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In fact, Durham was far more than that. From early days playing in the Durham
Brothers Band with three siblings, he went on to become a pioneer of the electric
guitar, the composer of such big band classics as Topsy and a forward-looking arranger
who reshaped the Bennie Moten Orchestra’s book and did much to create the unique
sound of the Basie Band – and, of course, he was a fine trombonist, too!

© 2021 THE JAZZ RAG. All original material including
advertising artwork remains the sole copyright of the Publisher
and may not be reproduced without permission

There are some jazz musicians who for some reason are never recognised for their
huge influence on the development of the music. One such is Eddie Durham, born in
Texas in 1908, hardly a forgotten man, but chiefly identified now as one of a series of
great trombonists with the Basie Band in the 1930s.

So Jazz Rag is more than grateful to David Griffiths, erstwhile distinguished jazz radio
presenter, for drawing our attention to what he calls a ‘mammoth biographical memoir”
which was published in the States earlier this year. Swingin’ the Blues:The Virtuosity of Eddie
Durham is written by his daughter, Topsy M. Durham, is the first of four planned volumes
and sells on Amazon for £20.50. Jazz Rag 169 will have a full-length feature, but we
mention it now for those of you on the lookout for Christmas presents!
www.Durhamjazz.com
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MADELEINE
PEYROUX
POSTPONEMENT

Claire Martin

Guy Barker

To coincide with Craft
Recordings’ deluxe reissue
of Madeleine Peyroux’s bestselling 2004 album, Careless
Love, together with a previously
unreleased live set from the
Festival de Jazz de Vitoria-Gasteiz,
the singer embarked on a global
tour. Unfortunately issues
relating to the Covid pandemic
resulted in the postponement
of the UK leg. The Careless Love
Forever tour is now scheduled
to begin at the Sage Gateshead
on September 21, 2022, and
finish at the Corn Exchange,
Cambridge, on October 3, with
dates at Edinburgh, Manchester,
Birmingham, London Palladium
and Bexhill in between.

Antonio Forcione

CHRISTMAS AT THE
ROYAL ALBERT HALL
The Royal Albert Hall’s
Christmas programme reflects
all kinds of music, not least jazz.
The major celebration in the
main auditorium is, an ever, Guy
Barker’s Big Band Christmas
on December 10. Co-hosted
by Clare Teal, the concert
includes guest appearances by
Liv Warfield, Joe Stilgoe and
Tony Momrelle. Late Night Jazz
in the Elgar Room features the
Alexandra Ridout Quintet on
December 22, with the Shirt
Tail Stompers Vintage Christmas
Show on the following night.
www.royalalberthall.com

PIZZA EXPRESS IN
FULL FLOW

Soho’s Pizza Express is presenting
some fascinating series of events
in December and January. A
week of lunch-time concerts
features the Chris Ingham Dean
Street All Stars, his trio with a
star guest each day: Pete Long
(Dec. 6), Alan Barnes (7), Derek
Nash (8), Joanna Eden (9) and
Georgina Jackson (10). Among

the evening attractions are Jivin’
Miss Daisy, Simon Thorpe leading
a top-class eight-piece with
singer Liz Fletcher (7), Antonio
Forcione, both solo and with his
trio (8-10) and Acoustic Alchemy,
a remarkable 11 shows between
Dec. 15 and 23. Then, after Ray
Gelato has seen in the New
Year, Scott Hamilton plays a full
week from January 1 to 7, then
later in the month (23-31) Ian
Shaw appears with such guests as
Claire Martin (23), Polly Gibbons
(26) and Madeline Bell (30/31),
plus lunch-time sessions with
Guy Barker and Joe Stilgoe.
www.pizzaexpresslive.com

MATT AND PHRED’S
MUSIC NIGHTLY
Matt and Phred’s in Manchester’s
Northern Quarter is back to
a programme of music every
night, a good percentage of it
jazz or jazz-related. Monday is
jam session night, with Blues
Jam (December 6/January 3),
Jazz Jam (Dec. 13/Jan. 10), New
Orleans Jam (Dec. 20/Jan. 17)
and All Star Jam (Jan. 24). Matt
and Phred’s Christmas Party

falls on December 14, with Dave
Luvin and the Jazz Singers. A
sample of January gigs comes up
with the Nik Svarc Trio (5), the
Stuart McCallum Quartet (6), the
Swing Commanders (15) and the
Jeremy Sassoon Trio (20).
www.mattandphreds.com

NEW VENUE FOR
SUNDERLAND

A new purpose-built venue
next to the Sunderland Empire
in what is now branded as the
city’s ‘cultural quarter’, the Fire
Station hosts the National Youth
Jazz Orchestra in a celebration
of the music of Amy Winehouse
(February 10) and the Bill
Laurance Trio (March 23).

VORTEX JAZZ

The Vortex Jazz Club in North
London stages two shows
each night from Wednesday to
Saturday. Among December gigs
are the Will Vinson/Tom Cawley
Quartet (8), Tony Kofi’s Portrait
of Cannonball (10), Quintet Blue
with Nigel Price (15), Emma
Johnson’s Gravy Boat (16) and
Eternal Triangle (22). A special

six-hour session on December
11, A Standard Afternoon features
relays of musicians and a host of
jazz standards.

BUXTON JAZZ

www.vortexjazz.co.uk

LUNCH-TIME IN THE
NORTH EAST
Both the Lit & Phil in Newcastle
and Durham’s Gala Theatre have
a monthly series of jazz at 1.00
pm. The Lit & Phil has a line-up
of Emma Fisk and James Birkett
(January 21), the Abbie Finn
Trio (February 18) and Hand
to Mouth: Lindsay Hannon and
Bradley Johnston (March 18).
The Gala features the Ruth
Lambert Quartet (January
14), the Francis Tulip Quartet
(February 18) and the Dean
Stockdale Trio (March 25).

SWINGING AT
WILMSLOW

There is no Christmas break for
Graham Brook’s Tuesday Night
Jazz and Swing at Wilmslow
Conservative Club. Instead there
are two celebrations: a Christmas
show with Lucy Lockwood
and the Dean Stockdale Trio

SUBSCRIBE TO THE JAZZ RAG

(December 21) and the Terry
Brunt Festive Rampage (28).
Among other gigs in December
and January are Martin Speake
and Alyson Cawley with Andrzej
Baranek Trio (Dec. 14), Rosie
Harrison with the Tom Kincaid
Trio (Jan. 4), the West Coast Jazz
Octet (18) and Julie Edwards and
Kevin Dearden (25).
www.grahambrookjazz.co.uk

MANOUCHE IN
BATTERSEA

Le QuecumBar in Battersea is
dedicated to the music of Django
Reinhardt and his followers,
though other forms of early
jazz get a hearing. December
highlight is the appearance of star
guitarist Antonio Forcione with
special guest Jule Malinscke (12)
before the Christmas closure
from December 22 onwards.

Weekly features are a Gypsy
Jazz Jam Session on Tuesdays and
Tom Olsen’s Early Jazz Showcase
on Wednesdays. Regulars at
Le QuecumBar include Erhun
Ozturk’s Swinging Manouche
Trio (Dec, 11/January 21), Sarah
Spencer and Hugh Crozier (Jan.
6/28) and Balcon Manouche (Jan.
7/February 3).
www.quecumbar.co.uk

JAZZ AT THE SAGE

The Sage Gateshead is the
venue for several jazz events
in the New Year: Nubiyan Twist
(February 17), Pete Long with
the Strictly Smokin’ Big Band
playing the music of Duke
Ellington (28), Emma-Jean
Thackray (March 4) and the
Binker Golding Quartet (18).
www.sagegateshead.com

Madeleine Peyroux

After a hiatus of many years
Buxton Festival is again to have a
dedicated jazz element in 2022.
Neil Hughes has taken over the
planning of a jazz weekend in the
festival, with an intimate jazz club
at the Palace Hotel, plus events at
the Pavilion Arts Centre and the
Opera House. A comprehensive
weekend ticket for July 7 to
10 includes a performance of
Gypsy at the Opera House as
well as all the jazz events. The
varied jazz performances include,
among others, the Jay Phelps
Quartet, Ian Shaw and Guy
Barker, the Swingtime Big Band
with Emma Holcroft, the Fabled
Trio with Laura Jurd, the Xhosa
Cole Quartet and Clare Teal and
her Sextet.
www.buxtonfestival.co.uk

WINTER IN SAND
BAY

Pete and Heather Lay’s Winter
Jazz Party at Sand Bay Holiday
Village in Somerset has an even

more generous allowance of
bands than usual. The event
on January 14-17 features the
New Orleans Jazz Bandits,
John Maddocks Jazzmen,
Gambit Jazzmen, Black Cat Jazz,
Savannah Jazz Band, Andrew
Hall’s Memories of New Orleans
and New Orleans Heat, plus
a Brolly Parade with Grand
Marshal. Just the thing to keep
the spirits up in the depth of
Winter – especially with a half
price bar on the first evening!
Book: Tel. 01934 428200 or email
reception751@pontins.com

JBGB EVENTS

In addition to a series of
December shows at Dean
Street’s Pizza Express, JBGB
Events are promoting Jazz at the
Movies – A Swinging Christmas
at Piano Smithfield (Dec. 6-7) and
Claire Martin and Dave Newton
at the Pheasantry (10-11). Many
New Year events features tributes
to the great songwriters. The
Mark Nightingale-Alan Barnes
Quintet plays the music of Cole
Porter at the Pizza Express
on January 18, followed by
a sequence of Chris Ingham
shows at the Crazy Coqs: Billy
Strayhorn (Jan. 25), Rodgers
and Hart (February 2), Harry
Warren (16), Jimmy van Heusen
(March 2) and Johnny Mercer
(16). Also at the Crazy Coqs are
Sara Dowling (Jan. 27) and Elaine
Delmar (Feb. 5).
www.jbgbevents.com

JAZZ AT RONNIE’S

As Christmas approaches,
Ronnie Scott’s returns to a full
programme of lunch and late
night sessions in addition to the
main programme. Main show
highlights include Dennis Rollins’
FUNKY-FUNK! (December
10-11), Kansas Smitty’s Big Band
with Ellington’s Nutcracker Suite
(15-16), Ray Gelato & The Giants

Jay Phelps

SIX EDITIONS MAILED DIRECT FOR
£21.00 TO ANY UK ADDRESS
Overseas rates: Europe £35, Rest of The World £43.50
Cheques payable to Big Bear Music. Send to:
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(20-23), Liane Carroll’s Cold
Turkey (26-27), Jon Cleary & the
Absolute Monster Gentlemen
(January 12-15), Xhosa Cole (18)
and Incognito (27-29).

Liane Carroll

December at the Stables,
Wavendon, includes the
Budapest Café Orchestra (8),
the Dankworth Christmas Show
(10-11) and Remi Harris and
Tom Moore in a late morning/
lunchtime show in the Mancini
Forum (19).

www.ronniescotts.co.uk

VENTURING AWAY
IN 2022

Venture Away Music Weekends
already have their programme
in place for Autumn 2022.
Traditional Jazz & Lights
(September 16-19) offers five
bands and three nights dinner,
bed and breakfast at the Savoy
Hotel, Blackpool. The music is
in the hands of Sarah Spencer’s
Transatlantic Band, the Chicago
Teddy Bears Society Jazz Band,
the Sussex Jazz Kings, the
Savannah Jazz Band and Baby
Jools & the Jazzaholics. A further
jazz weekend follows at Torquay
in November.

www.ventureawaymusicweekends.co.uk

WARNER JAZZ
BREAKS

Warner Jazz Breaks, hosted by
Pete Lay, resume on February
25-28 when the Sunset Café
Stompers, the Gambit Jazzmen
and John Maddocks Jazzmen
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www.stables.org

Amersham Jazz Club’s weekly
sessions at Beaconsfield Town
FC continue with the Pedigree
Jazz Band (December 8), the
Louisiana Rhythm Kings (15) and
New Orleans Heat (22) before
the Christmas break. The club
resumes on January 5.
www.amershamjazzclub.co.uk

provide the music at Sinah
Warren Hotel on Hayling Island.
On April 22 the focus moves to
the Isle of Wight: six bands and
three nights at Norton Grange.
www.warnerleisurehotels.co.uk

CENTREPIECE

The latest issue of The Jazz
Centre UK’s newsletter,
Centrepiece, begins with a

tribute to Sir David Amess, ‘Mr.
Southend’, a far-sighted supporter
of the Centre, so cruelly
murdered at a constituency clinic.
Among the contents are two fine
pieces by Digby Fairweather on
Humphrey Lyttelton who would
have been 100 this year and Peter
Ind who was not far off that
magnificent milestone when he

died recently. In contrast TJCUK
CEO, Mark Kass, interviews
percussionist Snowboy, while
Mick Gawthorp profiles Val
Wilmer. All this and full coverage
of events at the centre’s home in
Southend, the Beecroft Gallery.
www.thejazzcentreuk.co.uk

Darlington New Orleans Jazz
Club at St. Augustine’s Parish
Centre returns with the
Tenement Jazz Band (February 5)
and the New Century Ragtime
Orchestra (March 5), both
afternoon gigs.

Clark Tracey

of Stan Tracey’s Under Milk Wood
with Clark Tracey’s Quartet, plus
narration by Stan’s grandson
Ben (5), the Byron Wallen
Quintet (12) and Christmas with
Copperfield, Alan Barnes’ latest
Dickensian extravaganza (19).
www.hertsjazz.co.uk

Jazz Leeds, at Seven Arts, has
three more Sunday afternoon
sessions in 2021: Doomtet, a
quintet led by bass guitarist Dave
Edwards (December 5), Rafe’s
Dilemma (12) and a Christmas
Party with the New York Brass
Band and the Nicki Allan Quintet
(19). On December 16 Jeremy
Sassoon presents his Ray Charles
tribute and there is a Special
Rush Hour Jazz Christmas on
December 23.
www.jazzleeds.org.uk

www.darlingtonjazz.co.uk

The Great North Big Band Jazz
Festival returns on March 4-6 at
Park View Community Centre,
Chester Le Street.

Herts Jazz at the Maltings
Theatre, St. Albans, has resumed
every Sunday evening, with a
December programme consisting

Jazz at the Tattershall Castle
is a monthly event on Friday
lunch-times at the Victoria
Embankment. The Brian Rutland

Band is in residence with a fine
selection of guest musicians: on
January 7, Ron Drake.
European dates in France,
Denmark, Germany and Norway
follow in the Spring and Summer
of 2022 for King Pleasure and
the Biscuit Boys, but midwinter
gigs are all in the UK, including
the Spiegeltent at the Piece
Hall in Halifax (December
12), Greystones, Sheffield (19),
Stamford Arts Centre (February
11), the Night Owl, Birmingham
(19) and Chipping Norton
Theatre (26).

Tel. 0121 454 7020
www.kingpleasureandthebiscuitboys.com

Wakefield Jazz celebrates
Christmas with an all-ticket event
on December 10, featuring Tina
May and an all-star quartet. The
club returns after the Christmas
break with Zoe Gilby’s Pannonica,
featuring the music of Thelonious
Monk (January 14), the Nik Svarc
Quartet (21) and the duo of Liz
Fletcher and Dave Newton (28).
www.wakefieldjazz.org

Stafford Jazz Society’s Sunday
lunchtime sessions at the White
Eagle Club continue with Sarah
Spencer’s Transatlantic Band
(December 5), Matt Palmer’s
Eagle Jazz Band (12) and the
Chicago Teddy Bears Society Jazz

THE JAZZ RAG

7

OUT OF ISOLATION…

UPCOMING EVENTS
Scott
Hamilton

Theatre, with Tony Kofi’s Kind
of Blue Sextet, with the likes of
Alex Garnett and Freddie Gavita
(January 8).
www.sheffieldjazz.org.uk

Watermill Jazz at Betchworth
Park Golf Club, Dorking, opens
its 2022 programme with the
Scott Hamilton Quartet (January
11) and follows up with the Nigel
Price Quintet (25). The plans are
to revert to a weekly programme
in March.
www.watermilljazz.co.uk

Berkhamsted Jazz Club’s monthly
sessions in the Civic Centre
continue with the Karen Sharp
Quartet (December 11) and the
Jim Mullen/Mike Gorman Trio
(January 15).
www.bjazz.org

Band Christmas Concert (19)
before the club takes a rest for
Boxing Day.
www.staffordjazz.org

The final pre-Christmas concert
at Crookes Social Club features
the Yazz Ahmed Band on
December 10. When Sheffield
Jazz re-starts in the New Year, the
first concert is in the Crucible

Cambridge Modern Jazz Club
celebrates its 50th anniversary
next year. It is now settled
into St. Andrew’s Street Baptist
Church, with weekly sessions
on Friday evenings, with Ian
Shaw next up, playing solo on
December 10.
www.cambridgejazz.org

The main programme for
Nottingham’s Jazz Steps consists
of fortnightly Thursday night gigs
at Arnold’s Bonington Theatre.
The final performance before
Christmas features Laura Jurd’s
Dinosaur on December 16.

OUT OF ISOLATION…

Karen
Sharp

RON SIMPSON talks to THOM HELL of the Norwegian trio, MR MIBBLER, about the band’s
remarkable new album, Leave Your Thoughts Here, on NXN, the Norwegian Naxos label.
The coronavirus pandemic has
inflicted all sorts of damage on
the arts and entertainment sector,
but has at least been responsible
for one benefit. Musicians and
other performers have been
forced to think of different ways
to create and present their work,
with a particular emphasis on the
theme of using isolation to bring
togetherness.

www.jazzsteps.co.uk

Ribble Valley Jazz and Blues host a
weekly radio show on Wednesday
evenings on Ribble FM and a
monthly jam session (2nd Tuesday)
at Low Moor Club. Additional
events in December are Dennis
Rollins’ Funky Funk at the Grand,
Clitheroe (17) and Sunday Dinner
Jazz with Shades of Django at the
Spread Eagle (19).

