Разделы: 
1. BLUES;

2. CAJUN & ZYDECO / TEX-MEX (см. в конце файла 'Blues M-Z')

Gospel  --  см.: The RIVERSIDE GOSPEL CONGREGATION; The WORD; The BLIND BOYS OF ALABAMA;
Spirituals – см.: Jessye NORMAN; David MURRAY “Speaking In Tongues”;
BLUES

Characteristics of The Blues

Our good friend Ruby Brockett sent this list of classic blues rules over to the OFAM office the other day. We venture to say that they'll never appear in the New Grove Dictionary of Ameri​can Music, but they do, in a fun way, ring true. We offer them here tongue-in-cheek.
1. Most blues begin "woke up this morning" (although songs about death involve "didn't wake up this morning").
2. "I got a good woman" is a bad way to begin the blues, unless you stick some​thing nasty in the next line.
I got a good woman 

With the meanest dog in town.
3. Blues are simple. After you have the first line right, repeat it. Then find something that rhymes. Sort of.
I got a good woman 

With the meanest dog in town. 

He's got teeth like Margaret Thatcher, 

And he weighs 500 pounds.
4. The blues are not about limitless choice.
5. Blues cars are Chevies and Cadillacs. Other acceptable modes of blues trans​portation are a Greyhound Bus or a south bound train. Walkin’ plays a major part in the blues lifestyle. So does fixin’ to die.
6. Teenagers can’t sing the blues. Adults sing the blues. Blues adulthood means old enough to get the electric chair if you shoot a man in Memphis.
7. You can have the blues in New York City, but not in Brooklyn or Queens. Hard times in Vermont or North Dakota are just a depression. Chicago, St. Louis, and Kansas City are still the best places to have the blues. It's really hard to get the blues (really) in Eugene or Springfield.
8. The following colors do not belong in the blues:
a. violet 

b. beige 

c. mauve
9. You can’t have the blues in an office or a shopping mall, the lighting is wrong.
10. Good places for the blues:
a. The highway 

b. The jailhouse 

c. The empty bed

Bad places for the blues:

a. Ashrams

b. Gallery openings

c. Weekend in Palm Springs

11. You have the right to sing the blues if

a. Your first name is a southern state ...like Georgia

b. You're blind

c. You shot a man in Memphis

d. You can’t be satisfied 

You emphatically do not have the right to sing the blues if

a. You were once blind but now can see.

b. You're deaf.

c. You have a trust fund.

12. Nether Julio Iglesia nor Barbra Streisand can (or may) sing the blues.

13. If you ask for water and your baby gives you gasoline, it's the blues. Other blues beverages are:

a. Wine

b. Irish whiskey

c. Muddy water 

Blues beverages are not:
a. Any mixed drink.

b. Any wine kosher for Passover.

c. Yoo Hoo (all flavors).

14. If it occurs in a cheap motel or a shotgun shack, it's blues death. Stabbed in the back by a jealous lover is a blues way to die. So is the electric chair, substance abuse, or being denied treatment in an emer​gency room. It is not blues death, if you die during a liposuction treatment or a radial keretotomy.

15. Some blues names for women:

a. Sadie, b. Big Mama, c. Bessie 

Some blues names for men:

a. Joe, 

b. Willie, 

c. Little Willie, 

d. Lightning

16. Persons with names like Sierra or Sequoia will not be permitted to sing the blues no matter how many men they shoot in Memphis.

17. Other blues names (Starter Kit):

a. Name of physic infirmity (Blind, Cripple, Asthmatic), 

b. First name (see above) or name of fruit (Lemon, Lime, Kiwi), 

c. Last Name of President (Jefferson, Johnson, Fillmore)

18. You can sing the blues if you don't have a middle name, but...
перевод с английского из журнала «Play»:
КАК ПЕТЬ БЛЮЗ (РУКОВОДСТВО ДЛЯ ЖЕЛАЮЩИХ СОЧИНИТЬ «ЧТО-НИБУДЬ БЛЮЗОВОЕ»)

1. Большинство блюзов начинается словами: «Я проснулся сего​дня утром».

2. «У меня есть девчонка что надо» — плохое начало для блюза. Но уж если тебе так спелось — постарайся хотя бы в следующей строчке ляпнуть что-нибудь гадкое, например: «У меня есть дев​чонка что надо — только с фейсом ей не повезло».

3. Сочинять блюз несложно. Если удалась первая пара строчек — повтори ещё раз. А дальше просто рифмуй с чем попало. Напри​мер: «У меня есть девчонка что надо -- Только с фейсом ей не повезло. У меня есть девчонка что надо -- Только с фейсом ей не повезло. Её зубы, как у Маргарет Тэтчер, И весу под сто кило».

4. В блюзе не выбирают «или — или». Ты влип по самые уши, братец. Влип в болото, и выхода нет.

5. Блюзовые автомобили — Шевроле, Кадиллаки и раздол​банные грузовики. В блюзе никто не ездит на Вольво, БМВ или джипах. Гораздо чаще в блюзе передвигаются дальнобойными ав​тобусами «Грэйхаунд» или поездами южного направления. Ни ре​активных самолётов, ни дорог с полосой привилегированного дви​жения в блюзе просто не существует. Но всё же главное в блюзовом стиле жизни — это ходьба пешком. А также готовность сдохнуть в любой момент.

6. Тинейджеры не умеют петь блюз. Они ведь ещё не готовы сдохнуть в любой момент. Блюз умеют петь только те, кто расстался с детством. «Расстаться с детством» в блюзе — это значит дожить до возраста, когда тебя могут посадить на электрический стул, как толь​ко ты пристрелишь кого-нибудь в Мемфисе.

7. Блюз может случиться с тобой, например, в Нью-Йорке. Но только не на Гавайях. И уж ни в коем случае не в Канаде. В Миннеа​полисе или Тусоне твои «хреновые времена» воспримут лишь как очередную депрессию. Лучшими местами для блюза по-прежнему остаются Чикаго, Сент-Луис и Канзас-Сити. Там, где редко идут дож​ди, блюз не получается никогда.

8. Лысеющий мужчина — ещё не блюз. Лысеющая женщина — блюз. Сломать ногу, катаясь на лыжах — ещё не блюз. Сломать ногу, потому что её пытался откусить аллигатор — блюз.

9. Блюз не получится ни в офисе, ни в универмаге. Слишком уж там светло. Переползай на улицу к автостоянке — или хотя бы дер​жись поближе к мусоропроводу.

10. Лучше всего блюз поётся: а) на хайвэе; b) в тюрьме; с) в пустой постели; d) на донышке стакана с виски.

Хуже всего блюз поётся: а) в наркоманском притоне; b) в кар​тинной галерее; с) в элитном университете; d) на площадке для гольфа.

11. Никто не поверит в твой блюз, когда ты в костюме и галсту​ке. Если, конечно, ты не старый индеец, который спит во всём этом уже не первую ночь.

12. Есть ли у тебя право на блюз? Да — если: а) ты слеп; b) ты старее, чем грязь; с) ты подстрелил кого-нибудь в Мемфисе; d) в твоей душе покоя нет.

Нет — если: а) все твои зубы целы; b) ты понял, как ты был слеп; с) тот парень в Мемфисе выжил; d) у тебя пенсионный план или трастовый капитал.

13. Секрет блюза — не в цвете кожи. А в том, насколько тебе не везет. Тайгер Вудз не умеет петь блюз. А Гари Коулмэн — умел. Бе​лые уродцы тоже внесли в блюз свою лепту.

14. Ты просил воды — тебе Детка бензин налила. Это блюз. Так​же подходит как блюз-питье, если ты заказал: а) вино; b) виски / бурбон; с) мутную воду; d) черный кофе.

Никак не подходит как блюз-питье, если ты заказал: а) коктейль; b) кошерное вино; с) фруктовый морс; d) минералку.

15. Смерть в дешёвом мотеле или смерть от случайной пули — блюзовая смерть. Нож под лопаткой от чьей-нибудь ревности — то​же вполне Блюзовый Способ Сдохнуть. Как варианты годятся: элек​трический стул, передоз и одинокая смерть на сломанной раскла​душке. Тебе не удастся умереть блюзово на теннисном корте или во время липосакции.

16. Примеры женских блюзовых имен: а) Сэди; b) Биг Мама (Большая Мама); с) Бесси; d) Фэт Ривер Дамплинг (Толстый Речной Пельмень).

17. Примеры мужских блюзовых имен: а) Джо; b) Вилли; с) Литл Вилли (Маленький Вилли); d) Биг Вилли (Большой Вилли).

18. Люди с именами вроде Сьерра, Секуола, Обери или Рэйнбоу никогда не смогут петь блюз, сколько бы народу они в Мемфи​се ни укокошили.

19. Подбери себе Блюзовое Имя (пособие для начинающих): а) какой-то физический недостаток — Блайнд (слепой), Криппл (ка​лека), Лэйм (хромой) и т.п.; b) первое имя плюс название фрукта — Лемон, Лайм, Киви и т.п.; с) фамилия президента — Джефферсон, Джонсон, Филлмор и т.п. (ну, может, с «Киви» я и погорячился...).

20. Только не грузи меня байками о том, как трагична твоя жизнь. Пока у тебя есть компьютер — ты не сможешь петь блюз. Уничтожь его, так будет лучше всего. Спали с потрохами. Запусти в монитор бутылкой из-под сивухи «Бешеный Пёс». Расстреляй в упор из пистолета. Или пускай твоя Большая Подруга усядется на него и раздавит в лепёшку всеми своими прелестями. Пробуй что хочешь, приятель. Мне всё равно.

--- Лейм Манго ВАШИНГТОН 
	ALLIGATOR 

       20th Anniversary Tour
	(live)    [2CD]
	1993
	49:42

63:41
	 by label Alligator Records (USA):

Lil’ Ed and The Blues Imperials (4); Katie Webster (3); Elvin Bishop (4); The Lonnie Brooks Blues Band (4); Koko Taylor And Her Blues Machine (4); + all star jam (1).

“The tour was exhausting, exhilarating, infuriating and unforgettable. And at the end, when we all got ready to go our separate ways, everyone stood around the bus, hugging and laughing and hating to leave, and wishing we could do it again. And maybe we will...” —  Bruce Iglauer, the Alligator Records’ producer.

	ARHOOLIE 40th Anniversary Collection
	The Journey of Chris Strachwitz
	2000
	box
	label: Arhoolie Productions (USA)

All original recordings produced and edited by  Chris Strachwitz

CD A: 1954-1965 (47:10) 

1. Jesse Fuller - SAN FRANCISCO BAY BLUES (3:49) *
2. K.C. Douglas - MERCURY BLUES (2:44)
3. Mance Lipscomb - SHAKE SHAKE MAMA (2:48)
4. Lil' Son Jackson - CAIRO BLUES (2:27)
5. Wade Walton / Robert Curds Smith - BARBERSHOP RHYTHM (2:21)
6. Butch Cage/Willie Thomas - ONE THIN DIME (4:41)
7. Hodges Brothers - CHARMIN' BETSY (2:49) **
8. Alex Moore - WHISTLIN' ALEX MOORE'S BLUES (3:03)
9. Black Ace - I AM THE BLACK ACE (4:12)
10. Big Joe Williams - BROTHER JAMES (3:33)
11. Mercy Dee - LADY LUCK (2:41)
12. Robert Curds Smith - DON'T DRIVE ME AWAY (2:20) **
13. Zydeco Announcer - ZYDECO INTRODUCTION (0:50)
14. Albert Chevalier - BERNADETTE CHERE (3:52)
15. Lightnin' Hopkins - BALD HEADED WOMAN (3:50)

* = Previously unissued

** = Previously unissued on CD

	Jean - Paul  AMOUROUX
	Boogie For Piano And Organ
	1976
	48:15
	J.-P. A. [p]; Milt Buckner [organ]; Alphonse Masselier [b]; Sam Woodyard [d]; Andre Villeger [t s - # 5, 11].

  ...They turn out the wildest and wooliest music in the world. These public recordings, which hearken back to the duo tradition of Albert Ammons and Pete Johnson, give us proof: Milt Buckner and Jean-Paul Amouroux, acting as a stimulus for each other, take us into unfettered world of boogie woogie, with a much drive and dynamite as you like.

	Jean - Paul  AMOUROUX
	Boogie Woogie Duets
	1981
	48:18
	J.-P. A. [p - left channel]; Memphis Slim [p - right channel]; Gilles Chevaucherie [b]; Michel Denis [d].

  Piano duets are always a big event in jazz. What a fine idea to have brought together, on 2 full concert Steinways, 2 real specialist of blues and boogie woogie, Memphis Slim and Jean-Paul Amouroux! Thanks to the perfect understanding between 2 partners, their congenial complicity, and to the high professional standard of recording, this album is a total success. The dynamics of boogie woogie lends itself especially well to such jousting on the piano, and Slim and Amouroux, both full of zest, start up a dialogue in the very first bars. With obvious pleasure, they mesh perfectly together, making the pianos ‘rock and roll’ with unusual power (beautifully brought out by the Steinway’s rumbling bass notes). We have here a mixture of strength, mastery, but also sensitivity and subtle contrast. The deep feeling in the slow blues, the sizzling swing in the medium or fast pieces, will literally send all you blues lovers! Slim and Amouroux play with inspiration from beginning to end, talking to each other and jiving to the utmost. [...] We warmly welkome this authentic tribute paid to devillish boogie woogie. The 2 pianists couldn’t have achieved more perfect harmony! Congratulations to Memphis and Jean-Paul!

	Jean - Paul  AMOUROUX
	Nothin’ But Boogie Woogie
	1993
	73:00
	J.-P. Amoroux [p, arrangements]; Francois Fournet [g]; Gilles Chevaucherie [b]; Gerard Marmet [d].  Rec. 1992.

