enough for recording and so they got me.
| played with them often. Every time Pops
wanted to do something else, he called me and
when | was free | took the gig. | really liked
everything about that band: the music they
were playing, the guys themselves - all of them
quite easy to get along with, although some of
them could get very rough with each other if
they didn’t agree on something! - and | also
liked the way Luis treated his men and the
good wages he paid. He is one of the few lead-
ers | know who didn’t try to take advantage of
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his musicians. He was a very straight guy and
his musicians knew it."”

James Henry Archey appears in all his glory
on these records (Singing Pretty Songs and
above all, Patrol Wagon Blues). On the latter
he is so close to Higgy — in style, amazingly
also in tone and even up to that majestic,
poignant grandeur which Higginbotham was
blessed with when he played a slow blues — that
for years nobody doubted that Higgy was, as
usual, the trombonist on this session, Jimmy,
or James Archey as everybody called him in
those days, was much in demand as a soloist
around that period. A little later and through
the ‘30s and the beginning of the ‘40s, he was
still with many prominent big bands but other
men took the solos. Archey was considered
’still a good musician but where solo-playing
went, too much of an old-timer to fit in with a
modern Carter, or Mundy arrangement’’, as
drummer Manzie Johnson told me (in 1961).
Heaven knows what would have happened if
Georg Brunis — who played the ""This Is Jazz"’
broadcasts organized by Rudi Blesh — had not
been such an ardent baseball fan. It seems that
Brunis missed several of the broadcasts to go
and see the games and Blesh was looking for a
replacement... without finding one, until Pops
Foster said, ““There’s a trombonist who lives in
the same house as | do. His name is Jimmy Ar-
chey. | can bring him along.” Blesh con-
sented, Jimmy came along and the rest is in all
the history books!

Jack Clarence Higginbotham was one of the
great musicians of jazz. Recommended reading:
page 146 of Dictionnaire du Jazz (2nd edit-
ion)"’ by Hugues Panassie and Madeleine Gautier.
In a few words, all the attributes and reasons
why Higgy was such an exceptional musician
are named. There is only one thing that |
would like to rectify: Higginbotham told me
that the tone he had (unique!) on his first
records (King Oliver, Luis Russell) and the
explosive style he performed in were developed
from what he heard by trombone players in the
South and that what came out in his playing
was HIS style. He said that, strangely, Jimmy
Harrison’s style and tone didn’t impress him
so much until years after Harrison’s death,
Only then did he adopt many characteristics
from Jimmy Harrison — by listening to such
musicians as Claude Jones, Sandy Williams and
Bennie Morton-who had been influenced by
Harrison from: the first time they had heard
him.

Wingy Carpenter, who had known, befriend-
ed and played with Higginbotham long before
they came to New York, confirmed Higgy's
story as being true — and in fact, Higginboth-
am’s playing and tone did undergo some chang-
es from his ““Carter and Henderson periods’’ on.
But Higgy could and would sometimes play
almost completely in his former style when
the occasion called for it: Red Allen’s Roll
Along Prairie Moon (1935), Mezz Mezzrow's
Blues In Disguise and the other three titles
waxed on that date (1937), Let That Be A
Lesson To You and / Double Dare You with
Louis Armstrong (1938) are only a few ex-
amples but among the most typical ones. And
on one of his best latterday sessions, “The
Big Reunion” with Rex Stewart and The
Fletcher Henderson All-Stars (1957), Higgy gets
very, very close to the youthful J.C. of the Luis
Russell/Red Allen days, particularly on Casey
Stew.

As Panassie and Gautier point out, the Arm-
strong influence on Higginbotham was especially
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pronounced and everlasting. |n my opinion it
can already be heard clearly in his very first
period (on record — because his REAL early
era is not preserved on record), the Russell/
Allen times. 1’'m sorry but | can’t help pitying
the people who do not go overboard over J.C.
Higginbotham’s playing on these Russell sides.
Each time | have the misfortune to be in the
company of one of those "'nothing-feeling guys’’
when these records are played, | wonder why so
many people spend so many years around jazz,
when they have absolutely no gift to dig it.
I'm 100% with Keg Johnson who said (at my
home in 1963) while listening to Higgy on
Louis Armstrong’s first St. Louis Blues and [t
Should Be You, take 3: “When Higgy plays
like that, | wonder whether he is not the
greatest jazz musician after Louis Armstrong!”’

Higginbotham said of his own playing: "I
play shout-'bone. That's all.”” Well, that sums
it up of course, and one need not speak of his
exciting triplets in slow tempo, the stirring-up
trills he did in such a personal way, that
shake that was so effective, the whip-ups that
really whipped up tension, his big, broad
sombre tone, his instrumental virtuosity, already
fully developed when he was only a very young
man, and his long, fluid, sweeping phrases, exe-
cuted with an astonishing amount of control,
his really terrifying attack and the drive in his
playing which exceeded the inner driving forces
in most — even great — musicians’ playing.

Despite what a good friend had told me
about Higgy’s unwillingness to speak about jazz
with fans, | approached him in 1956 and found
him to be a very, very friendly, warm person,
always willing to answer questions and to talk
about jazz for.hours. | had a good dozen long
conversations with him in 1956, 1961, 1964
and 1965 and | can only say that he was an
intelligent and witty person — except when he
had been drinking too much. | don’t say
""when he was drinking’’ because Higgy always
drank, but | underline ““when he had been
drinking too much’”.

Incidentally, it is difficult to tell whether his
playing deteriorated more from his alcoholic
excesses or from his absolute unwillingness to
listen to any later styles of music. He disliked
them all and avoided almost all “‘new’’ compos-
itions because of their ‘‘bad chords’’. He
thought that “after Teddy Wilson, there were
no more pianists who could accompany a jazz
player of my kind’’. Cliff Jackson was his favor-
ite in the '50s and '60s and | saw him once go
over to the piano after a particularly wonderful
interpretation of Runnin’Wild (on which Higgy
surprissd EVERYBODY because he blew so
great!), hugging and kissing Cliff and explaining
that ’he made me play so good. | felt young
all over with that wonderful piano behind me."”
(Jimmy Ryan’s, 1965).

In other words, great and life-long friends
that they were, Henry Red Allen and J.C.
Higginbotham had completely different out-
looks on the music in vogue during the last two
decades of their lives. Incidentally, as late as
1966, Red replied to the question “"Who in your
opinion is the greatest ever?’ by saying, I
never think in terms of great players. | have
different feelings for different players. Some
guys can play an awful lot. And others play
less but are friends of mine, which evens things
up. But | must say that when he’s in shape, a
guy like J.C. Higginbotham is hard to beat.
Higgy, in his form, is a most flexible player.
He has everything: power, excitement, flexi-
bility.” (Melody Maker, February 26, 1966).

| wish to make it clear that in this respect,
musicians are very different: some develop
their style as the years go by, adapting them-
selves — in their own way — to what they
hear (there is no question about those "artists’’
who completely change their playing when a
new style comes along: these are 5th class guys
who never express themselves but only follow
one trend — and then another) and then there

are those who — in a large sense — remain
faithful to their basic style and who don’t feel
comfortable with the ““new music’’. It is not

the critics' business to praise one and condemn
the other. It is just a fact that there are great
musicians of both kinds. Red Allen belonged
more or less to the first category while Higgin-
botham was much more in the second.

Otis Johnson is not heard as a soloist on any
Russell/Allen recording although he always had
a reputation as an able soloist (once Joe Mar-
sala — | think it was in 1936 — had Otis Johnson
play in his band at the Hickory House in New
Y ork because he thought so highly of his ability.
This was an incredibly audacious thing at that
time — a black, playing with whites, Heaven
forbid!... and promptly, after a few nights, a
certain number of detestable racists put an end
to the association. Otis had to leave). Some of
his rare recorded solos are on Steak And Potat-
oes and Lijza by Willie Bryant (RCA) and We
Don’t Know From Nothing by Don Redman
(Vocalion). Johnson was with Russell in 1929/
1930 and 1932/33. While Bill Coleman, who
played with Luis Russell before Otis Johnson,
managed to play two short solos (Feeling The
Spirit and Broadway Rhythm), Johnson got
none, Luis Russell thought very highly of Red
Allen and featured him as often as he could.

The last four tracks, from August 28, 1931,
have a passably different personnel. Record
reviewers and sleeve note writers are most dis-
crete about the featured soloists (except the
obvious ones) on this session and for a good
reason: nobody told them. Since | clarified a
lot of ""obscure points’ myself where the Rus-
sell band is concerned — William Blue for Albert
Nicholas on the You Might Get Better date
(Glyn Paque, 1937), Bass Hill and Archey on
the Patrol Wagon session (Bass Hill, 1937), Will
Johnson, vocalist on You Might Get Better
(Albert Nicholas 1958, Red Allen 1959) — |
may as well give the details on this date.

Let's talk about the beautiful Freakish Blues:
Red Allen told me that the straight solo on
trumpet is by Bobby Cheek (Red pronounced it
""Cheeks’” and Glyn Paque had also referred to
""Cheeks’’ — and, just as Red Allen — spoke of
Edgar Battles and Cozy Coles}). Luis Russell,
whose arranging idol was Duke Ellington, wrote
this solo for Cheeks as he also wrote the one for
Dicky Wells, and they are both very much in
the Ellington vein of that time. The growl work
is by Red Allen and the alto-man heard in
solos is Henry ‘“’Moon’’ Jones (anyone who
ever saw a picture of this round-faced man
knows why his pals called him ‘“’Moon’’).
Knowing that Jones is the soloist on Freakish
Blues and Goin’ To Town, ‘‘critics’’ should be
able to identify him with the Bingie Madison
band when it recorded with King Oliver and,
especially, Clarence Williams. But no, the spec-
ialists usually ‘‘attribute’’ the alto solos to the
other alto man in the band! |In later years,
Moon Jones recorded a few times with Harry
Dial, mostly on clarinet. He died about fifteen
years ago and jazz lost another interesting mus-
ician who went, and still goes, unnoticed by
"the critics’’.



All tracks are of interest and some are
masterworks, Even the mostly ‘‘straight’’ Say
The Word is saved by a fine muted Allen solo.
Nobody should miss Patro/ Wagon Blues, on
which Red Allen surpassed himself and Luis
Russell wrote the perfect orchestration. The
key changes to introduce a new chorus are most
effective. One of my favourites is Dancing
Dave, a lovely melody by Paul Barbarin and
Red Allen. Red’s opening break is 100% in a
Louis Armstrong groove except the very last
phrase which Louis would never have played.
Not the idea and not the way Red executes that
idea. The two solos by Red, the first open, the
second muted are inspired, especially the one
with the mute. Usually Red didn’t care much
for any mutes. He said: "I want to BLOW my
horn. Open. Clear. With a mute you can
cheat. Make your playing sound better than it
is. Playing the horn wide open you can’t lie.
Either you are a trumpet player or you are
not."”

You Might Get Better But You’ll Never Get
Well, a wonderful tune by Luis Russell and Lou-
is Metcalf — who played with the band before

Red Allen — is one of the bunch!s greatest
records. Higgy: “Man, that's one of the few
records | remember! | never bought any. |

make them and forget about them. But this is
an exception: Luis told me to growl and | did
but WITHOUT A MUTE! And it came out just
fine!” Blue and Will Johnson (not completely
in tune but what feeling!) in his vocal "don’t
use your jive on me ‘cause | can tell you might
get better but you’ll never get well”’, the sax
team and the wonderful rhythm section make
this one of the band’s really unforgettable
works. Dickie suits the band very well. Be-
sides his “Ellington-solo’* in Freakish Blues, he

Jimmy Archey

has wildly swinging flights on Goin’ To Town
and You Rascal You. Russell wrote, again par-
ticularly well, for three clarinets in Everybody
Shout.

J.P. Daubresse in his sleeve notes reports
the story — from Sinclair Traill's Jazz Journal
interview with Red Allen — of how Red came
to join the Russell band. John Chilton gives the
same account in ““Who’s Who''. In 1965 in New
York Red told me that he was a member of
Russell’s orchestra when Loren Watson of RCA
came along (in New York) and told them that
he wanted to make some records for RCA
under Red’s name. Red told me: “My joining
the band had nothing to do with making any
records. | joined because they needed a trum-
pet player — Lee Collins, who had followed
Metcalf, stayed only a short while. Russell
wrote me a letter and | headed (for the second
time) to New York. The record deal came up
a few weeks after my arrival in New York,

Henry Allen Junior — that came because
Red’s father Henry was a famous trumpet play-
er in Algiers and New Orleans. There is a
Henry Allen Jr., Jr. in New York, Red’s son
who was also supposed to be a jazz trumpet
player some day. His father taught him early
and “for some time the kid made nice progress
but then | realized that he might at best become
a good trumpet player but not a great one.
And you know what he became? A patrol
wagon driver with the New York police force!"’