Mr Mibbler’s approach to Leave
Your Thoughts Here involved
13 musicians, each working in
isolation, and the result is a
surprisingly integrated piece
of work.

www.rvjazzandblues.co.uk

Plymouth Jazz Club, meeting at
the Royal British Legion Club in
Crownhill on Sunday evenings,
normally has two sessions a
month, alternating traditional
and mainstream bands, but the
New Year break rules out the
January 2 gig and the club moves
from the Dart Valley Stompers
(December 19) to South West
City Swing (January 16).
www.plymouth-jazz-club.org.uk

Dennis
Rollins

First of all, who is/are Mr Mibbler?
Thom Hell is a singer with a
dozen solo albums behind him.
He also plays piano and guitar and
reckons, ‘I handle guitar and piano
okay, but just okay.’ In Mr Mibbler
he is joined by Vidar Ersfjord who
adds keyboards and electronics,
and multi-instrumentalist Jorn
Raknes, and the group came
together five years ago. The music
they produce is attractive and
distinctive, but not too easy to
define – the phrase ‘ambient jazz’
gets used quite a lot. Thom is
quite specific:
‘It’s cinematic music with hints of
electronica and jazz. And there’s
definitely some John Cage in the
mix as well!’
(For those only familiar with
Cage’s notorious 4:33, 4 minutes
and 33 seconds of silence, he did
do sound, too, in his long career as
a well-respected, if controversial,
pioneer of electroacoustic music.)
In truth, interviewing the man
described as the mastermind
behind a group that defines itself
in part by referencing John Cage,
I expected earnest theorising.
Instead Thom Hell is refreshingly

offhand about the decisionmaking process, starting with the
odd choice of band name:
‘It doesn’t get any easier finding
a decent band name, so I went
obscure and named the band
after a character from Twin Peaks.’
When I suggest that the concept
for the new album is probably
unique, Thom is not convinced:
‘Well, if I thought of it, the
chances are good that somebody
else did, too. But the idea was to
find other musicians to improvise
on their instrument with no
overdubs, just a clean track. They
were free to play whatever they
wanted to. And then afterwards
we would start to build around
that fundament with our three
individual ideas.’
When asked what instructions
the musicians were given, Thom
answers, ‘None whatsoever!’
before a laugh that’s more
mischievous than desperate, I
think. What he doesn’t mention
is that the three members of Mr
Mibbler also worked in isolation
so that you had ten individual
improvisations, all recorded
independently, being added to and
transformed by three musicians,
again independent of each other
– in the circumstances the bland
routine statement on the CD
cover, ‘Mixed by Thom Hell’, takes
on a whole new significance. The
fact that the Mibbler musicians
had used this independent way
of working before no doubt
boosted confidence.
And who are the ten chosen
collaborators? The album begins
with a conventional enough
choice, jazz trumpeter Nils
Petter Molvaer, but soon the
deliberate unpredictability of
Thom’s decision-making takes

over. Sigmund Groven, for
instance, is the country’s bestknown and best-loved classical
harmonica player (apparently
he also plays folk music, but
there’s no mention of jazz on
his website); then there is one
vocal, from Anja Garbarek; among
the trumpeters, guitarists and
multi-instrumentalists are two
men best known as producers,
Lindstrom and Erik Honore. Ask
Thom about the reasons behind
his choice and he is again matterof-fact, almost offhand:
‘After I came up with the idea for
this album, I just started making
calls. Some of the artists I knew
well from before, while others I
had never spoken to before. We
thought it would be fun to have
people from different genres.
‘I think of both Lindstrom and
Erik Honore as artists. Lindstrom
sent me an electronica piece of
36 minutes which I had to narrow
down to about six minutes and
we ended up using only the beats.
He said I was free to do whatever
I wanted with it. So I did! Erik
Honore was the perfect Mibbler
because his pieces were more or
less soundscapes, so on that track
we could work as we did on our
earlier albums without fearing that
something would come out wrong.
‘On the two previous Mibbler
albums, we were all totally in the
dark and had no clue what the
other band members were doing
on each song until I collected the
individual recordings and started
mixing. On this album I had to
set some musical directions for
where the different songs were
headed. For example, most of
the stuff that came back didn’t
have any indication of beats per
minute, so, if I were to improvise
in 3/4 and the other two people
in the band were playing in 4/4,
in their own individual time, it
would have become too weird.’
When you listen to the album,
it is often possible to detect the
original improvisation running
through it like a golden thread, but
there is a consistency of sound
texture and of tempo that belies
the diverse origins of the pieces.
Thom gives a teasing explanation
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before coming up with what
sounds like a plausible theory:
‘I’m a mid-tempo person! And,
since I was the one who led on
most of the songs, that is probably
why. Also most of the material we
received had that slow-mid tempo
feel to it. Maybe that’s the result
of recording in solitude?’
One oddity of Leave Your Thoughts
Here is that none of the songs
has a title. There’s plenty of
melody, though often fragmentary,
but no titles expressing the
mood or the meaning of the
melodies. The tracks are all
identified as ‘Nils Petter Molvaer
(or whoever) Meets Mr Mibbler’.
It seems to me that Thom,Vidar
and Jorn wish to identify the
creative process rather than the
finished product. Thom gives
a typical ‘That’s just the way it
happened’ reaction:
‘I started asking the contributors
if the piece had a name. A couple
of them did. One title was in
English while the other one was
in Norwegian. So we decided
to keep it clean, informative and
simple – and thus tie the whole
album more together.’
The soundscapes in the album
are an evocative blend of
conventional instruments and
electronics. Thom’s ‘in the
moment’, almost improvisatory
approach to music is there
again, considering the process of
blending these sound worlds:
‘I haven’t given it much thought,
to be honest. The ground rule
for us is that there should be no
rules in music. Anything goes so
long as we like it.’
And that goes for the ethereal
sound that suddenly emerged in
the second half of the album. A
theremin maybe? No, on checking,
I found it was a musical saw, a
wonderful and strange bedfellow
for all those electronics:
‘That’s one of Jorn’s many
specialities and what he wants
to play on the songs is not up to
me to decide. I was as surprised
as you!’
THE JAZZ RAG
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WILLIE GARNETT 1938-2021

HORACE TRUBRIDGE answers the questions….

The tributes to Willie Garnett,
who died on October 15th, give
due praise to his prowess as an
alto and tenor saxist, but focus
above all on the fact that he was an
all-round good guy, ‘the nicest of us
all’, as one musician put it. His skills
as an instrument repairer, learned
from his original mentor Harry
Hayes, were legendary, as was his
refusal to accept payment from
those in need and his willingness to
take payment in kind in the form of
arrangements.

away and still do to this day. The
final bars of How High The Moon
are truly astonishing.

What track or album turned
you on to jazz?
When I was 10 years old I
swapped my brother’s Shadows
records with a friend for some
trad jazz EPs. I immediately fell
in love with the playing of Albert
Nicholas, George Lewis and
Sidney Bechet and my passion
to learn the clarinet was born.
Unfortunately, when my brother
found out what I had done, he
walloped me! Pretty soon after
that I picked up a copy of Benny
Goodman at Carnegie Hall and
the Goodman quartet tracks
with Lionel Hampton, Teddy
Wilson and Gene Krupa blew me

What was the first jazz gig
you went to?
I think the first jazz gig I went
to was Chris Barber in a club in
Croydon, my music teacher took
a bunch of us from school. I was
and still am a huge Chris Barber
fan and I was so sad to hear
of his passing last year. I have a
wonderful ragtime album by Chris
with four trombones knocking
out some ragtime standards, but
also I love his excursions into
other genres like the wonderful
Drat That Frattle Rat.
What is your favourite jazz
album and why?
Favourite jazz album is really
tough, but I think I would have
to plump for the live recording
of Ellington at Newport 1956.
I’m not really a big fan of Paul
Gonsalves – I think the Duke
had better tenor players – but
Diminuendo and Crescendo in Blue

is just so intoxicating it builds and
builds and the final refrains are
so stirring whenever I listen to
those fantastic final melodies all
competing with each other I feel
like my heart will burst!
What is the best jazz
performance you’ve ever
seen?
The best live jazz performance I
ever saw was the Francy Boland
Kenny Clarke big band at the
Village Vanguard in NYC in the
late 70’s. I was there with Darts
as we were playing gigs in the city
and I went to the club with Griff,
one of the singers. Not only were
the band utterly brilliant, but
Buddy Rich and a friend of his
came and sat at the table with us!
What is the best jazz
performance you’ve seen in
the last 12 months?
Moses Boyd at a club in Brighton.
It was a terrific gig in a tiny club
– the best way to enjoy jazz I
would say – and the audience
were brilliant.

What is your favourite jazz
release (new or reissue) of
the last 12 months?
British Modern Jazz Singles 196062. What a cracker! Some amazing
recordings from the likes of Stan
Tracey, Tubby Hayes – a personal
favourite – and Joe Harriott.
If you could meet one jazz
musician, living or dead, who
would it be and why?
I think it would have to be Louis
Armstrong because everyone
tells me that he was a really
warm and kind man. I have been
playing Louis’ records quite a
bit lately and that unmistakable
trumpet sound always touches
a sweet nerve. I would also love
to have met Charlie Parker, Nina
Simone, Duke Ellington and Miles
Davis, but I’m not sure they
would be so pleased to see me!

HORACE TRUBRIDGE
is General Secretary of
the Musicians’ Union.

Willie was born into a different
world, in Haifa when Palestine was
a British protectorate, his father
being stationed there as a regular

soldier.Willie’s career showed a
certain eclecticism, from Alexis
Korner and Little Richard to the
London Jazz Big Band, not to
mention the even bigger Charlie
Watts Orchestra, but his longest
standing commitment was to his
own Big Band and he often played
alongside his equally talented
son, Alex.
Sadly Willie was not widely
recorded, though the Big Band
did make one album in 1999. A
couple of albums in congenial
company date back 40 years and
more. Skid Marks in 1972 paired
him with another redoubtable
tenor saxist, Jimmy Skidmore, and

Williie Garnett and Charlie Watts

Blues and Boogie Explosion of 1982
did what it said on the tin with
the likes of Bob Hall and Jack
Bruce and the great Hal Singer
on tenor, Willie playing alto.
But the tributes keep coming
back to his generosity, kindness
and humour. Peter Vacher, with
his customary mastery of the
right adjectives, summed him up
in Jazzwise as ‘hilarious, gregarious,
companionable, famously bibulous’.
JIM SIMPSON, wearing his
‘manager of King Pleasure
and the Biscuit Boys’ hat,
recalls the time when the
band enlarged temporarily
to big(gish) band proportions
for the Lugano Jazz Festival
and Willie Garnett took
advantage of Swiss efficiency.
Willie gained a nickname,
Jim gained a regularly
repeated anecdote.
Lugano Jazz Festival in Switzerland
wanted to present an extraspecial version of one of their
favourite bands, King Pleasure &
The Biscuit Boys. So we decided
to up the regular seven piece line-

up to eleven with some all-star
additions – all jazzers. There was
John Burnett on trumpet, Duncan
Swift, widely known as a leading
Harlem-style stride piano player
but for this gig on his second
instrument, trombone, and top
tenormen, Mike Burney and Willie
Garnett. The performance was for
a one hour Swiss TV show, in the
main square of Lugano in front
of a wildly enthusiastic crowd of
5000. Needless to say, it was a
tremendous performance which
can still be found on YouTube,
although the film quality is poor.
The festival took place across five
stages, spread through the city
and with typical Swiss largesse the
festival had provided a refrigerator,
filled with beer, at the back if
each stage for the musicians.
Unsurprisingly, the King Pleasure &
The Biscuit Boys fridge was swiftly
emptied, with Willie Garnett
leading the charge.Throughout the
rest of the evening,Willie Garnett
was spotted at various back stages,
methodically relieving the fridges
of their content, which earned
him his nickname,Willie ‘The
Fridge’ Garnett.

THE BEST IN BLUES FROM BIG BEAR
KING PLEASURE &
THE BISCUIT BOYS

TIPITINA

THE SHUFFLEPACK

THE NITECRAWLERS

ROY FORBES JUKE JOINT

THE WHISKEY BROTHERS

For bookings call Tim Jennings on 0121 454 7020 or email tim@bigbearmusic.com
BIG BEAR MUSIC AGENCY
PO Box 944, Birmingham, England B16 8UT
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FESTIVAL NORMALITY FOR 2022?
We have to take the view that
2022 will see the re-birth of a
thriving jazz festival scene in the
UK after 2020 was virtually wiped
out and 2021 has been decidedly
patchy. But how confident are
festival promoters that things
will return to normal? One
of the problems is that each
festival has individual or local
circumstances that can combine
with the overarching fear of
the effects of Covid to create
a chain reaction of difficulties.
For instance, Southport’s Winter
festival, which operated as normal
in 2020 before Covid struck, was
looking to change venue anyway.
Over the months of lockdown
and partial returns to normal the
new venue ceased staging events
and, to prevent any going back, the
previous venue has changed hands.
Only the most cock-eyed of
optimists would expect there to
be a Southport Winter’s Weekend
in 2022.
In a less extreme way the
accommodation situation
combined with Covid to force
Swanage Jazz Festival to abandon
2021, this at a time when the
Festival was retrenching after the
retirement of Fred Lindop and his
team. Paul Kelly, veteran festival
director and Founder Director
of Jazz Central, now Chair of
Swanage Jazz Festival, supplied
Jazz Rag with an eloquent history
lesson and call to arms:
‘Swanage Jazz Festival started in
July 1990, when Margaret Thatcher
was still Prime Minister, East and
West Germany became reunified,
Nelson Mandela was released
from prison. And Manchester
United won the FA cup beating
Crystal Palace 1-0 in a replay. Not
sure they’d get that result now.

Birmingham Jazz Festival

Photo by
Merlin Daleman
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‘It was run for 27 years by a
team who, heading into their 80s,
decided they had served their
term, with distinction, one must
say. Guitarist Nigel Price stepped
in to keep the Festival going
and staged a magnificent 2018
event, but found the demands
conflicted with his busy and
successful career as one of the
best jazz guitarists in Britain. A
new untutored Swanage team
took up the reins in early 2019
and asked me to guide them.
We had no money in the bank
and a very short lead time, but
we promoted a successful 2019
Festival with a slightly different
format. But most importantly we
kept it afloat.

extending into the Autumn. Our
audience comes from all over the
country and relies on booking
a B&B or similar. Research
indicated that at least 50% of
local B&Bs were already booked
for the only week we could
get the venues we needed. We
decided the risk was too great
and postponed again until 2022.

‘We were well on the way
to restoring the Festival to
its former glory when the
pandemic struck and nixed the
2020 event. Nearly 200 of our
loyal audience asked to roll
their tickets over into 2021
and some even donated their
ticket fee. The new committee
periodically met by Zoom to
review matters. Following the
second national lockdown
around January this year the
prospect of staging a mid-July
Festival looked increasingly
uncertain. We decided in March it
was too risky and postponed for
a second year running. We had
many messages to say we had
done the right thing. The much
larger Love Supreme which runs
the weekend before Swanage
held out till early June, but was
also forced to postpone. We
looked at whether we could shift
the Festival to September this
year. Swanage is a small but busy
and popular town. It normally
hosts over 60 events in the
Summer months and that is now

‘But which artists should we
book? In spite of lockdowns, a lot
of exciting new artists and music
have emerged since we started
planning our 2020 Festival. But
with rollover tickets accounting
for 25% of our sales target, we
decided we needed to build on
what people had already paid for
rather than start with a clean
sheet. That also seemed fairest
to the musicians we had offered
2020 Festival slots to. We’ve
reviewed the artistic programme,
made a few alterations and
additions and have what I think is
an outstanding programme with
everything from traditional to
cutting edge jazz including plenty
of Swanage favourites. We are
using four venues and if you don’t
care for what is in one venue
we’ve been careful to programme
something contrasting in another
one. I’d love to say more, but I’m
sworn to secrecy at this stage.
We’re announcing the Festival line
up on Saturday 22 January 2022,
when tickets will also go on sale.
But in the coming weeks look out
for some programme teasers on
our Facebook page and website
www.swanagejazzfestival.co.uk.We
hope you’ll like what you see and
that we’ll see you in Swanage this
coming summer. It’ll be good to
be back!’

‘We are now hard at work
programming the July 2022
Festival. As one Committee
member said, “No one can
predict what the situation will
be like next July.” But booster
vaccinations can only make
us hopeful and only another
lockdown will stop us.

A variation in the same problem
of staging a festival in a holiday
area (a situation that also has
decided advantages) is reported
from Bude. The official reason
for cancelling 2021 was a lack
of venues, not Covid, but these
things are interlinked, as Peter
Daniel explained to Jazz Rag:

‘The key issue this year was
availability of venues, but that
was in turn driven by Covid. One
of the main venues was spacing
dining tables out and using the
area we normally have for jazz.
Another was a night club which
hadn’t reopened at the time
we needed to commit. For all
venues availability of staff was
a major issue being in a holiday
area swamped with staycationers.
Availability of venues and people
to staff them will still be an issue
in 2022, but we think that it
will be manageable this coming
year although we may have to
downsize very slightly. At the
moment Covid cases in this area
are driven by the slow rollout
of vaccinations for secondary
school children and the large
number of false negatives in the
south-west as a result of the
error at a testing laboratory.
Both of those will gradually
resolve themselves and hopefully
the situation will be stable by
August next year. Attention to
ventilation and a small amount
of distancing may be necessary
at all venues - but fortunately
leaving doors and windows open
in August is more acceptable than
at this time of year.’
Mike Durham’s International
Classic Jazz Party (aka Whitley
Bay Jazz Festival) is another
to fall victim to the ancillary
problems connected with Covid
as well as the pandemic itself.
By November, when it was
scheduled, many festivals were
operating as normal, but the
unique nature of the Classic Jazz
Party meant that, without freely
available international travel, the
festival could not occur in any
recognisable form. Patti Durham
is optimistic about 2022, but her
message to Jazz Rag readers
reflects the uncertainty of
these times:
‘It seemed like a different
world back in January 2020.
The Jazz Party team sat around
the dining room table in my
Newcastle home (Trumpet
Towers) planning our November
2020 jazz weekend. Confirming
the musicians, placing them
in the appropriate line-ups,
and scheduling the concert
programme over the three days
all seemed so “normal”.

‘However, we now know what
was about to happen next!
Cancelling the November
2020 festival was a difficult but
inevitable choice - it seemed the
whole world was in lockdown.
The decision was taken, and we
quickly sent out news of the
cancellation. It was reassuring for
us that a lot of fans wanted their
tickets held over for the 2021
weekend - and we’d been able to
confirm details with the venue.
‘Fast forward to January 2021.
Once again, plans were in place,
and we remained cautiously
optimistic as we reached March/
April, confident that we wouldn’t
have to cancel again. However,
international travel was still
subject to restrictions, and we
took the very difficult decision
to postpone, for a second time.
At the time of writing, this year’s
Party would have taken place just
a few weeks ago.
‘Now we have to think about
the 2022 Party, and we’re
trying to remain optimistic.
We’ve confirmed the dates November 4 to 6 - with our
musicians and fans, and the
venue. Perhaps you’ve seen our
ads in this magazine.
‘You’ll have read a lot too, about
potential problems for overseas
musicians coming to play in the
UK - ongoing questions relating
to Brexit and different visa
requirements. Many promoters
and gig organisers will have done
some head scratching over this.
I’m currently looking for guidance
from Jazz North.
‘There you have it. We’re hopeful
for November 2022 - we’re
keeping those jazz dreams alive,
and we can’t wait to welcome
back all those lovely, talented
musicians and our loyal audience.
It’s been a long, long time…’
Concerns about Brexit also
appear in the plans for the
38th Birmingham, Sandwell and
Westside Jazz Festival. Probably
the only UK jazz festival to
manage to stage events in both
2020 and 2021, thus maintaining
a record of 37 years without a
break, the festival is confident of
making it 38, but has identified
two problems, in this case
not Covid-related. The 2020
Birmingham festival was severely
reduced and moved to Autumn,
but this year’s was much more

like the real thing – except for an
extension to 17 days caused by
the delay to Freedom Day and,
more significantly for the jazz
lover, the absence of European
bands and musicians.
For many years the Festival has
specialised in bringing in young
bands from Europe, often little
known here, sometimes on
their first appearance in the
UK (plus a few well-established
favourites such as Les Zauto
Stompers). Many of these bands
have established a year-on-year
relationship with Birmingham
audiences and they were definitely
missed this year. Hopefully there
will be no Covid-related travel
restrictions in 2022, but Festival
Director Jim Simpson, like Patti
Durham, is troubled by the effect
Brexit might have on bringing
European artists in.
Then there is a totally left-field
problem for Birmingham, again
illustrating the precarious nature
of organising festivals, pandemic or
no pandemic. The Commonwealth
Games begin in Birmingham
four days after the Festival ends
– splendid, one might think, the
Festival venues will be full of
brawny New Zealand oarsmen
and lightning sprinters from
Jamaica. But, in a variation on the
Swanage problem, the Birmingham
Festival relies on hotel
accommodation for musicians and
punters alike. The Commonwealth
Games currently seems allencompassing – will hotels be
willing to make their customary
arrangements with the Jazz
Festival? And will pubs and bars be
willing to welcome jazz and blues
bands when Commonwealth
Games previews are dominating
their large screens?
Herts Jazz Festival is another to
have had a successful 2021 event,
well attended (no sign of the
recurrent fear that the crowds
won’t turn out in the postpandemic world), but to have
elements of uncertainty over
2022. Clark Tracey is confident
that he will stage a Herts Jazz
Festival next year, but is unable as
yet to be too definite on details,
owing less to Covid than to his
concerns over whether the Arts
Council will be more supportive
next year.
It’s not just long-established
festivals that have to find
their way round the pandemic

Swanage Jazz Festival

problem. Writtle Jazz Festival,
founded much more recently,
managed a successful event in
August 2021 and has everything
in place for next year, but Festival
spokesman Andy Russell’s
message suggests the prevailing
mood, with phrases such as ‘you
never know’ and ‘touch and go’
scattered throughout:
‘This year was touch and go. In
the end we decided to go ahead
when the government announced
their easing of all restrictions.
Had this come a week later, then
we would most likely had to
cancel. We took the view that
we would either run with no
restrictions or not at all.
‘Writtle Jazz Festival is still in
its infancy and we typically have
around 1,000 people. This year
we had 1,200 which was great
and maybe indicative of the fact
that people wanted to go out
again! Our infrastructure and
associated costs are relatively
small compared to large festivals
and we rely on volunteers
and local businesses to supply
marquees, stages, etc., and all of
these companies were happy
to accept cancellation of our
event if the situation with Covid
did not allow us to go ahead. In
the end we were lucky with the
timing this year.