  Jean-Paul Amouroux one day encountered boogie woogie, fell prey to its charms and decided to devote his life to it. As others devote their lives to religion. After the experience of recording with so many of the greats – something of which he can be justly proud – he had no hesitation on going out of his own, each of his albums providing a remarkable illustration of just how fascinatingly diverse this music can be.

	Louis ARMSTRONG
	From The Big Band  To The All Stars

[2 CD]
	1946-56
	47:50 48:40
	все CD только с вокалом

суммарное время не пересекающихся вещей на всех CD  = 226 мин.

	Louis ARMSTRONG
	Louis & The Good Book Vol. I
	1958
	35:51
	(23:05)

	Louis ARMSTRONG
	My Greatest Songs
	
	43:45
	(28:10)

	Louis ARMSTRONG
	What A Wonderful World
	1968
	31:33
	(17:28)

	Louis ARMSTRONG
	Round Midnight
	
	57:37
	(48:00)

	Louis ARMSTRONG
	Hello Louis    [2CD]
	
	51:09 57:32
	(основа)

	Billy Boy  ARNOLD
	Back Where I Belond
	1993
	54:20
	label: Alligator

speak face to face with bluesman Billy Boy Arnold and after a while you have the feeling that something about him doesn't quite add up. This man looks to be in his early forties, with a steady gaze, articulate speech, unlined face, trim build and a head of hair devoid of grey. Isn't this the singer and harmonica player who's near sixty and has been recording since the 1950s? They are one and the same. Billy Boy may have aged over forty years since he began playing the blues, but, like his appearance, his music is that of a mature bluesman who is still full of youthful energy.

This 57-year-old native Chicagoan was a key player in the development of both Chicago blues and early rock 'n' roll. He got his first harmonica lessons from John Lee Williamson, the original Sonny Boy. Billy was an important member of the early Bo Diddley band and, later on, a star in his own right with his widely influential recordings for the VeeJay label, made between 1955 and 1957. Billy's records and original compositions have made him a significant figure in the blues world; his songs were covered by British bands of the 1960s like the Yardbirds and the Animals (I Ain't Got You and / Wish You Would, respectively). Also, he is a highly individual harmonica stylist who chose to utilize Sonny Boy's fluttering "wah wah" vibrato even after Little Walter's "Louisiana Saxophone" style became dominant in Chicago.

So why isn't Billy Boy Arnold a household name? Why wasn't he able to parlay the adulation of young Brits into a solid career as a performer and songwriter? Why is his profile as a nationally touring performer just now emerging? Maybe this release, which is Arnold's most significant recording in almost thirty years, will bring him the recognition he's always deserved. It should make it clear that Billy Boy Arnold is back where he belongs.

Although his family was from Georgia, Billy was bom in Chicago in 1955. He literally grew up at the same time as that city's important postwar blues developments. As a Chicago native, Billy had no Southern musical baggage that he had to adapt to meet the demands of an urban musical environment. His chief role model on the harmonica was, and remains, Sonny Boy Williamson I. It was Sonny Boy who showed an admiring twelve-year-old Billy how to "choke the harp" and showed the boy the advantages of playing Marine Band harmonicas. Their meetings were few, however, and Williamson, whose citywide fame and popularity were unmatched by any blues performer of the late 1940s, met with a violent end. This didn't deter Arnold's passion for the blues (he knew most of Sonny Boy's recorded work by heart) and its makers. [...]

	ATOMIC  FIREBALLS
	Torch This Place
	1999
	39:33
	web:  www.atomicfireballs.com 

John Bunhley [v]; Randy Sly [p]; Duhe Kingins [g]; James Basteh [tp]; Eric Schabo [t s]; Tony Buccilli [trb];  Shawn Scaggs [double bass];  Geatt Kinde [d].

 blues&boogie.  Возможно также квалифицировать как Neoswing. Самая подходящая аналогия для этого проекта -- Screaming Jay Hawkins.

	Long John  BALDRY
	It Still Ain't Easy
	1992
	54:38
	blues-rock

	Long John  BALDRY
	On Stage Tonight – Baldry’s Out!
	1993
	69:40
	J. B. [v, 12str g]; Papa John King [g, v]; Butch Coulter [harmonica, ac g, v]; John Lee Sanders [sax, v, k]; Eric Webster [p, Hammond]; Tom Knowles [b]; Al Webster [d]; Kathi McDonald [v].

  Legendary British blues cornerstone Long John Baldry has a long history of leading amazing bands and putting on incredible ‘live’ shows.

	Long John  BALDRY
	Welcome To Club Casablanca
	1976
	
	LP

	John Henry  BARBEE
	I Ain’t Gonna Pick No More Cotton
	1964
	
	LP   (Blues Roots Vol. 3)

	BAREFOOT  SERVANTS
	
	1994
	47:35
	hard blues

	“Chicago”  BEAU
	My Ancestors
	1991
	74:14
	L. McGraw-Beauchamp (Chicago Beau)

	Carey  BELL
	Deep Down
	1995
	52:24
	lbel: Alligator

C.B. (см. тж. с: James Cotton «Harp Attack»; Big Walter Horton; Doug MacLEOD) [v, harmonica]; Lucky Peterson (см.)[p]; Carl Weathersby [g]; Lurrie Bell [g]; Johnny B. Gayden [b]; Ray «Killer» Allison [d].

  «Carey Bell is an under-servedly under-recognized master of the blues harp... a 30-year veteran Chicago harpist with exemplary taste, an impeccable sense of timing, an exciting combination of skill and panache. But he can still get down and dirty.»  --- ‘Living Blues’
C.B. – номинант на 20-ю (1999) ежегодную блюзовую премию имени Уильяма Хенди в категории: «Губная гармошка».

	Oscar  BENTON
	Best Part Of My Life
	1993
	44:48
	recorded 1993

	Oscar  BENTON
	Greatest Hits
	1997
	61:04
	с ‘Best Part...’ не пересекается

	BIG  SUGAR
	500 Pounds
	1995
	47:40
	label: Zomba / Silvertone (NYC, USA)

hard blues
Gordie Johnson [g, b, v]; Stich Wynston [d]; Garry Lowe [b]; Kelly Hoppe [harmonica, melodica, steel guitar].

	BIG  TWIST                                                       & The  MELLOW  FELLOWS
	Playing For Keep
	1983
	35:24
	label: Alligator

	Elvin  BISHOP
	Don’t Let The Bossman Get You Down
	1991
	39:47
	label: Alligator

	Elvin  BISHOP
	Ace In The Hole
	1995
	53:32
	label: Alligator Records

«A good time romp... raucous blues with high-energy soloing – mixtures of  careening slide and razor-edged bursts... droll, conversational singing... all delivered with unflagging enthusiasm and wit.» – Rolling Stone

	BLINDSIDE  BLUES  BAND
	Blindside Blues Band
	1993
	41:14
	hard blues

	BLINDSIDE  BLUES  BAND
	Blindsided
	1994
	49:11
	Haunted by the ghost of Cream, Mountain, and early Fleetwood Mac, Blindside Blues Band forge ahead with their own energy charged take on rock n’blues. On this second release, “Blisided”, guitarist/ vocalist Michael Onesko and guitarist Scotty J. Engage in blues guitar brawls, relentessly backed by the ex-Badlands rhythm section of Greg Chaisson and Jeff Martin. BBB edge toward a blues oriented style without denying their rock guitar heritage.

	BLACK  CAT  BONE
	Blue Shadows
	1993
	48:56
	

	BLACKFOOT
	Rattlesnake Rock’N’Roll
	
	75:45
	label: Rhino Records, 1994.

Blues-rock / hard blues

Rick ‘Rattlesnake’ Medlocke [g, v]; Charlie Hargrett [g]; Greg T. Walker [b]; Jakson ‘Thunderfoot’ Spires [d, perc]; Neal Casal [g (#17, 18)]; Rikki Mayr [b (#17, 18)]; Gunner Ross [d, perc (#17, 18)]; + Cub Coda [harmonica (#4)]; Shorty Medlocke [banjo (#13)].

 “Rick is one of the best musicians / songwriters / singers / drummers / pickers I’ve ever had the honor to play with. I love him like a brother and he’s one of the best friends I could ever dream of having. So I guess I won, and so will you if you just listen.”  — Gary Rossington, ‘Lynyrd Skynyrd’ (ñì.)

 “We were always looked upon as the black sheep of the Southern bands,” notes Rickey Medlocke, founding member of guitar-slingin’ blues rockers Blackfoot. That’s a reputation Medlocke says he “didn’t mind at all.”  It was the band’s unorthodox approach to the genre that allowed it to become one of the select few Dixie-bred groups to transcend that ‘Southern rock’ label and grasp the golden ring of album-rock success in the 1970s and early ‘80s. “We were still hit with that [regional] stigma,” Medlocke admits, “but I always just thought we were a rock band that just happened to be from the South. Even in the earlier days, Blackfoot was a much heavier band than anyone of that caliber that were supposed to be ‘Southern bands’. We were a lot more high-energy, a lot more up-tempo, not so much boogie-oriented; but we still had that bluesiness.” [...]

	The BLIND BOYS OF ALABAMA
	Spirit of The Century
	2001
	47:16
	label: Realworld

All songs traditional exc. #1 by Tom Waits and #11 by Mick Jagger / Keith Richards.

Clarence Fountain, Jimmy Carter, George Scott and Joey Williams [voc] with: John Hammond [dobro]; David Lindley [el slide g]; Charlie Musselwhite [harmonica]; Danny Thompson [double bass]; Michael Jerome [d].

The Blind Boys of Alabama have been singing Gospel music continuously since 1939, when the group was formed. For the biographical overwiev go to http://realworld.on.net/blindboys 

Старички вспоминают старый блюз. Но более старый, чем они сами. Диск заслуживает определения folk-blues.

	Rory  BLOCK
	Mama’s Blues
	1991
	38:49
	blues
R.B. – номинант на 20-ю (1999) ежегодную блюзовую премию имени Уильяма Хенди в категориях «Акустический блюз» и «Традиционный блюз – лучшая вокалистка».

   “Rory Block has been an inspiration to me since we started out years ago. Her guitar playing, singing and songwriting are some of the most soulful in traditional and modern blues.” — Bonnie Raitt.
  “I love it! I love it! She’s very simply the best there is.” — Taj Mahal.
  “At the age of 14 I spent all my time sitting in front of a beat-up old speaker listening to some of the most crackly and  staticky recordings ever to exist on vinyl. For two years it was my passion to transcribe the old songs as religiously accurately as possible, out of a deep reverence for the music and for what I later realized was an instinct for historic preservation. [...] Everywhere I went all I ever heard were a chorus of voices telling me that blues was all well-and-good and a curiosity, but that I’d never make it if I insisted on playing this obscure and uncommercial music and that the road to fame was rock and roll. Although I was drawn into the world of pop by various domineering and now (thank God) dated types, I always maintained my rootsy connection to blues.” — Rory Block.

	The  BLUES  BAND
	Ready
	1980
	51:24
	Белый блюз.

 см. тж. сольники Dave  KELLY
Gary Fletcher [b, v]; Paul Jones [harmonica, lead v]; Dave Kelly [g, slide g, lead v]; Tom McGuinnes [g, v]; Hughie Flint [d].

	The  BLUES  BAND
	Itchy Feet
	1981
	49:21
	см. тж. сольный диск  гитариста Dave KELLY.

Gary Fletcher [b, v]; Hughie Flint [d, perc]; Paul Jones [harmonica, lead v]; Dave Kelly [g, slide g, lead v]; Tom McGuinnes [g, v].

	The  BLUES  BAND
	Brand Loyalty
	1982
	48:45
	Gary Fletcher [b, v]; Paul Jones [harmonica, lead v]; Dave Kelly [g, slide g, lead v]; Tom McGuinnes [g, v]; Rob Townsend [d].

	The  BLUES  BAND
	Back For More
	1989
	45:52
	Paul Jones [lead v, harmonica, perc]; Gary Fletcher [b, v]; Dave Kelly [el&ac g, slide g, lead v, perc]; Tom McGuinnes [el & ‘national’ g, lead v]; Rob Townsend [d]; with guests: Katie Webster (см.) [farfisa]; Bob Hall [p]; Plas Johnson [t s]; Big Joe Duskin [p]; Peter Filleul [k]; Liz Kitchen [perc, vibes]; The Memphis Horns; The Phantom Horns; The Kokomo Singers.

	The  BLUES  BAND
	Homage
	1993
	64:54
	Gary Fletcher [b, v]; Paul Jones [harmonica, v]; Dave Kelly [g, slide g, v]; Tom McGuinnes [g, v]; Rob Townsend [d].

  Исполняются классические старые блюзовые стандарты в аранжировке The Blues Band.