Volume 4

Henry ““Red”’ Allen with Lionel Hampton & His
All Stars

RCA FXM1 7285

I‘'m On My Way From You, Haven’t Named It

Yet; The Heebie Jeebies Are Rockin’ The Town
(2 takes); The Crawl; Buzz Me; Drink Hearty,
Get The Mop, Count Me Out; Check Up; If It’s
Love You Want Baby That’s Me; Let Me Miss
You, Ride Red Ride; Love Is Just Around The
Corner.

This last album, in its own way, is just as re-
warding musically as the three others. Very
different,*too. A great many things had hap-
pened in the meantime.

The album is comprised of the three
sides plus one (two takes of The Heebie Jeebies
Are Rockin’ The Town) .that Red and Higgy
made with Lionel Hampton in 1939, eight
tracks by Red’s own exciting group with Higgy
and Don Stovall (1946) and two which Red cut
in 1957 with Higgy, Coleman Hawkins and
Buster Bailey.

| like the idea behind this compilation.
Since the music is of a high standard through-
out, it serves its purpose fully as a well-de-
served tribute and memorial to the great talent
of Henry “Red’’ Allen. The four LPs give an
excellent — but not complete (there is not
enough of the thirties) — insight into Red
Allen’s musical life.

As usual, Hampton had assembled a fine
group. There is that joie de vivre coupled with
real professionalism which distinguished all of
Lionel’s records made for RCA during those
years (1937-1940). Some of these sides became
true classics of jazz; none were less than excel-
lent. Between the frame of Clyde Hart's ex-
pertly sketched ensemble passages are really in-
spired solo performances by Lionel, Red, Higgy
and Charlie Christian. Earl Bostic takes only
eight bars on Haven’t Named It Yet. In all
probability this was his first recording date.




To my question whose voice was heard in an-
swer to Lionel’s vocal in The Heebie Jeebies,
Higginbotham replied: “’I don't remember. But
it must have been Red. He just can’t keep his
mouth shut, If Hampton was singing, as you
say he did, then Red must have done the mugg-
ing.””  However, since Red is heard playing
behind the singing it could not be him, al-
though the voice somewhat resembles Red's.
But Red, who had the record, recalled immedi-
ately: ""Rock, rock, I'm blowing my top’, he
sang, then said: ""That was Earl Bostic.” By
the way, both versions are worth having because
there are notable musical differences — as well
in Red’s lovely muted playing at the beginning
of the record as in his accompaniment to the
singing, Higgy's majestic solo and Lionel’s num-
erous appearances. The differences in the
words Hampton sings — with that smile in his
voice that he also has on One Sweet Letter
From You, You’re My Ideal and which gave
way in an unabashed chuckle on The Sun Will
Shine To-night (all reissued in RCA's Black &
White Series) — are very amusing. Hamp sure
SWINGS these lyrics!

I'm On My Way From You features an
extraordinary solo by Red Allen. One of his
greatest of that period. He uses a wide
range (dig those beautiful low notes) and his
instrumental flexibility is entirely impressive.
Another thing to marvel at is his velvety tone
quality. Higgy has another inspired solo.

On both takes of The Heebie Jeebies the last
chorus is played with a maximum of swing,
with the horns riffing, Lionel all over his vibes
and Sid Catlett laying down a solid afterbeat.
An altogether glorious moment!
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Charlie Christian’s work may not be as ob-
viously sensational as on most of his records
but those who listen carefully will discover that
in a more subdued mood than usual, his work
on The Heebie Jeebies is au fond - as fabulous -
as ever, His 24 bars on Haven’t Named It Yet
are sheer fireworks of arresting, highly musical
ideas. |If my distinguished readers dispose of a
reasonable amount of imagination, they may
try to fancy how it felt listening to this solo in
1939 — before we got accustomed to this kind
of playing by being confronted with the count-
less Christian pupils whom we have heard in the
39 years that have elapsed since Charlie played
his solo!

| beg to differ with the sleeve-notes writer's
opinion that Red and his men, on the two 1946
dates, were "partagés entre |'envie de jouer
‘Bop’ et celle de suivre Louis Jordan et son
Tympany Five sur le chemin du Rhythm and
Blues.” There is nothing of ““Bop’ in these
eight sides. What we hear is some pretty frantic
and hot-tempered playing, an extension of what
has gone on in jazz before. Typical jazz of that
time because jazz has always been - more or
less - an expression of the period in which it
was played. None of the musicians on the first
date has even the slightest linking with bop and
if Eddie ""Mole’”” Bourne — the only change in
the group was when he came in to replace Alvin
"Mouse’” Burroughs — is a somewhat nervous
and agitated drummer, he is not a bop drummer
for that matter. | wish to make clear that |
don’t have anything against bop; | listen about
50% of the time to ““modern jazz" (not “free”
but all other kinds of ““modern jazz'' that | can
understand). In other words, | don’t say that

Red and his musicians do not play bop because
I'd prefer that they don’t play bop. | say so
because they don’t play bop. | don’t know
either what these records have to do with
“rhythm and blues’’. What is that? (How I
abhor those classifications that don’t mean any-
thing).

The fact that Red Allen played on two
numbers which Louis Jordan recorded for
Decca only leaves two conclusions: (1) that
he liked Louis Jordan (he did, he even bought
quite a few of his records, as he told me
himself) and (2) that Red hoped that record-
ing the two tunes would bring him some loot —
good sales of his records and consequently
more record dates. | know it is frightening to
some people to say such a thing: everybody has
the right to make money (the more the better)
except the "‘jazz artist” who should think of
nothing but “’his art” and starve to death while
doing so.

Listening to these eight sides in a row on
this album made it clear to me that Red had
found a group of musicians who suited his
musical tastes of that time to a T. He had
moved on since the Luis Russell days — not
to play “bop’ or “rhythm & blues” but to
express his brand of jazz, made in 1946. Al-
though he had a great respect for tradition,
Red Allen was no revivalist. For a while his
friend Paul Barbarin played in this group —
before Burroughs — but he and Red didn’t
agree on musical matters and Barbarin left.
Listening to the kind of music Paul Barbarin
played with his own band in New Orleans in
subsequent years, it is easy to understand why
the two men could not see eye to eye.

| wrote a little piece about Don Stovall when
| heard he was dead, because | could not stand
the idea that nobody seemed to remember him.
Almost everything contained in that article
(published in Coda, August 1971) stemmed
from what Red Allen had told me about his
former alto player. | may add that Stovall
should be listened to as much for his obbligati
to Red’s vocals as when he’s taking his always-
exciting solos. There were a few greater alto-
men than Stovall but he deserves his place of
honour in jazz as a very fine, swinging musician
who really played his own way.

Pianist Bill Thompson is, according to both
Lee Collins and Red Allen, the same Bill
Thompson heard with Lee on A Night at the
Victory Club”, New Orleans NOR 7203 (on one
side only, Don Ewell plays on the other side)
and who is on these and other records with
Red. | mention it because | would not have
recognized him., To me it sounds like two
different men (it still does) but of course Lee
and Red’s statements are more reliable than my
ears. On these Allen sides under review,
Thompson has only a few short solo spots,
e.g. in Check Up, but it is his full and inspired
accompaniment which reveals his fine talent.
His part all through Buzz Me, Drink Hearty and
If It’s Love You Want is formidable. He com-
plements and embellishes the soloists’ ideas, and
Allen’s vocals in particular, in a most satisfying
way.

""Bennie’" (Clarence Lemont) Moten on bass
and Alvin Burroughs — the great drummer who
fired Earl Hines' 1938-40 orchestra in such a
fantastic manner — are the backbone of the
great rhythm section. | have the feeling that
Moten and Thompson felt more comfortable
with Burroughs than with Bourne. There is a
complete ""togetherness’’ between the three men
in the former team which is not always there
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in the one with Bourne. The latter is, by the
way, far from being a bad drummer. In 1956
he was still working for Red at the Metropole in
New York and | heard them for three nights.
| still thought that Eddie was at times too
busy (as was Jerry Potter later on) behind en-
sembles and especially soloists but that is, of
course, a strictly personal opinion. Which was
not shared by Red, who had a great liking for
his drummer’s style ("He knows my playing and
constantly creates excitement’’).

These records — and Love /s Just Around
The Corner from 1957 — demonstrate clearly
how much Red had learned about dynamics.
Within a short phrase he may develop from a
mere whisper to a fortissimo outburst and back
to a whisper. The flexibility of his playing is
amazing. Let Me Miss You — a blues composed
by Luis Russell and Red — has an Allen solo
which proves my point. There is not one blues
cliche to be heard: the entire solo consists of
very original ideas and its execution, including
the unexpected and flawlessly rendered low
notes, is a piece of virtuosity and beauty. Red'’s
solo on If It’s Love You Want is equally im-
pressive and poignant and his singing rivals
Louis Jordan’s. And while we're mentioning
vocals, Red’s choruses on Buzz Me are simply
stunning.  He's "‘gone’” and the band with
him! So many fine things are happening be-
hind his singing that it takes great concentrat-
ion to catch them all. Red blows wild and
exciting horn on the three riff tunes that he and
Stovall had concocted together and the same is
true for Get The Mop (also sometimes called
Rag Mop). The Allen-Stovall-composed num-
bers are The Crawl, Count Me Out and Check
Up and if Red often creates fine phrases on the
A-portions, he does some crazy things on the
B-parts, especially on Count Me Out. | can see
why there are people who raise their arms,
crying “‘Have Mercy!”" | felt the same way for
years. | haven’t forgotten my aversion to some
of Red’s eccentricities but now | have grown
accustomed to them and dig most of it — in not
too heavy doses.

Altogether, a bunch of wonderful sides by
Red’s superb group(s) which had such terrific
success at some of the most famous night spots
in the USA through the better part of the
forties. The six men were ““working HARD
every night’’, as Red put it. ""We were very
successful and were held over for many months,
even years, at the same club. It was fun to
blow that fine music every night. We played a
large amount of jazz — as | like it — but also
did plenty of group-singing, sketches, even some
dancing to keep the squares happy. Plenty
sweat, plenty hard work. | never could see any
blase attitude with any musician and when |
found | had one of this kind in my group, | fired
him and hired a man who loved to play music
and was not afraid to show it. Why not smile at
the customers? After all, they decide whether
you work or not.” (Zurich, 1959), Red intro-
duces most of these numbers with his famous
cry of “Whop, whop!”, “Wham, wham!"" or
"Mop, mop!’’. He didn’t do this just to amuse
the yokels but to set the tempo for the band by
stomping his feet on the floor at the same time.

In 1957, when the last two tracks on this
album were recorded, Red’s use of dynamics
(see above) was even more amazing than ten
years earlier. For this reason | regret that
neither / Cover The Waterfront, Sweet Lorraine
nor I've Got The World On A String from the
same date (or just a bit later) are included be-
cause they show Red Allen’s amazing develop-

ment in this direction, much better than Love Is
Just Around the Corner or Ride Red Ride
which are to be found on this album. Red’s
ballad playing became a thing of plain beauty as
the years went by, The two tracks have good
playing by Red, Hawkins and Everett Barksdale
but this was one of those many dates (too
many) when a few of the older musicians got
together and too many drinks were taken. Some
musicians did so because they were heavy
drinkers, others "had a few'’ because they were
happy to meet their old pals whom they met so
rarely, and still others who played really overin-
dulged because they were nervous and hoped to
find the necessary relaxation by taking a few
drinks. An uncalculable number of concerts
and recording sessions were spoiled this way,
from the late fifties to this day. |'m surprised
how few jazz fans hear what happened. Most of
the time they just conclude that ‘““the musician
is finished”" and that's all there is to it as far as
they're concerned. But as mentioned, it is a
much more complex matter for those who
really care and are not just “‘record collectors’’.

The rhythm section with the quasi-infallible
Cozy Cole(s) and Bostonian Lloyd Trotman on
bass is one of the strong points of the two
interpretations at hand. Buster Bailey plays in a
strange way — as he sometimes did — and I'm
afraid that many jazz fans think that THIS is
the typical Bailey. Fortunately this is not so:
Buster was one of the most irregularly inspired
musicians but when he felt right — and there
are about 100 records on which he did — he was
a great musician.