‘We have already booked
everything for next year, including
bars and food suppliers, just
need to book the bands! I am
optimistic that we will go ahead,
but you never know. We will
run again only if we can without
any restriction. I think it would
be too hard to include extra
measures such as testing and
social distancing and it would
certainly affect the atmosphere.’
And then there’s Hexham. The
first event of the revived Hexham
Jazz Festival was scheduled
for May 2020. Now they have
gone through two cancellations
without even staging a festival, so
it’s great to see that Hexham Jazz
Festival is on the schedules for
May 13-15, 2022!
So there you have it, generally
optimistic, but with an
unwillingness to take anything
for granted – and there are a
fair few festivals that have just
disappeared from their own
websites. Now, some festival
directors fear that Brexit may
take over from Covid as the new
bogeyman as its more harmful
effects can no longer be blamed
on the pandemic.

Bude Jazz Festival
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Jazz Rag asks MARTIN TAYLOR about 30-plus years at the top as a jazz guitarist.
The photograph of the
winners at the 1987
British Jazz Awards brings
memories of many of the
greats of British jazz, some
of them no longer with us
such as Humphrey Lyttelton,
Dick Morrissey and Brian
Lemon.Taking his place
among them is a very young
Martin Taylor. It looks like
a different jazz world: how
do you see the changes in
your own music and the jazz
scene in general?
It feels like only yesterday! Well, a
lot has happened since then, but I
think when I recorded Artistry for
Linn Records back in the early
90s a whole new world opened
up for me.
The guitar is still such a popular
instrument, and people that like
the sound of a guitar seem to
be more open to listening to
different musical genres if the
guitar is the main focus, so that
album got across to a very wide
audience rather than the purely
jazz aficionado audiences that I’d
been used to playing for.That really
surprised me, but in a good way.
I found I had a new audience that
probably never listened to jazz, but
liked the sound of a guitar. Some
people seemed to enjoy what I was
doing and I think many were even
unaware that I was playing jazz!
It seemed to break down some
musical barriers and prejudices. I’m
very happy about that, and very
happy I play the guitar!
I can’t claim to have my finger
on the pulse of what’s happening
on the UK Jazz scene because
I work mostly outside the UK
and I play to a predominantly
guitar audience, but I’m amazed
at the level of musicianship that
I hear in young jazz players both
in the UK and in other countries
where I work. There’s some great
music happening.
There have been many
different manifestations of
the music of Martin Taylor.
What formats and fellowmusicians do you look back
on with highest regard?
Basically, I can only play one way
and I have one sound, but I’ve
always been open to different
14
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kinds of music which is why I’ve
worked with so many diverse
artists from Bryn Terfel to DJ
Fink, and Bill Wyman to Prefab
Sprout. I only play one way
and if I think I can contribute
something to the music without
diluting what I do then I’m
certainly up for it. It certainly
makes life interesting.

Photo by Jo Hanley

Forming my group Spirit of
Django was a more obvious move.
I grew up listening to Django,
he’s the reason I play the guitar,
and people already knew that
I’d toured and recorded with
Stephane Grappelli and sat in
Django’s chair from 1979 to 1990.
I’d already been asked to record
a contemporary homage to
Django, but, when I was asked
to play on those ‘Nicole-Papa’
TV ads for the Renault Clio, I
suddenly got a lot of pressure to
go in that direction for a while,
and I was very happy to do so.
I think some of the collaboration
highlights for me are working
with some of my early guitar
heroes like Barney Kessel, Herb
Ellis, Charlie Byrd, Joe Pass, and
Tal Farlow. They inspired me
when I was a kid, so getting to
work with them and become
close friends was amazing.
How did your association
with Stephane Grappelli
come about? What
memories do you have of
working with him?
I first met Stephane in 1976 at a
small theatre near where I live
in Perthshire, Scotland. The great
Ike Isaacs, who was my dear
friend and guitar mentor, was
playing in Stephane’s group at
that time, so I went along to say
hello. I only met Stephane briefly
on that occasion, but in 1979 I
got a call to play some concerts
and a couple of TV shows with
Stephane in France and Belgium.
By this time, Ike had left the
group and Diz Disley dropped
out of the tour, so I replaced Diz
for those shows. John Etheridge
was on that tour and Phil Bates
on bass. It was actually Phil who
suggested to Stephane that I play
on those shows.

I was only 22 at that time, but I
knew all those old jazz standards
because my dad, Buck Taylor,
was a jazz bassist and I grew up
playing this music. That really
surprised Stephane and made it
easy for him to call tunes.
At the end of that short tour
Stephane asked me to join him
a couple of months later on his
next US tour, and that was the
start of my career in America. We
recorded a couple of albums in
California for Concord Records,
then Concord signed me in
1981. Playing major venues and
Jazz festivals in America with
Stephane meant a lot of people
got to hear me play, and it wasn’t
long before I was asked to start
touring there as a solo artist in
my own right.
What with Stephane and
Spirit of Django, there is a
temptation to think of you
as a Hot Club-style guitarist,
though this is clearly
ridiculously limiting as a way
of describing your work.
I’m not a Hot Club guitarist, but
I can kind of play in that style
because I was raised on Django’s
music. I just have my own way of
doing it. Stephane actually gave
my group Spirit of Django its
name. When he heard a track
of me playing Minor Swing with
the group he said I managed to
capture the spirit of Django but
did it in my own style. That’s how
we got our name.

Playing with Barney Kessel
and Charlie Byrd in the
group Great Guitars must
have been amazing. How do
they place in your pantheon
of guitarists?
I don’t think there’s been another
guitarist that can swing quite as
hard as Barney. When he got into
that zone it was something to
behold. He was a great devotee
of Charlie Christian and also
knew him well. That was his jazz
lineage. Charlie was a beautifully
melodic player who did so much
to bring Brazilian music to the
USA and then the world. That
strong influence is still very
much with us in jazz today. They
were also great guys to hang out
with, kind, generous, supportive,
encouraging, and both had a great
sense of humour too. We had
many good laughs together on
the road. I was very fortunate to
know them.

is based. He was very involved
in the early development. I did
consider moving over at that
point, but my wife wasn’t so keen.
I think I have the best of both
worlds travelling between the
two places and am very fortunate
to have carved out a career for
myself in America. I love playing
there. It’s the home of Jazz.
You have three terrific lineups for The Great Guitars in
different countries, but, sadly,
not the UK.
I’ve endeavoured to keep
The Great Guitars alive with
several incarnations in different
countries. In the US I have Frank
Vignola and John Jorgenson with
me, in Europe and Scandinavia we
have Great Guitars tours booked
with Ulf Wakenius and Bireli
Lagrene, and in Japan Ulf and I are
joined by Hirofumi Asaba who
plays very much in the Barney
Kessel style. Ulf and I also tour
together every year in Japan,
Korea, China, and South East Asia
and we both love being in that
part of the world.
And your next tour?
I just did a bunch of touring after
18 months at home during the
pandemic. I went back to America
to hold my annual New York
Guitar Retreat in the Catskills
and played some duo concerts
with Frank Vignola, then Ulf and I
played in Norway and Denmark.
I also played solo shows in
Italy and Germany and in Spain
at JazzSantander with Mark
Whitfield, Peter Bernstein and
Philip Catherine. It felt good to
be back on the road, but I don’t
plan to tour again until April 2022
when I go back to California
and play a coast to coast Great
Guitars tour with Frank and

John. I do a lot of work from my
recording studio at home.
How long have your Guitar
Retreats been running?
What can you tell us about
the choice of locations
and the content and aims
of the courses? And what
does the choice of the word
Retreats signify?
I started doing these Guitar
Retreats over ten years ago.
We do four retreats a year
in California, New York, Italy,
and Scotland. We find stunning
locations to hold them and I
always have one or two guest
guitar teachers with me.
We have workshops during
the day, we eat great food, and
we play at night. Many of the
guitarists bring their partners
with them, so it’s a vacation as
well as a few days of learning.
People often tell me how these
retreats have been life changing
experiences for them. Many
come back multiple times and it’s
so rewarding for me to see how
much everyone gets from the
retreats and how their playing
goes from strength to strength
over the years.
You are also involved in
guitar design with Fibonacci.
How did that come about?
In 1996 I met an American guitar
collector called Scott Chinery.
Steve Howe, the guitarist from
the legendary prog rock band Yes,
introduced me to Scott and he
invited Steve and me to his house
in New Jersey to see his amazing
guitar collection and ask us to
make a recording of around 70 of
the 3000 guitars in his collection.
Steve and I recorded The Chinery

Photo by Jim Simpson

When did you partially relocate to the United States?
How do you divide your time?
I’ve been working regularly in
the US since 1979, but I’ve never
totally relocated there despite
spending about four months of
the year there. All my family are
in Scotland, so that’s where I
need to be. It’s where my heart is.
When I started my online
guitar school in California
with ArtistWorks my son and
manager James relocated with his
wife Alison to Napa, California
where my school at ArtistWorks

1987 Jazz Awards: Martin (middle row, L) with John Barnes,
Dick Morrissey, Dave Green, Brian Lemon, Peter King, Allan
Ganley, Roy Williams and Humphrey Lyttelton

Martin and young pupils at Birmingham Jazz Festival
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Guitar Collection and The
Chinery Blue Guitar Collection
at a studio in Pennsylvania for an
album called Masterpiece Guitars
(The Guitar Label).
The collection then went to the
Museum of American History at
the Smithsonian in Washington
celebrating 100 years of the
jazz guitar. The Smithsonian put
on a big centenary celebration
concert at the Wolftrap Center
for the Performing Arts in Vienna,
Virginia, which I played at with
George Benson, Larry Coryell,
Kenny Burrell, Johnny Smith, Andy
Summers and Tuck Andress. I
also recorded another famous
guitar collection in California a
couple of years earlier and this
got me interested in the history
of vintage and fine guitars and got
me started with my own private
guitar collection.
I’d also got interested in
designing guitars back in the
early 90s when Yamaha asked
me to co-design a jazz guitar
with their chief guitar designer
Martyn Booth. We came up with
a nice guitar which proved quite
popular. Bireli Lagrene and a few
other top jazz guitarists still play
that model.
Then in 2000 I co-designed a
guitar with a wonderful Scottishbased luthier called Mike Vanden.
I’d just signed a record contract
with Sony-Columbia and had
specific ideas about the kind of
guitar I wanted to use on the
recordings, so we designed the
‘Martin Taylor Artistry’ guitar.
Mike handmade quite a few
Artistrys for clients around the
world and he built me three
which I still have. They were
very high-end guitars and quite
expensive, so weren’t for the
mass market. I played the Artistry
on both my Sony albums, Kiss and
Tell and Nitelife.

About 15 years ago I was
approached by Peerless Guitars
in Korea to design a more
affordable, but still high quality,
handmade guitar. I designed two
guitars with Peerless, the ‘Martin
Taylor Maestro’ and the ‘Martin
Taylor Virtiuoso’. It was through
Peerless than I met Graham
Esson who went on to start his
own company Fibonacci Guitars.
The guitars I now play are all
handmade by Fibonacci. It’s a
boutique guitar-manufacturing
company with an amazing small
team of luthiers based in and
around Surrey. The ‘Martin Taylor
Joya’ by Fibonacci has been
very successful, so we’re now
launching two more models
called the ‘Lola’ and the ‘Ruby’.
Any new projects?
I’ve recently been made an
Honorary Vice-President of NYJO
and hope to get more involved in
helping young UK jazz musicians,
and I’ve also been asked to do
some teaching at Berklee College
of Music in Boston.
I keep pretty busy in my studio
at home recording and filming
for my online school and for
my patrons on Patreon. I wrote
four guitar tuition books during
lockdown and plan to write more
over the next year or so.
I’m also planning a solo UK
tour in 2022 as I haven’t toured
solo in the UK for many years.
I’m trying to take things a little
easier these days and the idea of
driving around the UK with my
guitar and playing four or five
solo concerts a week around the
country sounds very appealing to
me. Playing live is such a special
experience and I think everyone’s
ready for more live music after
what we’ve all been through in
recent times.
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THE ORIGINAL SANDY BROWN
JOHN LATHAM profiles another star performer from a great age of British jazz.

Sandy Brown was the one true
original of British jazz. The curse
of jazz in this country is that it
was (and is) wholly imitative.
From Nat Gonella (Louis) to
Humphrey Lyttelton (Buck
Clayton), musicians tried to copy
their American idols. This was
what audiences wanted. Denied
access to their trans-Atlantic
heroes, they sought musicians
who sounded like them. Many
were the bands who provided
this, whether the styles were New
Orleans, Chicago, Kansas City or
New York. We all know who.
Sandy Brown was the exception.
Now almost forgotten except to
his dedicated followers, he sought
to cut a different path. Not only
did he approach his clarinet in an
unorthodox way, with percussive
attack and abrasive screeches,
he was brave enough to write
much of his own material. Hardly
anyone else in Britain was doing
this. If you listen to African Queen
of 1955 you are astounded by
the Afro melody, the rhythm, the
drive, the crescendo, the interplay
between Sandy and trumpeter Al
Fairweather. No one else in the
world was making music like this!
His interest in African music had
been inspired by a group from
Dahomey (now Benin) which
he had heard in Paris whilst on
holiday there in 1949 with his
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pals and his clarinet (Lake LACD
133 Sandy’s Sidemen).
The impact and success of African
Queen led to a further compilation
of African-influenced music,
McJazz of 1957, of which Go
Ghana (composed in collaboration
with ex-schoolmate Stan Greig)
is outstanding. His solo on Wild
Life is so creative and personal
no other musician in the world
could have extemporised it (Lake
LACD 58 McJazz and Friends).
The collection was received with
great acclaim. Steve Race in the
Melody Maker on the 31st January
1959 rated it as one of the twelve
greatest jazz recordings of all-time.
But audiences are fickle. The
Trad boom was burgeoning
and audiences did not want
challenging music with driving
rhythms, African influences
and unorthodox melodies.
They wanted familiar tunes, a
comfortable beat, and comic
costumes. They only really wanted
a show, and were no longer
listening to the music. But they
paid the bands and the bands
had to give them what they
wanted. So it is not surprising that
Sandy’s next production in 1959
was much more conventional, a
sobering moment (Lake LACD
193 Al and Sandy). Most of the
tunes were standards.

Yet clearly Sandy wanted to
continue to innovate, and
in 1960 came another issue
Doctor McJazz, with original
tunes. Portrait of Willy Best is the
outstanding track, with Sandy
cutting the striking introductory
melody calls. But the African tinge
has largely gone. This collection
was clearly targeted at a more
orthodox audience (Lake LACD
211 Doctor McJazz). Gradually
the band had moved towards a
small band Basie sound under
the influence of Al, who was now
effectively leading the band. Al
had been with Sandy since their
schooldays in Edinburgh, but
Sandy was now heavily involved
with his commitments as an
acoustic architect. 1962 saw
another production The Incredible
McJazz, but again standards
predominated (Lake LACD229
The Incredible McJazz). Sandy
continued to play great clarinet,
but the emphasis on personal
inventiveness was suppressed in
the wider context of the band.
Sandy had discovered that just
as audiences wanted what they
were familiar with, so did other
members of the band. Standards
were far less challenging!
Then in 1963 came The Beatles.
Within months the post-war
jazz boom was over and bands
were in difficulty. It is interesting

to speculate as to whether
the Sandy Brown band had an
influence on Messrs. Lennon and
McCartney. They would have
been the interval band at The
Cavern in Liverpool to Sandy’s
band on their regular visits,
and would have heard them
doing tunes they had composed
themselves rather than just
copying American stars. Is this
what triggered them to do the
same and start composing songs
themselves? This of course is
just speculation, but the fact of
the matter is that The Beatles
killed off jazz in Britain – and the
rest of the world. Al and Sandy
struggled on, and there was one
last important recording in 1963
as Sandy Brown’s All-Stars (Lake
LACD160 Work Song). Good
though it is the tunes were
standards. This effectively was the
end of the band and Al was soon
to decamp for Acker Bilk’s band,
one of the few bands left playing
that could make a living.
But the breakup of the band
was a liberation for Sandy.
No longer constrained by
commercial limitations, tiresome
arrangements and unimaginative
musicians, he was free to seek
other outlets. It was about this
time too that he discarded his
old Boosey and Hawkes 8-10
clarinet and switched to a Selmer
10G, which had a wider bore and
bigger tone. In 1966 he played an
absolutely superb session at the
Gallery Club in Nottingham, with
a trio led by pianist Brian Lemon,
plus trumpeter Ray Crane. This is
just a pick-up session, but Sandy
is now off the leash, free to play
as he pleased. All the tracks show
Sandy at his stunning best, with
Roll’em Pete outstanding. The
drive and swing and overarching
spontaneity is staggering. No
African tunes here of course, just
Sandy doing the basics. It is also
great because we hear Sandy live
making the announcements and
working a club audience (Spotlite
CD SPJ901 Splanky).
Sandy continued to do occasional
broadcasts, recordings and gigs
including what many would
consider to be his masterpiece.
In December 1969 the great
American blues pianist Sammy
Price was in London, and on the

3rd Sandy did a broadcast with
him for the BBC with a band
which included Chris Barber.
The following day he was in the
recording studio with Sammy
and a band which included Roy
Williams on trombone and
Lennie Hastings on drums.
During a break, Sammy asked
Sandy to do a blues with him,
and the result was a take of
In The Evening, a favourite of
Sandy’s. It was so outstanding
that they did a second take.
Both of these takes, arguably
the best things Sandy ever did,
were issued on Black Lion (Black
Lion BLCD760159 Barrelhouse
and Blues. Also Jazz Colours/da
Music CD 874775-2 Blues For The
Bluesicians). No one could match
these. Either of these tracks
confirm Sandy as a world figure
in jazz. The tragedy is that by
this time the market for jazz was
moribund and there were few
who wanted to hear him.
Despite the state of the market,
Sandy was not deterred, and
in 1971 he was again in the
recording studio, this time with
the Brian Lemon trio. By now he
knew that the only way to say
what he wanted to say musically,
he had to operate alone with just
a rhythm trio, unimpeded by other
musicians. As he had found in the
Splanky session at the Gallery
Club in Nottingham, Brian Lemon
was an ideal accompanist. The
outcome was the splendid Sandy
Brown with the Brian Lemon Trio
(HEP CD 2017). On some tracks
Sandy plays two clarinets by intertracking, but the best number is
the straightforward 8-bar blues
Eight. Sandy was always at his
best on the blues, the mark of
the great jazz musician. Sadly this
turned out to be Sandy’s last
important recording.
There were later recordings,
including an LP with Earle Warren
in New York in February 1974
with Dill Jones on piano, but this
was not the best of sessions
and has not been transferred
to CD format (RCA Records
LFL 1 5066 Earle Warren). It
was a bitterly cold day, and
Sandy found it difficult to get
his clarinet up to pitch, despite
putting it on the radiators! He
was not in the best of health,
although Dill recalled that this
was not obvious at the time.
A year later he was dead due
to malignant hypertension. He
died in his armchair in front of

his television watching Scotland
play England at rugby, a dram
of whisky at his side. It was the
15th March 1975. He was 46. He
once claimed to have calculated
that the average life span of a
jazz musician was 44 years. He
had only just beaten this!
So it is nearly fifty years since
Sandy’s death. What then is
there left to say about Sandy
Brown and his legacy? This
study has focussed on Sandy’s
key recordings, so that those
unfamiliar with his work – or
who are revisiting it - can
pinpoint some of the seminal
moments of his recording career.
Like all jazz musicians, history
can only know them through the
recordings they have left. But
Sandy, despite his short career,
was fairly prolific, and he made
many other good recordings
which are worth hearing even
after all these years. For example
in 1956 he made some excellent
sides with Wally Fawkes of
which Baby Brown (no relation)
is probably the best track (Lake
LACD 12 Juicy and Full Toned).
There is also a splendid recording
of Sandy’s early Edinburgh band
from 1952 (Lake LACD94 The
Historic Usher Hall Concert 1952).
Those seeking full details of
Sandy’s recordings should consult
the Sandy Brown Discography
obtainable from Gerard
Bielderman, Nijenhuislaan 153,
8043 WB ZWOLLE, Netherlands.
Tel: 038-4537821, gerard.
bielderman@telfort.nl, http://
gerardsdiscos.jimdo.com/.