	BLUES  BROTHERS
	Briefcase Full Of Blues (remaster)
	1978
	38:45
	

	BLUES  BROTHERS
	Made In America (remaster)
	1980
	33:52
	

	BLUES  BROTHERS
	Original Soundtrack Recording (remaster)
	1980
	41:02
	

	BLUES  BROTHERS
	Live In Montreux
	1990
	58:19
	

	BLUES  BROTHERS
	Red, White, & Blues
	1992
	41:35
	

	BLUES  BROTHERS
	Blues Brothers 2000
	1997
	61:15
	THE BLUES BROTHERS BAND IS:

Steve Cropper - Guitar

Tom Malone - Baritone Saxophone, Trombone and Trumpet

Donald "Duck" Dunn - Bass Guitar

Alan Rubin - Trumpet

Leon Pendarvis - Piano and Organ

Anton Fig - Drums (on tracks #5,7,9,11,14,17,18)

Paul Shaffer - Piano and Organ

Matt Murphy - Guitar, Trumpet

Lou Marini - Saxophones

Birch Johnson - Trombone

Steve Potts - Drums (on tracks #4,6,15)

THE LOUISIANA GATOR BOYS ARE:

B.B.King - Vocals and Guitar

Jeff "Skunk" Baxter - Guitar

Gary U.S. Bonds -Vocals

Eric Clapton - Vocals and Guitar

Clarence Clemons - Vocals, Tenor Saxophone and Tambourine

Jack DeJohnette - Drums 

Bo Diddley - Vocals and Guitar

Jon Faddis - Trumpet

Dr. John-Vocals and Piano

Tommy McDonnell-Vocals

Billy Preston - Vocals and Synthesizer

Lou Rawls - Vocals

Koko Taylor - Vocals

TravisTritt - Vocals and Guitar

Grover Washington, Jr. - Baritone Saxophone

Willie Weeks - Bass Guitar

Isaac Hayes - Vocals

Charlie Musselwhite - Vocals and Harmonica

Joshua Redman - Tenor Saxophone

Jimmie Vaughan - Vocals and Guitar

Willie Weeks - Bass Guitar

Steve Winwood - Vocals and Organ

HORN ARRANGEMENTS:

Tom Malone (on tracks # 4,6,7, 8,11,15,16,17); Lou Marini (on tracks # 5,9)

	BLUES  COMPANY
	Vintage
	1995
	51:38
	белый блюз; можно сравнить с Peter Green, но с более мощным и хриплым вокалом.

	BLUES’ N’ TROUBLE
	Hat Trick
	1987
	36:11
	Белый британский блюз.

Instant (a division of Line Records).   recorded... at Essex.

Tim Elliott [lead v, harmonica]; John Bruce [lead g, dobro, back v]; Dave Neill [rh g, v]; Alan Scott [b]; Sean Scott [d]; additional musicians: Geraint Watkins (см. тж. в ‘R’n’R’ sect.) [accordion, p]; Ian Gibbons [organ]; Pete Thomas [t s (#5)]; Mike Vernon [perc]; Bob Ross [k].

	BLUES’ N’ TROUBLE
	«First Trouble» / «No More Minor Keys»          (2CD)
	
	41:53

36:07
	label: Line Records 1992.       recorded in London

Tim Elliott [lead v, harmonica]; John Bruce [lead g, dobro, back v]; Dave Neill [rh g, v]; Alan Scott [b]; Sean Scott [d].

	BLUES  TRAVELER
	Save His Soul
	1993
	67:53
	Белый блюз

	BLUES JAM IN CHICAGO – см. Peter GREEN
	
	
	
	

	BLUESIANA
	Hot Sauce
	1994
	53:10
	label: Shanachie Rec.                          Blues-in-jazz

Ingridients: Ray Anderson, Michael Brecker, Eddie Gomez, Toots Thielemans, Allen Toussaint, Paul Griffin, Will Calhoun, Phil Hamilton, Chuck St.Troy.

	BLUESIANA
	Hurricane
	1995
	66:16
	Shanachie Rec.

  Bluesiana Hurricane is the fourth volume of the Grammy nominated ‘Bluesiana’ series which brings together master musicians from the realms of jazz, blues, r’n’b & rock for New Orleans-rooted blowing sessions. Featured on this latest volume are Rufus Thomas, Lester Bowie, Bill Doggett, Chuck Rainey, Bobby Watson, Will Calhoun and Sue Foley.

	Blues  Roots  (compilation)
	The Mississippi Blues
	
	
	LP   (Blues Roots Vol. 1)

Bert Logan, Coot Venson, Avery Brady, Jimmy Brown, Jimmy Brewer, Arthur Weston, Big Joe Williams, Johnny Young, Ruby McCoy, Arthur “Big Boy” Spires, Willie Lee Harris, Big John Henry Miller.

	Blues  Roots  (compilation)
	Blues All Around My Bed
	
	
	LP   (Blues Roots Vol. 2)

Carl Hodges, Big Joe Williams, John Lee Granderson, Johnny Young, James Robinson, “Piano Bill” Bryson,  Doug Quattlebaum, Avery Brady, Connie Williams, Leroy Dallas.

	Jean-Paul  BOURELLY
	Saints & Sinners
	1993
	73:03
	Jean-Paul  BOURELLY – см. тж. с: Cassandra  WILSON (в 'Jazz')

label: DIW (Tokyo)

Jean-Paul  BOURELLY & The Blue Wave Bandits:

J-P. B. [g, v, Subatomic Guitar Bass]; “Kundalini” Mark Batson [k, organ, Bass Keys]; Melvin Gibbs (см. тж. с Elliott Sharp в ‘Alternative’) [b]; Alfredo Alias [d].

All songs written and produced by J-P. B.

GOT TO BE ABLE TO KNOW written by Jean-Paul Bourelly

Got to be able to know when it's time to stop when to go when to push or pull ahead like a bull when it's wrong when it's right when it's time to live when it's time to die make your own move or is your life a lie

Pressure fallin down like rain gonna run your life slowly insane got to find peace of mind got to lay low espeicially when thing are goin slow flying through the wind flying upside down got to make a landing on the ground pressure throws me from my landing zone I'm fallen to the ground real slow 

Got to be able to know got to be able to know got to be able to know got to be able to know

Tryin to hesitate cause your life is on the line you think you're great you think you're special

cause you're not one of a kind there are many sucker's like you

you got to go low you want more be sick from head to toe

and maybe that's when you'll see the end of your life comin closer to thee

be able to know got to be able to know got to be able to know ya got to be able to know

Cocaine pipe cookin fire blowing in the dark see your wife home greiving tearin her life apart don't care bout nobody for the life of blow your head fried up crispy 

Got to be able to know Got to be able to know Got to be able to know 

be able to know be able to know be able to know when to let go

you got to be able to know when to let go come on brother

put that pipe down get your mind together taking rcsponsiblity

stop feelin sorry for yourself man keepin yourself up in that position man you ought to

be ashamed of yourself all that tradition you got behind you man

wake the fuck up wake the fuck up yea man come on you got any mufuckin pride

do it do it just do it mufucka

TOXIC YOU LOVE written by Jean-Paul Bourelly

Time for waiting is over I heard you coming in foot steps caring me closer

to my innocence

brown ma ma comin round what are you puttin down three steps from my heart

is sweet like cherries that are dripping to the ground

all I ever knew was you love a painted blue love showers of you love

all across my brain it's a new love a powerful mental thang

Time for waiting is over no more lies that people play I'm not uneasy I'm not on

your sting but gently walking and talking soul search by the path of a

jungle rain a jungle rain

ever so new love a tried and true love an always new love a toxic you love tried and true love an always new love a thrilled to be love a toxic you love a toxic you love

your vibrancy rocks my path makes me proud to be a better man walk with me thru sheets of clover spinning tails of our loving madness making love over and over and over and over over

MACK MELT DOWN written by Jean-Paul Bourelly

It's time to roll I'm feeling like I got to go waking me up at 3:30 in the morning but I go

I'm sold on this funk it's a funky motha fucka to get to a funky motha fucka

a funky motha fucka to get to I'm ready for it are you ready for it

it's a one taker a stone cold heart breaker I need it Kundalini on the left

Kundalini on the right Kundalini on the right of the speaker

I'm sold I.... I'm sold on the right to gold I'm.......sold on the right to gold

I need it I need it get ready for the funky coming it comin inside your bones baby rub me down it's...ee....comin in all way inside your bones

get it get it get it get it get it get it   %&«t*&f(T'^$>"?

every body knows that I'm the mack every body knows that I'm the mack

where are my girls where the fuck are my girls you ho's get on the street and I

mean right goddamn now! move that fuckin ass! comon a

Cadillac Bobs on stoney Island that's where I do my bussines and I mean aaahhww

get it get it get it get it 95th street...au.. I got some shit happening tonight I got to go

12 o'clock I'm meetin a bad motha fucka like you a bad motha fucka like you

aahhww get it get it get it get it get it

you got me sold on the right to hold... your soul in my bones

MUDDY WATERS (BLUES FOR MUDDY) written by Jean-Paul Bourelly

My mother told my father just before I was born she said you got a boy child comin

he gonna be a rolling stone

There're two trains runin ain't neither of them goin my way

one runs at midnight and the other just before day just before day just before day

I wish I was a catfish swimmin in the whole deep blue sea I'd have all you good

lookin woman chasin after chasin after me shonuff chasin

Can you feel the..... muddy water rush in from the tide....... well so can I......well so can I

remnants of the blues you left inside my bones I dedicate this song to you make it last..... make last until we grow..... until we grow old

steel strings was the fiery metal he bent...... it was all for love

...... and I was just a kid.....I was just a little kid

	Jean-Paul  BOURELLY
	Tribute To Jimi
	1995
	72:37
	label: DIW

tribute to Jimi Hendrix

Jean-Paul Bourelly [g, v, subatomic guitar bass]; T. M. Stevens [b]; Alfredo Alias [d]; Irene Datcher [backs (#4, 5, 7)].

«So how did you arrive at doing this recording?»

JPB: «I was hesitant at first but considering that I hadn’t heard a Hendrix tribute recording that I thought captured the spirit of what his essence was all about,  I said yea yea, that’s something I can contribute to the music world that I think people could dig. [...]»

	Jean-Paul  BOURELLY
	Rock The Cathartic Spirits: vibe music and the blues!
	1996
	68:28
	Jean-Paul  BOURELLY & The Blue Wave Bandits:
JEAN-PAUL BOURELLY guitar/vocals/subatomic guitar bass/keyboard bass/drums 

"KUNDALINI" MARK BATSON keyboards/hammond/piano (ex. 6) 

REGGIE WASHINGTON electric bass (1/4/5/6/7/8) 

ALFREDO ALIAS drums (1/4/5/7/8) 

LONNIE PLAXICO acoustic bass (2/3/9/10) 

KEVIN "K-DOG" JOHNSON drums (2/3/9/10) 

JALAL SHARRIFF & MICHAEL WIMBERLY percussions (2/3/9/10) 

D.J. LOGIC (JASON KIBLER) turntables(p,7) 

BOOKER T tenor saxophone (4/9) 

IRENE DATCHER background vocals (4/5)

1) Rock the Black Triumvirate 7:30 

2) Chocolate Storm 9:45 

3) Keep Com'n 6:58 

4) Rainbow Trail 5:21 

5) Creativitea 8:09 

6) Rock the Cathartic Spirits 6:40 

7) Neo-Boogaloo Consciousness 5:00 

8) Hangin’ at the Kushite Lounge 8:06 

9) Dark Clouds Roll 6:14 

10) Badriia 4:55

they told me that one could create songs in an instant... to be more bold than a flo jo type love song ". even though a style might live in exile for years with a feeling that's a bit too wild for the gale keeper's ears... unwilling to passify his fears the dragon on butterfly wings floats over the great corporate junk pile... and still will the truth connect with the myriad of spirits that lay trapped, isolated on the other side... hearing few voices of their own—and to hear through the cross talk is like wading through a jungle brush looking for the monkey man as he wails with a cathartic spirit as few can... no monkey no milk and  my hunger grows deeper no monkey no milk as the body grows weaker ... but bizarre as it seems, all the search through cacaphonic dreams are really not lost... and now magnified by two ...strength and clanty do replenish the power of soul and mind.. its just the cryptic trail the hunter must take to find the catch... if the lake is something precious to fetch—while the wired up brain is ever ready to find a vibe that will stimulate electrolytes and young, running, blood though veins ...standing hairs on end... and the fired up soul waits restlessly besides the tyranny of loneliness... as he has in the past for a real vibe to connect with and fill his vacant hole... naturally at last...         ---- JPB

	Pat  BOYACK  &  The PROWLERS
	Breakin’ In
	1994
	44:31
	label: Rounder Rec.: Bulseye Blues (USA).  Белый блюз.
  The Dallas-Fort Worth area is one tough place to be a blues musician. With friendly competition from the likes of Anson Funderburgh, Smokin’ Joe Kubek (см.) Jim Suhler and others, you either get damn good or you keep your day job. Get ready to hear the Prowlers’ debut, aptly titled ‘Breakin’ In’. Featuring Pat Boyak on guitar and Jimmy Morello on vocals, no alarm systems, guard dog, lock, chain or security guard can keep these Prowlers off the national blues scene. They’re armed, dangerous, and on the loose. We can thank Bullseye Blues for any and all damage to an unsuspecting public.

	Billy  BRANCH
	The Blues Keep Following Me Around
	1995
	58:00
	label: Verve

Billy Branch [v, harmonica]; Carl Weathersby [g]; David Torkanowsky [p, Hammond B-3]; Cal Arnold [b]; Kerry Brown [d]; + The Legendary White Trash Horns: Steve Howard [tp]; Jon Smith [t s]; Ward Smith [bar&t s].

  Billy Branch is among the finest of the emerging masters of the blues artists who have paid their dues and are destined to carry the music into the 21st Century. [...]

	Elkie  BROOKS
	Nothin’ But The Blues
	1994
	50:09
	Elkie Brooks [v]; Andrew Murray [k]; Mike Richardson [d]; Tim Mills [g]; Duncan Lamont [s]; Derek Healey [tp].

	Lonnie  BROOKS
	Satisfaction Guaranteed
	1991
	58:46
	label: Alligator

«Lonnie works the room like a fire-and-brimstone preacher, testifying blues from the bottom of his soul.» – Guitar Player
«An explosive mix of blues, rock and roll, South Louisiana swamp pop and gritty Southern soul music.» – New York Times
«Swampy Louisiana R&B tied with snorting Chicago blues... like hearing ZZ Top covering Muddy Waters.» – Boston Globe

	Big  Bill  BROONZY
	Good Time Tonight
	1930-40
	57:18
	Folk blues

	Big  Bill  BROONZY
	Sings Folk Songs (comp)
	
	34:39
	label: Smithsonian / Folkways Recordings (Washington DC)

PIANIST: «Of course, if you just want the common chords...»