One of the most often-printed cliches in
jazz literature is the following: Jazz trumpet
playing developed from Buddy Bolden to King
Oliver to Louis Armstrong to Red Allen to Roy
Eldridge to Dizzy Gillespie to Miles Davis. One
American critic — | don’t remember which one,
there are so many — brought it up and since
then most everybody has accepted the hier-
archy mentioned as gospel truth. Well, | could
not comment on Buddy Bolden-King Oliver
because | have never heard the first-named (and
neither have the writers who insert this list in
their writings) and | don’t know enough about
Dizzy-Miles to give an opinion of any value.
However, | always found the inclusion of Red
Allen strange, not to say downright wrong. As
much as | admire him | never felt that he was an
“influence’’ on a really big scale. Sure there
were a few trumpet players who tried to copy
him at one time or another: Harry James and
Ziggy Elman with Bennie Goodman in the '30s,
Rex Stewart on Duke’s initial In A Sentimental
Mood, Irving “Mouse’ Randolph when he was
sitting side by side with Red in Fletcher Hen-
derson’s orchestra in 1934. But Rex — as he
told me himself — did it just because | wanted
to prove that | could emulate him, and that
solo proves that | could. He had been offered
Posey Jenkins' chair in Ellington’s band but
Red refused and | got the job. | always liked
Red Allen’s playing but | was never influenced
by him’, As for Randolph, he was another who
almost made it his specialty to play like other
trumpet players. Later, with Cab Calloway, he
took pleasure in sounding like Doc Cheatham,
much to the despair of those who are trying to
find out who's who!

But why go further without getting the
opinion of the very trumpet player who is said
to have got it from Red Allen”’? The book:
"The Jazz Makers'’, page 310. The writer: Nat
Hentoff. The chapter: "Roy Eldridge’":

Nat: Was Red Allen one of your influences?

Roy: | like Red but, oh God, no! When | first
came to New York | used to wonder why peop-
le were saying he was playing such wonderful
chords. But | wasn’t the type of cat that would
say a cat wasn’t playing until | heard what he
was doing and felt | understood, Red used to
come and sit in with Teddy Hill, and | felt
something was wrong. | didn’t know exactly
what it was until | went with Fletcher, and from
the experience | got there, | knew he had often
been playing the wrong chords’’.

| think that about settles that question. De-
spite this negative judgement, | wished to quote
Roy because it once and for all puts the
hierarchy matter in correct perspective,

Coleman Hawkins, when he was in Europe
for the first time (1934-39), mentioned Red
Allen frequently and seemed to like his playing
very much. When Harry Pfister onge asked him
how he explained the radical changes in Red’s
playing in the years between Russell and Hen-
derson, Hawk replied that Red had copied Louis
Armstrong in the ‘20s and until about 1933
when he started listening to him (Hawk), and
that he tried to play on trumpet some of the
things that Hawk did on the saxophone. Hawk-
ins referred Harry to both versions of Queer
Notions (Fletcher Henderson) and we listened
to the one available (Columbia) right there with
Hawk. He added that he found Red'’s playing
“even more interesting than before’’ but ex-
pressed doubts that ""Red could go far with that
style because a saxophone is a saxophone and a
trumpet is a trumpet. The saxophone allows a
lot of flexibility while the trumpet doesn’t give
you the same possibilities’’.

Recently | had put the five interpretations
which Pee Wee Erwin recorded with Red —un-
der the latter’'s name — for Vocalion in January
1935, on cassett for him. In a following
letter Pee Wee wrote: “’| liked everything Red
played. He was a great musician. The five
numbers | had the honor of making with him
are from his Henderson period, perhaps his
happiest musically and personally”’.

In 1959 Red Allen recorded two albums
with Kid Ory and also came to Europe (for
the first time) on tour. These two LPs (made
for Verve) and the concerts made me realize
that Red was an even more versatile and adapt-
able player than | had thought. | went to the
Zurich concert with them and, in the taxi, Ory
said: “"That's the best trumpet-player | played
with since the old days with King Oliver and
Louis Armstrong. Red is one of the few who
can still lead a New Orleans jazz ensemble. |
know.” Mr. Ory sure was the man to know
(Red beamed with joy at Kid Ory’s compliment
since he had tremendous respect for him and
considered it an honour to have been invited
to make this tour with the great trombonist)
and the records are lasting proof of what Ory
said! | think that in 1959 Red played better
lead than on any of the records he made with
Jelly Roll Morton. Don’t ask me how he could
do it after all these years... he could and that’s
all that matters.

Henry "“Red’” Allen was a proud and im-
pressive man. He was one of the great figures
in jazz history. As long as there are people who
listen to music with their hearts and with open
minds, his reputation will stand.

(Editorial note: French RCA have now re-
leased a fifth and final volume containing the
remaining titles from Red Allen’s 1950s RCA
recordings — FXM1-7326).
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CLIFFORD JAY SAFANE: | first became
aware of your music in the early 1970’s when
you played a concert with Alice Coltrane’s
group at Syracuse University., Was this your
first important job?

FRANK LOWE: Actually, my first major gig
was a concert in Berkeley, California with
Alice, Archie Shepp, Jimmy Garrison and Clif-
ford Jarvis which came about through Ornette
Coleman. At the time, | was living in Berkeley,
and one night | went to sit in with Ornette
and his group (Dewey Redman, Charlie Haden
and Charles Moffett) at a place called Man-
drakes. Ornette said that | should come to
New York, which | did in March 1971. | then
went to see Ornette and played for him again.

12 CODA

He said that | needed to work rather than study.
Then about two weeks later, | received a call
from Alice Coltrane who said that she wanted
to hire me because of Ornette’s recommendat-
ion.

| really enjoyed playing with Alice. | was
encouraged to play as loose and original as
possible, so | really got a chance to stretch out.
Of course, | couldn’t play bebop things in that
context, but that was okay. The purpose of
music is to blend. You do what is. necessary
to present the music as well as your own ego as
much as possible,
C.S.: Where are you from originally?
F.L.: | was born in Memphis, Tennessee, where
| also went to school. | was greatly influenced

by my high school music instructor, Tuff
Green. He's produced a number of good music-
ians because he could bring out what you had
in yourself. | respect this talent of his more and
more as time passes. There was also a tenor
player named Ben Branch from North Memphis
who helped me,

At fifteen, | began working at Stax Records
as a salesman just to be around music. | was
also studying but not doing too much profess-
jonal performing. | was playing alto and tenor
saoxphone as well as trumpet, since my junior
high school teacher had put me on the brass
instruments. But | soon became frustrated
because | really wanted to just play sax. So |
left his class and went into vocal music.

After graduating from high school, | went
to college in Lawrence, Kansas. Herb Smith,
an alto saxophone player now at Howard Uni-
versity, made me realize that | needed some
serious study and discipline, so | went to San
Francisco and enrolled in the Music Conserva-
tory. It was there | met Rafael Donald Garrett
in 1965. He told me about Muhal Richard
Abrams and their original concept which in-
cluded much of what’s going on now. They
were checking out many things to get different
colors.

Rafael had a band named Circus that played
so many colors with Oriental, Sun Ra, and bop
sounds. They even induced the audience to
participate. It was really happening and was my
introduction to free music.

| took lessons with Rafael. Sometimes, we
would go to the ocean and he would tell me
to play some tones out to the sea. Other
times, we played at his house, and when |
became out of breath, he would tell me to
concentrate on a point in the room.

At the same time, | was also taking sax
lessons from Bert Wilson, so | was getting two
completely different concepts. This really did-
n't cause any conflict in my playing as | tried
to get what they each did best. Bert showed
me changes and tunes, whereas Rafael showed
me breathing techniques and fingerings.

C.S.: How do you view your own style of
playing?

F.L.: Basically, | consider myself a Lester
Young player out of the Roscoe Mitchell
school. Lester is at the top of my influences
although I'm not trying to recreate him, or
anyone else for that matter. | try to get his
fluidity along with Roscoe’s use of space.

I’'m trying to sing a song rather than show-
ing my dexterity on the horn. This is what
Lester was talking about, although today we're
dealing with a different song in that we're
looking at it from another perspective. A tune
can take many forms besides the standard
AABA type.

I’'m getting a blend rather than concentrating
on any one thing. | want to include as much
as possible in my music. | cover many ideas,
areas, and colors, but it's still one song. | use
both graphic and European notation as well as
completely spontaneous improvisation. of
course, every composition doesn’t have to ex-
plore all colors; you can concentrate on one
thing. But basically | like to express many
things.

| believe in playing tomorrow’s music while,
at the same time, acknowledging the many
contributions that past players such as Duke,
Count, Trane, and Fats (Navarro) made. Bud
Powell’s harmonic perspective has been a great
inspiration to me. In fact, | sometimes think of
my saxophone as a piano keyboard, which is an



entirely different concept in terms of melody
and chords. It really helps me get my lines to
flow.

Knowing the music that came before gives
me a scope and heritage — like Don Cherry and
Leo Smith have — which | think is important.
The more | explore and go into myself, the
more | need to know what went on before me.
How can | play music and my instrument and
not be curious about what others have done?
For this reason, | like to give historic refer-
ences — especially to saxophonists like Lester,
Albert Ayler, and Sonny Rollins — in my
music. | feel that | can use some of these
players’ ideas to help convey my own personal-
ity and musical ideology.

Personality is so important in music be-
cause if you can’'t project it, your originality
won’t come out. | think that |'m developing
an original sound and trying to play the music
of tomorrow, but | sure as hell realize that |
didn’t come on this planet with it. | had to
read many books and study the works of the
great masters. | don’t try to be humble, but if |
don’t know something, | check it out. | still go
to sessions to see what others are doing. And
of course, | practice a lot, because the instru-
ment certainly won't play itself.

There are now separations in music. That's
one of the hangups today. A person should be
able to deal with the Johnny Carson Tonight
Show band and then go to work at the Village
Vanguard. You just have to keep an open
mind. | want to be able to play everything
and anything, being able to retain my own voice
while still contributing to the overall context.
Of course, | prefer to play my own music, but
I'm open to any musical situation that ex-
presses continuity. This can be a repetition
of notes, a mental structure, or something else.
The main thing is to constantly explore and
grow.

C.S.: In October 1977, | heard you play with a
large ensemble. What made you form such a
group?

F.L.: The band was just another means of
expression, emphasizing clarity and articulation
rather than the orgiastic thing which | some-
times get into with a small group. The music
wasn’t a backdrop for my own solos, but rather
drew on various duets, trios and quartets, and
the entire ensemble to express everyone's musi-
cal personalities.

C.S.: | was especially impressed with your use
of the clarinet, and various string instruments
such as the violin, bass and guitar.

F.L.: | tried to get a fresh sound, using Miles’
"“Birth Of The Cool’’-type textures, tone qual-
ities, and the way one section moved to
another as my starting point. From this, | feel
that | created something contemporary with
new colors and textures.

C.S.: What kind of playing situations are you
involved in now?

F.L.: Presently, I'm involved in the Composers
workshop which is under the guidance of Muhal,
although the organization is really a coopera-
tive. This opportunity is the realization of a
goal of mine from the first time that Rafael
made me aware of the A.A.C.M.'s workings.
Right now, we're just getting started, and by
late summer, we hope to begin an approximate-
ly 20-concert program at the Mid Manhattan
Plaza where we're located. |'m also dealing
with a quartet situation, and plan to go to
Europe in May.

| read a few articles that said that the '70’s
are a period of reflection and waiting, and

that there's not much happening. To me,
that’s bullshit. There are so many competent
musicians around that a person would have to
be a hermit to make a statement like that.
We're in the post Art Ensemble (of Chicago)
stage. People are sitting on the Ensemble just
like they did with Trane.

The people today are fantastic in their tech-
nique and knowledge. Individuals like Lester
Bowie, Leo Smith, Roscoe Mitchell, Mubhal,
Joseph Bowie, Phillip Wilson, Bobo Shaw, Butch
Morris and many others are making important
musical statements. | enjoy being in their com-
pany and making my own contribution. We're
in the midst of a blossoming, hip period. You
just have to listen.

— December 1977 and March 1978

A FRANK LOWE DISCOGRAPHY
As leader:

Duo Exchange (w. Rashied Ali)
Survival Records 101

Black Beings
ESP 3013

Fresh
Arista Freedom 1015

The Other Side
Palm

Tricks of the Trade
Marge 02

Dr. Too-Much
Kharma 02

Positions 3-69 (w. Kalaparusha & Jerome
Kharma 03/04 Cooper)

Don’t Punt Out
Emanem (to be released)

As sideman:

ALICE COLTRANE
World Galaxy
Impulse 9218

DON CHERRY
Relativity Suite
JCOA 1006

DON CHERRY
Brown Rice
A&M SP-717

The Flam
Black Saint 0005

INTERVIEW BY CLIFFORD JAY SAFANE
PHOTOGRAPHS BY JACKI OCHS
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ALBERT
NICHOLAS

Luis Russell’s Okeh records, and the sides that
the band cut under the name of its trumpet-
solo star Henry ""Red’’ Allen, for Victor in the
years 1929-31, really used to “’send’” our group
of young jazz enthusiasts in Zurich (and where
I’'m concerned, they still do). Those Russell/
Allen classics represented the cream of the crop
to the members of the "Rhythm Club” from
1933 until the outbreak of the war. No real
session could be a success without at least a
few of these great records being played. We
knew every note on them — right to the cough
at the end of Song Of The Swanee!