As a qualified architect
specialising in acoustics, he
worked for the BBC before
setting up his own practice.
Sandy Brown Associates LLP of
55 Charterhouse St, London
EC1M 6HA is now the biggest
acoustic architectural consultancy
in Britain with branches in
Edinburgh, Belfast, Manchester
and Birmingham, quite apart
from their London office. On the
evening of Monday 8th July 2019
they held a party in the Elgar
Room of the Royal Albert Hall
in London to celebrate the 50
year’s anniversary of the founding
of the company by Sandy. Digby
Fairweather and his band
provided the music!
So what does the future hold
for the memory of Sandy?
Surprisingly, private recordings of
sessions by Sandy keep turning
up, some from as far away as
Australia. These include a series
of sessions from the Dancing
Slipper in Nottingham from
the early 1960s, and numerous
radio broadcasts. The problem
is that it is no longer financially
viable to issue these new ‘finds’
as CDs as the number of copies
likely to be sold would be in
tens rather than hundreds. The
market for CDs is effectively
dead, and the only way people
can hear these new discoveries

is by obtaining personal copies
from those who have them.
Sadly, we have to contemplate
a world where audiences are
incapable of understanding the
music of people like Sandy. Most
people these days cannot even
sing Happy Birthday To You in tune,
and would find it impossible to
follow an improvised melody line
such as Sandy creates in Wild Life.
What seems to pass for music
these days for many is rhythmic
vocal grunting to the deafening
cacophony of electric guitars!
So we are left with a situation
where those who can appreciate
Sandy’s music form a small clique,
making Sandy almost a cult figure.
But fortunately, much of his best
work is still out there, as this
article has shown. If you are new
to Sandy, start with African Queen,
and follow it with the two takes
of In the Evening with Sammy
Price - and if you are returning to
his music after some time – do
the same!
JOHN LATHAM has just
completed his 300th edition
of the Sandy Brown Society
Newsletter.
www.sandybrownjazz.co.uk

Quite apart from his clarinet
playing, Sandy was also highly
literate and a regular contributor
to the press on jazz matters,
including magazines such as The
Listener. After his untimely death,
his architectural partner David
Binns put together a collection
of his articles:, The McJazz
Manuscripts. A Collection of the
Writings of Sandy Brown, edited
by David Binns, London and
Boston: Faber and Faber 1979.
(A paperback edition of this is
still available from Amazon books
for £15 you look under the title
McJazz Manuscripts). For Sandy
was never a full-time professional
musician, or dependent upon
playing for his living. This gave him
the enormous freedom to play
as he pleased, not constrained
by the tyranny of unappreciative
audiences. Few musicians enjoyed
this luxury.
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THE LEGACY OF GEORGE WEIN
by SCOTT YANOW
but they were very good training
grounds for what was to follow.
Elaine Lorillard and her husband
Louis Livingston Lorillard were
residents of Newport, Rhode
Island who thought that a jazz
festival would be the perfect
recipe to liven up the summer in
Newport. They also thought that
the 28-year old Wein would be
the perfect person to organize
and run it. They were right on
both counts.
George Wein has been such
a major part of the jazz and
music world for so long that it is
difficult to believe that he is no
longer with us.
Wein, who passed away on
September 13, 2021, 20 days
shy of his 96th birthday, is
synonymous with the Newport
Jazz Festival. One can argue
that he largely invented the jazz
festival although that is not quite
true. The Paris Jazz Festival in
1949 preceded Newport by five
years, and there were major
all-star jazz concerts as early
as the 1930s. But Newport
was different because, rather
than being a one-time special
event, it has continued on an
annual basis (with a few pauses)
up to the current time. Before
Newport, there were no annual
jazz festivals and jazz was always
associated with smoky nightclubs,
dance halls, bars and dives. It
was such a major change to have
the music played outside in a
relatively healthy atmosphere.
Wein became a driving force
in setting up and running many
other music festivals throughout
his career. But even with all of
that, he was first and foremost a
musician and his skills as a pianist
helped him build trust with his
fellow musicians rather than
being seen merely as an employer.
George Wein was born in Lynn,
Massachusetts on October 3,
1925. He grew up in nearby
Newton and began piano lessons
when he was eight. Although he
had five years of classical study,
jazz and the swing music of the
big bands interested him much
more. At 13 he began lessons
with Sam Saxe, a teacher who
loved the playing of Earl Hines.
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Partly due to that along with his
own affection for the style, Wein’s
infectious piano playing always
sounded a bit influenced by Hines
(although without the timedefying breaks). He had an older
brother who also loved jazz and
lived in New York, so Wein as a
teenager was able to go to clubs
on 52nd Street and see many of
the greats. He also became good
friends with trumpeter Frankie
Newton and had an opportunity
to sit in with Lionel Hampton
while still a teenager.
After a brief and unsatisfying
few months in college, he was
drafted and served in the Army
during 1943-46, a period he
would just as well have skipped.
Upon his discharge, Wein took a
little while to comprehend the
new bebop music, and instead
he became part of the Boston
trad jazz scene, often playing with
cornetist Ruby Braff, trumpeter
Max Kaminsky, trombonist Miff
Mole, and clarinetist Pee Wee
Russell. He also produced his
first concerts, helping to gain
employment and more money for
some of his musical heroes.
While Wein freelanced as a
pianist, the idea of opening his
own venue became a reality
in September 1950 when he
opened Storyville in Boston. He
started off by booking the Bob
Wilber Sextet for six weeks.
The Storyville club was a fixture
throughout the 1950s. In addition,
Wein operated his own Storyville
label, recording Charlie Parker,
Gerry Mulligan, Lee Konitz,
Ruby Braff, Lee Wiley, and Billie
Holiday with Stan Getz, mostly at
Storyville. Both the club (which
he left in mid-1960) and the label
were gone by the early 1960s,

The Newport Jazz Festival
was successful from the start
in 1954 as Wein booked the
biggest names in jazz and
proved to be such an astute
businessman that he was able to
turn a profit. As early as 1956
in the Bing Crosby movie High
Society, many references were
included about the Newport
Jazz Festival. The 1955 festival
was notable for Miles Davis’
‘comeback’ during a set with
Thelonious Monk that alerted
the critics that the trumpeter
was entering his prime. Duke
Ellington’s unexpected success
at the 1956 festival (topped off

by Paul Gonsalves’ marathon
tenor solo on Diminuendo And
Crescendo In Blue) made national
headlines The following year at
Newport, producer Norman
Granz recorded several notable
albums worth of material by his
artists on Verve, and some of the
highlights of the 1958 festival
were documented in the colour
film Jazz On A Summer’s Day.
However, a riot by a large
number of drunken partiers
resulted in the 1960 festival being
cut short and the 1961 event
being cancelled. Despite that,
Newport made a comeback in
1962 and continued being the
most prestigious jazz festival. In
1969, Wein initiated a disturbing
trend. Wein booked several rock
groups at Newport including
Jeff Beck, Jethro Tull, Sly & The
Family Stone, Frank Zappa, and
Led Zeppelin. The overcrowded
festival came very close to being
cancelled halfway through due
to disturbances. In 1971 many
younger rock fans crashed the
gates and the resulting riot shut
down Newport altogether.

George Wein got inventive in
1972, moving the festival to New
York where it enjoyed great
success throughout the ‘70s. In
1981 it returned to Newport
where it continued enjoying
its former success. Planning to
retire at 81, in 2007 Wein sold
his company, Festival Productions,
to some younger entrepreneurs,
but they completely mishandled
Newport and the festival almost
went broke. Wein reacquired
the company by 2009, saving
Newport. In 2017 he made
bassist Christian McBride the
artistic director of Newport
although Wein remained active in
the festival up until his death.
After his success with the
Newport Jazz Festival, Wein
founded the Newport Folk
Festival, the New Orleans Jazz
And Heritage Festival, the
Playboy Jazz Festival, and other
major events throughout Europe
and America. He became the
most famous and influential
festival producer in the world.
While he deserves plenty of
praise, there was one fault to
George Wein’s programming. He
often booked non-jazz groups
at his jazz festivals in hopes of
getting larger audiences. While
having an occasional departure
is understandable, I will always
remember a version of the Kool
Jazz Festival that came to Los
Angeles in the 1980s which
featured R&B and Motown acts
and not a single jazz artist. That
trend to a certain extent has
occurred at many other so-called
jazz festivals, watering down
the line-up (particularly in the
United States) and hurting jazz
in general. So even George Wein
was not perfect!
On the brighter side, Wein
remained active on a part-time

basis as a pianist throughout
his life. He loved playing and,
despite updating his style a little
in his later years, he remained a
swing-based player who usually
hinted at Earl Hines. While his
other activities overshadowing
his playing, one should never
underrate Wein’s skills as a pianist.
Fortunately George Wein
recorded fairly regularly
throughout his life. His first
recordings were on a 1951
album called Jazz At Storyville
that teamed him with either
Ruby Braff or Johnny Windhurst
on trumpet, trombonist Vic
Dickenson, and clarinetist
Edmond Hall. That year he also
recorded with Wild Bill Davison
and he accompanied Lee Wiley
in 1952. Other early recordings
include dates with Pee Wee
Russell, Sidney Bechet (1953) and
Ruby Braff. In 1955, Wein was
featured not only as a pianist but
as a singer on Wein,Women and
Song, an Atlantic album that also
included either Ruby Braff or
Bobby Hackett on cornet. Wein
made other worthy albums with
Vic Dickenson (Vic’s Boston Story),
Braff (The Magic Horn), and at a
concert in Belgium with Sidney
Bechet (1958).
1959 was the birth of the
Newport Jazz Festival All-Stars
(later simply called the Newport
All-Stars). The group, which
changed personnel through the
years, often played Dixieland
and swing. An Atlantic album
had Wein with a hot combo
that included trumpeter Buck
Clayton, Dickenson, Russell, and
tenor-saxophonist Bud Freeman.
Their most famous recording,
simply called George Wein And
The Newport All-Stars, was
made for Impulse in 1962 and
featured Braff, Russell, Freeman
and valve trombonist Marshall

Earl Hines at Newport
Brown. Later versions of the
group in the 1960s included
such notables as trombonists
Al Grey and Lou McGarity,
clarinetists Edmond Hall and
Peanuts Hucko, trumpeter Max
Kaminsky, cornetist Muggsy
Spanier, baritonist Gerry Mulligan,
vibraphonist Red Norvo, guitarist
Barney Kessel, violinist Joe Venuti,
and bassist Slam Stewart. Many
of those classic players were
old friends who had played at
Storyville in the 1950s.
Wein, who was the pianist on
the only album that violinists
Venuti and Stephane Grappelli
made together (1969’s Venupelli
Blues), did not record much in
the 1970s. After 15 years, he
brought back a new version of
the Newport All-Stars in 1984,
playing piano next to such
young swing greats as tenorsaxophonist Scott Hamilton
and cornetist Warren Vache. In
1992 for Arbors he recorded
his second vocal album, Wein,
Women and Song and More,
utilizing Vache and guitarist
Howard Alden. That year for
Columbia he led Swing That

Music which had Vache, Clark
Terry, Al Grey, and tenors Illinois
Jacquet and Flip Phillips. A later
version of the Newport All
Stars included clarinetist Anat
Cohen, Howard Alden, bassistsinger Esperanza Spalding and
drummer Jimmy Cobb along
with the veteran and swinging
pianist-leader.
George Wein, who in 2003
completed his lengthy and mostly
entertaining memoirs (with
Nate Chinen) Myself Among
Others: A Life In Music, always
was at his most enthusiastic
when he discussed jazz and told
stories about his adventures
with the jazz greats. He never
stopped loving and helping
the music, and a countless
number of performances and
recordings took place due to his
encouragement and guidance. His
legacy to jazz is huge.
Scott Yanow has written
11 books on jazz and
can be reached for
interesting assignments on
scottyanowjazz@yahoo.com.

George Wein with Bobby Hackett
& Louis Armstrong

Paul Gonsalves at Newport
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ON RECORD

CD REVIEWS

ALEX RIEL & STEFAN
PASBORG
UNIVERSE LIVE

REVIEWS
brings an intense blues-rock
feel to Long Before I Was Born
with Tuxen in powerful support.
Tuxen is again prominent on an
exhilarating Byen Vagner, what
the notes accurately call a ‘wild
tour de force’ before he settles to
backing Annisette’s poignant Smile
with sympathetic chords.
Riel and Pasborg favour brisk
continuity between tracks and
seldom indulge themselves in
leaving in applause, but the live
atmosphere is always there on
an album that never becomes
routine.

RON SIMPSON

Stunt Records STUCD 21012:
44.27
This vibrant and highly varied
album charts the musical bond
between two top Danish
drummers, Alex Riel and
Stefan Pasborg. Alex, godfather
and mentor to the younger
drummer, teamed up with him
in their project, Alex Riel and
Stefan Pasborg Universe. This
album brings together live
tracks recorded with different
guests in five different locations,
four in Denmark, one in the
Faroes, between 2009 and 2019.
Near-regulars are guitarist
Niclas Knudsen and Jeppe
Tuxen on Hammond B3, with
Palle Mikkelborg also a potent
presence as trumpeter and
composer or part-composer of
three of the tracks.
The opening Intro, trumpet and
percussion in an airy spacy
acoustic, doesn’t prepare us
for the explosion that follows
with Mikkelborg’s Adonis Has
Landed, Knudsen and Tuxen in
exciting form over the dynamic
drumming of the leaders. Better
Get Hit in Your Soul is something
else again, Dawda Jobarteh’s kora
creating the perfect sound world
for Mingus’ infectious tune and
Dan Hemmer taking over on
Hammond to great effect.
Imaginative instrumental
configurations feature, Bless
You mainly flute over multiple
percussion, Mikkelborg’s
harmonised trumpet and
Pasborg’s drums as a duo
beginning a journey that ends
with a brief statement of
Mikkelborg’s ballad Ultimate
Tears, a friendly drum battle on
Drumheads. Singer Annisette
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The album’s thirteen tracks
recorded in December 2020 and
April 2021 are GASbook gems.
Many of the numbers are heard
frequently at gigs and jam sessions
up and down the land and it’s the
familiarity that breeds nothing
but admiration for Ryan and Safir.
From Moonlight in Vermont to
My Foolish Heart Ryan’s reading
of each and every number is
a joy to listen to. Mancini and
Mercer, the Gershwins, Kern
and Hammerstein and more are
represented and to list song titles
would be superfluous. The above
names should reassure anyone
considering taking a punt on this
album released by Bell Note
Records.

RUSSELL CORBETT

PAUL RYAN AND
JAMIE SAFIR
LOVE LOOK AWAY

CHRIS CONNOR

Bell Note Records BLA002:
46:46

THE EARLY YEARS SINGLES
& ALBUMS 1952 - 56

Paul Ryan is an established
figure on the jazz scene,
particularly in the London area.
The Pheasantry, the Soho Pizza
Express, Ronnie Scott’s, all have
offered the vocalist a platform
to sing songs from his extensive
repertoire of Great American
Songbook numbers. If Ryan is in
his prime, pianist Jamie Safir is
in the nascent stages of what is
all but guaranteed to be a long
career in music. Listening to
Love Look Away it is abundantly
clear Ryan interprets the songs
in a straightforward, unaffected
manner. Guildhall graduate Safir
is equally straightforward in
his piano accompaniment to
the senior man in this winning
partnership. The singer-pianist
format doesn’t offer a hiding
place with any failings all too
easily exposed. No such worries
here, Ryan’s assured baritone
voice eschews vocal gymnastics,
the lyric is all important. Safir
does little to embellish the
timeless material, making this
singer-pianist duo a match made
in jazz heaven.

Acrobat ACTRCD9115 3 CDs
72:09 / 72:14 / 73:02
This superb collection highlights
the undoubted talents of Chris
Connor, whose prolific output
of recordings during the 1950s
earned her critical acclaim for
her distinctive jazz vocal skills
and as a fine interpreter of the
American Songbook. June Christy
and Anita O’Day immediately
spring to mind when I hear her
voice. Stylistically, she shares the
same breathy, intimate style and
ease of phrasing and of course all
enjoyed a spell with Stan Kenton
at some point in their careers,
Christy even recommending
Connor to the bandleader when
she was leaving!
Early recordings with the
orchestras of Jerry Wald and
Claude Thornhill are featured
here, followed by various
titles with Kenton released on
Capitol in 1953. It was the era
of the novelty number so not
everything suits, but the line-ups
are impressive with some great

solos on Jeepers Creepers and
fine deliveries from Connor on
If I Should Lose You and All About
Ronnie. Some tracks with the
Sy Oliver Band released on the
Bethlehem label in 1954 precede
some memorable small group
sessions; freed from busy big
band arrangements Connor’s
album Sings Lullabys Of Birdland
with brilliant accompanist Ellis
Larkins and her album with the
Vinnie Burke Quartet Sings
Lullabys For Lovers are a delight.
Further collaborations on the
Bethlehem label feature Connor
with pianist Ralph Sharon and
some inspired line-ups. Her
evocative reading of Blame It On
My Youth is enhanced by Herbie
Mann on flute and the trombones
of Kai Winding and J.J.Johnson
lending some colourful layers to
Cole Porter’s From this Moment
On. On balance, I feel Connor’s
best creative work came with her
transition to Capitol Records.
There’s an innovative approach to
the material on the album Chris
Connor, with the singer flexing
her improvisational skills on the
up tempos such as Way Out There
and pacing the ballads to reveal
impeccable sustains and control.
Later tracks in this collection
were featured on the album
He Loves Me, He Loves Me Not.
Mostly ballads drawn from the
pens of the popular composers;
nicely phrased and delivered.