BIG BILL: «Well, I’m only a common blues singer»

'’I suppose Bill made more friends in this coun​try than any American singer since Armstrong first came here,'’ wrote Max Jones in Melody Maker (London, 8/23/58), recalling Big Bill Broonzy’s European tour of 1951. "Now, regrettably, he is dead. And it is unlikely that we shall ever hear the old-time country style of blues performed as impressively again." And in his own country, Time (9/1/58) paid him a tribute and gave him an epitaph: "Big Bill's blues,'’ it noted, "were the simple, free-wheel​ing poetry of fresh-plowed earth and cotton fields under a hot summer sun. His blues were the big city, too, its tenements, its bread lines, its cheap women sneaking out of a man's bed at midnight to steal his day's pay . . . Bill never saved the money he earned, and when a new generation cramped his country style, he was broke all the time."

When still a young man Bill started to preach but gave it up -- the call wasn’t strong and play​ing the fiddle was more his siyle -- so he wound up on what used to be called the sinful side, preaching the blues. And the term preaching is not so far off, at times. He sang gospel songs throughout his life but seldom did so publicly and began to record them only late in life when listeners encouraged a broad repertoire encompassing his entire background.

This album, that Moe Asch has put together from various tapes, reflects the breadth of Big Bill Broonzy’s programs in his most mature period as a folk artist and has, consequently, the dramatic impact of his best albums. It has, as well, an inescapably personal quality. Songs on Side 1 were recorded not long before his death. Friends, including Martha Ledbetter, came into the studio while the session was being taped. You can hear them in the back​ground now and then and their presence is also felt in the manner in which certain lines are delivered. Since his throat had suffered dam​age, it was not surprising that at times his vocal chords balked at the punishing demands made on them but, oddly enough, this wasn't so apparent in his singing as it was suggested by his facial expression as seen through a control room window. There were a few false starts, but certainly no more than one might expect. On ‘'Martha", in which he employs hard, taut tonalities, he compensates for the strain in his voice by making it contribute to the resultant timbre—just as a jazz musician will sometimes compensate for a fluff (bad note) by fitting it into his improvisation. He was in good humor and what with a real Martha in the sludio, that one was a ball! [...]

'’Young people have forgotten to cry the blues," he once remarked. '’Now they talk and get lawyers and things." In telling his own story (for Big Bill Biues, Grove Press) to Yannick Bruynoghe—this laudable enterprise began in Paris, 1953 -- Bill said, "Some Negroes tell me that the old style of blues is carrying Negroes back to the horse-and-buggy days and back to slavery  -- and who wants to be reminded of slavery? -- and some will say this ain’t slavery no more, so why don’t you learn to play something else?" And in 1956, when the country blues were slowly beginning to win new popularity (though not of a mass-media kind), Bill said of the younger generation's preference for teen​age taffy in 2/4 time. "I don’t blame them, it s like clothes, you can't expect people to like the same styles all the time," Is it to be wondered at that Bill spoke wistfully of the unexpectedly enthusiastic European audiences? --"Even when they don’t know what I’m singing, the people over there like a rocking beat.’’

Big Bill was never a great financial success, despite the many records he made. He told Art Hodes (The Jazz Record, March, 1946): "None

of us would ever make enough money just play​ing music. I had to have my day job and play music at night.'’ And, again, in 1956 (Oakland, Cal. Tribune): ‘'I always worked at all kind of hard jobs. I never was able to rely on my own music alone till 1953."

In another paragraph Max singles out some of the qualities that make Big Bill's singing a fresh delight, even with repealed listening: "The voice was a shade less powerful than I had guessed it to be from American records (not one had been issued here). But it possessed all the strength and virility needed for the toughest blues; and Bill displayed flexibility, inventiveness and an expressive range far beyond any​thing I expected. Other surprises were the immense sound and swing of the guitar play​ing, the dexterity revealed in solos, the richness of the accompaniment, and the wonderful rela​tionship between vocal and instrumental parts . . . In Britain he played a significant part in building up a relatively large audience for blues and folk-song.'’

Oral traditions of Afro-American music have often—and necessarily, if the music was to evolve -- been at odds with popular conventions. Bill once expressed it this way. 'When my song sounds good to me and for me to really sing the old blues that I learned in Mississippi I have to go back to my sound and not the right chords as the musicians have told me to make. They just dun’t work with the real blues." (Big Bill Blues.)
"Big Bill was a difficult man to accompany. No, that’s not quite accurate -- he was an impossible man to accompany, except on the rare occa​sions when he sang a conventional twelve-bar blues.’' A further remark clarifies Humph’s understanding of Bill's "country" style: "He was sensitive to the jibes of the schooled play​ers who accused him of bad chords. He knew he was right -- and yet, by the book their argu​ments were convincing. By the standards of the more sophisticated 'modern’ blues, his chords were ‘’wrong’’ and his measure erratic."

Now and then, in his last years, friends would catch in Bill's face a look like that of a bewil​dered Samson wondering where his strength had gone. It is possible that he sang when he shouldn’t have risked the effort, because at times the song was more important than the pain in his throat; he took a slug of whiskey for one pain and sang a song for the other. Bill was a man who liked to sing the blues all night and, sometimes, drink a lot and talk a lot. He liked horse-play and foolish pranks, fishing and watching baseball games and, in his own way -- for he had his own kind of unique, deep-South pride -- liked to take a poke at segregation -- that rode him like the Old Man of the Sea rode Sinbad—with voice and guitar. Bill commented: "When you work twelve months of the year as a farmer and don’t come out of debt, and the boss has to give you food on cred​it ‘til the crop is sold, you can’t do nothing but get the blues." But, as he himself so eloquently demonstrated, you can sing the blues and this helps to sustain the singer and those who lis​ten. In a social setting where even an old man may be called "boy'’ -- not, by the way, unique in the South -- a song with the title "I Wonder When I'll Be Called a Man'’ (in The Country Blues. FS 2326) makes sense.

Whether he was working for others or helping the family to share-crop, music was never far away from Bill’s thoughts. Having an uncle who sang and a father who sang, helped -- but how did he figure he'd some day shout the blues? "I'd go out in the woods and get up on a stump and sing. Boys thought I was crazy They'd say: ‘'Boy, you're the craziest guy in Langdale!" In those days track-lining gangs had a singer who'd lead them through the work motions. This seemed a lot more important to a youngster than field hands chopping rust-purple cotton stalks to the rhythm of their songs. A man who later became his friend in Chicago, John Estes, was such a singer. "I would run off from home,'’ Bill said, "just to work under John Estes singing and he would let me sing with him some times.'’

"I may never run my train off the track," Harriet Tubman, the great leading spirit of the Underground Railroad, once wrote, "and I never lost a passenger.’' Whether or not the gospel train spiritual was ever used as a signal song on that trail-blazing track to freedom, it has certainly been put to a wide variety of uses since. After Emancipation it came north with groups of singers and helped raise funds for the small struggling Negro colleges. Rosetta Tharpe -- still going strong in the gospel field with that sturdy voice of hers—sang it at Cafe Society (N.Y.), wearing an evening gown and playing a gaudy guitar. And the gospel train is still bound for glory, its drivers rolling to today's rhythm in the ways of black and white -- "Everybody ride it is treated just alike . . .‘' Two other songs in this album belong in the spiritual and gospel tradition. One is the plain-live "Tell Me What Kind of Man Jesus Is", and the other is a song that’s been around since slavery days. In countless versions it has alternated between sacred and secular. Woody Guthrie took to down Route 66, leading the migrants out of the dustbowl, and by now it’s as familiar as almost anything in the folk reper​toire. Which is as it should be. When it s sung as Bill does it here, and to a lusty rhythm, it wears well! 

In this aibum many facets of Bill’s voice and guitar technique, such as those mentioned in Melody Maker, are displayed. There is perhaps greater deliberation and an almost classical use of blues techniques in some performances of Side A, a loose, more broadly ‘country’ pre​sentation on some tracks of Side B. But though the former has some superb wailing and coor​dination of voice and guitar—e.g., the worrying of lone and the "second voice" of guitar on the "women" blues—there are also special qualities that make Side B an exceptional listening experience.

Though Bill knew he was no longer a well man, and probably wouldn't be, he spoke as cheerfully, at times, as though there were many more concerts, here and abroad, as well as recording sessions. [...]

This is, in a sense, a memorial album. It is made up of carefully selected performances from those recorded but never before released, several of them from his last recording session for Folkways. It is hoped that it will serve as a tribute, bringing to the listener an appreciation of the blues background and of those qualities that distinguished Big Bill Broonzy as one of the great blues singers of our time.

	Clarence  “Gatemouth” BROWN
	Gate’s On The Heat
	1973
	53:38
	label: Verve 1993

C. Brown [v, g, violin]; Joe Wright [g]; Andre Herve [p, organ]; Mitchel Herve [b]; Christian Devaux [d]; + The Memphis Horns.
C. B. – номинант на 20-ю (1999) ежегодную блюзовую премию имени Уильяма Хенди в категории: «Инструменталист (скрипка)».

	Clarence  “Gatemouth” BROWN
	Pressure Cooker
	1985
	41:33
	label: Alligator

In the last few years, C. “G.” Brown has finally gotten what he deserves. He’s become one of the best-known and most honored blues musicians in the U. S. A. He’s won a Grammy, cut award-winning albums for the Rounder and MCA labels, appeared on national television, been featured in major music magazines, and performed in concert halls and clubs across the U. S. And Canada. The groundbreaking, swinging hit singles he cut for Houston’s Peacock label in the late 1940’s and early ‘50s — when his stinging guitar and wry vocals (and sometimes his flashing fiddle) were backed by brassy big bands — have been extensively and revently reissued. “Gate” is finally being hailed as a brilliant performer and a national musical treasure.  But a dozen years ago, Gatemouth was virtually unknown on the American blues scene. His hard-swinging, Texas guitar style was (temporarily) out of fashion. His music was just too urbane and jazzy for the younger generation of raw blues fans. Gate was living in New Mexico, seldom touring, and playing mostly with local country bands (he plays great country, too!). Like so many blues men of an earlier time, Gate (though still in his forties), was a prophet without honor in his own land. And, like so many great black American musicians, Gate found he had won a devoted audience in Europe, where the lines between blues and jazz had never been so clearly drawn. He headlined tours that included other veterans of big-band blues, like the great Kansas City piano man Jay McShann, the pioneering jazz organist Milt Buckner, and Arnett Cobb, one of the true masters of Texas tenor sax. With all-star sidemen like these, Gate cut five albums for the French label Black and Blue. He recorded new originals and reworkings of some of his older tunes, as well as an entire album in homage to another tremendously popular star of the 40’s who is just now beginning to receive his just due, Louis Jordan. It’s from those relaxed, swinging French albums that the tunes on “Pressure Cooker” have been chosen. This is Gate stretching out, in the company of other great veteran blues and jazz men, playing and swinging with all the fire, inventiveness and humor that now, at last, have won him long-deserved fame in his own country, too.

	Clarence  “Gatemouth” BROWN
	No Looking Back
	1992
	41:34
	

	Nappy  BROWN
	Tore Up
	1984
	38:00
	label: Alligator

N. B. [v]; with the Heartfixers: Tinsley Ellis [g] Wayne Burdette [b]; Michael McCauley [d].

And: Scott Alexander [p]; Oliver Wells [organ]; Billy McPherson [t s]; Skip Lane [bar s]; Andy Hagan [tp]; George Rollins [tp]; Albey Scholl [harmonica]; Yonrico Scott [congas].

Nappy Brown is back — again. A rhythm and blues legend in the ‘50s, originator of the classic “Night Time Is The Right Time” (better known --  but not better sung — in Ray Charles’ version), a gospel singer of note both in his native Charlotte, North Carolina and occasionally on record, and a figure whose withdrawal from the music world in the ‘60s and ‘70s fueled various sorts of speculation (was he dead or in prison?), Nappy has returned with an album that puts all of his considerable vocal skills on display and with the enthusiasm that has animated his very best work wheter in the gospel, blues, or rhythm and blues field. It’s all here on this record, the gospel roots, the r&b tradition, the blues truths, and the vocal antics — all abetted by a voice that is immediately recognizable as Nappy Brown’s, and Nappy Brown’s alone, with both the forcefulness and the same bravura quality that has always enabled him to pass almost surrealistically from yelps to crooning asides to characteristically gruff bass notes to the thin plangency of a number like Ray Charles’ “Losing Hand”. There are contemporary songs given pertinent readings, old songs revived, and brand-new vistas opening up. There is even a rousing version of “Lemon Squeezin’ Daddy”, the song that was the unrecorded vehicle for his singing a recording contract some 30 years ago. Asked if he feels any tension between singing gospel music and singing the blues, Nappy replies, “I can sing both. I always have done that, but I don’t feel like it’s no harm because I enjoy singing-period. A lot of people have a problem with that, they feel like it’s wrong to do this or that, but the way I see it, it’s just making people happy. To my thinking I got this gift, so use it.”