The band’s clarinet player was rated highly,

especially for his two choruses on the blues
Saratoga Shout — the first twelve bars perform-
ed in the low register, with the notes lazily
tumbling out of the instrument (with perfect
timing!), then with the start of the second
chorus, a veritable explosion in the upper
register, whipping up tension to a terrific
climax!  And the excited band beautifully
backing up its clarinet soloist. An unforget-
table impression of jazz at its most meaningful!
Today, over forty years later, that solo is just as
exciting as it was then. Yes, the best in jazz is
real art that never dates. And Albert Nicholas
was one of jazzdomi's great creative artists, in
the true sense of the word.
The Riverside Cafe, Paris, 1955: Already in the
hallway we heard those limpid, sweeping phrases
and seconds later there he was: Albert “"Nick”
Nicholas! Excellently supported by Jean-Claude
Pelletier on piano and drummer Gerard ""Dave’’
Pochonnet. Nick was standing by the piano,
outside of a few excursions to a table here and
a table there, pointing the clarinet at someone
he knew — and the music kept flowing. Effort-
less. Relaxed. Albert never gave an impression
of pushing himself. Music-making was a most
natural thing to him. The ideas kept coming
and his formidable technique enabled him to
execute them flawlessly. You could truly
RELAX under the spell of his music.

Bill Coleman introduced us and my wife
Liza and | were immediately conquered by the
charm and distinguished manners which were so
typical of "Nick"’.

There were about fifteen customers present
during the apertif-hour at the small "’Riverside’’,
but Nick played with the same enthusiasm he
would have deployed for a crowd of 1500.
And the audience fully appreciated him. The
happiest listener was Benny Waters, a superb
reed-man in his own right. He kept "’sending”’
Nick and his stimulating shouts of encourage-
ment and approval melted with the music and
contributed to create a fantastic atmosphere of
good feeling and "'let’s stay in that groove all
night long!”’

During the intermission Nick answered a few
questions that had been burning within me for
a long time. To my delight | found that his
memory was excellent and that he had an
exceptional talent for telling an endless stream
of colorful anecdotes.

Before starting a new set he had explained
that it so often happened in jazz that tunes
composed by sidemen or lesser-known music-
ians got credited to and copyrighted by leaders.
He announced his next three numbers as Tio’s
Tune (he then played Mood Indigo), Otto’s
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Tune (Sophisticated Lady) and Fuller’s Tune
(Rosetta) — just to prove his point. | don’t
know for sure whether Albert was right in all
three cases, but that’'s not the important
side of the matter now anyway.

From most of the pictures | had seen of
Albert, | concluded that he was of about
medium height. A few even gave the impression
that he might be rather tall. Charlie Holmes
looked like the “’shorty’ in that old Russell
group! To our surprise Albert was in reality a
very small man — and when | met Charlie
Holmes in 1965, he was just about the same
size as Nick! A strange optic error over the
years, but never a musical one: big or small in
stature, Albert Nicholas was ALWAYS one of
the giants on the clarinet.

For years discographers have mentioned
Freddie ""Posey’’ Jenkins as the sole trumpeter
on the six sides waxed for Bluebird in August
1935 (three appeared under Bernard Addison’s
name, three under Freddie Jenkins’). However,
a second trumpet-player is audible now and
then (short snatches of phrases here and there
but, more important, the concluding riffing on
some sides is done by two trumpets and Albert
on clarinet). In August 1939 Joe Turner, the
pianist on all six sides, told me that the other
trumpet man was ‘‘an Arab or something like
that, a friend of Nicholas’, who brought the
guy along so that he could make a few dollars,
and Adrian (Rollini, who was in charge of the
date) had no objections’.

In 1955 and ‘57, Albert himself confirmed
Joe Turner’s story and added the following
details: "I met and played with this fellow in
Alexandria in 1928 and we got along fine.
When after a few months | left for the United
States, | told him: ‘If you ever get to New
York, come and see me’ . One says such things
without thinking that they would ever happen.
But one afternoon seven years later, there was a
knock at the door and there was that trumpet
player from Alexandria! He had come over
working as a musician in a ship’s orchestra.
But the crazy cat hadn’t returned to his ship
when it went back to Egypt! No notice, no
money, no job... just, ‘look Albert, here | am, |
thought I'd come here since you so kindly
invited me’.

""Well, that was that and | told my wife:
‘The guy moves in. He's our visitor for a
couple of days.” We had a few drinks, did a lot
of reminiscing and spent quite a nice first day.
However, two weeks later the cat was still there,
and after six weeks there was not even any
mention of his ever leaving again! It looked as
if the fellow would stay with the Nicholas
family for the rest of his l-o-n-g life.... | was
working steadily with John Kirby at the time,
and my buddy from Egypt often came to the
gig with me to hear us play. Otherwise, he slept
a lot and was happy and content (this guy
would still smile his smile if you told him you
were going to cut his bead off), eating plenty of
good food, smoking lots of my cigarettes with
labels, and a few without labels, and if you of-
fered him a drink he was not one to refuse!

""Really | liked him, he was a nice guy and
wouldn’t hurt a fly. But he was only a fair
trumpet player (could not ‘get off’ really), had
no work permit and as time went by | started
worrying. There was this recording session with
Bernard and the others and | told Rollini about
my ‘guest in the nest’. He agreed to use him on
the date but since the guy was not allowed to
work in the USA, Adrian arranged that he didn‘t
get paid the same way as the rest of the guys

and that his name was not registered on the
work sheet. That's the reason, | think, that he
was never listed as having been present. Some
of the guys on the date gave him a dollar or
two out of their own pocket and | laid a (last!)
ten-dollar bill on him and made it clear that
our ways had to part. As we left the studio we
shook hands and he walked away... smiling! |
have never heard from or about him since.”

""2nd trumpet, allegedly an Egyptian” in
Rust was put in because | told Brian what | had
learned from Joe Turner and Nick about the
subject. There isn’t, therefore, a second source.
Brian’s was mine.

A few of the artists Nick most admired:
Louis Armstrong first and foremost: Nick used
to mention Louis’ records of /‘ve Got A Heart-
ful Of Rhythm (on which he takes an excellent
solo for 24 bars, separated by an 8-bar bridge
performed by his good friend, Charlie Holmes)
and Alexander’s Ragtime Band (where he is
heard in a few inspired phrases behind Satch’s
vocal) and he was rightfully proud of them. At
the same time, he wished it to be generally
known that it was not he, but Bingie Madison
who played the off-pitch solo on Louis’ Decca
recording of Struttin’ With Some Barbecue!
Albert was always quick to point out that he
considered Madison an excellent musician, and
that this solo was just, as he said, ""an unfor-
tunate happening.”

Lorenzo Tio Jr., Jimmy Noone, Barney
Bigard and Omer Simeon were the clarinet-
players he mentioned most often as being clos-
est to his heart. However, | also heard him
praise Artie Shaw, Irving Fazola, Don Murray,
Gene Sedric and Terry Blake. There may have
been occasional misunderstandings of a personal
nature between Sidney Bechet and Nick, but
this never prevented Albert from speaking with
highest respect of Sidney’s playing. In fact, he
considered him no less than a "‘natural-born
genius’’.

A while ago | wrote a piece for ’Le Point Du
Jazz"" in which | insisted that Jelly Roll Morton
was not the bragging eccentric that most jazz
critics wanted to see him as. Along with Omer
Simeon, Happy Caldwell, Hayes Alvis and Red
Allen, Nick was one of the many artists who
often insisted that Jelly Roll not only could but
in fact, DID prove most of the many bold state-
ments he made. As for some of the pianist/
composer/arranger’s declarations, Albert once
said, “If you, or anyone else including myself,
was hailed as a top artist for some time and
all of a sudden, found that everything you had
done was being called ‘‘corny” or of no
worth, there is no doubt that you, me, or any-
body would feel deeply hurt. In order to
put things in a correct perspective, we all would
try to tell the world about what we had done!
And maybe, just as Jelly did, we might go out a
bit too far.... that’s understandable. Jelly was a
great artist who, as he felt himself becoming
more and more forgotten, wanted to remind the
world of his achievements’.

Yes, Nick was a very intelligent human be-
ing, and one who was not afraid to speak his
mind. More than once | saw him step out and
defend a friend or fellow-artist, not caring
whether his opinion was popular or not (does
anyone remember the “’Albert Nicholas versus
Rudi Blesh’ case of 1947, when Nick came to
the defence of the pianists Pete Johnson and
Pat Flowers? Mr. Blesh felt that the latter
“didn’t play jazz''(!). This made Albert lose
his temper — and his regular radio program job
with Rudi Blesh’s “This Is Jazz"’).

Albert also had boundless admiration for
James P.Johnson, Fats Waller, Art Tatum, Duke
Ellington (he was crazy about Duke AND
about the band), Lester Young, J.C. Higgin-
botham, Rex Stewart. Many others too, but
these are the ones whom he mentioned the
most often when | happened to be around.
However, if you went backstage after a concert
of a more modern type involving younger mus-
icians from the States (whom Albert had not
known because they weren’t on the scene yet
when he left America), more often than not
you would find Albert Nicholas there, listening
attentively and giving encouragement and ad-
vice to his younger confreres. | do not speak of
"‘avant-gardists’’ of the free school (I don’t
think that Albert got any pleasure out of it) but
of modern jazz, based on chord structures and
involving sound musicianship. You see, Albert
was broad-minded, tolerant and had stayed
young at heart (in fact, he was more broad-
minded than some of his admirers).

Albert did not like to put any fellow
musicians down if he could avoid it. How-
ever, he had no liking at all for most of the
records made during the so-called “New Or-
leans Revival’’ (the work of Sidney Bechet,
Kid Ory, Wilbur de Paris and a few others
excepted). He called the music of most of the
veterans who were part of the New Orleans
revival “‘amateurish’’ and musically worthless.
Albert claimed that these musicians, playing as
they did on those records made in the '40s,
‘50s and ‘60s, would never have stood a chance
in the twenties, when New Orleans-style jazz
dominated the scene. He also thought that
most of these revival groups, made up of old-
timers from New Orleans, did not SWING.
""And jazz without swing is not the real thing,”
he used to say.

| remember particularly well how pained
Albert once was when someone played him a
record by his own uncle, "Wooden Joe'’ Nich-
olas. He asked the collector to stop the record,
explained that his uncle had once been a good
trumpet and clarinet player some decades
earlier and concluded that he had only a mere
shadow of his former stature as a jazz musician
when he had cut this record in the 1940s.

"l am a Creole but that doesn’t matter
much. Except for a few insiders, I'm just
considered a colored US citizen.”” Albert was
pleased with the (relative) lack of racial prejud-
ice in Europe but he was peeved at the thought
that a mediocre black musician would be pre-
ferred to a much more talented white one — as
is common in certain jazz circles, most prom-
inently in France. He declared that Claude
Bolling and Henri Chaix counted among the
most admirable pianists he had ever worked
with and he also had a high regard for the
Swiss pianist Fritz Tippel. Albert often ment-
tioned Ralph Sutton and Don Ewell as being
great pianists and he remembered with joy the
many nights he had worked with them.

Although it was his belief that jazz was the
creation of the black American and that the
pace-setters on each instrument were mostly
black musicians, he was too honest a person and
too sincere a musician to deny that there were
many real jazz musicians who were white. He
would have been too proud to have been hailed
a great jazz musician on account of his color.
Albert wished to - and did - prove his worth via
his playing.

| was always impressed by and full of respect
for Albert Nicholas. Not just because he was
older than | and a great artist | much admired.
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There was more to it: Albert had some real dig-
nity about himself; he was kind of a noble.
Not having known him when he was a young
man, | cannot say whether this special quality
had always been part of him or whether he
developed it as he grew older. In any case,
everybody among my many acquaintances felt
that way about him, that you had to deeply
respect him. A gentleman in the true meaning
of this much-abused word.

After a relatively short illness, Nick died in
Basel, Switzerland on September 3, 1973. His
passing came as a shock to his countless ad-
mirers and friends all over the world. He lived
in Basel since 1971 and became a more and
more popular performer in his adopted country.
He was mourned by thousands of people of all
generations and of the widest possible differ-
ences in musical tastes. They had all taken a
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liking to the immaculate artist and the fine
person that was Albert Nicholas.