As for the music, it goes from
the pre-Colyer Barber Band
(1951) attacking Stomp Off Let’s
Go with gusto and great work
from the two-trumpet duo of
Ben Cohen and Dickie Hawdon
to an unissued 2018 recording
of Savoy Blues by a line-up of
established British traditionalists
– no Barber alumni.
It sounds like the ideal
Christmas present for the Chris
Barber fan – and so it is with two
caveats. 53 of 69 tracks date from
1963 or earlier, so the Barber
Band is largely represented
by Halcox, Sunshine/Wheeler,
Donegan/E. Smith, Bray/D. Smith
and R. Bowden/Burbidge. If that’s
your favourite Barber period,
that’s perfect, but the Jazz and
Blues Band and (particularly) the
Big Band hardly get a look in.
The second problem applies
most to the Barber devotee. If
you have Lake’s excellent series
of Barber CDs, you’ll have most
of the tracks here, not in this
impressive format admittedly.
CD 1 is early days. The Ken
Colyer experiment surfaces
briefly (glad to re-encounter Isle

of Capri), the Ellington influence
is surprisingly pervasive, Ottilie
Patterson steps up with powerful
performances of blues favourites
(St. Louis Blues, Careless Love,
etc.) and the band gradually
loosens up from the tight and
light early tracks, Pat Halcox
dynamic and Ron Bowden and,
in turn, Graham Burbidge doing
their bit. Lonnie Donegan and
Monty Sunshine’s hits with Rock
Island Line and Petite Fleur appear,
together with the first example
of Barber’s eclecticism (many
more will follow), a live track
with the wonderful Jamaican alto
saxist Bertie King.
Blues and gospel land in CD
2, with two tracks from Sonny
Terry and Brownie McGhee (not
sure how well they fit with the
full band) and the majestic Sister
Rosetta Tharpe inspiring potent
solos from the brass team in a live
performance of Every Time I Feel
the Spirit from Manchester Free
Trade Hall. In fact the number of
live tracks is considerable on this
CD, resulting in some rousing
performances from the Barber
band such as an unstoppable
Sheik of Araby from Birmingham
Town Hall. Ellington is still in

evidence (a lovely Rent Party Blues),
but the material ranges from
Stephen Foster to John Lewis.
Two remarkable New York tracks
team Barber with fine American
line-ups: all he could discover
of the 1920s Clarence Williams
Washboard Band, including the
much neglected Ed Allen in his
last recording session, and an
all-star band with Sidney de
Paris, Edmond Hall and a force of
nature at the piano, Hank Duncan
(a second track by this band is
on CD 3.)
The guests arrive thick and fast
on CD 3, Joe Harriott on a live
track with the full band, blues
harmonica player James Cotton
with an ad hoc quartet (Barber
on bass), Albert Nicholas and
the 1968 band (John Slaughter’s
guitar to the fore), belting out C
Jam Blues, Louis Jordan spreading
joy on two tracks. My personal
favourites are Ed Hall and Ian
Wheeler spurring each on in
High Society and the barrelhouse
pianist Sammy Price leading a
very assorted band: great work
from Sandy Brown and guitarist
Ruan O’Lochlainn. The Barber
Band’s tracks are a mix of New
Orleans and Ellington favourites

and pleasant surprises, notably
Ottilie, with a steadily increasing
repertoire, delivering a charming
Mountains of Mourne.
CD 4 is less successful than
the previous three in giving a
continuous picture of the band’s
progress, with only two tracks
from the 1980s, two from the
1990s and three from the 21st
century. The majority of tracks
feature what might be called
the proto-Blues Band (Slaughter
giving a whole different feel to
the rhythm section) and the
Jazz and Blues Band itself (John
Crocker the extra reed, Roger
Hill replacing Slaughter). Alex
Bradford is featured with the
Barber Band, Chris joins Eddie
Bo and a group of American
musicians and there is a rather
odd Didn’t He Ramble,Van
Morrison’s vocal added years
after Dr. John and a hybrid band
laid down the instrumental.
Ellington (or Hodges) is still
there, with fine versions of Jeep’s
Blues and Good Queen Bess and
the ever-versatile band sounds at
home with Macedonian rhythms
and the Americana of The Band.

RON SIMPSON

VAL WISEMAN

CHRIS BARBER
A TRAILBLAZER’S LEGACY
The Last Music Co.
LMCD 227: 4 CDs,
71.36/73.00/72.45/79.92
This splendid 4-CD set comes
in a small hardback book which
contains detailed notes by Alyn
Shipton on the discs, loads
of archive photographs and,
eccentrically, a piece on Chris’
involvement in motor racing.
THE JAZZ RAG
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on soprano, the voicing subtle, as
he solos, Martin eloquent. Seven
lengthy tracks, good originals and
dazzling playing. What a band!

PETER VACHER

sessions, nor as ‘classic’ as those
1960s Blue Notes, this is still
fabulous jazz. Gordon completists
will snap it up, but it’s just as
entertaining for those who
may know of the big man only
through Round Midnight and that
famous Herman Leonard portrait.
Worth checking out.

SIMON SPILLETT

CHRISTIAN
MCBRIDE & INSIDE
STRAIGHT
LIVE AT THE VILLAGE
VANGUARD
Mack Avenue MAC1192
79.490
Star bassist McBride is a
jazz polymath: poll-winning
instrumentalist, bandleader,
composer, producer, educator,
and all-round activist. Inside
Straight is his once-a-year
pre-Christmas band, usually to
be heard at New York’s Village
Vanguard and recorded there
way back in 2014. Quite why
it took this long to release the
music is not explained. Good,
though, that it is here now.
As anchored by McBride’s bass
playing and by mighty drummer
Carl Allen, there can be no doubt
that swing is the intention; add
in pianist Peter Martin, altoist
Steve Wilson and album star
Warren Wolf on vibes and you
have quite a combination. Wolf
was quite new on the scene in
2014, but has made a name for
himself in the interim. His Sweet
Bread opens, a jubilant stopstart piece, with his brilliantly
complex solo pleasing the VV
audience and this listener too.
Wilson follows, resourceful,
liking a lot of notes, sometimes
straining and moving into a shrill
higher register, the drive from
Allen utterly compelling. McBride
calls it ‘fun, swinging and fiery’
and he’s right. Martin is another
insistent player, Tyner-esque in
his execution, layering idea upon
idea. 12 minutes of joy. This
feels like a band that’s together
in every sense of the word; viz
McBride’s own Fair Hope Theme,
also stop-start with Wilson
leading, Wolf again the hero,
before a virtuoso bass solo leads
into the out chorus. Just for a
change after all the urgency, it’s
Wilson’s Ms Angelou, softer, more
lyrical, Wilson stating the theme
22
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DEXTER GORDON
QUARTET
WILLISAU 1978
TCB 02452 70.51
It’s all too tempting to trot out
the ‘no second acts in American
lives’ line when dealing with
Dexter Gordon’s late 1970s
‘homecoming’ period. While the
saxophonist’s return to the US,
after a decade-plus self-exile in
Europe, was indeed a success
in all sorts of ways, cocking
a relaxed snook at F. Scott
Fitzgerald’s famous maxim, it was
hardly a new beginning, certainly
not style-wise. Nor did Long Tall
Dexter surrender his continental
connections once back on
his own turf. This previously
unreleased Swiss concert from
1978 has the best of both
worlds – a top-flight US rhythm
section in George Cables, Rufus
Reid and Eddie Gladden and the
pin-sharp audio quality we’ve
come to expect from European
radio recordings. The programme
is typical for this period of
Gordon; standards like On Green
Dolphin Street nudge alongside
jazz compositions like Hi Fly and
Strollin’. Dex and his men make
light work of them all, so much
so that it’s almost impossible to
single out a ‘best’ performance.
For sheer swing (as well as
confirmation of Gordon’s place
in the lineage between Lester
Young and later tenors) try The
Jumpin’ Blues; for an example
of the leader’s heavy-toned,
sentiment-oozing, balladry there’s
Old Folks, the serenity of which
is blown apart by a stunning
unaccompanied piano interlude.
Maybe not as good as the
contemporary Columbia

JOE VENUTI AND
EDDIE LANG

raises a smile), Jimmy Dorsey’s
contributions on alto sax,
baritone sax and clarinet
are required listening and
an undoubted highlight is
Bing Crosby singing Some of
These Days. In his sleeve notes,
Steve Voce writes, ‘Bing’s fine
performance here on Some of
These Days is the last example
of what a fine jazz singer he
was before his record company
dictated that jazz was out.’ It’s a
sobering thought that the Blue
Five’s February 1933 Columbia
recording of Pink Elephants is the
ill-fated Lang’s final contribution
to this Retrospective album. Less
than one month later, at the age
of thirty, Lang died in hospital in
California. If Venuti and Lang are
underrepresented in your record
collection, Stringing the Blues
would be a worthy addition.

RUSSELL CORBETT

STRINGING THE BLUES
Retrospective RTS 4386: 2 CDs,
157:50
The Retrospective label tags
this two-disc release Their 52
finest 1926-1933. That’s a good
summation of the material and
calibre of musician Joe Venuti and
Eddie Lang were working with
during the period. In a little over
six years the celebrated string
duo recorded with some of the
famous names of the day - Bix
Beiderbecke, Hoagy Carmichael,
Bing Crosby, Jimmy Dorsey,
Tommy Dorsey, Bud Freeman,
Benny Goodman, Lonnie Johnson,
Carl Kress, Dick McDonough,
Miff Mole, King Oliver, Adrian
Rollini, Jack Teagarden, Frankie
Trumbauer, Clarence Williams and such was their standing in
the world of popular music much
of the material was issued with
Venuti and Lang as bandleaders,
principally their Blue Four and
Blue Five outfits. The earliest
recording – Black and Blue Bottom
- dates from September 1926, a
few weeks later they cut Stringing
the Blues, the title of this most
welcome package. The classically
trained Venuti and Lang were
more than a match for anyone
around at the time and their
virtuosity shines through in the
hottest company.
Adrian Rollini’s bass saxophone
can be heard a mile away
(the listing of Rollini’s ‘goofus
& hot fountain pen’ always

DICK MORRISSEY
AT THE BBC 1967:
THERE AND THEN AND
SOUNDING GREAT
Rhythm and Blues RANDBO74:
70:00

Listening to them now with the
passage of time is to appreciate
more fully just how he took
inspiration from Stan Getz’s
tone, perhaps, and Sonny Rollins’
phrasing. He probably found
even more, in truth, in Charlie
Parker. Throughout the sessions,
indeed, we can in his excitingly
free and fluid style, the noble
sonority, the warm and breathy
vibrato, at various times seem
to pick out elements of all the
greats, Ben Webster, Lester
Young, Stan Getz, Hank Mobley
and Sonny Rollins, that he had
evidently assimilated. Simon
Spillett rightly in his sleeve notes
refers to him being ‘an uncannily
convincing synthesiser of the
best contemporary jazz trends’.
But we find ample evidence
of an original voice in, say, the
exuberant freedom poured into
Tubby Hayes’s Off The Wagon,
which somehow anticipates the
composer’s own first recording
of it (and exceeds it in tempo), in
the hard-rollicking bop of Hank
Mobley’s No Room For Squares,
and not least in the haunting
freely-improvised lament found
in Kurt Weill’s much recorded
My Ship.
In fact, all 12 tracks confirm
Morrissey to have been amongst
the most influential of British
tenors and may surprise those
who know him only for his key
role, in the 1970s, in the fusion
between jazz and rock.

For the session with Chucho
Valdes there was a little more
preparation – tunes chosen
and chord changes prepared
in advance – but the air of
spontaneity still prevails. The three
numbers Elias proposed for her
and the Cuban pianist all draw on
the Latin tradition, either Spanish
or Mexican. An extended Corazon
Partio is the most passionate of
the three numbers, Sabor A Mi the
most playful.
Overall Mirror Mirror reflects the
sheer enjoyment of the pianists in
working together, a stylish album
whose elegance and polish belie
its lack of preparation.

RON SIMPSON

ANDREW LIDDLE

To a later generation the name
Morrissey doubtless means
something different, but for
those who tuned into the
BBC’s Jazz Club in the 1960s,
it suggested only one person –
Dick Morrissey, one of the finest
and most innovative British jazz
musicians of his generation.
The recently-unearthed
broadcasts from the BBC’s
archive are from two sessions
in 1967 and find Morrissey in
the familiar company of Harry
South, on piano, bassist Phil
Bates and Bill Eyden, on drums.
They belong to the time he was
virtually synonymous with British
tenor playing, much admired on
the London jazz scene, leading
various quartets, notably at
Ronnie Scott’s.

with a strongly Latin flavour.
The session with the late Chick
Corea dates from 2018, four
tracks comprising two Corea
originals, Kenny Dorham’s Blue
Bossa and a rare excursion into
the Great American Songbook,
There Will Never Be Another You,
a sprightly closer. Elias’ note
explains that the Corea sessions
were notably spontaneous:
‘we were so excited that we
immediately started playing.’
The result is sunny, graceful,
immediately accessible, but
often quite complex, music that
reflects the empathy between
the pianists.

Kelly Martin), in astonishing audio
quality. Garner, though, hasn’t
worn as well in the ‘jazz legend’
stakes as, say, Coltrane, simply
because his sunny swing, smiling
disposition and general joyfulness
don’t tick the boxes of certain
listeners, who seem to want
anger and unanswered questions
at the heart of their departed
giants’ legacies. This matters not;
the music here is first class in
every way, and even minus the
revisionist angle of drummer
Terri Lyne Carrington’s seriousminded sleeve note (which
makes much of the pianist’s
relationship to later stylists like
McCoy Tyner, and suggests, not
without reason, that Garner was
a ‘Hip-Hop musician of his time’)
it packs as pleasurable punch
as you’re ever likely to receive.
At just 36 minutes highlights
do indeed come thick and fast;
a cheeky I Can’t Get Started
sounds like Garner as people
remember him – the sidelong
wit, the insistent left-hand, the
mix of light and shade, while
Bernie’s Tune, conversely, starts
off disarmingly ‘modern’ and, as
was his way, Garner ignores the
‘written’ harmony for something
of his own creation. This track
alone would make a wonderful
poser in a ‘blindfold test’. All in
all a welcome discovery then,
not just for the pianist’s fans but
for all those who like their jazz
unplugged and swinging. Oh, and
yes, he does play Misty for us too.
Recommended.

SIMON SPILLETT

ERROLL GARNER
SYMPHONY HALL
CONCERT

ELIANE ELIAS/CHICK
COREA/CHUCHO
VALDES
MIRROR MIRROR
Candid Records CCD 30042:
48.15
Brazilian pianist Elaine Elias
teamed up with two pianists who
particularly inspired her for these
relaxed improvisatory duets

Mack Avenue MAC1189 36.04
Amid the sea of ‘lost’ and
‘forgotten’ sessions issued
recently, here’s a record which
might be in danger of getting
overlooked. Like the Coltrane,
Rollins and Miles albums we’ve
seen of late, it is a bona fide
previously unreleased gem, in
this instance a brief 1959 Boston
concert performance by Garner’s
trio (with Eddie Calhoun and

DIGBY
FAIRWEATHER
NOTES FROM A JAZZ LIFE,
VOLUME 2
Acrobat ADDCD3397: 2 CDs,
74:01/72:21
A sequel to 2020’s Notes From A
Jazz Life Volume 1, this new doubledisc collection might be called
‘more from where that came

from’. And make no mistake, that
is a very good thing indeed!
Once more covering a wide
swathe of Digby’s work from
the 1970s to the early 2000’s,
the artfully programmed tracks
tell us as much about what
lies behind its protagonist’s
playing as they do about what
constitutes its content. As
anyone who knows Digby
can attest, he is man who’s
listened far and wide within
(and without) jazz, something
which has given his vision of the
already distended territory of
‘mainstream’ an even greater
breadth. Take the two duo
recordings sampled here; those
with pianist Stan Barker, which
DF quite rightly regards as his
finest on-record performance,
fully confirm his Braff-inspired
mastery (I Can Dream, Can’t
I? is simply sumptuous), while
the friendly face-offs with
accordionist Tony Compton
(not what you’d expect at all)
reveal a tone that – and he’ll
probably swipe me for this
– at times suggests Maynard
Ferguson in his rare lowerregister mellow moments. The
point is that Digby had heard it
all and to his credit never once
sounds as if he’s being forcibly
eclectic. In among the many
Fairweather-led gems here is his
bold Herbie Hancock-inspired
reimagining of Frankie and Johnny
which energises George Melly
as if he were slaved off the
National Grid. Unique doesn’t
quite cover it. Moreover, it
works! At the other end of the
spectrum comes his superb
accompaniment to vocalist Chris
Ellis, which shows that late1970s DF couldn’t be beaten for
Swing-Era trumpet authenticity.
If all this reads a little like
a love letter to a treasured
colleague of mine, then that’s
all well and good. In fact, this
whole collection is the kind of
honest appraisal few artists ever
get to give themselves. Digby
has picked what he personally
considers his best work and it’s
hard to argue with the choices.
And should you need a handy
introduction to both the man
and his music (as well as a
consistently entertaining listen)
this is an album hard to beat.
Very recommended.

SIMON SPILLETT
THE JAZZ RAG
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listener’s interest and, no doubt,
had a similar effect on musicians
heard on this ‘Secret Session’!

RUSSELL CORBETT

know how much is the result
of arduous rehearsal and how
much is free improvisation,
but it is a seriously impressive
venture. Magnus Lindren has
done a meticulous job on the
arrangements.
It is not an album for a casual
listen.

JOHN MARTIN

SECRET SESSIONS
HOOP

The material across eight tracks
is varied and readily accessible.
The polished sound of the
horns in unison could be down
to Booth burning the midnight
oil, but given the nature of the
project it’s as likely the result
of on-the-spot arrangements.
Booth’s Sinterval leads the way
with Walsh firing on all cylinders.
Thomson’s Silo, featuring the
composer playing vocoder, has
something of a retro feel to it.
Indeed several other tracks more
than hint at a jazz-funk/ jazz
fusion/Latin heyday (70s? 80s?).
Walsh’s Cultus Lake (it’s a lake
in British Columbia, Canada) is
all mellow, fine and dandy until
Booth weighs in with some
blistering tenor sax playing. The
album’s contrasting compositions
certainly help maintain the
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necessary decoration, with John
Crawford’s piano solo equally
classy. After Chick Corea’s
Windows (more piano plaudits)
come two lovely, but highly
unlikely, tracks. Horn Dance is
apparently based on a melody of
the Thaxted Morris Men. Now
here it is comes with booting
baritone sax and a strangely
North African feel. That’s
followed up with a selection
from Mary Poppins, Feed the Birds,
totally joyous dance rhythms. The
album closes with the catchiest
original, Escape, gentler baritone
and optimism all round.

PETER VACHER

The quartet operates perfectly
as a unit: Horton’s interplay
with Crawford is excellent, Rob
Statham gets to solo effectively
on bass and Nic France combines
power and subtlety on drums.

certain knowing self-satisfaction.
Take its track list, which mixes
Bach (to prove we can do
classical), the Doors (we can
do funky) and free-improv (we
don’t need musical diktats) in
such a predictable way it’s almost
a pastiche. In fact, rather than
making this recital seem bangup-to-date it makes it appear
tiresomely formulaic; this sort of
self-conscious eclecticism began
to seep into jazz in the 1960s and
is really nothing new at all.

Jazzline 077097: 49.36

JOEY DEFRANCESCO

Fay Classen and David Linx are
highly respected and successful
artists in their respective home
countries of Holland and Belgium
and, also, in Europe. Both have
been around for a while and both
have never been afraid to try
something new, and take chances.

MORE MUSIC

In its defence though, this is an
album with beautiful moments
(take the ballad Glimmer of
Hope), but overall it is so serious
as to be pompous. I’m sure
if concentrated upon drying
paint could reveal all manner of
intriguing textures, and that to
me is the feeling this recording
gives; if you want to spend time
with it, please do. I’m sure the
fault is mine, but honestly I’d
rather listen to some jazz.