Born in Charlotte in 1929, he started singing in the church (The First Mount Zion Baptist Church) but began fooling with the blues from “hanging out on the street corner” outside a little club called the Night Owl in the early 1950s. “Me and three more fellows just started to singing, we would sing along with the piccolo, the jukebox, you know, and I had one song of my own that I wrote called “Lemon Squeezin’ Daddy”. Back in the ‘50s they wouldn’t let you record that kind of song, though, you had to be very polished — and I was singing spirituals anyway. I didn’t want my mother to know I was singing the blues. But then a friend of mine had a gospel group called The Heavenly Lights, and we went to Newark, New Jersey to be recorded (by Savoy Records). And on that particular day [label owner Herman] Lubinsky told me to come back down to his office. So I said, ‘All right.’ And he asked me could I sing the blues? I said ‘yes,’ just like that. He said, ‘I want to talk to you about it.’ So I said, ‘Okay.’ So the Gospel Lights didn’t do too well, and I started singing around, and I was playing a place in Newark called the Golden Door, I went up there for a talent scout show, me and Roy Hamilton, and he won first prize with “You’ll Never Walk Alone,” and I won second with my same song “Lemon Squeezin’ Daddy.” Well, Lubinsky signed me to a contract that night, and I still couldn’t record my song, but I had this other song, “Don’t Be Angry” — I had it slow, and he wanted to cut it a little faster, and I done it his way. And that was the start of things.” His career was built on a bedrock of blues and sound effects, with most of the records offering one side of straight-forward, deep-voiced blues shouting and the other the kind of novelty number that Patty Page would adapt from Nappy like “Piddily Patter Patter”. The reason that he was so well-suited to this sort of number as well as to the impassioned declamations which made up his blues repertoire was a surprising vocal flexibility and a prediliction for verbal invention that came, Nappy says, from listening to the radio as a child “when I would hear foreign stations on the air real, real late at night. And I would just clown around and enjoy myself, putting different words together to imitate the sounds, just a gimmick, you know — I really didn’t know what I was doing. But the first time I recorded for Lubinsky, I was singing like “Well-a, well-a, well-a, baby-la,” and Lubinsky started beating on this old pasteboard box, and he started yelling, ‘Oh boy, this is my lucky day.’ Because I didn’t know what baby-la meant until the day Lubinsky told me I was talking Jewish!”

	Ruth  BROWN
	Taking Care Of Bisiness
	1980
	41:50
	R.B. . – номинант на 20-ю (1999) ежегодную блюзовую премию имени Уильяма Хенди в категории: «Соул / блюз – лучшая вокалистка».

Ruth Weston was born January 30, 1928 in Portsmouth, Virginia. [...]

Ruth Brown was the most widely imitated and best-selling female Rhythm & Blues singer 30 years ago. She spent 28 weeks in the dumber One position of the R&B charts during 1950—54, in fact, longer than all other female singers combined! Ruth was a afreet successor to other black female singers who also dominated their eras: Bessie Smith (the Twenties), Billie Holiday and Ella Fitzgerald (the Thirties and Forties), and Dinah Washington (the Forties), Only Aretha Franklin has attained such stature since, "The Girl With a Tear in Her Voice" became "Miss Rhythm " and "Queen of the Jukeboxes". Her success was vital in establishing what was then a shoestring-budget company, Atlantic Records, as the leading force in Rhythm & Blues and in turning it into today's billion dollar enterprise. While on her first European tour in 1980 she recorded this album.

	Charles  BROWN
	One More For The Road
	1989
	45:27
	label: Alligator

Charles Brown [p, v]; Billy Butler [g]; Harold Ousley [t s]; Earl May [ac b]; Kenny Washington [d].

«...Consummate... A living blues legend... [Brown] has been enjoying the recognition that a treasure of American music deserves»  -- down beat
Charles Brown has created standards—"Driftin' Blues;' "Merry Christmas, Baby;' "Black Night;' "Please Come Home For Christmas"—songs that have been revived and requested by generations of musicians and fans.

He's been big on the charts. Was a contemporary of Nat King Cole, a primary influence on early Ray Charles and Little Richard and served as the absolute inspiration for Sam Cooke's exhilarating Night Beat blues album— an unacknowledged tribute to Brown including several wonderful readings of Charles Brown songs. Even "Bring It On Home To Me;' one of Cooke's most inspired performances, was a barely disguised re-write of a Brown song called "I Want To Go Home."

Charles Brown was born in Texas City, Texas in 1999. [...] Inspired by Brown's addition and following in the footsteps of Nat Cole, Johnny Moore and the Three Blazers quickly became a popular fixture in the Hollywood nightclubs. A year later a song Charles had written in high school, "Driftin' Blues" rocketed the Three Blazers and its writer and lead vocalist, Charles Brown, to stardom. The song, a brilliant bit of blues metaphor that suggests the unfocused racial ennui of Ralph Ellison's Invisible Man, has defined Charles Brown's sound to this day. Dark minor chords and a slurred, moody, exaggerated vocal read that sounds almost spoken made this the logical deep blues extension of Nat Cole's ballad interpretations. Charles Brown hit a vein. Subtle, smart, yet unmistakably black, "Driftin' Blues'" despair remains singularly drenching and penetrating.

Although he has recorded on and off for many years. One More For The Road finally captures the full scope of talent that the early hits suggested. Jazz pop blues and standards stand out in bold relief. The fact that it took 40 years is near tragic. The fact that it has happened is cause for real cele​bration. The song selection is impeccable-the treatments sensitive, inspired and moving. It's hard to pick a favorite: Sinatra, Cole, Charlie Rich, Bobby Bland Billy Eckstine and of course vintage Charles Brown are all reprised The sensitive collaboration of Billy Butler, Harold Ousley, Kenny Washington and Earl May establishes a real defined groove. The album is seamless. Nothing less than a stunning triumph. One More For The Road deserves our full attention.     -- Joe McEwen
This wonderful album was originally issued in 1986 on Blue Side Records, and received very warm critical response. Unfortunately, Blue Side wasn't able to make a go of their label, and the album became unavailable. We're very proud to be reissuing it on Alligator. We've taken the liberty of adding a couple of outstanding unreleased cuts, -I Stepped In Quicksand" and -You Changed My Life;' and deleting a couple of what we felt were lesser performances.

For the fans of Alligator's rough and ready "genuine houserockin music, this album may come as a bit of a shock. Charles Brown is most definitely a blues musician but he inhabits the melodic, jazzy, after-hours region of the blues world. His style of blues has been neglected in our recent years. It's our hope that his deep feeling and brilliant musicianship will transform him from a shock to an exciting revelation for younger blues fans.       -- Bruce Iglauer, president Alligator Records

	Charles  BROWN
	These Blues
	1994
	59:19
	

	James  BROWN
	Funky People, Part  II
	1988
	58:52
	funk     [comp.]

	James  BROWN
	[With Full Force]   I Am Real
	1988
	44:18
	funk

	James  BROWN
	Universal James
	1992
	49:29
	funk

	Arthur BROWN
	Brown, Black & Blue
	1988
	36:37
	блюзовый диск
Arthur Brown - vocal 

Jimmy Carl Black (ex- Geronimo/Mothers of Invention/Grandmothers) - drums 

Mike Francis, Bob Corbett - sax 

Gary Primich - harmonica, guitar 

Gill Hartman - guitar 

John Viehweg - guitar in "Monkey Walk" 

Frank Meyer - bass

Harold McMillan - bass on "The Right Time" 

Leland Parks - bass on "Stand By Me" 

Bruce Hughes - bass on "Monkey Walk" 

Nick Fajardo - percussion 

1. Fever (E.Cooley - J. Daveport) 3.10

2. Monkey Walk (Paul Braun) 3:46
3. Unchain My Heart (R. Sharpe - T. Powell) 3:14
4. Got My Mojo Working (P. Foster) 5:12
5. Smokestack Lightnin' (C. Burnett) 4:12
6. Hound Dog (Leiber - Stoller) 2.14

7. Help Me (S.P. Williams) 3:27

8. The Right Time (Brown - Cadena - Herman) 3:55

9. Stand By Me (King - Leiber - Stoller) 3:55

10. The Lord Is My Friend 2:31

	Roy  BUCHANAN
	When A Guitar Plays The Blues
	1985
	42:19
	hard blues 

label: Alligator 

B. [v, g]; Criss Johnson [rh. G]; Bill Heid [k]; Larry Exum [b]; Morris Jennings [d];  + guests [v, t s].

Ever grab a 300-pound alley cat by the tail? Imagine that, and then you’ve got a handle on the unfettered fury of a Roy Buchanan guitar solo. His soul-shaking leads, shimmering tone, and a repertoire of snaps, snarls and wails have earned him an undying following among fans and fellow musicians alike. You’d never guess that behind the quiet gaze and pepper-and-salt whiskers lurks one of America’s gutsiest and mosty technically awesome guitarists. Criss Johnson (rhythm guitarist on this album) was amazed by Roy’s outward calm after hearing him tear through “Chicago Smokeshop.” “Yeah,” replied Roy in his slight Southern accent, “but I’m screaming inside.”  The emotionally charged Buchanan sound is rooted in the gospel rhythms Roy heard at revival meetings while growing up on a farm in central California. And late at night, he was absorbing the hard-driving blues, R&B and country that were beaming northward on the border radio stations. At the age of seven, Roy was already picking out Hit Parade favorites on a lap-held steel guitar. By 13, he had switched to electric, and two years later he hit the rock’ n’ roll highway, heading for L. A. To seek out R&B kingpin Johnny Otis and the groundbreaking guitarist Jimmy Nolen. At 17, Roy hooked up with rockabilly legend Dale Hawkins (of “Suzy Q” fame), and in 1957 he made his recording debut, laying down the bluesy solo on Hawkins’ “My Babe” for Chicago’s Chess Records. So it’s no surprise that eventually — 28 years, nine albums and countless gigs later — Roy returned to Chicago to cut his first all-blues album. For the session, a hand-picked backup group gave Roy the freedom to explore within the standard 12-bar, 3-chord boundaries and far beyond. They came from all corners of the blues world — Morris Jennings from rocking R&B outfits and years as Chess Records’ studio drummer; Bill Heid from funky Southside jazz combos; Criss Johnson from polished soul and gospel revues; and Larry Exum from straightahead Chicago blues bands. There are a lot of firsts for Roy on this album. Not only is this his bluesiest disc ever, but it also marks the first time he’s chosen and arranged all the tunes, supervised all the mixes, and been completely satisfied with the way his guitar has been captured on vinyl. “I feel like it’s my first record,” he proudly confesses, “becausse it’s really me. It’s simply the best record I’ve ever made.”

	Roy  BUCHANAN
	Dancing On The Edge
	1986
	38:52
	

	Roy  BUCHANAN
	Hot Wires
	1987
	44:42
	

	Jon  BUTCHER
	Positively The Blues
	1995
	45:13
	hard blues 

label: Blues Bureau International (Shrapnel Records, USA)

  Jon Butcher [g, dobro, v]; Ben Schultz [g, slide g, k]; Saul McCartney [b]; Buck Smith [d].

	Jon  BUTCHER
	Electric Factory
	1996
	53:13
	hard blues 

label: Blues Bureau International (Shrapnel Records, USA)

All instruments played by Jon Butcher and Ben Schultz except Kellie Rucker [harp].

	Paul  BUTTERFIELD
	North South
	1980
	
	LP

	J.  J.  CALE
	Really
	1972
	31:03
	white blues / country

	J.  J.  CALE
	Naturally
	1972
	32:16
	

	J.  J.  CALE
	Okie
	1974
	29:10
	

	J.  J.  CALE
	Cale-5
	1975
	38:02
	

	J.  J.  CALE
	Troubadour
	1976
	36:29
	

	J.  J.  CALE
	Shades
	1980
	33:23
	

	J.  J.  CALE
	Grasshopper
	1982
	35:12
	

	J.  J.  CALE
	J.J  Cale # 8
	1983
	30:02
	

	J.  J.  CALE
	Number 10
	1992
	38:46
	

	J.  J.  CALE
	Closer To You
	1994
	43:56
	

	J.  J.  CALE
	Guitar Man
	1996
	38:19
	

	John  CAMPBELL
	A Man And His Blues
	1988
	41:23
	label: CrossCut Records

John Campbell [ac g, v]. Featuring: Jerry Portnoy [harmonica]; Ronnie Earl [ac g]; Per Hanson [d].

A Man And His Blues

Had you gone looking for the blues at the 1986 Mississippi Delta Blues Festival, you might have been surprised to find that one of the most popular performers was a rather unknown guitar player from Texas, John Campbell.

Born in Shreveport, Louisiana, some 36 years ago, he started fooling around with his grandmother's steel guitar. And still being a young kid, he heard recordings of Lightnin' Hopkins and other blues greats at his uncle's house. When he was eight or nine years old, he got his own guitar. Over the next few years he listened to and studied every blues record he could find, hunted down guitar players, and picking up whatever he could. Still in his teens John Campbell moved to Texas. Shortly afterwards he started playing in nightclubs, opening shows for and often sitting in with Gathemouth Brown, Son Seals, or Albert Collins.

Due to severe health problems he felt a need to step back from performing. He moved outside a small town in Texas, concentrating on his guitar work, and refocussing himself and his music.

Performing rarely for many years, he felt it was time to play his music in the big city. A few years ago John Campbell moved to New York City, doing opening shows for Hubert Sumlin, Jimmy Rogers, and others. One Night he was working with John Uttlejohn, when Ronnie Earl came in. They had met before down in Louisiana. The two of them ended up on the back steps of the club playing acoustic guitar all night long, passing the guitar back and forth, talking about Lightnin' Hopkins, and playing their favorite things for each other. That particular night Ronnie decided to produce an album on John, a project that took shape in a Brighton, Mass. recording studio in April this year, Ronnie invited Muddy's long-time harmonica player Jerry Portnoy, drummer Per Hanson, and singer Darrel Nulisch to support John on a few tracks. The results are speaking for themselves. John Campbell always loved the acoustic guitar. He realized you had to hear it, so he put a pickup on it. That's the way he's performing on stage, and that's what he plays on this album: a 1952 Gibson SJ with a Dearmond pickup, through a tweed Fender Princetonamp. Finest acoustic Texas finger style guitar, that's John's trademark. The blues from where he grew up, the blues from the south, flavored with a hot shot of hard driving beat and urban feel, that's John Campbell, in other words: A Man And His Blues.