It was therefore not surprising that close to
two hundred people - including about 70 mus-
icians from eight nations - attended Albert’s
funeral at the Hornli Cemetery in Basel on
September 6. 'Mr. Big Jay" (Caleo Ginyard),
former member of the Golden Gate Quartet, a
close friend of Albert, led the procession as
Grand Marshall in the typically New Orleans-
styled ceremony. Over forty musicians had
brought their instruments and their playing of
Free As A Bird as Albert's remains were put
in the grave, brought tears to the eyes of many.
The very talented trumpeter, Oscar Klein, play-
ed beautiful embellishments around the melody
that were especially moving. Joachim Ernst
Berendt retraced Albert’s life, George Gruntz
played some beautiful organ solos and the

clarinet player from the English Picadilly Six
performed an unaccompanied piace so close to
Nick’s tone and phrasing that for a moment |
thought they were playing a tape featuring
Albert Nicholas himself. A very remarkable
world citizen - because artists of Nick’s sort
belong to the world - had left us. Everybody
was fully aware that this unique performer,
who had given us so much of himself in his
music, would and could never be replaced.

A selection of records featuring Albert Nicholas:

LUIS RUSSELL & His Louisiana Swing Or-
chestra American Columbia KG 32338

HENRY RED ALLEN & His New York Orches-
tra. Volume | French RCA FXM1 7060
" Volume Il “ ” " 7090

JELLY ROLL MORTON & His Red Hot Peppers

Volume | French RCA 730.599
Volume |1 r " 730.605
Volume VI B ' 741.070
Volume VIII o ‘741,087

BARNEY BIGARD/ ALBERT NICHOLAS
American RCA LPV 566

Memorial Albert Nicholas French Vogue DP.23

The Soul of Albert Nicholas
German Bellaphon BW5 314

Clarinet Marmalade French Musidisc CV 1170

Albert Nicholas Quartet
Danish Storyville SLP 126

“’Albert’s Blues'' featuring Barry Martyn
British 77 LEU 12120

ALBERT NICHOLAS -""A Tribute to Jelly Roll
Morton’’ Danish Storyville SLP 221

Albert Nicholas with Geneva Dixieland All Stars
(1971) Italian Studio G CTS 6991

Albert Nicholas featuring Miriam Klein
Swiss Europa E412

""The Great Traditionalists in Europe’’
German MPS 15228

ALBERT NICHOLAS -“'Let Me Tell You""
British Duo 114

Since coming to Europe in 1953, Albert
Nicholas recorded in France, Denmark, Norway,
Belgium, ltaly, Poland, Holland, Switzerland,
England and Germany as well as in the USA
during his two visits to his homeland. Some of
these albums, not included in the above compil-
ation may still be available locally but | am
not sure if this is so.

My sincere thanks go to Miss Gul Goksu,
Albert’s close friend and manager for many
years, for her invaluable help in going over my
manuscript and supplying me with a full list of
all the recordings done by Albert since 1953.
Miss Goksu is in possession of some unissued
material of high quality. If anyone is interested
in publishing this material, please contact her at
the following address: Miss Gul Goksu,
Bodenacherstrasse 54, 8121 Benglen, Zurich,
Switzerland. — Johnny Simmen



Getting right down to business, let us turn to a
Swedish release: Roy Brown, '‘Laughing But
Crying’’ (Route 66 K1X-2). | cannot help but
praise Roy Brown and this particular reissue
collection. Brown, a significantly influential
vocalist whose heyday was between 1946 and
approximately 1954, has certainly left his im-
press on modern urban blues, jump blues, R&B
and rock and roll. His unique gospel/spiritual
vocal and delivery style has left an obvious
mark on the work of B.B. King, Bobby Blue
Bland, Little Milton etc., as well as countless
R&B vocalists.

The sixteen sides presented on ‘‘Laughing
But Crying’’ were recorded between 1947 and
1959 and the bulk came from the Deluxe label.
The material is characterized by the instrument-
al trappings of the various genres represented.
The first session, Special Lesson No. 1, begins
with the basic trio — hollow body electric
guitar, acoustic bass and drums. Piano, tenor
sax(es), baritone sax and trumpet are added for
the remaining sides. The backing is appropriate-
ly quiet on the ballads, emotive on the blues
and exuberant on the jumps and boogies. There
is an abundance of good guitar, piano and sax
work. Roy’s vocal style permits and encourages
call/response instrumental input and plenty of
short, well-punctuated solo or ensemble breaks.

Brown is also a gifted lyricist. His composit-
jons are often coloured by his own sense of
humour and satiric perception of popular situ-
ations. On this note, check out Letter From
Home and Laughing But Crying. Included in
this collection is a heavy-duty double entendre
ditty (not his own composition) entitled But-
cher Pete. The story depicts the antics of a
hyperactive character from the world of Snatch
and the Poontangs.

The Route 66 presentation of this outstand-
ing material is first rate. The sound is except-
jonally good and packaging includes a detailed
discography, informative and well-composed
liner notes (written in the international aviation
language - English), and the complete lyrics of
all the songs. Route 66 appears to be dedi-
cated to quality and integrity.

Roy Brown, still a young man, lives in L.A.
Although taking a rest from the absurd world
of show biz, he still makes the odd recording
and public appearance. Without trying to be a
hype monger, | feel Roy Brown is truly a giant
of modern black music. Coda readers, if they
like vocalists such as Wynonie Harris, Jimmy
Witherspoon etc. should check out Brown and
particularly this LP. “Laughing But Crying”
can be ordered from Route 66 Records, Mr.
R&B Record Sales, Halsingegaten 14A, 113 23
Stockholm, Sweden. Also ask about Route 66's
Floyd Dixon LP,"’Opportunity Blues” (K1X-1),
and the new |vory Joe Hunter and Wynonie
Harris LPs. Gusto Records of Nashville has rec-
ently reissued an LP of Roy Brown’s King mat-
erial (“Hard Luck Blues” - King KS-1130)
which is also well worth hearing.

"Central Avenue Blues” (Ace of Spades
1001) concentrates more on the urbane side of
postwar West Coast blues. Included are late
‘40s and early '50s sides by known artists — Pee
Wee Crayton (3), Amos Milburn (2), T-Bone
Walker (1), Roy Milton (1), Little Willie
Littlefield (1) and Charles Brown (1); and by
lesser-known artists — Stormy Herman (1),
Johnny Wright (1), The Blenders (1), Saunders
King (1), Roy Hawkins (1), and J.D. Nicholson
(2). The sound is definitely West Coast with
the Texas/Kansas City imprint very clear. There
is plenty of clean guitar, smooth and/or rocking

photograph of Pee Wee Crayton by Mark Weber
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piano,clear vocal work and upfront horn breaks.
On atypical cut is Stormy Herman’s down-
home bayou sounding Bad Luck - complete
with harp (Herman himself) and heavy bass
drum. The lyrics on this cut plus the lyrics on
Milburn’s Walking Blues and Crayton’s Central
Avenue Blues are interesting. Also of particular
interest is Johnny Wright's The World Is Yours
performed a la Guitar Slim/early Buddy Guy
(superior modern electric guitar).

| can’'t emphasize enough how fertile the
West Coast was, and to some degree still is, for
urban blues. This postulate of past glory and
import is well demonstrated on this healthy
and varied reissue set. The compiler(s) of this
collection, whomever they may be, should
be congratulated. Without implying that $25
(U.S.) were enclosed in the record jacket, |
hazard to suggest that ““Central Avenue Blues”
is a must, if not simply a good bet. Serious
collectors might grumble about not having a
blow by blow discography and detailed liner
notes, characterized by plenty of name, date,
and record label dropping and migrational data.
In terms of the music to be found inside, the
cover photo says it all. Given all this, the sound
quality at times suffers from the vintage nature
of the material. Damn good music though.

A good complement to ‘‘Central Avenue
Blues’ is the Muskadine reissue anthology,
""Unfinished Boogie - Western Blues Piano 1946-
1952 (Muskadine 104). The title places the

collection in its proper thematic and temporal
context. The music leans strongly in the dir-
ection of the more downhome Texas piano and
piano/guitar traditions, with some K.C. sound-
ing boogie piano thrown in as a counterbalance.
There is a good mix of solo piano, piano/guitar
duets,and economic ensemble sides (piano, guit-
ar, bass and drums). This set is an appropriate
sequel to the Muskadine anthology of down-
home postwar West Coast blues - “’Alla Blues’
(Muskadine 103).

Texan, Thunder Smith is well represented
with the speedy title cut plus four lonesome-
sounding vocal numbers, plus one cut as accom-
panist to guitarist/vocalist Luther Stoneham.
All his sides feature guitar backing by either
Stoneham or Lightning Hopkins. Of particular
interest are Jimmy McCracklin, Mercy Dee and
Little Son Willis with three cuts each. The
McCracklin sides feature McCracklin as vocalist
with pianist J.D. Nicholson providing functional
and sympathetic accompaniment. McCracklin’s
lyrics are quite interesting as he develops
themes like Highway 101, Street Walking Wo-
man, etc. The sides by Mercy Dee are first
rate. Little Son Willis" sides are exceptionally
strong, performed in a somewhat aggressive
manner (good solid downhome blues). The set
is rounded off by a flashy instrumental boogie
by Little Willie Littlefield.

""Unfinished Boogie’' is a recommended set
and fits rather well with its sister LP "Alla
Blues’ as well as with ""Central Avenue Blues’.
The material selected is generally interesting
from a lyrical and musical point of view, and
apparently new to the reissue LP format. The
liner artwork and summary-type notes are also
superior. However, the sound at times suffers
from the vintage nature of the selections,
Muskadine Records are readily available from
producer Frank Scott at Advent Productions,
P.O.Box 635, La Habra, California 90631USA.

Now for a quick review of a reissue set that
could have been so good. The LP - Johnny
"Guitar’' Watson, ‘Hot Little Mama'' (Big Town
BT-1002), and the original material comes from
the Bihari family (not to be confused with Bob
Geddins). The Biharis recorded the material in
the mid-'50s for their RPM label. The original
sides are essentially first-rate - a solid mix of
intense electric guitar-led blues and more pop-
ish R&B. Watson’s blues sides are among some
of the hardest hitting urban blues sides to be
found anywhere. His slashing guitar breaks and
razor sharp metallic puncutations and his youth-
ful, self-assured vocals are a total assault to the
senses. His music in general is raw energy and
an example of total involvement by an artist
committed to delivery. Three Hours Past
Midnight, for example, is a modern blues
classic. Some of this material has appeared on
Kent anthologies, a Red Lightning release and
an untouched Black Diamond EP.

The complaints levelled at this recent set
include its short playing time (ten cuts with a
total playing time of 26:54 minutes); the re-
engineering of the sound for stereo; and the at
times horrendous overdubbing. The reconstit-
uted sound, although clean seems to take a cer-
tain edge off the performance. The overdubbing
on some cuts of an at times out of tune electric
clavichord, or synthesized cosmic rotorooter
makes listening a trial. The producers should
have let this superior material well enough
alone. If interested Big Town and Ace Of
Spades (’Central Avenue Blues’’) are distrib-
uted by Southern Record Sales, 5001 Reynard,
La Crescenta, California 91214 USA.
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DONALD LAMBERT

Meet The Lamb
IAJRC 23

Pork And Beans, All The Things You Are,
Hold Your Temper, Chloe, The Lady’s In Love
With You, Golden Earrings, Don’s Mother’s
Song, Russian Rag, The Bells Of St. Mary’s,
Wabash Blues, Let’s Get Lost, Tea For Two,
Harlem Strut, If | Had You/Pennies From
Heaven, | Love You Madly, Hallelujah.

Although Donald Lambert (1904-1962) made
only a few 78s and one now-unavailable LP,
those who heard him play often describe his
Harlem stride piano style in superlatives that,
perhaps, no LP could hope to fully justify.
The International Association of Jazz Record
Collectors (dues $7.50 per year — contact
Gene Miller, 90 Prince George Drive, Islington,
Ontario M9B 2X8 Canada) has added some
substance to Lambert’s shadow with this disc
of solos (a drummer is present on Madly) culled
from tapes of casual sessions made from 1960
to 1962 by various Lambert fans.

No doubt about it, the man could really get
over the keyboard. The album abounds with
two-fisted New York licks and tricks (Tea, a fun
track, gives you melody and rhythm in the left
hand contrasted with right-hand quotes from
assorted well-known pop songs) mounted on a
juicy, deadly accurate, fiercely swinging beat.

The informality of the proceedings shows
through on a number of tracks where Lambert
tosses off a couple or three choruses of very
impressive tickling but doesn’t bother to accept
the challenge of developing the performance in
any extended or particularly original way.
Lady’s, however, while keeping the melody
going, builds in an increasingly ornate manner;
Pork is a thorough exposition of Luckey
Roberts’ classic rag; Bells is red-hot and brilli-
antly explored via a varied approach to each
chorus; and Hallelujah, the killerdiller finale, is
a steamroller of searing piano.