Mack Avenue MAC1186: 65.26

SIMON SPILLETT

Ubuntu Music: 46:08
Secret Sessions is Paul Booth’s
novel project which brings
together musicians to record
an album and, until they arrive
at the studio, they have no idea
who else will be on the session!
Hoop is the second recording
in an ongoing series. On this
Ubuntu CD Booth’s invited
guests are trumpeter Tom
Walsh (BBC Big Band, Scottish
National Jazz Orchestra, WDR
Big Band), trombonist Nichol
Thomson, guitarist Chris Allard,
electric bassist Laurence Cottle
and drummer Ian Thomas. In
addition to two numbers written
by the bandleader, Booth appears
to have made a collegiate,
democratic gesture with three
of the guest musicians each
contributing two compositions. It
should be noted Steve Hamilton
(keyboards), Miles Bould
(percussion) and Ross Stanley
(Hammond B3) appear on one
track each.

the like, Brown exploratory on
organ. Horizon places organ and
guitar together, Joey nimble and
excitable on organ, drummer
Michael Ode busy, Brown
luxuriating in the space to play
before Joey erupts on piano.
Where to Go is fruity, not to say
funky and has some impactive
open trumpet. Forget any oneman band ideas, instead relish a
brilliant musician who can handle
just about anything that’s thrown
at him and has the right sidemen
alongside. Complex, varied,
vigorous, and startlingly good.
Neat tunes too.

FAY CLAASSEN AND
DAVID LINX WITH
WDR BIG BAND
COLOGNE
AND STILL WE SING

So it seems inevitable that they
would get together on this
experimental album involving
blending their voices with
various instrumentalists in the
impeccable WDR Big Band which
is, also, no stranger to innovation.
The album consists of ten
tracks for seven of which Linx,
who is, also, a noted poet, has
written lyrics while Classen
has contributed one. Ellington’s
sombre In a Sentimental Mood is
the only classic standard and fits
the mood well. The sleeve notes
have helpful printed translations
of Linx’ lyrics and poetrytranslations because the two
voices are so integrated that the
words, sometimes, need further
clarity. The nearest comparison
jazz-wise would be the Lambert,
Hendricks and Ross trio, but in
duo form and using individual
instruments as additional voices.
The first thing to say is that
this is a brave effort to explore
something new. It is clever and it
is fiendishly intricate and requires
a high degree of musicality to
execute, which these artists
have and display. It is difficult to

Philadelphian DeFrancesco, 50
this year, has already worked
with the best, including Miles
Davis as well as Brother Jack
McDuff. He is, of course, multitalented, this January 2021 trio
recording revealing his impressive
instrumental capabilities on
respectively, trumpet, keyboards,
tenor saxophone, organ, piano
and yes, vocals. Just one. Add
to that, all eleven originals
are his too. That said, dismiss
any Johnsonian caveats, as he
convinces in each situation,
whether at the helm of various
keyboards or with trumpet and
tenor to hand. It doesn’t say that
he tap dances, but I bet he would
if you asked.
His accompaniments are quite
spare, just drums plus felloworganist and keyboardist Lucas
Brown who also turns his hand
to guitar most effectively on Just
beyond the Horizon and Roll With
It as Joey plays organ. Confused?
Don’t be, for this is strong,
hard-swinging and very inventive
jazz. Free opens with a clattery
drum pattern, muted trumpet
a la Davis over organ, Joey’s
fluency emphasised, Brown no
slouch in solo, Joey comping on
keyboard. His tenor on Lady G is
more restrained, his deep tone
just right for its relaxed ballad
feel. Think Houston Person or

RON SIMPSON

Wayne Shorter’s Infant Eyes,
much the shortest track and
delivered with a tasteful regard
for melody by guitarist Ant Law
and Ridley’s arco bass.
Tom Hewson’s piano introductions
often have a classical feel to them
while some of the powerhouse
episodes with Law and drummer
Marc Michel, especially in The
Suite, pitch us towards rock.The
opening track, Thalo Blue, on the
other hand, evokes the spacy
acoustic of much Scandinavian jazz
(on ECM, perhaps) before moving
round dense blocks of sound with
no real momentum.Throughout,
though, there are opportunities for
jazz solos, especially from exciting
young saxist Alex Hitchcock. The
Suite is much the most dynamic
part of an ambitious album,
contrasting doomy aggression with
moments of serenity.

RON SIMPSON

HANNAH HORTON
INSIDE OUT
Own label: 49.45
I must confess to not knowing
about Hannah Horton – which,
given the artists she has worked
with and the fact that she has
already brought out one wellreceived CD, I really should have
– but my first acquaintance with
her playing is a happy meeting.
Inside Out is an immensely
likeable album, original enough,
but never straining for effect, just
quality music-making.
On mainly tenor sax Horton
has a refreshingly direct style,
post-bop you might call it, with
loads of imagination and a strong
melodic gift. She writes good
tunes, too, with half the tracks
her own compositions, two with
words by Ian Shaw, evocative
tunes with vocals delivered by
Shaw in his best lived-in voice.
Keep Walking is a briskly
welcoming start to the album
and there is a fine performance
of Miles Davis’ Nardis, but things
really build from track 5. Jimmy
Rowles’ The Peacocks is far
and away the longest track on
the album, revealing a gift for

MARCIN
WASILEWSKI TRIO
EN ATTENDANT
ECM 2677: 43:01
Where to begin with an album
like this? On the one hand, its
wide-ranging playlist, sense of
earnest and austere exploration
and thoughtfully interactive
performance makes it something
of a textbook example of 21st
century jazz. On the other
hand, its sheer anonymity and
predictability makes it the
ultimate, crushing bore. While
nobody could fault pianist
Wasilewski, bassist Slawomir
Kurkiewicz and drummer Michal
Miskiewicz’s musicianship, nor
better the pin-sharp recording
quality, there is virtually nothing
on this release to tell you exactly
who is playing. Indeed, so like
other contemporary piano trios
is this release that it sounds both
like everyone and no-one. And
in what has become a recurring
motif in recent years, this is yet
another record that reeks of a

MR MIBBLER
MATT RIDLEY
THE ANTIDOTE
Ubuntu UBU 0068: 58.25

to improvisations created in
isolation by two trumpeters,
two guitarists, two specialists
in electronic music, one multiinstrumentalist, one pianist,
one harmonica player and one
singer. The result is surprisingly
homogeneous, attractively
meditative at slow-to-medium
tempo, and, if the music seems
far removed from the norms of
the jazz world, it’s a unique way
of working well fitted to the
isolation of the age and it draws
the listener in with its often
ethereal quality.
Melodies can be fragmentary,
but trumpeter Mathias Eick’s
piece is a fully developed piece,
its haunting quality echoed in
a number of the tracks such
as the fragile beauty of Anja
Garbarek’s vocal or classical
harmonica player Sigmund
Groven’s evocative piece that
could serve as theme music for a
Scandi-noir thriller. The Mibblers
create a sense of unity for the
album, with Thom Hell mixing in
his own piano, guitar and vocals,
Vidar Ersfjord’s electronics and
all manner of instruments from
Jorn Baknes. A particular delight
is to identify a magical sound
emerging from the frequently
electronic background – it’s Jorn
Baknes playing his musical saw.
Mr Mibbler is never conventional!

RON SIMPSON

LEAVE YOUR THOUGHTS
HERE
NXN Recordings NXN 4005:
42.46

I’m never very sure about music
albums that claim a motive in
curing the ills of the world,
especially if they are purely
instrumental. After running
through the awful things that
plagued the world in 2020,
Matt Ridley’s liner note on The
Antidote tells us, ‘This album is my
humble attempt at creating music
that reconciles the differences
between us all.’ Hardly humble,
more like a task for a benign god.

A poignantly lyrical trumpet
melody, with a typically
Scandinavian sense of space, is
gradually joined by fragments of
sound from piano and percussion,
then segues into a similarly
gentle, but more disjointed, piano
theme, increasingly framed by
swirling electronic sound. This
is Nils Petter Molvaer Meets Mr
Mibbler, followed by Andreas Ulvo
Meets Mr Mibbler, the opening
tracks of Leave Your Thoughts Here.
All tracks are similarly title-free.

OSCAR PETERSON
QUARTET

To be fair, Ridley goes on to
express his intent to bring
together all aspects of music
– and, to an extent at least, he
succeeds.The Antidote consists
of four of his compositions and
a suite in four parts, with in
between the only non-original,

You can get more detail of Mr
Mibbler’s way of working in
the interview with Thom Hell
elsewhere in this magazine,
but essentially the Norwegian
trio of Thom,Vidar Ersfjord
and Jorn Baknes added their
own distinctive soundscape

This previously unreleased
concert recording has the
production endorsement of
Peterson’s widow Kelly, and
dates from 17 November 1987.
It features the fairly short-lived
combination of OP with guitarist
Joe Pass, deep-toned Canadian

A TIME FOR LOVE – LIVE IN
HELSINKI 1987
Mack Avenue MAC1151 2CDs
56.43/ 53.49
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bassist Dave Young and the late
Martin Drew on drums. CD
1 is devoted to Oscar’s own
compositions. First up is his Cool
Walk, the applause sounding out
for each player as they enter, the
theme shapely, its arrangement
making one think of Nat King
Cole’s piano-led quartet. Sushi
follows, the effect quite busy,
Pass and Young each determined
to elbow in and justify their
presence to the master. If there
isn’t quite the seamless cohesion
of earlier line-ups, viz that, say, of
Herb Ellis and Ray Brown, then
that’s just how it is.
Love Ballade follows, its hymn-like
quality like a balm amid all the
bravura of the preceding piece.
OP’s touch is precise, quite calm,
with added filigree; even Pass is
subdued, although to me, he still
over plays. Peterson’s three-part
A Salute to Bach is next, always
compelling and here beautifully
executed, the fast-moving
interplay on Allegro reminiscent
of the MJQ, the pianist quite
inspired, the rumble of Young’s
bass like far-off thunder. Andante
is quieter while Bach’s Blues
becomes a tear-up, all rolling
tremolos and stompy chorded
figures. The companion CD is
mostly standards, Peterson’s
never-ending fund of ideas making
this an attractive addition to
available Oscar live material.
OP completists will want it;
others should consider it for the
playing is mostly eye-wateringly
good. Excellent sound: neat
presentation.

PETER VACHER

Stan
Kenton

heard, from time to time, on flute,
adding a dash of colour.

JOHN MARTIN

STACEY KENT WITH
ART HIRAHARA
SONGS FROM OTHER
PLACES
Candid CCD 30032 40.42
Well, this is quite a departure
from her usual Great American
Songbook fare for Stacey Kent,
and it is an intriguing diversion.
You might expect this choice of
material to be found more in the
repertoire of Jacquel Brel or Uta
Lemper than in a jazz vocalist’s list.
One has the impression that
Stacey has been hiding these
ballads up her sleeves, for some
time, before embarking on this
personal odyssey. The theme is
geographical, or rather, as she
states, it is a journey in time and in
reminiscences of her musical life.
The songs will be new to
her fans. They are varied and
international in range; Lennon
(Blackbird), Jobim (Imagina),
Paul Simon (American Tune),
and Stevie Hicks (Landslide)
Her husband, Jim Tomlinson,
contributes three, I Wish I Could
be Travelling Again, Craigie Burn,
and Tango in Macao and on these
he enlists the services of the
famous British/Japanese author,
Kazuo Ishiguro, to supply the
lyrics. So quality all round and
nice to hear the words.
With only pianist, Art Hirahara,
another Japanese, as her backing,
the challenge of these difficult
songs requires her to be at the
top of her game and, fortunately,
she has the musical skills and
flexibility to carry that off .
Hirahara is the ideal choice of
accompanist and his unorthodox,
percussive style and unusual
chording puts an exotic sheen on
the session.
The singer credits her husband,
Jim Tomlinson, as originator,
producer, arranger, and engineer
of the session. He, also, can be
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THE COUNT BASIE
ORCHESTRA

the band well, keeping it in line,
not deviating too far from the
expected template, bringing in
new players like Howell and
drummer Robert Boone, while
keeping the dynamics just right.
Vocalists Carmen Bradford
and Jamie Davis do their stuff
admirably and Basie old boy
Butch Miles sits in on a couple
of numbers. I loved the band
in person, and have the same
feelings here. The material is
tip-top, the personnel know what
they are about and the results
are exhilarating. Trust me this is
no exercise in pointless nostalgia.

PETER VACHER

LIVE AT BIRDLAND
Candid CCD 30072 2 CDs
76.05 / 74.09
Band historians will recall a
famous Roulette album Basie at
Birdland by the current ‘ghost’
band’s illustrious predecessor.
Where Basie and company
recorded live at the famous New
York club in June 1961, Scotty
Barnhart’s ensemble were there
for this album as recently as
January 2020. In fact, the band
played a return season back
in Birdland in September, thus
bringing the whole thing full
circle.
That said, the comparisons largely
finish there. Barnhart’s pick of
tunes dips widely into the original
band’s repertoire, the chosen
pieces tried and tested, with only
three of its 33 tracks overlapping
with the Roulette release. His
band opens with Kid From Red
Bank with present-day pianist
Glen Pearson featured and happily,
making it his own, as he continues
to do elsewhere on the album,
even as the orchestra replicates
the original ensemble blend and
the rhythm section swings.
Bar a trumpeter or two, the
band line-up is as heard at
Ronnie Scott’s in August 2019,
thus ensuring consistency in
the band’s sound; indeed, the
entire trombone section is
unchanged and key soloists like
gutsy tenor-men Doug Lawrence
and Doug Miller, and trumpeter/
band boss Barnhart have been
there for ever. Granted that new
24-year old altoman Markus
Howell sounds almost toomodern on Way Out Basie, it’s
clear that Barnhart has drilled

STAN KENTON
FOUR CLASSIC ALBUMS
AVID Jazz AMSC 1400 2 CD’s
81.07 / 73.21.
I suppose that we should have
expected it. Having squeezed
the juice out of his Artistry
series, having created an epic
of Symphonic jazz in the City of
Glass, having dabbled in Latin
American music with Cuban Fire,
and having created his massive
Mellophonium band, where else
was there for Stan Kenton to
go? Kenton was a restless man
and he was an ambitious one.
He wanted his band to be the
number 1 in America, but he
never made it and it peeved
him greatly. He made some
inadvisable comments charging
the voters in the music polls as
being unfairly biased in favour of
‘black’ bands; comments that won
him no favours with the general
jazz public.
So something different was called
for. But easy listening? Stan Kenton?
However, it has to be
remembered that Kenton began
his career and was nurtured in
dance bands of the ‘40’s so it was
not as if he was unfamiliar with
the idiom.

These two CDs come from four
albums issued as far back as the
late ‘50’s, and early ‘60’s and are
a complete deviation from the
bandleader’s usual clamorous
but, often, exciting offerings. So
it must have made sense to him
to try something completely
different and here it is.
The LPs were Stan Kenton-The
Ballad Style of Stan Kenton, Stan
Kenton-Standards in Silhouette,
Stan Kenton and his OrchestraThe Romantic Approach, and Stan
Kenton-Sophisticated Approach and
were, obviously, aimed at the
‘Mums and Dads’ market. But, is
it easy listening? Well, let’s put it
this way, it’s not Mantovani!
Kenton being Kenton, his concept
of easy listening had to be big
and had to be brassy. So lots
of trumpets, trombones and
mellophones (a hybrid instrument
between the other two
instruments and commissioned
by Kenton) on call here. Dense
might be the best word to
describe the overall sound and
some may complain that there is
too much of the same sound on
all four sessions.
Kenton is his own arranger on the
Ballads and Romantic discs and a
22 years old Bill Mathieu does an
impressive job on the Standards
tracks. Altoist Lennie Niehaus’
arrangements on the Sophisticated
album makes it the stand out.
The spotlight is focussed tightly
on the bandleader’s modest
piano skills. So much so that
these are really ‘Orchestra with
piano’ albums. although some
fine players, Rolf Erikson, Charlie
Mariano, Don Sebesky have their
brief moments in the sun.
Stan was always controversial
and, to many jazz fans, more
than a little pretentious. But,
to be fair, he had a huge jazz
following, and still does. He
created some ‘Innovations ‘ as
he liked to call them, and his
bands were always fresh and
different and, often, exhilarating,
at a time when many other Big
Bands seemed to be stuck in
the past.
But will Kenton fans buy this?
Kenton completists will. But it
might, also, have a curiosity appeal
to waverers.

JOHN MARTIN

CHRIS STANDRING
TRIO & ORCHESTRA

mellifluous, settling – yet
undeniably one of jazz’s pleasing
manifestations.

WHAT A WONDERFUL
WORLD

ANDREW LIDDLE

Ultimate Vibe: UVRO13, 51:14
Chris Standring, acclaimed
British guitarist now based
in California, put his plague
confinement to best possible
use by focussing on a project
long entertained - the luscious
harmonies of a string orchestra
wrapped round a trio of himself,
bass and drums. He intended not
to so much play the composer’s
works as to interpret them.
This ‘dream come true’, his
13th studio album, owes much
to technology. The trio was
recorded in Los Angeles; the 10
violins, 4 violas, 4 celli and harp,
were assembled under Geoff
Gascoigne’s baton at the famous
Abbey Road Studios in London;
in California, the mixing took
place in Sherman Oak and the
mastering in Pasadena.
None of this crafty begetting
means the merest thing if these
well-loved standards, such as
Night And Day, Autumn In New
York, My Foolish Heart, have
not got the swing. The first
track, a beautifully sensitive
How Insensitve, mid-tempo
with Latin inflections, confirms
that they have, berthing us in
a mellow groove. During the
passage we will find ourselves
in the distinguished company
of such as Randy Brecker, Peter
Erskine, Chuck Berghofer, Darek
Oleszkiewicz and others. At
times we might be listening to
Dave Barbour, especially when
Kathrin Shorr, reminiscent
of Peggy Lee, murmurs soft
and plaintive on What A
Wonderful World.
Standring is the guitar virtuoso
as weaver of calming dreams. As
each easy-listening track gently
fades we half expect to hear the
soothing mid-west tones of a
late-night anchor name-checking
the radio station. It’s luscious,

THE GLENN MILLER
ORCHESTRA

The hits did not stop when Miller
entered the armed forces, in
September 1942, and continued
after his tragic disappearance
on December 15th, 1944. His
band not only introduced a mass
American audience to a new
form of swing-jazz sophistication.
It transcended pop music’s usual
limits by boosting morale of the
wartime generation, including
in Britain where his records
sold widely and his band made
something approaching a thousand
appearances, concerts and
broadcasts after arriving in 1943.

ANDREW LIDDLE

THE HITS COLLECTION,
1935-44
Acrobat ACFCD7515 5 CDs,
74:29/75:27/73:25/76.01/74:55
Acrobat clearly appreciate Glenn
Miller’s enduring appeal and they
now extend their catalogue of
his work with this magnificent
five-CD compendium, lovingly
compiled and complete with
dates of recordings, their
personnel and length of time in
the charts.
The 124 tracks include virtually
all Miller’s Billboard hits for
Columbia, Brunswick, Bluebird,
Victor and RCA. Some 21
reached the very top, including
Moonlight Serenade, A String of
Pearls, Kalamazoo, Don’t Sit Under
the Apple Tree, Moonlight Cocktail,
Chattanooga Choo Choo,Tuxedo
Junction and, of course, the iconic
In the Mood, all of which still
sound brightly original eight
decades later.
Over the years the orchestra
had arrangers of the calibre of
Billy May, Jerry Gray and Eddie
Durham and boasted trumpeters
Bunny Berigan, Charlie Spivak,
Johnny Best and Bobby Hackett.
The unique sound, instantly
recognisable and readily
appealing, was the product of a
top-class reed section, consisting
of a melodic clarinet and tenor
supported harmonically by three
other saxes.
The featured vocalists, an
unusually strong part of the band’s
appeal, include Ray Eberle, Marion
Hutton, Tex Beneke, Kathleen
Lane, Jack Lathrop, Dorothy
Claire, Paula Kelly, Skip Nelson
and The Modernaires.