	John  CAMPBELL
	One Believer
	1991
	50:21
	hard blues

John Campbell [g, slide g, v]; Richard Cousins [b]; Gary Nicholson [g]; Jimmy Pugh [k]; Lee Spath [d].

	John  CAMPBELL
	Howlin Mercy
	1993
	55:35
	John Campbell [g, v]; Zonder Kennedy [g]; Jimmy Pettit [b]; Davis McLarty [d].

	CANNED  HEAT
	Historical Figures & Ancient Heads
	1971
	36:40
	

	CANNED  HEAT
	The New Age
	1973
	36:38
	

	CANNED  HEAT
	One More River To Cross
	1973
	37:03
	Atlantic 1998, transferred from Analog Souce with original LP sound.

Bob ‘The Bear’ Hite [v, harmonica]; James Shane [v, rh g, b]; Richard Hite [v, b, rh g]; Henry Vestine [lead g]; Ed Beyer [k]; Adolfo ‘Fito’ De La Parra [d, perc]; horns: Harrison Calloway [tp]; Charles Rose [trb]; Ronnie Eades [bar s]; Harvey Thompson [t s].

From 1969 to 1971, Canned Heat was the most popular group blues’ n’ boogie band in the USA and in Europe.

	CANNED  HEAT
	Canned Heat Blues Band
	1997
	50:11
	Check out Canned Heat's e-mail adress at: BOOGIE@UTECH.NET 

Celebrating 30 years of existance playing Blues & Boogie music throughout the world, the Canned Heat Blues Band now presents this CD featuring the three original band members still alive, along with some of the most talented and renowned blues musicians of our time. We had a great time making this CD, and hope the listeners will get as much pleasure grooving with this music that brings us all together in the brotherhood of the boogie.

	CANNED  HEAT
	Boogie 2000
	1999
	44:43
	Robert Lucas [v, harmonica, slide guitar]; Adolfo ‘Fito’ De La Parra [d, perc]; Larry ‘The Mole’ Taylor [rh&lead g, v]; Greg Kage [b, v].

	CAPTAIN BEEFHEART – см. в секции ‘Alternative’
	
	
	
	

	Eric  CLAPTON
	From The Cradle
	1994
	60:20
	

	Eric  CLAPTON
	Pilgrim
	1998
	75:42
	with: Steve Gadd [d]; Greg Phillinganes [k]; Paul Brady [tin whistle]; Paul Carrack [hammond, wurlitzer]; Joe Sample [p]; Nathan East, Pino Paladino [b]; Paul Waller [d progr].

	William  CLARKE 
	Serious Intentions
	1992
	49:01
	label: Alligator

William  CLARKE -- harmonica, voc; with musicians

William Clarke is the real thing. He’s a bluesman through and through. His harmonica and his vocals could only come from a man who has lived every word he sings and every note he plays. He’s been living the blues since he first picked up a harmonica at the age of sixteen and began sneaking into the Los Angeles ghetto clubs to learn at the feet of the blues masters. But he spent twenty years working a day job as a machinist and raising a family before he set out to make his career as a bluesman. His music is a working man’s music: you can feel the soul and sweat in every note. He’s still a working man, but now he’s working as a bluesman, driving his own van across the country to over 200 gigs a year, playing three sets a night and blowin’ like hell on every one of them. Alligator has had the honor of bringing forward a lot of great bluesmen and blues women in the last twenty-one years. William Clarke is a proud addition to our family. —  Bruce Iglauer.

	William  CLARKE
	Blowin’Like Hell
	1990
	48:18
	“A mighty storm on harp.”  —  Washington Post.
«Slashing, fat-toned harmonica... Welds Chicago blues passion to West Coast swing.» – Living Blues.
Among fans of grease-dripping, big-toned, swinging, Chicago-style blues harp, William Clarke has been building a serious track record for almost two decades. Blowin’ Like Hell  is a major step forward which loses none of the virtues or 110% blues content of Clarke’s previous records. It’s clearly his most fully realized, rich and personal album. The well-conceived tunes and no-nonsense production incorporate a wide range of strengths and savvy. The sidemen lend yeoman support: tasty guitar and piano solos, judicious but booting horn parts, in-the-pocket rhythm section work and yet another affirmation of the virtues of blues on a standup bass. William Clarke has taken the blues traditions crystallized in Chicago some four decades ago and affirmed by a later breed of Californians and used them as the basis of his own style. It’s a style of directness, vitality, involvement, inventiveness, grit, command and a broad musical sensibility, from grinding dance floor beats to jazz riffs and licks. It’s all blues, and it bodes well for the future of the classic sounds Clarke has venerated, absorbed and embellished.

	David  CLAYTON-THOMAS
	David  Clayton-Thomas
	
	
	LP  Decca Rec. (USA)   blues & funk

	David  CLAYTON-THOMAS
	Blue Plate Special
	2000
	41:43
	David Clayton-Thomas — the powerful voice that propelled all those multi-million selling smash records by Blood Sweat & Tears — has always been steeped in the blues. Now, for the first time, he has emerged with a full-scale, full-tilt, get-down blues album, with four original tunes and classics from the songbooks of Ray Charles, Albert Collins, Percy Mayfield, Freddie King and Willie Dixon. This is no period piece, no exercise in nostalgia: this is one tasty exploration of the blue colors of the American music palette.

with

Doug Riley, Matt King, Glenn McLelland - keyboards

Larry DeBart, Andy Aledort - guitar

Rob Paparozzi - harp

Mike DuClos - bass

Jonaphon Peretz - drums

Mark Quinones - percussion

Steve Guttman - trumpet

Charly Gordon - trombone

Dave Riekenberg - tenor sax

Craig Johnson - lead trumpet

Steve Guttman, Charley Gordon – horn

1. Too Many Dirty Dishes (Albert Collins)

2. Suzy Got Her Big Hair On (David Clayton-Thomas)

3. Hard Times (Ray Charles)

4. Lucretia MacEvil (David Clayton-Thomas)

5. Drown In My Own Tears (Henry Glover)

6. Hoochie Coochie Man (Willie Dixon)

7. Woman Across The River (Freddie King / additional lyriks: David Clayton-Thomas)

8. The Danger Zone (Percy Mayfield / additional lyriks: David Clayton-Thomas)

9. We Were The Children (David Clayton-Thomas) 

10. Wish The World Would Come To Memphis (David Clayton-Thomas)

	Albert  COLLINS
	Frozen Alive
	1981
	38:36
	label: Alligator

	Ry  COODER
	Bop Till You Drop
	1979
	40:14
	white blues

Ry Cooder [g, v]; David Lindley [g]; Tim Drummond [b]; Jim Keltner [d]; Milt Holland [perc]; Chaka Khan, Bobby King [backs]; a.o. 

	Johnny  COPELAND
	Blues Roots
	1991
	45:12
	Johnny “Clyde” Copeland [v, g] with Claus Doldinger’s Passport.

Klaus Doldinger and the blues? Only the uninformed can be so upset by the combination as to thoughtlessly accuse Doldinger of hopping onto a popular trend. Indeed, as we now know, the blues can never be a trend. And Doldinger, now living near Munich, has never denied that Big Bill Broonzy or Sonny Boy Williamson mean as much to him as Sidney Bechet or Charlie Parker. His understanding of the blues as a natural ingredient of a broad musical spectrum has been evident in previous albums. In 1973, for his first Jubilee concert, Klaus Doldinger played with the late Alexis Korner, the leading exponent of white, English blues. Two years later, he managed to drag the black musician, Buddy Guy, away from his Chicago blues club for a further Jubilee performance. For “Blues Roots”, Klaus Doldinger has won over Johnny Copeland, also affectionately called “The Texas Twister”. Although not so well known as some of the above musicians, Copeland is, besides T-Bone Walker or Johnny Guitar Watson, one of the most important blues interpreters in Texas. He has always displayed his very own brand of coolness, musical wit and naturalness in contact with other genres. The raw, cutting voice and terse, elegant play of the man from Houston are, together with Doldinger’s carefully positioned sax interjections, a hallmark of the Copeland compositions. Klaus Doldinger’s instrumentals are the other main feature of “Blues Roots”. In contrast, the attractive new rendition of the Charles Mingus standard, ‘Good Bye Pork Pie Hat’, shows that there is nothing blinkered about Klaus Doldinger’s approach to the blues. The very simplicity of the blues structure soon turns into a trap; it is both a challenge and puzzle. Just copying and imitating the feeling is easy. But to interpret it from the heart with real inspiration? In “Blues Roots”, Klaus Doldinger’s Passport and Johnny Copeland reveal the small, but subtle difference. And also liberate the blues from the popular notion that it can only reflect sadness, oppression and the hard luck of the eternal loser.

	Johnny  COPELAND
	Catch Up With The Blues
	1993
	54:57
	Johnny Copeland [v, g]; Lonnie Brooks [g] (ñì.); Clarence “Gatemouth” Brown [g, violin]; Joe “Guitar” Hughes [g, v]; and oth.

  “Driving shuffles with horns... that’s what the blues people like,” says the Ambassador of Texas blues [J. C.]. “And you know what else they like? Boogie-woogie. So we give it to ‘em on this record.”

	Johnny  COPELAND
	Jungle Swing
	1995
	52:15
	label: Verve – Gitanes Jazz Productions

Johnny ‘Clyde’ Copeland [v, g]; Bobby Kyle [g]; Joel Perry [g]; Floyd Phillips [p]; Randy Lippincott [b]; Barry Harrison [d]; Kimati Dinizulu [perc]; Byard Lancaster [t s]; Seth Sibanda, Bhekisisa Khoza, Tsepo Mokone [backs].

In 1992 I received a phone call asking if Johnny would make a guest appearance on Jazz pianist Randy Weston's [см. в ‘Jazz’ sect.] next recording. The plan was to make a recording which would incorporate blues, jazz, and African elements. Weston believes that blues is the basis for jazz music. And, in turn, he believes African music is the basis for blues. "The blues is pure Africa", says Weston. "You go anywhere on the continent and you hear it." Honored by the request, Johnny recorded the T-Bone Walker classic ‘Blue Mood’ and Count Basie's Harvard Blues for the album tided ‘Volcano Blues’ (1993).
In 1994, Weston embarked on an ambitious tour called (be "Spirit of Afrika". For this project, Weston envisioned a show which would include a jazz group, a blues group, and an African group. With "The Spirit of Afrika", Weston could demonstrate musically how connected the three separate genres are. Weston invited both the Gnaoua of Morocco and Johnny and his band to perform with his own quintet. We flew to Paris to do the first show in April 1994, and then followed that show with two European tours in the summer and fall. Both Johnny and I were intrigued by the idea of "The Spirit of Afrika" but really didn’t know how it was all going to come together. When the show began, I listened to Weston and his quintet play what I reco​gnized to be Jazz music. The Gnaoua then began to play music that I identi​fied as northern African. But when Weston and his quintet and the Gnaoua played together I was astonished to realize that they were actually playing the same music! As Weston exited the stage, I expressed to him my amazement at what I had just heard. He replied, "If you think that blows your mind, just wait til we throw the blues in it!" And he was right. Man, was he right! After the Gnaoua finished and Johnny and his band played their set, Johnny kicked off the finale with his own Kasavubu (included in this recording). The result was a thirty-plus minute jam session which featured all three groups playing together. Elements of blues, jazz, and African music flowed freely about while the Gnaoua led the

audience into a frenzied dance celebration. After the show, I asked Johnny if this was what he felt like in Africa. He smiled and said, "Exacily!" We had discussed the idea of doing another African-influence album before, but after the "Spirit of Afrika" it really felt right. Jean-Phllippe Allard and John Snyder were excited about the prospect and didn't see any reason to wait. So after the fall tour was finished, we began to work on our own "Spirit of Afrika" project.

Johnny bad recorded an "Afro-blues" album before, so it didn t make sense to merely duplicate the previous effort. In recording this album, we wanted to build on each of Johnny's African experiences. For me, the single most important goal was to make sure that this album would be Johnny Copeland through and through. I wanted to make sure that we didn't alienate Johnny's audience by making it too African. The focus would be on what makes Johnny Copeland special: that distinctive ringing guitar and those seismic vocals that will rattle the drinks off your table. The primary African ele​ment would be percussive. There would be no African born sections or ins​trumentation which would overshadow Johnny. In other words, the African instrumentation would be used to flavor Johnny's music, not to change it. Since we were going to keep it simple, this seemed like a good opportunity for Johnny to record acoustically for the first time on his own release. On "Ready, Willing, and Able" (#1), Johnny plays a simple, but poignant, blues, the beat held constant by the congas and flavored with the jembe and goat toe nails and the mournful slide work of Bobby Kyle on the National steel guitar. This song, probably more so than any other, gives the listener a real feeling for the origin of blues in African music. [...]

"Kasavubu" (#4) is probably the one song that inspired this entire project. Johnny has said repeatedly that the most important thing he learned from his African experiences was to keep the energy level high. For years, that lesson has been embodied in "Kasavubu", a song about a street in Kinshasa, Zaire. When he plays it live, faithful fans know that the urge to get up and dance is going spread like a highly infectious musical disease. This recording was not intended to be a theorerical study of the African roots of blues. The impact of African music on the development of the blues has long been acknowledged by academia. But musical influence is a two-way street. Just as African music has influenced American music, so has American music had an influence on African music. No genre of music ever remains static. It constantly evolves and changes as it is exposed to other styles and is shaped by the individuals who perform it. Johnny's African experiences have had a profound impact and have allowed him to learn more about his own music. "Jungle Swing" is one more stage in the evolution of Johnny Copeland as an artist. And it's damn good music to boot!           ----- Holly J. Bullamore

I have known Johnny Copeland for fifteen years now and have been fortunate enough to be on board with him for a great many tours, gigs, and recording sessions. He is an extraordinary person who can take the essence from the environment around him and transform it into powerful blues without ever losing the relentless driving emotion of the harsh Texas landscape of his youth.