Even on the weaker numbers, Lambert is an
attractive, appealing artist who gives you flashes
of his major talent plus that good feeling which
rent party piano, when it's done right, leaves in
its wake, Stride fans will want this one for
historical and musical reasons and can get it
for $7.00 postpaid in the U.S. ($3.50 to IAJRC
members) from Bill Thompson, 1284 Old
Johnson Ferry Road N.E., Atlanta, Georgia
30319. Add $1.00 to those prices outside
USA. — Tex Wyndham

Harlem Stride Classics
Pumpkin 104

It’s All Right With Me, The Trolley Song, Ain’t
Misbehavin’, Daintiness Rag, Old Fashioned
Love, Rose Of The Rio Grande, When Your
Lover Has Gone, Jingle Bells, Keep Off The
Grass, Carolina Shout, I'm Just Wild About
Harry, You Can’t Do What My Last Man Did,
If Dreams Came True, How Can You Face
Me, Russian Lullaby.

In the liner notes to this collection of solos
performed in informal surroundings from 1959
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through 1962, Dick Wellstood refers to Donald
Lambert as the ‘single most exciting stride

pianist’”.  Wellstood — a contemporary key-
board giant who incorporates more than a little
Lambert into his own playing — doubtlessly
would offer this disc, even with its tinny
recreation-room pianos and sometimes rough
acoustics, to support his view, particularly side
two (the monaural side) which contains some
of the hottest, flashiest, and (let’s say it) best
Harlem tickling I've ever heard.

Try Keep — a killer, including out choruses
featuring reverse stride and other eye-opening
tricks, all crisp, clean and fast. Or Harry —
pile-driving left hand under a right that keeps
the melody going but adds embroidery at top
speed. Or Last — an easy-going, big sounding,
richly-voiced, inventive arrangement that Well-
stood says was taken from a piano roll. Or
Russian — fantastic closing chorus, all over the
ivories. One incredible rendition after another.

Lambert suffered a stroke in the fall of 1961
and, judging by some of the 1962 tracks on side
one (the stereo and better-recorded side), his
work thereafter was technically impressive but
less fiery and fertile. Still, Jingle entertains
with its minor passage and blazing finish and
Rose, in three dazzling choruses, has you
wishing for more.

Lambert’s virtually complete absence from
the studios leaves this material as the only
permanent legacy of a legendary artist. Despite
its imperfections, it will be savored by stride
piano buffs. — Tex Wyndham

STEVE LACY

Raps
Adelphi Records AD 5004

There is a problem which one must confront
while listening to this record, If one has been
following Steve Lacy’s career and especially his
ever-increasing recorded work over the last few
years, one notices that his compositional style
has stagnated and become one-dimensional.
Lacy has been exploring to varying success the
idea of simplistic staccato lines which derive
their initial interest through the accumulated
intervals, rather than any inherent melodic or
coloristic elements. Over a long stretch of time
this approach lacks sufficient variety, and ultim-
ately places the soloist in a musical straight-

jacket, since solos are inevitably taken not as
variational melodic transformation of the line
itself, but instead usually through the rhythmic
emphasis of the line. Lacy himself is, of course,
a master at solo construction through a subtle
use of rhythmically variable interval selection,
but his various accomplices have not always
shared this talent; as such his music is usually
more successful in intimate forms. His various
solo recordings, along with the duet record with
pianist Michael Smith (*Sidelines’’, IAl 37.38.
47) and his recording for four saxophones
("*'Saxophone Special’’, Emanem 3310) have suc-
ceeded in mostly clearly defining Lacy’s musi-
cal position, at least for me.

Lacy’s various group recordings, with trad-
itional rhythm section, have not worked so
well; for since the horns are adhering so closely
to the precise rhythmic values and delineation
of the “’theme’’, drums and bass are not needed
to keep regular time. In addition, they often
tend to clutter up the texture, and sound
overbusy and rambling.

Now that |'ve got that off my chest let me
say that this recording is typical Lacy material,
and yet is one of his better attempts at group
performance. Saxophonist Steve Potts, one of
Lacy’s most frequent sidemen, is an excellent
foil to Lacy’s more sparse, pristine soloing.
Potts is capable of breathing fire when the
reins are loosened, and he is in fine form here,
especially on Blinks where his alto solo pays
homage to Johnny Hodges without resorting to
quotation. Bassist Ron Miller and drummer
Oliver Johnson have a long working familiarity
with Lacy’s musical conceptions and as a result
are able to flow in a more convincing manner
than many of his past rhythm sections. Be-
cause this is a working group this recording
is free of the bizarre intrusions which musicians
unfamiliar with Lacy’s compositional style and
structure often play (such as happened with
Derek Bailey and John Stevens on ““The Crust’’,
Emanem 304. Both Bailey and Stevens are
excellent players, but not in this context).

Lacy’s solo voice here is, as always, sinewy,
humorous, and supple. | only hope he contin-
ues to seek out adventurous ensembles in order
to continue his musical growth, 1'd love to hear
him in a Dixielana setting, for example.

— Art Lange

GEORGE LEWIS

The George Lewis Solo Trombone Record
Sackville 3012

The 1970s have seen a proliferation of solo
brass and wind recordings. Despite their new
found popularity, the success of these perform-
ances rests on each musician’s ability to make
his non-chordal-playing instrument simultane-
ously play or imply harmony, rhythm, and
melody while avoiding textural and timbral
monotony.

George Lewis — who has greatly contributed
to the music of the AACM, Anthony Braxton,
and others — now presents us with his own
musical vision. The trombonist has a prodigious
technique, pushing his instrument to its cur-
rently accepted limits and beyond. Older
techniques involving slurs, slides, and growls
are used in both conventional and new contexts



as well as the incorporation of new and exciting
sounds.

Lewis’ technique, however, isn't used as an
end in itself. The trombonist has great creative
abilities to complement his technical skills.
All the music is imaginatively and stunningly
played. Phenomenology, for example, grows
from individual notes into a collage of shapes,
colors, and masses of sound. Lush Life — the
album’s only non-Lewis composition — receives
a beautiful rendition. Lewis’ warm, smooth,
baritone horn-sounding trombone creates peace-
ful images and colors which are a joy to hear.

— Clifford Jay Safane

MALFATTI / MILLER

Bracknell Breakdown
Ogun OG 320

The Audient Stood On Its Foot; Friendly Duck.

Radu Malfatti, trombone, misc.; Harry Miller,
bass, misc.;

Evolving out of the extensive English tradition
of “’spontaneous sound syntax’’ and the work
of such groups as the Spontaneous Music En-
semble, the Music Improvisation Company, and
various subdivisions of musicians therein, the
Malfatti/Miller duo delves into a subterranean
world of sound where detail is not as important
as gesture. As a result the ritual aspects of a
live performance (from which this album was
made) carries an additional weight and em-
phasis which this recording can only approxi-
mate. Therefore, the success of recordings of
music of this nature is dependent upon the
atmosphere which is created by the tension
between the musicians, and the variety of
intriguing textures and voicings which they
must manufacture.

Fortunately, the Malfatti/Miller duo is quite
adept at both aspects, and create a sonorous
environment the likes of which we might
expect from a meeting of, say, Paul Ruther-
ford and Kent Carter.

Miller’s bass is more interesting from an
ornamental and timbral standpoint than in his
“"mainstream’’ work with other Ogun ensemb-
les, including his own Ipisingo (reviewed in
Coda 160) — though his solo LP ““Children At
Play’* (Ogun 200) hints strongly in his interest
in freer, looser compositional structures. Mal-
fatti seems to have a more spontaneous sense of
humor, as he is continually interjecting bizarre
squeaks, duck imitations, balloon squeals, and
distorted trombone fragments into the proceed-
ings. At one point he uses his trombone mouth-
piece to recreate the sounds of a stock-car
race.

Though the two sidelong compositions are
based on the same elements of intuition and
incongruity, Friendly Duck seems less successful
due to its one-joke conceptual nature. The
Audient Stood On Its Foot, on the other hand,
is held together by a tenuous thread of in-
stantaneous events which are all the more
exciting for the risks they encompass. Miller’s
bass creates a flexible, imaginative ground over
which  Malfatti’s surrealistic spicings and
straightforward, more traditional tailgating hov-
er like a hummingbird over a flower. Of course,
in both compositions there are moments of
rambling and hesitation, while the participants
wait to see what might emerge from the air to
give them their next direction. But for the most

part Miller’s bass adds a sense of continuity
which sustains interest. — Art Lange

PETE MAGADINI

Bones Blues
Sackville 4004

Up until now one could find traditional jazz,
mainstream swing, big band jazz and free jazz
in the Sackville catalog, but nary a bop side.
| am happy to report that John Norris and Bill
Smith have taken a major step to rectify that
situation with the release of ‘‘Bones Blues’.
They couldn’t have selected a better choice to
break through the thick ice covering the bop
territory. What they have given us is a superior
jazz recording.

The leader of the group is drummer Pete
Magadini. | reviewed a record by Magadini with
almost the same personnel some time ago in
Coda ("'Polyrhythms’ on Briko Records, re-
viewed in Coda no. 155, June 1977). While
the earlier album was by no means poor, it
doesn’t compare to this one. Magadini demon-
strates how to swing hard and still support the
soloistin a highlydynamicand creative manner.
Dave Young, the (acoustic) bass player, is not
well known outside of Canada — but he
should be! Young supplies a solid rhythmic
foundation and his choice of notes is faultless.
Another new name to non-Canadians will be
that of pianist Wray Downes. Downes displays
that clean crisp touch and good taste that
reminds me of players like Hank Jones and Al
Haig, with perhaps just a dash of Oscar Peterson
thrown in for good measure.

The man out front is Don Menza on tenor
saxophone and | have never heard him play
better. In fact, on the basis of this record,
Menza proves himself to be among the best
tenor players now on the scene. Menza, who
originally hails from Buffalo, shows his upstate
New York roots, as | find a stylistic similarity
in his playing with such other tenor players
from that area as Sal Nistico, Joe Romano and
J.R. Monterose.

The quartet plays seven tunes on this album
and there is not a weak one among them.
Menza and Young each contribute an original.
The remainder are jazz classics such as Solar
and / Remember Clifford, and standards like
O/d Devil Moon.

In summation, this is a highly-recommended
forty-two minutes and fourteen seconds of
straight ahead modern jazz music.

— Peter S. Friedman

WARNE MARSH

All Music
Nessa N-7

Although superficially a different proposition
from ‘’Ne Plus Ultra’’ (Revelation 12), this
collection reveals similar preoccupations on
Marsh’s part in regard to the jazz ensemble.
At that splendid earlier session his tenor had
been allied with alto saxophone, bass and
drums, whereas here his accompaniment takes
the apparently conventional form of a piano
trio. In reality, though, the backing he gets
from Lou Levy, Fred Atwood and Jake Hanna
is very much akin to the resourceful work of
Gary Foster, Dave Parlato and John Tirabasso
on the Revelation disc. Each of the seven

items exemplifies the vigorous interaction Marsh
and his sidemen achieve, but perhaps the most
striking instance of their interdependence oc-
curs in the closing choruses of 377 E. 32nd,
when Atwood’s solo resolves into an even-
handed collective improvisation by drums, bass
and piano, a conversation which is then further
enlivened by Marsh’s insinuating himself into it
before he brings matters to a close with the
expected reprise. Note too, how Levy occasion-
ally stays tacet when Marsh is improvising,
whilst at other times the support which he
provides is so assertive as to raise the piano part
onto a level with the tenor’s. Similarly differing
levels of prominence mark Hanna's contribut-
ions as each of these performances unfolds, so
that the overall impression the listener gets is of
a much more flexible and dynamic unit than
Marsh was wont to front fifteen or twenty
years ago.

Comparison could of course be drawn be-
tween these procedures and those favored dur-
ing the intervening two decades by Rollins,
Monk, or even Cecil Taylor; but far from being
grafted onto Marsh’s work they arise quite
naturally from the rhythmically complex char-
acter of his own phrasing. Moreover he has
developed them without diluting the dense
harmonic content of his music. In fact, it is
Marsh’s strength in alldepartments which makes
his music so demanding an experience for the
listener, and correspondingly, given the neces-
sary attention, offers such rich auditory re-
wards. As with other members of the jazz
elite, his melodic powers are often most start-
ling at down tempo, as demonstrated here by
On Purpose, a slow blues notable for his
fierce eschewal of cliche, and Easy Living, the
emotional content of whose rendering hews
closer to harsh admonition than to relaxed
nostalgia. Lunarcy, with its abrupt tempo
change, is the least consistent item of the set,
though the intensity of Levy’s contributions
stands out and will shock many a listener
whose mental image of him is governed by the
urbanity of his accompaniments to such arche-
typal Getz performances as Time After Time.
The programme is completed by / Have A
Good One For You. Background Music and
Subconscious-Lee, and it is in this last item
that Marsh’s feeling for overall structure takes
on its most refined expression. Marsh has
been exploring this theme now for thirty years
and his close familiarity with the intricacies of
its components enables him to build upon it
improvisations whose athleticism, remarkable
as it may be, finds itself quite overshadowed by
the appropriateness with which each phrase
relates to the whole. This, certainly, is all
music: music cut down to the bone, music
with all self-indulgence ruthlessly excised.