JJ JOHNSON AND
KAI WINDING
TROMBONES FOR TWO
Acrobat ACQCD7159 4 CDs,
285:06
Trombones for Two is, if nothing
else, great value for money.
JJ Johnson and Kai Winding
blowing in New York and New
Jersey exceeds four and three
quarter hours’ playing time. The
Classic Collaborations 1953-56 is
Acrobat’s claim and it nicely sums
up this album. No fewer than 76
tracks across four discs invite the
listener to hunker down for a
marathon session. An alternative
option is to listen at leisure, one
disc at a time. Live recordings
feature prominently (Putnam
Central Club, Birdland, Newport
Jazz Festival) and the line-ups
vary in size, from small group to
trombone octet to an all-star
Quincy Jones big band. Their
names - ‘Jay and Kai’ - became
synonymous with bebop concert
performances and recording
sessions featuring a trombone,
make that two trombones,
particularly during this most
fruitful period, September 1953
to July 1956. Pianist Dick Katz is
prominent throughout although
Hank Jones, Jimmy Jones and
John Lewis are heard in various
combos. The trombone octet
THE JAZZ RAG
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sessions can be viewed as fun,
perhaps riotous, gatherings;
they also served to put the
instrument front and centre
stage for which, to this day, the
Union of Trombonists should
be forever grateful. The breadth
of material is impressive: bebop
staples such as A Night in Tunisia
and How High the Moon get
the treatment, as do less likely
vehicles such as Yes Sir! That’s
My Baby, Give Me the Simple Life
and Too Close for Comfort. Paul
Watts’ liner notes make the
case for Johnson and Winding
and their contribution not only
to the bebop era but also the
promotion of their chosen
instrument. Trombones for Two
is one for the trombonist,
the fan of the trombone, and
anyone who can’t get enough of
great jazz.

RUSSELL CORBETT

REVIEWS
typical in Clausen’s regard for the
melody and delicacy of touch – if
you’re playing a Steinway D, you
might as well let it sing. Nature
Boy, never one of my favourite
songs, benefits from a Latin
rhythm and Clausen’s melodic
variation while Billy Strayhorn’s
Bloodcount finds him at his most
exploratory. And so it goes on
until You and the Night and the
Music finishes off: denser, less
transparent tone, but still the
regard for melody.
And those two small surprises?
They are a delightful, not
particularly jazzy version of
Edelweiss (and five minutes of
sweetness and sentiment in the
middle of a jazz album is no bad
thing) and a gloriously simple
treatment of the traditional
Ven Kam Segla Forutan Vind,
both of them characterised by
Fonnesbaek’s superb bass playing
and empathy with Clausen.

RON SIMPSON

THOMAS CLAUSEN
TRIO
BACK 2 BASICS

VARIOUS ARTISTS

Stunt Records STUCD 21042:
53.55

BEBOP: PIONEERS AND
CLASSIC PERFORMANCES
1941-1949

Back 2 Basics is a fine piano trio
album of mainly standards by one
of Denmark’s most accomplished
jazz pianists with no big surprises
– but a couple of small ones.
Thomas Clausen’s first trio, in
the early 1980s, included Niels
Henning Orsted Petersen and
the brilliant Thomas Fonnesbaek
follows in that tradition. This
trio – with the subtle drumming
of Karsten Bagge – has been
together since 2006 and the
understanding between them, the
integration of their musical ideas,
is always obvious.
Clausen is essentially a melodic
player who is prepared to dig
beneath the surface of a song
– his emphasis on his regard
for the lyrics, as mentioned in
the booklet, makes sense. How
Deep is the Ocean?, the opener, is
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the new style was nothing more
than ‘a way of speaking jazz.’
Thus it is that this collection
gives us key samples by the
originators of the language –
Parker, Gillespie, Monk, Clarke
– those who disseminated
it further (Navarro, Powell,
Johnson), some of its linguistic
off-shoots (Boyd Raeburn,
Woody Herman, Claude
Thornhill) and a few items
suggesting where bop-speak
would go next (Miles Davis,
Stan Getz). And although this
is a collection that makes no
claims to tell a top-to-bottom
account of how this dialect
developed, it finds useful places
for pre-bop visionaries like
Lester Young, Charlie Christian
and Don Byas, all of whom
were in part responsible for the
music’s origins. Above all, it’s
just a cracking set of jazz, taking
us from the dying days of the
Swing Era (Goodman) through
to the birth pangs of cool (Mel
Torme). In between, classic sides
come thick and fast. And there
are some refreshingly recherché
choices too; as well as the Donna
Lees, Scrapple from the Apples
and the like you’ll tracks by
Roy Eldridge (Yard Dog). Django
Reinhardt (Babik) and Ben
Webster (Kat’s Fur), all the proof
needed that bebop is a music
that never did have a clearly
defined fore and aft.
A lovely set, full of wonderful
sounds, this is recommended to
anyone with an ear for quality jazz.

SIMON SPILLETT

Acrobat ACTRCD 9113: 3CDs,
71:59/69:58/72:08
Here’s what you might call a
reissue within a reissue in as
much as its triple-disc contents
recycle three earlier Acrobat
discs devoted to bebop. The
booklet notes pull no punches
about this, but do reveal that
in addition to the repackaging
several extra tracks have been
added to the original contents.
They also note how music
which has to some degree
divided listeners for nearly
eight decades is ‘to be enjoyed,
uplifted by and to wonder at, not
to be analysed.’ Amen to that.
In fact, these words echo the
fundamental truth that musician/
writer Steve Race articulated
as early as the late 1940s, that

album but that has been my loss.
Edwards has solid credentials
having played with the Mingus
Dynasty Band, Freddy Hubbard,
the Marsalis Brothers and
other notables.
He has assembled a fine group
and this is a gem of a record.
What makes this stand out is
its uniqueness. It is completely
different from anything I have
been listening to recently
and, if I had to describe it, the
nearest I can get would be ‘easily
accessible avant garde’.
There are ten tracks (or should
that read ‘movements?) that
comprise the Suite, all are
Edwards’ originals and all more
than interesting. The theme is
Colours, Red, White, Blue, Black,
Brown, and Tan plus three other
pieces and all are linked by the
melodic theme.
The music is, by turns,
passionate, aggressive,
celebratory, and profound,
Edwards is a motivating force;
a pro-active drummer, pointing
the way, and laying down a
continuous, rolling, underlying
base. His only solo is on the
Intro to Black track on which
he goes for subtlety rather
than spectacular.
Anthony Wonsley is an
impressive pianist, and stabs
out dark chords and makes
Tatumesque runs, while Abraham
Burton’s tenor weeps and cries
expressively throughout.
David Gilmore, on guitar, and
BenWolfe, on bass, complete the
quintet. Sophia Edwards sings
on one track and Frank Tate
narrates on another two.
It is obvious that a lot of
thought and hard work has gone
into creating this intriguing work
but it has all been well worth
the effort.

DONALD EDWARDS
QUINTET
THE COLOR OF US SUITE
Criss 1407CD 55.15
This record comes as a complete
surprise. I hadn’t heard of
Donald Edwards or any of the
other musicians featured on this

The music is not, perhaps, a
new genre, but it is more than
a fascinating offshoot. Great
recording sound matches the
quality of the music.
This demands to be heard widely.
Track it down.

JOHN MARTIN

LIVE REVIEWS WITH STUART CONSTABLE
LIAM DUNACHIE
QUARTET
SEPTEMBER 30TH, 2021
THE SPIN JAZZ CLUB
AT THE JAM FACTORY,
OXFORD
It takes some doing to make
your jazz heard above the
racket of well-meaning students
out for the night at a trendy
venue. Pianist Liam Dunachie
and his quartet managed it.
The Spin, Oxford’s revered
jazz club, has had to relocate
from its long-time home at
The Wheatsheaf and has
landed, for the most part, at
The Jam Factory. Even the
venue’s name is made for jazz.
You must book early though,
Unless you get the main
room, you might find yourself
in the ‘Listening Room’. This
title seemed somewhat less
appropriate, because although
there was plenty of jamming on
the bandstand, there was not
a lot of listening where I was
sitting. At least, not the devotional
jazz club listening that was the
hallmark of The Wheatsheaf.
But this was only my inner jazz
snob getting sniffy with perfectly
nice people enjoying what looked
like very good food while taking
in a little live music. After all,
listen to live jazz recordings from
Minton’s in New York in 1941 and
you’ll hear the clinking glasses
and raucous banter of the club
goers. Jazz was born in brothels
and gambling dens and it’s not
for us self-styled connoisseurs
to get prissy about it.
I switched off my jazz snob and
let Liam Dunachie’s quartet
drift into the background.
But they wouldn’t.
Softly As In A Morning Sunrise came
dancing in and made its mark
even above the chatter from the
crowd at the adjoining table.
This was something of a range
finder, however, because the
band audibly locked in tighter
for the second piece, revelling
in the groove and the open,
inviting changes. After the gig,
Liam Dunachie told me that the
piece was Kasuni, a composition

of his own, which might also
explain why it had a freshness
and a bite that seemed to inspire
the ensemble to stretch out.
There’s something about young
people playing jazz. Catch a
venerable performer like Sonny
Rollins or Art Themen and
you’ll hear great art in a fine
tradition. Liam Dunachie and
his fellow explorers managed
to honour that tradition while
pushing into new territory and
bringing a raw energy to the
music that affirmed the place
of jazz in good young hands.
Bassist Misha Mullov-Abado
extracted funk from his
instrument in a way you might
not expect for a double bass,
without compromising his
essential swing. He and drummer
Jon Scott were locked together,
while trumpet and flugelhorn
player Miguel Gorodi clearly
relished the open structure of
Dunachie’s ideas and dug deep.
Throughout the set, he exhibited
a capacity for tonal variation
that allowed him to adapt the
sound of his instrument to suit
the mood of the piece, with
long, mellow notes for ballads
and straight-ahead pieces,
and edgy, brassy runs for the
contemporary material.
The second set opened with
guest trombonist Tom Green
sitting in for Stomping At The Savoy.
He set the pace with a gripping
solo that brought the best from
Scott and Mullov-Abado.
As with the first set, we heard
a blend of old and new that
flowed together as a coherent
programme of jazz. Both sets
featured memorable ballads,
with When I Fall In Love and
Miss Otis Regrets giving room
for the players to show off
their blues credentials.
For the penultimate piece, we
once again got a glimpse of
Liam Dunachie’s compositional
strength. Jim’s Limbs gave Gorodi
rich territory to explore and
he clearly enjoyed the trip.
Liam Dunachie is one of those
band leaders who manages
to lead while allowing his
bandmates to shine in their

own right. His bluesy, intuitive
accompaniment gave soloists
joyous platforms for expression,
and his own solos were fluent
and, by turns, bold and dazzling
or poignantly understated.
It’s great to have The Spin back.
The Jam Factory serves it well,
with the added benefit of food
in the spaces, like the Listening
Room, with restricted views.
I know, I really should have
booked early. But it’s a mark of
Liam Dunachie and his ensemble
that they hooked me and excited
me even amid a chattering crowd.

ALAN BARNES/
LEON GREENING/
MARK ROSE/
SOPHIE ALLOWAY
NOVEMBER 3RD, 2021
RUISLIP JAZZ CLUB
It was just another blowing
session, really. The musicians all
knew each other. It was just that
they had not played together
in this combination before.
Sometimes, in those situations,
magic happens. Honestly, there
was no actual life-changing,
transcendental magic in Ruislip
on this night. But there were
moments when the sheer joy of
exploring new territory together
was infectious and, as ever
with Alan Barnes, occasionally
hilarious.
Barnes never stops exploring as
a composer and improviser, and
this fresh combination of players
allowed him to find new things
to say even in the somewhat
institutional surroundings
of the back room at Ruislip
Conservative Club. He let the
energy of his ensemble shape
the evening and keep his own
playing fresh. In particular, he
let Leon Greening, one of the
most exciting of the current
generation of pianists, claim a lot
of the musical territory. At times,
it felt like a trio of rising stars
with occasional interventions
from a seasoned virtuoso and
director to keep things on track.
Barnes’ diverse taste and innate
sense of composition meant he
often looked vaguely surprised
by his own inventiveness as he
completed a solo and strolled to

the side of the performance area.
Then, while Greening, Rose and
Alloway did their thing, he would
stand absorbed and fascinated,
watching the piece he had set in
motion taking on new dimensions
before pottering back to bring
it to a satisfying conclusion.
One of the delights of a session
like this is that you can see a
band taking shape in front of
you. The first set is always a
little cautious as the players
get used to the sound their
respective styles are creating.
By the time they got to the
final number of the first half,
a shuffling, bluesy How Deep
Is The Ocean, the quartet had
found a collective voice and
the music was opening out.
Sophie Alloway on drums was
perhaps the defining presence.
She managed to drive the band
with intense grooves without
swamping the sound. Her
rock and hip-hop connections
brought a punch to her bass
drum technique that matched
Mark Rose’s funk-conscious
string bass and locked in more
tightly with every number.
On Latin-tinged pieces like Nica’s
Dream, Chilli Pepper and Felicidade,
the polyrhythms flowing around
the pulse of the two bass voices
gave Barnes and Greening room
and momentum for straightahead and more adventurous
explorations. On Ben Webster’s
Go Home we got a sultry dose
of Barnes’ stuttering tremolo,
while on Wabash he produced
a flourishing, breath-stretching
sheet of pure Coltrane majesty.
Tony Jameson, who runs the
Ruislip club, is one of those
people who devotes their life
to the music they love. He has
managed to turn a shrine to
provincial politics into a haven
for lovers of a music that is born
of mischievous subversion and
relentless freedom of expression.
While the fabric of society may
not have been ruffled too much
by this particular session, it was
a welcome reminder that jazz
is flourishing in the hands of a
new generation, while the old
guard still has plenty to say.
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BOOK REVIEWS
THE LADY SWINGS
– MEMOIRS OF A
JAZZ DRUMMER
DOTTIE DODGION &
WAYNE ENSTICE

REVIEWS
on, leaving their child with
her mother. There were also
various ‘surgical catastrophes’
including a harrowing abortion
scene, described as is everything
else in matter-of-fact fashion.

The blurb for this compelling
autobiography cites the veteran
Dottie Dodgion* (born Dorothy
Rosalie Giaimo) who was
born in 1929 as ‘a trailblazing
(female) jazz drummer’ and
that seems about right. After
a hard-scrabble childhood
which included abuse at the
hands of her stepfather, it
was her own father who
‘kidnapped’ her for years at a
time as he worked clubs as a
drummer, introducing her to
the heady worlds of cabaret
music and above all to jazz.

Although her father had laid
the foundations for her interest
in playing drums, it was a
period with the Mary Kaye
Trio as a vocalist and part-time
percussionist that prompted
her to commit full-time to
jazz drumming, first by sitting
in wherever she could, often
waiting for ages in clubs either
in LA or New York until the
onstage drummer took off for
a break or failed to return and
then being invited to play. This
brought her an engagement in
1961 with the Benny Goodman
Sextet at Basin Street East after
the maestro heard and liked her
no-nonsense approach to swing.
Still, when she received more
applause that he did, her time
with BG came to a sudden end.

Originally from a Sicilian heritage
and brought up in a pretty
volatile family in California, she
tried out first as a singer and
did well, although not without
incident as various marriages
unfolded and failed, one to
then-penniless bassist Monty
Budwig in 1952, where he
disparaged her early efforts
as a drummer while ‘chipping’
on heroin and always pushed
her to stay singing. She moved

A later ‘open’ marriage to altoist
Jerry Dodgion was even more
of a roller-coaster and happier
at first before running into
trouble, as they each sought
to make their way, first, in Los
Angeles, taking every kind of job
possible, in and out of jazz clubs
(where tenorist Harold Land
pursued her, romantically) and
then on a whim, in New York.
There the aim was to break into
the Big Apple jazz and session

University of Illinois
Press, Paperback, 97802
52043598, £17.99

scenes, jazz for Dottie on drums,
initially often in groups with
Zoot Sims and Al Cohn, Jerry
via a long engagement with
Red Norvo’s quintet backing
Frank Sinatra and on into the
recording world. Each had their
champions. For Dottie it was
Brubeck bassist Eugene Wright,
who spent endless time building
her confidence and offering
sagacious advice on rhythm
section solidarity, playing many
trio gigs with her, while seeing
to it that she got to know the
right people and incidentally
obtaining one of Joe Morello’s
spare drum kits for her.
For Jerry, it was fellow-saxist
Jerome Richardson, an old friend
from San Francisco days (where
Dottie had sung and played
drums with all the great black
bebop innovators at Jimbo’s Bop
City and vocalised wordlessly
with Mingus) who opened up
the commercial scene for him,
while he took breakthrough
jobs such as Goodman’s
infamous Russian tour.
Dottie’s has been a long
life and career, sometimes
flush, at others less so, with
setbacks aplenty and prejudices
overcome, her passion for jazz
unabated, and with no holds
barred in the telling. Highly
self-aware and frank, she omits
nothing, every page carrying
sharp-eyed insights into the
jazz condition, the male-female

dynamic and the pressures on
a single parent in an otherwise
male-dominated world. It reads
well, the hand of Enstice evident
in its well-turned, breezy style.
Under-recorded as a leader and
vocalist, but highly valued by
her peers for her versatility and
swing, she has performed with
the best, male and female, crisscrossing the nation, endlessly on
the move. Playing with everyone
from Eric Dolphy to Dave
Brubeck, from Richie Cole to Vic
Dickenson and Ruby Braff (for
18 stressful months), she toured
Europe and Japan with her own
quartet and the wider world
in 1980 with Melba Liston’s
Company, saying, ‘I got what I got
– the ultimate thrill of playing
with the ultimate musicians.’
What a fascinating story
this is, peppered with the
greatest names in jazz, and
what a dizzying ride it was.
With excellent illustrations,
detailed references, a selected
discography and an index.

PETER VACHER
(Published by arrangement
with Jazzwise magazine)
*Dottie Dodgion died on 17
September 2021 in Pacific
Grove, California, a week
short of her 92nd birthday.

GUEST REVIEWER JUSTIN RANDALL
BEGINNING JAZZ
PIANO (PARTS 1 & 2)
TIM RICHARDS
Schott Music large format
paperbacks, 978 3795722821
(Part 1)/979 0001212410
(Part 2), £20.50 each
Beginning jazz piano seems
to be the place I’m forever at
(or maybe sophisticated blues,
not to be too hard on myself),
so I welcomed the chance to
review these two books from
Tim Richards. With a nod to
Eric Morecambe I would say
I often play the funny notes,
but not necessarily in the right
order. I was ambitiously hoping
these two books would perhaps
push me from beginner to being
on the way towards beginner/
intermediate. A tall order.
In the foreword, Tim lays out
his intention to have a ‘gentler
learning curve’ to his previous
books, gearing more towards
pianists with a basic knowledge
of the piano, including those
crossing over from classical
piano. In short, you need to
know all your scales and key
signatures whilst being able to
read music competently. He is
aiming at people who want to

Justin Randall
with Tipitina
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develop their jazz ears through
working on improvisation skills.
There are bass lines added
underneath the scores for
teachers to accompany their
students.You can also download
bass and drum tracks as well
as having access to interactive
sheet music online, where you
can loop passages and change
the tempos – features I would
have loved back in my youth.
Given the plethora of free online
material currently available,
I would imagine the musical
tuition books area to be a very
competitive market, but all this
for the price of an hour’s lesson
represents excellent value. The
internet is amazing, but you still
can’t beat having something solid
in your hand. Here you get both.
If you find yourself struggling
to conjure up ideas, you can
listen to Tim improvising with
drums and bass, then listen to
just drums and bass whilst you
try again on piano, much like
the Music Minus One series.
Throughout the two books, at
the end of each chapter, there
is an extensive selection of
suggested listening covering the
styles and ideas represented
in the book. I enjoyed how
Tim didn’t limit these to jazz,

but showed how ideas are
also applicable to blues, soul,
pop and funk, using the best
possible taste, of course.
Early on in Book 1, Tim asks that
you sing an improvised line, then
play it on the piano. Challenging
stuff! I think being patient is the
key both here and throughout
the two books. Practise each
section until confident you
have grasped it before moving
on. Think building blocks.
In the first chapter, just one
chord is used for demonstrating
examples, allowing full
concentration on right hand
melodic lines, and basic themes
are slowly built upon. Half-way
through the book, I found myself
playing outside my safety zone,
not relying on my usual bag of
tricks, and using some wrong
notes in the right places.
The books are nicely paced, not
overloading you with too much
too soon. Tim obviously has
vast experience within teaching
and writing, putting himself in
the shoes of students during
his method. He introduces a
second and finally a third chord
in book one, all the while giving
practical tips for ear training and
rhythmic awareness, as well as
harnessing applications such as
Spotify and iReal Pro. Nobody

could expect to become a jazz
player by reading two books, but,
if these tips and techniques are
understood and followed, you
should be well on your way.
Book 2 follows on logically from
Book one, concentrating more
on accompaniment styles and
how to interpret lead sheets,
basically setting you up to play
solo or in a band setting and
play anything thrown at you
on the fly. He expands into the
ii-V-i zone as well as many other
common chord progressions.
The latter half of the book mainly
leaves theory aside and gives
many good drills to practise. It’s
actually the easiest part of the
two books, bringing everything
learnt together using example
songs from various genres.
I really enjoyed both books.
As Tim says, these are only an
introduction. He suggests you
follow up with his other books
such as Exploring Jazz Piano and
Improvising Blues Piano. I confess,
I already have these two on
my bookshelf and can suggest
you do the same. Pick up a
Real Book and see where you
can take yourself. Follow your
ears, remember what you like,
forget what you don’t. Jazz is a
journey. As. Bill Hicks said about
life, ‘it’s just a ride.’ So is jazz!