Perhaps the greatest example of this began in 1982, when The Johnny Copeland Blues Band undertook a tour of ten West African countries under the auspices of the United States State Department. I had the privilege of being part of that band. At the time,

neither Johnny nor the band seemed to be overwhelmed by the prospect of going to Africa. Even though none of us had been to Africa, we were all seasoned performers, and as the saying goes, "a gig is a gig". But after landing at our first stop in Bangui, the capital city of The Central African Republic, we immediately began to feel differently. We knew that this tour would be unlike anything we had ever done before. Within a few days our lives would change.

In the Congo capital Brazzaville, we had our first meeting with African musicians performing traditional music. The power of the music so overwhelmed us that Johnny handed me his carrying bag and spontaneously began dancing with the Congolese performers. All of us, including the African musicians, felt something magical taking place. They welcomed his acknowledgment of the joy of the moment and the visceral realization that he was "home". We knew we were no longer merely touring Africa. Africa had beco​me a part of us.

As we continued to tour through Zaire, Cameroon, Ivory Coast, Liberia, Senegal, Sierra Leone, Burkina Faso (then called Upper Volta), Gabon and Guinea, performances took on the aura of the embracement of a man to a continent. Johnny, being Johnny, put his heart and soul into every moment of the tour, whether it be a chance meeting with a fan, or a performance in a tent for six hun​dred people in 106 degree heat, or at a State function before thou​sands. In every instance, Africa gave back her heart and soul to him.

Johnny Copeland is a communicator. He is a true artist who not only performs for his audience but learns from them as well. He has that rare ability to transform his experience into music, and when he performs, the listener is actually able to understand what he is singing and feel what he feels. When Johnny returned home, he began a transformation process. He immediately started to compose music that encompassed all of the sights and sounds and emotions he brought back with him on the plane from West Africa. Duke Ellington described the process when referring to the music he wrote after his tour of the Far East, "You let it roll around, undergo a chemical change, and then seep out on paper in the form that will suit the musicians who are going to play it."

The transformation process was completed when Johnny returned to Africa in 1984 to record the music that had originated there. The fruits of these labors were embodied on the Rounder Records release "Bringin' It All Back Home" and the subsequent U.S. "Afro-Blues 87" tour that included African musicians with Johnny's own band.

It has become apparent to Johnny Copeland that his African expe​riences have become a part of him. He feels that time has better equipped him to bring them into perspective and focus. The end result is this recording of "Jungle Swing".          ------ Joel Perry

	James  COTTON (b.1936) 
	Cut You Loose!
	1968
	37:59
	label: Vaguard / ZYX 1988

James Cotton [v, harmonica]; Martin Fierro [t&bar s]; Joe Rodrigues [d]; Mike Fender [bass tp]; James Cook [g]; Wayne Talbert [p, organ]; Eddie Adams [string bass].

	James  COTTON
	High Energy
	1975
	43:49
	label: Alligator

	James  COTTON
	High Compression
	1984
	39:31
	

	James  COTTON
	Mr. Superharp Himself! Live
	1986
	39:56
	

	James  COTTON
	From Chicago
	
	
	

	James  COTTON
	Living The Blues
	1994
	53:37
	with Dr. John, Lucky Peterson, a.o. 

	James  COTTON
	Deep In The Blues
	1996
	57:41
	

	James  COTTON
	COTTON,  WELLS,  BELL, BRANCH:

“Harp Attak!”
	1990
	53:59
	label: Alligator

C, W, B, B, - [harmonica & vocals]  with the band: Lucky Peterson [p](ñì.); Michael Coleman [g]; Johnny B. Gayden [b]; Ray “Killer” Allison [d].  См. тж:  Wells; Bell.
If there is one sound that says “Chicago Blues” to the world, it’s the sound of a harmonica blown through a hand-held microphone blasting through an amplifier. The pressurized, distorted sound of the electrified blues harp was there from the earliest days of post-World War II Windy City blues, and Chicago harp players have always been the standard against which all others are judged. This album brings together four of Chicago’s finest. Three of them have occupied the hottest harmonica spot in the blues world: the featured soloist in the Muddy Waters Band. Junior Wells, Carey Bell and (for a decade) James Cotton have all held that coveted slot. Carey and Billy Branch were chosen by Willie Dixon for the featured spot in Willie’s Chicago Blues All Stars. All four men have been fast friends for years, but they’ve never recorded together before.

James Cotton’s overpowering sound is one of the most recognizable of any harp player’s. James learned from the best that the Mississippi Delta had to offer. He cut his first single for the famed Sun Records label at the age of 18. In 1954, Muddy Waters heard the youngster playing in Memphis and invited him to move to Chicago and join the band. Over the next eleven years with Muddy, Cotton played the classic solos on dozens of Muddy’s records. Cotton left Muddy in 1966 to form his own band. James is the most visible of all Chicago harp players and one of the most popular bluesmen in the world.

Junior Well’s career started even before Cotton’s. Born in Memphis in 1934, Junior began playing harp while still a child. Moving to Chicago in 1946, he sought out the blues stars of the older generation. Junior’s style has always been cleaner, less distorted than other Chicago bluesmen, reflecting the early influence of both John Lee “Sonny Boy” Williamson and  Rice “Sonny Boy II” Miller. Beginning in the ‘60s, Junior developed a distinctive percussive, staccato style that brings a contemporary, funky feeling to his playing.

Carey Bell, though not as well known as James or Junior, is a harp player’s harp player with a worldwide reputation among blues  afficianados. He was born in 1936 in Macon, Mississippi and began playing professionally at 13 with his godfather, pianist Lovie Lee. ...Carey has spent as much time in Europe as in the US and recording for a number of European labels.  Like Big Walter, his sound is melodic and his dynamics are very broad (he’ll go from a blast to a whisper in a second). Carey is an absolute master of the big double-reed chromatic harmonica.

Billy Branch probably plays more in Chicago than any other harp player. He is the leader of The Sons of Blues and they made their recording debut on Alligator’s Grammy-nominated LIVING CHICAGO BLUES series in 1979. Billy became one of the city’s leading studio players, cutting behind Lonnie Brooks, Koko Taylor, Johnny Winter, Lou Rawls and Son Seals as well as Willie Dixon. Billy’s sound ranges from the power of Cotton to the melody of Carey (and Big Walter) but he brings a jazzy, contemporary concept to the harp as well as tremendous swing and control. Billy is generally acknowledged by his elders to be the heir apparent to the Chicago blues harp crown.

About the band. Lucky Peterson has been playing blues keyboards since he was three years old. He grew up in a “chitlin’ circuit” roadhouse in Buffalo and was discovered by Willie Dixon, who produced his first album (when Lucky was five). He went on to work as a teenage sideman with Bobby Bland and Little Milton.. Now 26, Lucky leads his own band and has cut two albums for Alligator. Johnny B. Gayden is generally considered one of the best blues bass players in the world. He’s toured with Albert Collins for the last ten years, but returns to Chicago to gig when Albert’s off the road. Johnny has cut with Johnny Winter, Son Seals, A. C. Reed and, of course, Albert Collins. Ray Allison came out of Buddy Guy’s to join the Muddy Waters Band in the late ‘70s. After Muddy’s death, he was recruited by James Cotton and continues to tour with Cotton. Ray has recorded not only with James, but also with Koko Taylor, Buddy, Michael Coleman and many others.  —  Bruce Iglauer.

	Robert  CRAY
	Bad Influence
	1986
	42:42
	

	Robert  CRAY
	Don’t Be Afraid Of The Dark
	1988
	41:51
	

	Robert  CRAY
	Too Many Cooks
	1989
	35:47
	

	Robert  CRAY
	Midnight Stroll
	1990
	50:04
	

	Robert  CRAY
	I Was Warned
	1992
	49:29
	

	Robert  CRAY
	Shame + A Sin
	1993
	50:41
	

	Robert  CRAY
	Some Rainy Morning
	1995
	57:17
	

	Papa John  CREACH  
	Papa John Creach
	
	39:09
	funk

label: One Way Records, 1997

Papa John Creach [violin, v]; Carlos Santana [g]; Gregg Rolie [organ]; Jerry Garcia [g]; Greg Adams [tp]; Jack Bonus [s]; John Cipollina [g]; Joey Covington [d, congas]; Mic Gillette [trb]; Mike Lipskin [organ]; Peter Sears [b]; Stan Monteiro [cl]; Jack Casady [b]; Jorma Kaukonen [g]; Art Hillery [p]; Tony Smith [d]; and oth.

	Papa John  CREACH  
	Filthy!
	1972
	
	LP      funk & blues

Papa John Creach [violin, voc]; Big Joe Turner [voc]; Harmonica Fats [harmonica];  ZULU: Carl Byrd [d]; Kevin Moore [g]; John Parker [k]; Sam Williams [b]; Holden “Hoagy” Raphael [perc, Jew’s harp]; with horn section and backs.

	Papa John  CREACH  
	Playing My Fiddle For You
	1974
	
	LP

	Papa John  CREACH  
	Rock Father
	1976
	34:59
	funk/boogie/blues
label: Buddah Rec. / One Way Records, 1997

Papa John Creach [violin, v]; John Lewis Parker [p, organ, clavinet, Arp Odissey, v]; Kevin Moore [el&ac g, v]; Holden Raphael [congas, perc, harp, v]; Brian Tilford [b, v]; Mark Leon [d, v].

	CRY  OF  LOVE
	Brother
	1993
	44:12
	hard blues

Andley Freed [g]; Robert Kearns [b]; Jason Patterson [d]; Kelly Holland [v, perc, p].

Великолепный блюзовый диск этой изобретательной и агрессивной команды.

	Olu DARA
	Louisiana Blues
	
	47:09
	без дополнительной информации

	Rick  DERRINGER
	Back To The Blues
	1993
	61:56
	hard blues

	Rick  DERRINGER
	Electra Blues
	1994
	57:17
	

	Rick  DERRINGER
	Tend The Fire
	1996
	51:12
	

	Rick  DERRINGER
	Blues Deluxe
	1998
	53:03
	label: Shrapnel - Blues Bureau

Rick Derringer [g, v]; Segovia Bader [b]; Brad Kaiser [d]; Stuart Blank [k].

«I would like to thank God who is ultimately responsible for all the talent exhibited on this record»  -- R. D.

	Rick  DERRINGER
	Jackhammer Blues
	1999
	55:13
	Rick Derringer [g, v]; Segovia Bader [b]; Brad Kaiser [d]; + Mark Robertson [hammond].

SHAKE YOUR MONEY MAKER

Elmore James

WRAPPED UP IN LOVE AGAIN

Albert King

YOU'VE GOT TO LOVE HER WITH FEELING

W. Jacobs

STREET CORNER TALKING

Kim Simmonds

SOMEBODY LOAN ME A DIME

Elmore James

JUST A LITTLE BIT

Barry J. Goldberg / Steve Miller

ALL YOUR LOVE I MISS LOVING

Otis Rush

RED HOT

William R. Emerson

CRYING WON’T HELP YOU NOW

B.B. King

PARCHMAN FARM

Mose Allison

TEXAS

Michael Bloomfield / Buddy Miles

	DIRE STRAITS 
	Dire Straits
	1978
	41:28
	белый блюз
аналогичные варианты белого блюза см.: Peter GREEN; Doug MacLEOD; John MOONEY; J.J. CALE; Colin  JAMES; Long John BALDRY;

	DIRE STRAITS
	Communique
	1979
	41:59
	

	DIRE STRAITS
	Brothers In Arms
	1985
	55:13
	

	DIRE STRAITS
	On Every Street
	1996
	60:35
	remaster

	(DIRE STRAITS)
	Mark  KNOPFLER:                 “Sailing To Philadelphia”
	2000
	60:31
	Настоящий белый блюз группы Dire Straits эпохи её расцвета. Как Нопфлеру (превосходный вокал, прозрачные арранжировки) удалось прыгнуть в прошлое – загадка. Но это один из лучших дисков в этом стиле вообще.

Mark Knopfler [v, g]; Richard Bennett [g, stringed sings]; Jim Cox [p, Hammond]; Guy Fletcher [k]; Glenn Worf [b]; Chad Cromwell [d]; with: Van Morrison [v]; Danny Cummings [perc]; Paul Franklin [pedal steel]; Jim Hoke [harmonica, autoharp]; Jim Horn [t&bar sax]; Wayne Jackson [tp]; Mike Haynes [tp, fl h]; Aubrey Haynie [vln]; Mike Henderson [mandolin]; Frank Ricotti [marimba]; a.o.

	Willie  DIXON
	Willie’s Blues                 [+ Memphis Slim]
	1959
	39:50
	

	Willie  DIXON
	Aux Trois Mailletz  [+ Memphis Slim]
	1963
	47:22
	

	Willie  DIXON
	Hidden Charms
	1988
	47:06
	

	Willie  DIXON
	I Am The Blues
	1993
	43:53
	

	Dr. JOHN 
	“Take Me Back To New Orleans” / “In And Out Of The Town”
	1980
	72:42
	Chris  BARBER & Dr. JOHN   [& jazz-band]

Dr. JOHN -- см. тж. с: Bob Malach — в “jazz” section

	Dr. JOHN
	Duke Elegant
	1998
	66:40
	Performing the music of Duke Ellington.