—Michael James

Jimmy & Marion McPARTLAND

Wanted!
Improv 7122

All The Things You Are, Just A Closer Walk
With Thee, Lonely Avenue, Royal Garden Blues,
Dinah, Undecided.

Here we have the McPartlands, plus reedmen
Herb Hall, John *'Spider” Martin, and Buddy
Tate, supported by Brian Torff, bass, and
George Reed, drums, swinging through a May
1977 club date in Buffalo with their customary
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£ODA PUBLICATIONS, \
BOX 87, STATION J,
TORONTO, ONTARIO
M4J 4X8 CANADA.

JAPANESE IMPORTS

THE FOLLOWING RECORDS COST $7.98
EACH PLUS SHIPPING, POSTPAID FROM
CODA PUBLICATIONS. LIMITED QUANT-
ITIES—WE HAVE ONLY SINGLE COPIES
OF SOME OF THESE RECORDS.

‘“Last Chorus” — Ernie Henry with Golson,
Dorham and Monk (Riverside 12-266).
““Kelly’s Blue”” — Wynton Kelly with Cham-
bers, Golsonand Adderley (Riverside 12-298)
"Homecoming”’ — Elmo Hope with Heath
Bros. and Blue Mitchell (Riverside 9381)
“Full House” — Wes Montgomery with J.
Griffin, Kelly & Chambers (Riv. 9434)
Thelonious Monk Big Band at Town Hall
(Riverside 12-300)

“Guitar On The Go” — Wes Montgomery
Trio (Riverside 9494)

“Mysterioso’’ — Thelonious Monk Quartet
with Johnny Griffin (Riv. 12-279)

“San Francisco Suite’”” — Freddie Redd
Trio (Riverside 12-250)

"“Zoot"” — Zoot Sims Quintet (Riv. 12-228)
“Preminado’’ — Barry Harris trio with Elvin
Jones (Riverside 354)

“The Little Giant”” — Johnny Griffin with
Mitchell, Heath, Jones (Riv. 12-304)
“Worksong’* — Nat Adderley with Timmons
& Montgomery (Riverside 12-318)

“In New York' — Cannonball Adderley
with Yusef Lateef (Riverside 9404)

“Jazz Contrasts” — Kenny Dorham with
Rollins & Pettiford (Riverside 12-239)

COLTRANE ON BYG - EACH $8.98: “Col-
tranology’’ (originally on Historic Perform-
ances); ‘“John Coltrane Live In Paris Part 1°';
“Live In Paris Part 2'' {1962 recordings).

and welcome taste, skill and gusto. Feature
numbers for the rhythm (Things — Ms. Mc-
Partland’s glittering piano getting most space),
Hall (Walk — a lovely player, with a warm
tone and relaxed fluency), and the saxes
(Lonely — a long, late-hours blues with the
opening sax honking out some leathery stuff
that nicely contrasts with the fleet, more
sophisticated lines of his cohort) make up Side
One, with Jimmy’s drive and freshly-minted
horn booting the full band through Side Two.
A solid, well-recorded jazz session falling
somewhere between Chicago style and main-
stream. Nothing these artists haven’t done
on many other discs, perhaps, but they do it
well again in foot-tapping, enjoyable fashion
that held my attention throughout. Available
from Improv Records Division, Tobill Enter-
tainment Corp., 107 Delaware Avenue, Buffalo,
New York 14202 USA. — Tex Wyndham

ROSCOE MITCHELL

Nonaah
Nessa N-9/10 (2 records)

Nonaah (three versions); Ericka; Off Five Dark
Six; A1 TAL 2LP; Tahquemenon, Improvisation
1, Ballad.

MAILING INFORMATION:

The price of postage must be added to each
order according to the number of records
ordered: .
CANADA — 1 record $1.00; 2-3 records
$1.50; each additional 2 discs, $.25.

U.S.A. — 1 record $1.00; 2-3 records $2.00;
each additional 2 discs, $.50.

Elsewhere — 1 record $1.50; 2-3 records
$2.50; each additional 2 discs, $1.25.
Ontario customers: add sales tax to total
cost of records + postage.

CODA PUBLICATIONS operates The Jazz
And Blues Record Centre, 337 King Street
West, Toronto — featuring an incomparable
selection of jazz and blues records as well as
books and magazines. Your patronage of
the store and our mail order service assists
greatly in the publication of Coda Magazine.
Thank you.

The above records have been selected
from our current stock. We can usually
supply all the recordings reviewed in Coda,
those listed in the Schwann catalog, and
British and Continental releases. We publish
a monthly mailing list of records for sale,
which is available from us upon request.
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Mitchell, alto saxophone; Anthony Braxton, so-
pranino saxophone; Malachi Favors, bass; George
Lewis, trombone; Muhal Richard Abrams, piano;

Joseph Jarman, Wallace McMillan, Henry Thread-

gill, alto saxophones.

Roscoe Mitchell’s intense exploratory nature
as a composer cannot be divorced from his
instrumental sensibilities; it so happens that
the two are inexorably welded; they support
and feed off each other to the extent that
the variety of voicings heard on this interest-
ingly diverse program combine to paint as
complete a portrait of the artist as has previous-
ly been assembled on vinyl.

As an instrumentalist and improvising solo-
ist, Mitchell likes to analyze pitch intervals and
motivic fragments, shaping them into a repetit-
ious formal continuity. But he also extends this
musical analysis further into the areas of color
and texture, so that often he places each indivi-
dual note under a microscope, so as to examine
and display its weight and breadth, the aural
spaces between its grainy timbre, and diagram
its ultimate atomization. It is this approach
which serves as starting point for the solo
saxophone pieces he has recorded here; Ericka,
Ballad, and especially Improvisation 1. His
solo saxophone conception can superficially be
compared with that of Anthony Braxton, es-
pecially given both saxophonists’ mathematical
study of intervallic relationships. However,
beyond this there are wide differences between
the two, as Braxton is often concerned with
melodic invention within a preconceived form,
while Mitchell attempts to isolate the compon-
ents of form. It must be mentioned, however,
that both saxophonists ultimately create music
which must stand or fall on its emotional and
intellectual results — when they succeed the
music is magical, and when they fail the music
can be sentimental or astringent. Actually,
their affinities are mirrored on this recording
in their duet on Off Five Dark Six; they are
obviously compatible in terms of intent and
sensibility; unfortunately the piece is an uneven

sequence of pointillistic gestures which seems
unnecessarily skeletal, never quite jelling into
a coherent whole.

As a composer, in addition to his preoccu-
pation with color and texture (which, by the
way, is the basis for Tahquemenon — a trio for
piano, trombone and alto utilizing a kaleido-
scopic juxtaposition of dynamics, timbres, and
voicings in a referential setting of motivic mat-
erial), Mitchell is concerned with experimenting
with the relationship between a given theme
and its instrumental and emotional environ-
ment. To this end he composed Nonaah, a
rhythmically flexible and haunting theme which
seems to take on totally different characterist-
ics depending upon its presentation. Mitchell
has recorded the theme three times previously;
twice in extremely short solo saxophone set-
tings (both on "'Solo Saxophone Concerts”,
Sackville 2006), and once with a sextet (on
the Art Ensemble of Chicago’s ‘‘Fanfare For
The Warriors’’, Atlantic 1651). Here it is
performed three more times; twice solo (one a
two-minute concise statement, the other a
twenty-one minute extravaganza), and once by
a quartet of four alto saxophones. The quartet
rendition mirrors the structural scope of the
longer solo performance and falls into three
sections: first, an insistent, straightforward,
extremely tense presentation of the main mel-
ody in a literally repetitious fashion; secondly,
an ever shifting series of sliding long lines and
sustained notes which stretch the fabric of the
melody beyond recognition; and thirdly, a
dense polyphony of shouting, electrically charg-
ed fragments based on the theme’s original
harmonic intervals. In all three performances
of Nonaah there is a dramatically tense under-
current which serves to emphasize the seeming
inevitability of the chosen mood and mode of
attack. Mitchell has stated that his next attempt
will be an orchestral version, and this should
reveal yet another of Nonaah's unique personal-
ities. — Art Lange

PHIL NIMMONS

Nimmons ‘N’ Nine Plus Six
The Atlantic Suite
Sackville 2008

The Atlantic Suite: Harbours/ Islands/ Tides/
Horizons; The Dorian Way.
Recorded June 2 & 3, 1975.

Darryl Eaton, Herbie Spanier, Bram Smith ,
Mike Malone (trumpets); Dave McMurdo, Rick
Stepton, Terry Lukiwski (trombones); John
Capon (bass trombone); Phil Nimmons, Keith
Jollimore, Art Ellefson, Tony Toth (reeds);
Tom Szczesniak (piano); Andy Krehm (guitar);
Dave Field (bass); Stan Perry (drums).

On this album Phil Nimmons emerges as a
thoughtful and sensitive writer of modern jazz,
whose four-part “’Atlantic Suite’” ranks among
the most provocative big band efforts of recent
times. Throughout, he reveals not only an
enviable gift for linear construction and an ear
for colorful sonorities, but an abiding respect
for swing as well. No doubt, this lingering
allegiance to jazz rhythms, most pointedly those
of Count Basie, has a lot to do with the success
of the Suite. His soloists are good, too. Prom-
inently featured are the big-toned trumpet of
Herbie Spanier, Art Ellefson’s spirited Hawkins-
rooted tenor, and the Carter-contoured alto of



Keith Jollimore. The latter, in particular,
distinguishes himself by proving that long solos
need not degenerate into yawning redundancies.
On Horizons, his lengthy tour-de-force, never
once does he fail to sustain interest. His sound
is a deep, full one, rare among altomen at any
time,

The only complaint about Nimmons’ clarinet
is that it is used too sparingly. He appears for
the first time on /slands, the second movement
of the Suite, and immediately establishes a
mood of gentle relaxation. In terms of tonal
quality, he most closely resembles Jimmy
Giuffre and, by extension, Lester Young. It is
a soft, warm, furry feeling that he generates,
and one that is unquestionably sincere. Jazz
needs him.

However, it should be mentioned that not
even Nimmons is entirely free from harmful
influences. Indeed, the only unseemly passages
noted in his work at all are those marred by
the intrusion of pseudo-rock effects. The
drums, especially, would have greatly benefited
had their initially crisp sound not been damp-
ened to the point of obsequiousness. More-
over, | have yet to come across any band,
large or small, that actually sounded better
with an electric bass. Nimmons’ is no except-
jon, — Jack Sohmer

PIANO

George Shearing
The Many Facets of George Shearing
MPS 0068.177

Masaru Imada and George Mraz
Alone Together
Three Blind Mice 5003

Clare Fischer
Alone Together
MPS 0068.178

The three pianists break no new ground on
these recordings, but they ruminate over a nice
combination of originals and standards in a
mature, sensitive, and convincing manner. Al-
though each has a masterful technique, none
of them overindulges it. Technique and emot-
jon are perfectly matched in each of their
efforts.

Shearing’s is the most rewarding of these
albums to me, not because it is substantially
superior to the others, but rather because this
outing is such an improvement over what | have
heard from him in recent years. He is here
accompanied only by bassist Andrew Simpkins
on five of the eleven.tracks, and the solo and
duet formats suit him well. He long ago
exhausted the piano/vibes, small group sound
with which he made his reputation in the
'40s. The highlight of this album, that was
recorded in Germany in 1976, is a pensive
treatment of Mack The Knife. Louis Arm-
strong’s raucous rendering and Ella Fitzgerald’s
swinging one are so much a part of our musical
awareness that Shearing’s approach is absolutely
startling and refreshing. | hope this performance
and album herald his return to sustained creat-
ive playing.

Practically as surprising as Shearing’s album
is Imada’s duet recording with George Mraz,
Playing four of his own compositions plus
Stella By Starlight and the title tune, Imada
establishes himself as a pianist of considerable
facility who acquits himself well in the com-

pany of the established and challenging bassist
Mraz. These performances lack the incredible
precision and deep feeling of the Kenny Drew/
NHOP duets, but they constitute improvised
music of a very high order. Imada’s earlier al-
bum for Three Blind Mice was good, but his
playing on this 1977 date is the best | have
heard from him,

Fischer’s solo album from 1975 shares its
title with Imada’s, and he plays the same
Brunner-Schwer Steinway as Shearing. After a
rather obscure beginning in jazz, in recent
years Fischer has acquired a substantial reput-
ation as an arranger, pianist and composer
(Shearing plays his Pensativa). Here he incorpor-
ates three of his own compositions (especially
noteworthy is a rousing Brunner-Schwerpunkt)
with Yesterdays, The Touch Of Your Lips and a
lovely Everything Happens To Me. The Kern
tune is the longest on the album (almost ten
minutes),and Fischer changes mood throughout
in an impressive rendering of this standard.
There is an intimacy to this album that Fischer
attributes to the surroundings in which the
recording took place, but whatever the reason,
this is a superlative solo piano performance.