Photo by Merlin Daleman
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HENRY’S BLUESLETTER
MASTER OF THE BLUES
On December 8th Louisiana and Mississippi celebrate
BUDDY GUY DAY. Henry’s Bluesletter marks the
occasion by profiling the legendary bluesman.
Beyond doubt, Buddy is the
greatest living bluesman and
one of the most important in
the rich history of the Blues.
This modest, self-effacing man
is the acknowledged influence
on a veritable army of blues
musicians, including Jimi
Hendrix, Stevie Ray Vaughan,
Eric Clapton, Jimmy Page,
Keith Richards and Jeff Beck.
Despite the tidal wave of
acknowledgement and the
total respect across the
entire blues spectrum of
musicians and audiences, he
was still holding down a day
job, driving a tow truck, in
1967 and didn’t start making
serious money until the early
90s. He was approaching
60 years of age when the
worldwide blues audience sat
up and took notice with the
release of his 1991 album,
“Damn Right I Got The Blues”.
Possibly, the main reason
Buddy Guy was not as
universally known as his
singing, guitar work and
explosive stage performances
warranted was down to his
recording deal with Chess
Records to whom he remained
signed right across his
formative years of 1959 to
1968. Leonard Chess simply

refused to record Buddy doing
what Buddy did onstage,
playing the wildest guitar
around. He described Buddy’s
playing as “just making noise”
and tried to record him as a
solo, playing R & B ballads,
jazz instrumentals, soul and
novelty dance tunes, none of
which were deemed suitable
for release as a single. The
only Buddy Guy album
released on Chess was the
1967 “I Left My Blues in San
Francisco”. Leonard, who it
must be remembered was
not the nicest of men, often
addressed musicians as “MF”,
to which Buddy would gently
reply, “I thought my name was
Buddy?”. However, he valued
Buddy’s tremendous technique,
using him as session guitar
man backing Muddy Waters,
Little Walter, Howlin’ Wolf,
Sonny Boy Williamson, Koko
Taylor and much of the Chess
Records stable.
Buddy was born George Guy
on July 30 1936, one of the
five children of Sam and Isabel
Guy, in Lettsworth, Louisiana
- a sharecropper family, living
in a shack on land owned
by the white Feduccia family
who demanded half of what
the Guy family earned picking
pecans and cotton.

HENRY’S BLUESHOUSE
AT THE BULLS HEAD
DECEMBER
7TH CHICK WREN’S ROLLIN’ RIVER BAND
14TH THE MARTIN BURCH BAND
21ST THE SHUFFLEPACK
28TH THE NITECRAWLERS
Admission Free. Doors 7pm.
Blues Talkin’ 7.15pm. Band 8pm.
The Bulls Head, 38 Bishopsgate Street, Birmingham, B15 1EJ
For more information contact Jim Simpson
on 0121 454 7020 or jim@bigbearmusic.com
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By the mid 1950s Buddy was
working days at Louisiana
State University as a
custodian, that’s maintenance
man and driver, while at night
playing the juke joints and
roadhouses of Baton Rouge,
with such musicians as Big
Poppa John Tilley and Raful
Neal as well as Lightnin’ Slim,
Lazy Lester and Slim Harpo. In
1957, through a DJ friend, he
recorded two demos for Ace
which were unreleased at the
time. But his dream remained
firmly in place: Buddy Guy
wanted to be in the thick
of the blues action which
meant South Side and West
Side Chicago, the stomping
ground of his hero, McKinley
Morganfield, Muddy Waters.
On September 25th, 1957,
the 22 year old Buddy Guy
left New Orleans Rail Station,
to become part of the great
migration north, headed for
Chicago, Illinois, not to work
as a janitor in any university,
but determined to make his
mark in The Blues.
He found himself a place to
crash and a day job as a tow
truck driver and set about
making his presence felt, toting
his guitar around the clubs and
sitting in with any band that
would allow the young, slightly
nervous new arrival from
Louisiana to go onstage.
At the end of a set at the 708
Blues Bar, owner Ben Gold
called him over to inform him,

“The Mud wants to talk to you,”
directing him onto the street
where no other than Muddy
Waters was waiting in the back
seat of his car. The window
was wound down and Buddy
told to get in. Muddy asked if
Buddy, who hadn’t eaten for
days, was hungry, so Muddy
produced some bread and
salami and proceeded to make
sandwiches for them to share.
They talked about their shared
beginnings in poor, rural
communities, how tough it was
to be tired, broke and hungry
in the big city and Muddy told
him that he had grown up
on the Stovall Plantation in
Clarksdale, Mississippi, had
played for small change on
street corners, “and look at me
now. I got enough salami for
the two of us.”
Muddy’s intervention was
timely, Buddy told him.
“Funny, ‘cause tonight was
the night I almost called my
daddy for a ticket home.”
“Tonight you found a new
home,” replied Muddy.
Ben Gold had seen Buddy
in action and was impressed
enough to offer him gigs and
it wasn’t long before Buddy
joined The Rufus Foreman
Band at The Squeeze Club,
a gig he held down for the
rest of that year and much
of 1958. Continuing to build
his reputation around the
clubs, Buddy found himself in
a Battle of The Blues at The

THE CORE THEATRE, SOLIHULL

HENRY’S BLUESHOUSE
ON THE ROAD
Fri 21st January THE NITECRAWLERS
Fri 4th March CHICK WREN’S ROLLIN’ RIVER BAND
Fri 8th April ROY FORBES’ JUKE JOINT
Fri 13th May GREY GOOSE BLUES BAND
Doors 7pm. Blues Talkin’ 7.15pm. Band 8pm. Tickets £5
The Core Theatre, Theatre Square,
Homer Road, Solihull, B91 3RG
For more information contact Jim Simpson on
0121 454 7020 or jim@bigbearmusic.com
Box Office: 0121 704 6962 / thecoretheatre@solihull.gov.uk

Blue Flame Club where, in
competition with Magic Sam,
Otis Rush and Junior Wells,
he was declared the winner,
doubtless winning a prize that
consisted of something to
drink. The main upshot of this
event was that an impressed
Magic Sam took him to meet
Eli Toscano, the owner of the
Artistic and Cobra record
labels, who signed him on
the spot. Buddy released
two singles on Artistic, both
produced by Ike Turner, “Sit
and Cry” and “This Is The
End”. The second one proved
to be prophetic as Artistic
sadly went bankrupt.
Meanwhile, Buddy was
becoming a force to be
reckoned with in the blues
joints of both the South Side
and West Side. A performance
with Otis Rush at The 708
Club clearly impressed, as
Buddy was invited to return
with his own band. In that
same year, 1958, he played
Theresa’s Lounge for the first
of many occasions; it became
almost a home-from-home
right through until 1970.
By 1965 Buddy had
established himself so firmly
in the firmament of Chicago
Blues that he was invited to
tour through UK and Europe
featuring with that year’s
prestigious American Folk
Blues Festival organised
by Horst Lippman and Fritz
Rau out of Frankfurt. It’s
less well-known that this
was preceded as his first
overseas tour by a solo tour
earlier that year, organised,
I believe, by John Martin of
Marquee Martin, details of
which lurk somewhere in the
mists of history, other than an
appearance in Birmingham,
which I organised at what is
now Aston University, and
another at The Marquee club
in Wardour Street in London
on February 25th 1965. The
support band was Long
John Baldry & The Hoochie
Coochie Men who probably
included backing singer Rod
Stewart, pianist Reg Dwight

aka Elton John and tenor
saxophonist Art Themen). Rod
Stewart was so overwhelmed
that he insisted on carrying
Buddy’s guitar case for him.
In the audience was the 19
year old Eric Clapton, who, in
a February 1990 interview for
BBC Radio 1 remembered,
“Buddy Guy is my hero, this
guy could do no wrong. They
had him play in the Marquee
one night with a pick-up band.
This was long before Hendrix
ever came to England and
Buddy did everything. He
played guitar behind his head,
he threw it on the floor, he
played it with his feet, I mean
he did everything. Everything
that Jimi Hendrix later did.
Except that Buddy was in this
sharkskin suit, like a Rock and
Roll suit. He was immaculate.
He not only played it, he was
the embodiment of what it
is all about. He is a beautiful
man too. He just had this
gentlemanly manner. The
whole thing was just right. A
quiet, soft-spoken guy who
was just a maniac on stage.
That was it, love at first sight.”
The international recognition
he received that year was the
beginning of a new era for
Buddy Guy. He recorded in
Chicago for Vanguard with
Big Mama Thornton, Willie
Dixon, Junior Wells and Otis
Spann and embarked on his
longstanding partnership with
Junior Wells, the Chicagobased West Memphis,
Arkansas-born harmonica
giant who was much later to
appear in the Blues Brothers
2000 film. They were to
tour and record extensively
together. We had the extreme
pleasure of featuring them
with their band in a sellout Birmingham Town Hall
performance, supported by
The Spencer Davis Group in
the Birmingham Jazz Festival.
In 1972 Buddy Guy took the
brave step, unusual for a
blues musician, of opening his
own club, The Checkerboard
Lounge at 423 East 43rd. “I

Read more of Henry’s Blues Profiles on Henry’s
Blueshouse weekly online Bluesletter to subscribe free of charge email
admin@bigbearmusic.com
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think I might have been the
first blues musician to have
a club,” he wrote. “Back
then there were blues clubs
all over Chicago, but after
the riots they disappeared,
drugs took over and people
weren’t drinking and listening
to the music any more. All
over town, there were clubs
closing and I was thinking:
where’s the next Eric Clapton,
B.B. King or Muddy Waters
going to be heard? I just got
my life savings and decided
that I was going to open my
own. I wasn’t looking for a big
profit and even today I don’t
make a lot of money from
Legends, but I have a lot of fun
watching other people play.”
The Checkerboard, a kindly
nod to Chess Records, was
to enjoy a huge reputation
internationally for such a
small club, helped morethan-somewhat by the Rolling
Stones album and video “Live
At The Checkerboard Lounge,
Chicago 1981” which featured
Mick and the boys, Muddy
Waters, Buddy Guy and Junior
Wells. The venture was a joint
affair with Buddy and L.C.
Thurman. Though Buddy left
the partnership in 1985, L.C.
continued, moving location
in 2003 for the club to finally
close at his death in 2015.
Buddy remains ever selfcritical, always burdened with
insecurity. He said, despite
the recognition of fellow
musicians and audiences
across the world, that he –
inexplicably for such a wild
performer – always suffered
from stage fright. Onstage,
Buddy is certainly no Miles
Davis. He enjoys entertaining
his audience with wisecracks
that would do Richard Pryor
or Moms Mabley proud.

As a youngster back in
Louisiana he would use
a cheap wine, known as
schoolboy scotch, to calm
his nerves. Later on he says
that a couple of shots of
cognac did the job. He also
said, “I’ve never made a
record that I really liked.”
Quietly spoken, ever modest
about his performances and
achievements, he admits that
the only time he has a drink is
just before he goes on stage,
nervous about what people
might think about the show.
Buddy Guy might just be
the most accoladed of all
blues musicians: seven
Grammy Awards and a bunch
of nominations, a Lifetime
Achievement Grammy, 37
Blues Music Awards, more
than any other musician,
the Billboard magazine
Century Award, a Kennedy
Center Honour, number 23
in Rolling Stone magazine’s
“100 Greatest Guitarists of
All Time”. Famously, in 2012,
when he was presented with
The National Medal of Arts,
he enticed President Obama
to join him onstage and sing
“Sweet Home Chicago”.
There are far too many other
awards to list here, but Buddy
does say that he is especially
pleased about the renaming
of Highway 418 as Buddy Guy
Way, his Mississippi Blues
Trail marker at his birthplace,
Pointe Coupee Parish, and
that in 2018 the states of
Louisiana and Mississippi
designated December 8th as
Buddy Guy Day. Buddy said
“I thought playing four times
in The White House was my
favourite thing, but coming
back home is the best.”
JIM SIMPSON
THE JAZZ RAG
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18TH
SCARBOROUGH
JAZZ FESTIVAL
SEPTEMBER 24-26, 2021
The return of the Scarborough
Jazz Festival after a year’s enforced
lay-off effectively answered
the question of whether the
audiences would come back to
arts and entertainment events.
There might have been a touch
more space than usual in the Spa’s
Grand Hall – not unwelcome
these days – but the numbers
were pretty impressive. So, too,
was the programme, as varied
as ever, ‘an eclectic mix of jazz,
electronic music and rock’ (I
quote the programme note on
a concert I missed) co-existing
with two men (Pete Oxley and
Nicolas Meier) playing ten guitars,
violin/piano duo going hand in
hand with hard bop quintet.
Even the weather conspired to
make it a memorable weekend.
The setting in the elegant seafront
Spa is attractive in any case, but
the warm September sun was
an added bonus – the torrential
rain arrived on the Monday after
the Festival! The only drawback
to Scarborough 2021 was the
fact that the cliff railway was out
of action, a distinct problem for
ageing festival-goers (such as
myself) with hotels on South Cliff.
Mike Gordon’s policy is, ‘If it
ain’t broke, don’t fix it’ and

the essential format remained
unaltered. Alongside the
occasional free event and
regular restaurant jazz from Pat
McCarthy, the main programme
consisted of a total of 17
75-minute sets in afternoon and
evening sessions. For various
reasons my attendance for the
first two days was sporadic, but
for the lover of straightahead
jazz Sunday was a joy.
First up was the Fergus
McCreadie Trio, with bassist
David Bowden and drummer
Stephen Henderson. This was
the first time I had heard
live the pianist who has been
reaping golden opinions – and
there is always the fear that it
is all ballyhoo. Not so in this
case. Highly original, but totally
accessible, the defining feature
of his style is the Scots influence.
On an extended, beautifully
crafted piece the lilting simplicity
of some sections reminded me
of Peter Maxwell Davies’ Farewell
to Stromness. Capable of great
delicacy of touch, McCreadie
can also thunder with the
best of them when needed.
McCreadie’s compositions are
all structured: they progress,
shifting mood, tempo and rhythm,
from moments of drama to
introspection to irresistible
dancing rhythms and the solos
by bass and drums are all part
of that progression. Apart from
anything else, this is a perfectly

Tony Kofi

integrated trio totally familiar
with each other musically.
For me the highlight of the
Festival followed: Tony Kofi’s A
Portrait of Cannonball (not ‘…
of Kenny Ball’, as compere Alan
Barnes pointed out). Of course,
like everyone else, I have known
Tony Kofi as a fine player for
years, but I have never heard
him in such supremely confident
form. Essentially this was a highly
energised hard-bop set, but Kofi
took time out for a delicate Stars
Fell on Alabama, his alto backed
only by Andrew Cleyndert’s bass
and Alfonso Vitale on drums.
Trumpeter Andy Davies
complemented Kofi admirably,
his crisp, edgy tone ideal for this
type of jazz, and the quintet was
a supremely effective unit. Kofi
was particularly unstoppable on
Sack o’Woe, just for a change
pianist Alex Webb told the
tale of Cannonball at the Café
Bohemia in the middle of Oscar
Pettiford’s Bohemia after Dark,
and the 75 minutes sped past.
The afternoon was rounded off
by the duo of young violinist John
Pearce and pianist Dave Newton
who somehow always seems to
be at his best in duo situations.
So it was here, piano and violin
echoing or completing each
other’s phrases, wit and whimsy
never too far away. Though
opening with the glorious old flagwaver, Stompin’ at the Savoy, Pearce
didn’t sound a natural swinger,
but the set gained momentum
as it proceeded: an exquisite
Moonlight in Vermont, a delightful
Honeysuckle Rose, all broken
phrases with the melody emerging
in the last chorus, Caravan, with a
mysterious cadenza for starters.
The evening opened with Phil
Robson’s Organ Trio, with Gene
Calderazzo and the ubiquitous
Ross Stanley, often playing
material outside the typical
organ trio repertoire, before
the traditional Festival finisher,
Alan Barnes’ Octet playing his
latest suite, Actually Jazz Portraits
isn’t really his latest, having
premiered at Southport early
in 2020 and having to wait until
now for its second performance.
Writing a suite based around
the abilities of your musicians
is making yourself a hostage to
fortune and, sure enough, at the
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first performance, Bruce Adams
was unavailable. This time the
problem was the nonsense of
the petrol panic, Simon Thorpe
being fuel-less in London and
Andy Cleyndert stepping in ably. A
work by Alan Barnes performed
by a group, also including Mark
Nightingale, Karen Sharp,
Robert Fowler, Dave Newton
and Clark Tracey, is a guarantee
of excellence and this was no
exception, although I missed
the interplay of solos in a work
that tended to feature a single
instrument in each number. The
add-on extra, The Duke and the
Count, showed us what we’d been
missing with a whole series of
free-blowing solos in addition to
the immaculate ensemble work
that characterised the whole thing.
Alan, surprisingly, wrote a
tango for himself, but numbers
more clearly designed for their
performers were The Barrister,
with Bruce Adams’ solo in
two parts, reflected his affinity
to both Louis Armstrong and
Dizzy Gillespie, and Nostalgia, a
lovely meaty tenor feature for
the splendid Robert Fowler.
On the first two days the session
that I found most impressive
was the Dave O’Higgins/Rob
Luft Quartet, playing the music
of Monk and Coltrane, and the
one I most regretted missing
was the Jean Toussaint Allstar
6tet, by all accounts a superb
Saturday night finale. In the
programme guitarist Rob Luft
was described in the programme
as a ‘young firebrand’, but my first
impression was how melodic a
player he was. The fire, though,
came soon enough on numbers
such as Coltrane’s Straight Street.
With O’Higgins in fine form,
Ross Stanley as assertive as
ever and Rod Youngs attentive
and incisive on drums, this was
a group that took no prisoners
on the up-tempo numbers
while producing some eloquent
ballad playing, as on a highly
respectful Round Midnight.
Next year’s dates are already
announced and we can only
hope that one of the UK’s
most distinctive jazz festivals
gives us more of the same –
but with added cliff railway!

RON SIMPSON
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