These three pianists seem at first to have
little in common, but each of these albums
reveals an introspective — but never dull —
pianist of considerable ability and appeal. Wel-
come back George Shearing.

— Benjamin Franklin V

FLIP PHILLIPS

Phillips Head
Choice CRS 1013

Spanish Eyes/Everything Happens To Me/Love
Story /Fat Tessie’s Ass/Nature Boy /Jeannie/Nan-
cy/Makin’ Whoopee /This Is All | Ask.

Flip Phillips (tenor saxophone, bass clarinet),
Mickey Crane (piano), Milt Hinton (bass), Mous-
ey Alexander (drums).

Recorded in New York, August 1975.

One of the most prolific and influential jazz
tenormen of the forties and fifties, Flip Phillips
recorded only once in the sixties and, with
the exception of this choice item, only three
times in the seventies., For those who haven’t
been keeping score, a few yearsago Onyx came
out with a 1963 quartet session recorded in
Pompano Beach, Flip’'s home for the past
twenty years; his only other recent appearances
on record were as one of several star soloists —
the 1971 Colorado Jazz Party (MPS-BASF), the
1972 Newport in New York set (Cobblestone),
and the 1976 40th Anniversary Concert by
Woody Herman (RCA). This comparatively
scant representation on disc is all the more
remarkable when one realizes that, far from
showing any signs of diminishing powers, Flip's
playing is actually better today than ever
before.

Of all his attributes, Flip’s sound is perhaps
the most appealing. Feathery light yet deep
and full, it ranges from a breathy, sensuous low
register subtone to an exuberant, house-rocking
shout. It is marked by a positive, penetrating
core placed firmly in the center of the pitch,
but its outer edges are furry and pliable. If
comparisons are to be made, then one need look
no further than to Flip’s primary models Cole-
man Hawkins, Ben Webster and Lester Young.
From the varied approaches of these giants, all

of whom were close friends of his, Flip shaped
a style that was at once both respectful of
tradition yet unmistakably his own,

While the Hawkins harmonic paradigm is
obviously at the base of Phillips’ improvisatory
method, Webster and Young each seem to exert
more demonstrable effect on him, both collect-
ively and separately. Some of Flip’s pieces are
overt tributes to his mentors. His conception
of ballad playing, in particular, owes to no one
else so much as to Webster; it is replete with
all manner of that master’'s most revered
characteristics — the musk-drenched sensuality,
the Hemingwayesque synthesis of toughness
and tenderness, and the mind-boggling, notat-
ion-defying subtlety of rhythmic placement.

On the set at hand, Phillips is joined by
three veterans, only one of whom, Micky Crane,
lacks current credits. This mainstream pianist,
long a resident of the studios, was with Billy
Butterfield for years and appeared on many of
his records from the forties and fifties; he also
recorded three sessions with Flip in 1949 and
one in 1952. His jazz playing has undergone
few changes since that period, but has remained
as precise and considerate as ever. Not especi-
ally original or innovative, Crane is nevertheless
an excellent supportive pianist and one to
whom more flamboyant players should pay
heed.

A further indication of Flip's discernment
lies in his choice of material, the lovely Gordon
Jenkins opus This Is All | Ask being a telling
example of his taste. The interpretation here
would do justice to Webster himself. Similarly
expressive are Phillips’ treatments of the other
ballads with the seldom-played Nancy providing
an especial treat. The romping blues Fat
Tessie’s Ass is based on those changes which
Bird liked so much, and which are descended,
oddly enough, from Morton’s Original Jelly
Roll Blues.

In addition to offering us some of the best
recorded tenor of his career, Flip also demon-
strates his artistry on the bass clarinet, an
instrument to which he has been devoting
himself increasingly these days. Few jazzmen,
with the exception of Harry Carney and Eric
Dolphy, have elicited as much warmth and
sensitivity of tone from this horn as Flip; but
as attractive as his playing of it is, it lacks the
compelling thrust of his tenor work. Wisely,
he limits its use to ballads.

A long overdue reminder of a fine jazzman’s
continuing worth, “’Phillips Head’* demands an
encore — and preferably one before the eighties!

— Jack Sohmer

PRESERVATION HALL

New Orleans: Volume 1
Columbia PC 34549

Tiger Rag, Amen, Over In Gloryland, Good
Blues, Bill Bailey (Won’t You Please Come
Home), Joe Avery, His Eye Is On The Sparrow,
Memories, Panama.

While there is no dearth of albums featuring
the elderly New Orleans Negro jazzmen who

~ comprise the backbone of a typical Preservation

Hall unit, mostly on various small, obscure,
poorly-distributed labels, this Columbia disc is
the first in some time, to my knowledge, to
bear the “official’”” name of The Preservation
Hall Jazz Band. Meanwhile, the Grim Reaper
has claimed such irreplaceable stalwarts as
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trombonist Jim Robinson (Frank Demond —
white and in his 40's, for those who care —
handles the slip horn on this session, com-
petently but without much drive), so it is not
too surprising that the survivors are not up to
the standards PHJB fans have come to expect.

Clarinetist Willie Humphrey, the eldest hand
on board, is consistently satisfying with his
warm, woody tone; liquid, flowing lines; and
carefully constructed solos (including his outing
on Panama, an 8-chorus job that he starts_in a
whisper and ends in a wail). Banjoist Narvin
Kimball, who should have been a little closer
to the microphone, lays down light, foot-tap-
ping rhythms, plus a few deft solos, notably a
slow, feathery tremolo on Memories, an excel-
lent number that effectively combines senti-
ment and roots. The gospelly Eye and the
shuffling, boogieish Avery are the other two
unqgualified successes, showing fine cohesion
and development.

The rest is uneven at best. Trumpeter
Percy Humphrey’s declamatory lead horn some-
times rides easy over a wide range but just as
often sounds thin and tired. Pianist Sing
Miller is OK in accompaniment or ensemble,
but uninspired as a soloist. Who knows, maybe
they and the others (Allen Jaffe, bass horn,
and Cie Frazier, drums, complete the lineup)
have gone through Tiger, Bailey, etc., too
many times at too many concerts to work up
much enthusiasm for this go-round.

As | said, there is no dearth of albums in
this style, many outstanding, some immortal,
and the majority (for my money) of an overall
higher standard than this one. Without the
magic Preservation Hall name, it's a weak entry.

— Tex Wyndham

JIMMY RANEY

The Fugue/ New Signal/ How Deep Is The
Ocean/ The Way You Look Tonight/ Wait Till
You See Her/ Smoke Gets In Your Eyes/ Blues
Variations.

Strictly speaking, this album is solo only on
two tracks; on the others Raney overdubs
himself, occasionally using the deeper pitched
F guitar as support and sometimes soloing on
it. It's really a conversation album.

If | were a guitar teacher this would be
among the principal instruction books, not only
for the music itself, but for the sense of the
man that is revealed. Within his generally
restrained style, Raney plays everything from
free pieces (New Signal) to very formal pieces
like The Fugue, and they are all dense, meticul-
ously played and feelingful. Raney has also
written the liners for the album, so you get a
brief bonus tour through the music — modest
and straightforward in approach. Raney comes
across as a warm person, and intensely con-
cerned about his music.

The album will repay close listening because
of the care given not only to each individual
piece but to the balance of the whole project.
| don’t recommend listening to it on earphones,
though, as the track noise is quite noticeable.
The only other qualification | have is that |I'd
rather hear Raney and someone else conversing
than Raney and himself — a reservation |'d have
about anyone, | think. This format bhas
allowed him to realize some important musical
ideas by himself, but | miss those possibilities
which only manifest themselves with another
player. — Joel Ray
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Live in Tokyo
Xanadu 132

In April of 1976 producer Don Schlitten took a
group of musicians on a tour of Japan. A
number of recordings were made while there of
which this is one. As simply put as possible,
this is a beautiful album! Jimmy Raney is a
masterful guitar player. He doesn’t blast you
out of the room with electronics nor does he
attempt to dazzle you with amazing virtuoso
displays. What he does instead is to combine
the lovely sound he gets from his instrument
with a marvelous technical ability plus an ab-
undance of tasteful musicianship. The result is
as fine a jazz guitar record as you are likely to
find anywhere.

The powerful walking bass of Sam Jones
and the sparkling drum work of Leroy Williams
add greatly to the total excellence to be found
here. Pay special attention to drummer Willi-
ams on Autumn Leaves where he revives what |
thought was becoming the lost art of playing
the brushes.

The eight tunes played are all jazz standards
and there is not a weak one in the bunch.
Stella By Starlight is the one solo performance
of the album and a better rendition will be
hard to come by.

In summation, John McLaughlin and George
Benson may be better known and they certainly
sell more records, but if you want to hear how
jazz guitar sounds at its best then buy a copy of
this record. The fact is you NEED to have it!

— Peter S. Friedman
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REISSUES

YUSEF LATEEF: GONG (Savoy 2226) repack-
ages Savoy 12117, 12120 and one selection
(Sram) from 12123, This is Lateef’s working
band from 1957 with Wilbur Harden, Hugh
Lawson, Ernie Farrow and Oliver Jackson. The
music, apart from a few mystical diversions into
derivative Arabic dialects, is conventional 1950s
style jazz. Lateef was a forceful soloist on tenor
saxophone and an innovative voice on flute.
Hugh Lawson shows us some of the gracefui
fluency so much a part of Tommy Flanagan
and Barry Harris’ styles (both were also part of
the Detroit jazz scene at that time) while
Wilbur Harden is a pleasing soloist. In the
end though, the music doesn’t rise above the
vernacular.

DONALD BYRD/JOHN JENKINS (Savoy 1114)
offers more music from Detroit in this reissue
of Savoy 12202. As a bonus there is a previous-
ly unissued version of Darn That Dream which
is a feature for altoist John Jenkins. It turns
out to be the most interesting selection and
reminds us of the talents of this "legend’’ of
the jazz world. After a brief foray into the
limelight in the late 1950s he disappeared into
oblivion. The tunes are opened up for the
soloists — Donald Byrd, Curtis Fuller and
Tommy Flanagan are all featured. Doug Wat-
kins and Art Taylor anchor the rhythm sect-
ion in a recording whose importance is chiefly

for the tantalising look at John Jenkins.

MILT JACKSON: OPUS DE JAZZ (Savoy
1116) restores to the catalogue one of the
most celebrated LPs of the 1950s. Frank
Wess, Hank Jones, Eddie Jones and Kenny
Clarke join Jackson in the execution of four
extended pieces — three versions of the blues
and a ballad treatment of You Leave Me
Breathless. Frank Wess' flute solos made a
big impact — helping popularise the use of the
flute as a jazz instrument. Everything is
very straightahead with Jackson’s solos still
among his most compelling recorded efforts.
Today'’s listeners might find the rhythm section
too laid back but they flow with effortless
grace.

JOHN COLTRANE/WILBUR HARDEN: GOLD
COAST (Savoy 1115) completes the reissue of
material from the May 13 and June 29. 1958
sessions. Tanganika Strut and Gold Coast were
not on Savoy 1110 and this LP is completed
with previously unissued alternates of Dial
Africa and B.J, The commercial possibilities of
issuing anything by Coltrane must have been
the principal factor in this reissue for the
music is hardly exceptional. In fact it was
originally issued under Harden’s name. There
are much better examples available of Coltrane’s
music from this period.

THE BEBOP BOYS (Savoy 2225) is an idiomat-
ically mixed bag of 1940s jazz. Side one has
far and away the best music. The eight tracks
are from a Kenny Dorham/Sonny Stitt/Bud
Powell date on August 23, 1946. All selections
were previously on either Savoy 12011 or
12114. For Hecklers Only, Smokey Hollow
Jump, Boppin’ The Blues and Moody Speaks
were on Savoy 12110. They feature Ray
Brown (as leader) with Dizzy, Dave Burns, John
Brown and James Moody. The balance of the
set, new to LP, is little more than a set of
dated curios. There are four titles by Gil
Fuller’s short-lived 1949 band (Tropicana, Blues
To A Debutante, The Scene Changes, Mean To
Me), a whole side of vocals by Kenny Hagood
(Baby I’'m Coming Home, The Way You Look
Tonight), Babs Gonzales (Ornithology, Get Out
Of That Bed) and Eddie Jefferson (Body And
Sou