Dr. John [p, B3, v]; David Barard [b]; Bobby Broom [g]; Herman Ernest III [d]; + Ronnie Cuber [sax]; Cyro Baptista [perc].

Доктор Джон начал играть ритм-энд-блюз тогда, когда и слова-то такого — "рок" — не было. Был какой-то там рок-н-ролл, музыка для невоспитанных подростков. А ритм-энд-блюз уже играли: музыку солидную, серьёзную, хотя, по мнению многих блюзменов, простоватую. Ес​ли б кто-нибудь услышал тогда, что называется ритм-энд-блюзом в нынешнее время — многих бы уважаемых людей не стало заранее. Так вот, юный Доктор играл ритм-энд-блюз: музыку, зна​менитую своим вокалом, духовым риффом и синкопой. Прошло много лет, люди стали ду​мать, что Джо Кокер — это хард-рок, а Ван Моррисон — это младший брат Джима Моррисона. Поэтому многим теперь нужно объяснять, что музыка, исполняемая Доктором Джоном, назы​вается ритм-энд-блюзом, а то и того хуже — соулом. Та ещё музыка: грязная, с пронзительной духовой секцией, рычащим вокалом и совершен​но блюзовой тематикой песен. Есть даже и соб​ственно блюзы — жанры-то смежные. И поёт их не чёрный пластичный юноша и не чёрная упру​гая девушка, а мордатый и бородатый белый. Со​вершенно уходящая уже натура, наряду с последними блюзовыми корифеями: человек, предан​ный музыке и оттого не слишком известный. За​то и почитаемый за свою преданность — теми, кто знает, конечно. Основной человек. Глыба. 

--- Play
1. On The Wrong Side Of The Railroad Tracks • 1947 (John Latouche, Duke Ellington) 

2. I'm Gonna Go Fishin' • 1959 (Duke Ellington, Peggy Lee)

3. It Don't Mean A Thing (If It Ain't Got That Swing) • 1932 (Duke Ellington, Irving Mills) 

4. Perdido • 1942 (Ervin M. Drake, Hans Lengsfelder, Juan Tizol) 

5. Don't Get Around Much Anymore -1942 (Bob Russell, Duke Ellington)

6. Solitude • 1934 (Duke Ellington, Eddie DeLange, Irving Mills)

7. Satin Doll • 1953 (Billy Strayhorn, Johnny Mercer, Duke Ellington)

8. Mood Indigo • 1931 (Irving Mills, Duke Ellington, Bernard Bigard) 

9. Do Nothin' Til You Hear For Me • 1943 (Bob Russell, Duke Ellington) 

10. Things Ain't What They Used To Be • 1942 (Johnny Mercer, Duke Ellington) 

11. Caravan • 1937 (Juan Tizol, Irving Mills, Duke Ellington) 

12. Flaming Sword • 1937 (Duke Ellington)

	Dr. JOHN
	Such A Night
	1984
	
	LP          blues & boogie
  Mac Rebennack [v, p, g]; Richie Brunton [g]; Kieran O’Connor [d]; Tony Uter [perc];  Pete Scott [b];  Diz Wattson [add. P];  + Chas Jankel [hammond]; John Altman [saxes]; Digby Fairweather [tp].
Dr. John – номинант на 20-ю (1999) ежегодную блюзовую премию имени Уильяма Хенди в категориии: «Клавишные».

	Dr. FEELGOOD – см. в файле ‘ROCKNROLL’
	
	
	
	

	Champion  Jack  DUPREE
	I’m Growing Older Every Day
	1962
	
	LP  (Blues Roots Vol. 6)

C.J. Dupree [p, v]. 

Jack Dupree is a quiet, observant man who gives an immediate impression of patience, poise and inner strength. He has seen more than his share of the seamy side of life, and with the integrity of the true artist he pictures and interprets what he has seen without moralizing on it. Some people may object to the inclusion of several songs in this album that are concerned with the taking of marijuana and narcotics. Certain lines referring to narcotics could also be cited in popular songs of the period by Irving Berlin, Cole Porter and others. Several different attitudes to narcotics addition occur in Dupree’s lyrics having to do with this theme. The tragic nature of the “habit” is fully developed in ‘Can’t Kick The Habit’ (¹3), in which he concludes, “It don’t pay nobody to live their life so fast. This dope is killin’ me.” These ‘gutter blues’ teach an important lesson. No human being nor any human experience should be totally rejected, no matter how repelling.

  Jack Dupree sometimes refers to himself as one of the last of the “barrelhouse piano players”, who played blues and boogie in such a distinctive way. Pinetop Smith, Jimmy Yansey and Joshua Altheimer are long dead, and many of the other prominent practitioners of the art in the pre-World War II period have retired. In fact, the conditions that produced this remarkable school of players have all but disappeared. This, in itself, would make an album like this invaluable. To record Dupree, however, requires no academic justification. His is a vital, earthy spirit that strikes a contemporary chord while remaining faithful to an older New Orleans idiom. A salute to Dupree and all the other musicians who preserved its traditions and who transcended oppressive and squalid surroundings through their art!

   A final musical note should acknowledge the sensitive cooperation of veteran alto sax man Pete Brown and guitarist Ennis Lowery, who have any number of remarkable solos in this album, and the unfailing rhythm foundation laid down by bassist Wendell Marshall and drummer Willie Jones. Dupree’s piano playing is a special delight. “Strollin’” (¹3), shows many interesting facets of his style — and also brings out Jack’s unique and rather whimsical sense of humor.  — Gary KRAMER.

	Big Joe  DUSKIN
	Down The Road A Piece
	1982
	64:18
	label: Wolf Records

Big Joe Duskin [p, v]; Michael Strasser [d].

This CD is dedicated to to the three giants of boogie woogie: Albert Ammons, Pete Johnson & Meade Lux Lewis.

Nothing, it seems, could stop Big Joe Duskin from playing boogie-woogie and blues music. "I get more joy from playing than if I sat down and ate a turkey dinner with the president," Duskin says in his rich, rumbling bass voice.

But it was not always so. For more than 20 years Duskin turned his back on blues and boogie-woogie piano playing, not because of any physical impairment but purely out of respect for his father.

Duskin senior, a Baptist minister in Birmingham, Alabama, encouraged young Joe, born in 1921, to play hymns on the family piano but discouraged keyboard excursions into blues and boogie-woogie tunes, which the clergyman regarded as the devil's music. But Joe was not easily discouraged. "Blues and boogie-woogie was really big in the 1930s, you couldn't help hearing it," Duskin recalls. Joe would listen to the forbidden music on radio and even had a secret store of records on the Treasures label of artists such as Earl Hines, Roosevelt Sykes and W. C. Handy -- discs which he still has to this day.

When his father wasn't around, Joe would work through on piano what he had heard. He also began listening to pianists in local clubs -- the family had by Joe's teens moved to Cincinnati -- and soon he was playing in clubs such as the Armory Cafe and the Bucket Of Blood.

Even when war broke out and Duskin was drafted into the armed forces he was still playing, entertaining troops at various US bases. But after the war Duskin decided to make peace with his ailing father and promised to give up boogie-woogie and blues for the rest of the old man's life. Duskin senior lived to be 104, so it was more than 20 years later that Big Joe returned to performing, in the early 1970s. In 1982 we were lucky to see him in Vienna, where he held a live session in the Baumgartner Casino. We took the time by the forelock and recorded this event. It was indeed impressive when this man with his 6 feet frame sat down by the piano and rocked the house with his boogie! Among the tunes he played are all-time favorites like "Roll 'Em Pete", "Down The Road A Piece" and "Key To The Highway". But all the other ones on this album are good ones

and worth to be heard.

Big Joe Duskin does his bit, keeping tradition alive and reinvigorating it in the bars and clubs of Cincinnati, New Orleans and various Texas cities. Although he is frequently in the recording studio, he is adamant about how he likes to hear his music: "I'd rather hear it live. When you hear someone live you might say 'that guy can really perform', but if you listen to a record you don't talk about it afterwards."

	Archie  EDWARDS
	Blues ’N Bones
	1994
	49:23
	High-end edition by “MAPLESHADE”

	ELECTRIC  BLUES  DUO
	Make Mine A Double
	1989
	44:37
	

	ELECTIC  BLUES  DOCTOR
	Drink Small
	1988
	51:33
	High-end edition by “MAPLESHADE”

	Craig  ERICKSON
	Roadhouse Stomp!
	1992
	48:24
	hard blues

	Craig  ERICKSON
	Retro Blues Express
	1994
	53:37
	label: Blues Bureau (Shrapnel Records, CA, USA)

	The  FABULOUS  THUNDERBIRDS
	Roll Of The Dice
	1995
	50:16
	label: Private (LA, CA, USA)

Один из лучших проектов в Белом Блюзе.

Kim Wilson [v, harp]; Danny Kortchmar [rh g]; Kid Ramos [g]; David Grissom [g]; Gene Taylor [k]; Harvey Brooks [b]; Fran Christina [d].

“Feels like the devil when you lose that cruisin’ level”

“You’ve got to walk like a big dog”

	FLEETWOOD  MAC – см. ниже с: Peter GREEN
	
	
	
	

	Ella  FITZGERALD
	Ella At Juan - Les Pins
	
	73:38
	blues program

E. F. --   см. тж. в «Jazz» section

	Johnny  GALE              
	Gale Force
	1994
	41:56
	hard blues

	Peter  GREEN
	The Blues Years (with FLEETWOOD MAC)
	1968 -73
	55:20 56:25 58:06
	3 CD Box – antology

аналогичные варианты белого блюза см.: Doug MacLEOD; John MOONEY; J.J. CALE; Colin  JAMES; Long John BALDRY; DIRE STRAITS;

	Peter  GREEN
	English Rose        (with FLEETWOOD  MAC)
	1968
	40:20
	[не пересекается с  “The Blues Years” на 3 вещи (12 мин.)]

	Peter  GREEN
	The Biggest Thing Since Colossus
	1969
	40:10
	FLEETWOOD  MAC with Otis SPANN

Recorded at Tempo Sound Studios New York, January 1969.

Otis Spann [v, p]; Peter Green [g]; Danny Kirwan [g]; John McVie [b]; S. P. Leary [d].

	Peter  GREEN
	Blues Jam In Chicago  [2 CD]
	1969
	53:29 50:03
	label: Sony – Rewind (The Collector’s Series)

FLEETWOOD  MAC with Otis SPANN, Willie DIXON and oth.

Recorded in the Chess Ter-Mar Studios, Chicago, January 1969

Peter Green [v, g]; Danny Kirwan [v (II #1,2), g]; John McVie [b]; Mick Fleetwood [d]; Walter ‘Shakey’ Horton [v (I #12), harmonica]; J. T. Brown [v (II #6), t s]; Jeremy Spencer [v (I #10; II #8), slide g]; Willie Dixon [string bass]; S. P. Leary [d]; Guitar Buddy [g (I #6)]; Honey Boy Edwards [g (I #6)]; Otis Spann [v (II #5), p].

When I look back on my involvement with Fleetwood Mac I have many fond memories. I cannot recall any real "down" moments although losing the band to Immediate Records did gag in the throat at the time. There were certainly many "high" moments not least of which was to see "Albatross" No.1 on the singles charts! There were never any truly desperate times and thankfully many happy events upon which now to reflect. Certainly one of the more memorable would be the visit to Chess Ter-Mar Studios in Chicago to record with some of the blues giants from the Windy City. I had muted the idea of the band recording with some of the lead​ing US bluesmen late in 1968. I didn't have a specific plan in mind at that time only that I thought it would be a neat idea. I was certain it would be an enjoyable exercise and most likely would also pro​duce some good music. The opportunity presented itself when the band were booked for a short US trip over the New Year period '68/'69. One of our American partners -- Seymour Stein put me directly in touch with Marshall Chess. The Chess family had been running their own Chicago-based Blues company for many years and could boast of having signed and recorded most of the greats in this field. Names like Muddy Waters, Howlin' Wolf, Bo Diddley, Chuck Berry, Little Walter -- the list was almost endless. Marshall suggested that we should use Willie Dixon as a catalyst for putting together the "star" names for any possible sessions. I had met Willie some years earlier when he had toured Europe with one of the famed Folk Blues Festivals run by German promot​ers Lippman & Rau. This choice was a good one. Not only did Willie know everyone but he could also add his expertise on upright baas where appropriate. Unfortunately many of the really famous local musicians would not be available. They were either on the road with their own bands or suspicious of being involved in a project where the use of their names might cause problems with their respective record labels. Whatever the reasons and following much consultation with Fleetwood Mac members and Willie Dixon a short list was drawn up. That list comprised Otis Spann, Walter "Shakey" Horton, S.P. Leary, J.T. Brown, Buddy Guy (masquerading under the pseudonym of Guitar Buddy), David "Honeyboy" Edwards and of course, Dixon himself. Peter was very excited in particular about working with Otis Spann whom he had admred for some time via his work on record with his half-brother Muddy Waters. Jeremy was on "cloud nine" as we had succeeded in getting Elmore James' own tenor player J.T. Brown into the sam room (let alone studio) with the diminutive Midlander. Mick, John and newest Mac recruit Danny Kirwan were just happy to be involved.

 01-480527-10

Memories of these sessions are quite vivid to this day. Of course, having some pictorial evidence helps (that's me in the striped foot​ball jersey!) The whole event took place over a two day period in the dead of winter. Now if you've never experienced The Hawk and its teeth it is not to recommend I can tell you! The weather was freezing; heavy snowfalls didn't help and getting around was quite an effort. Thankfully, everyone who was supposed to turn up did. Marshall Chess and I took charge of affairs and left engineer Stu Black to take care of the "sounds". I figured if he couldn't get a sound at Ter-Mar then nobody could. After all he had recorded everyone from Muddy to Sonny Boy. There was no real sense of urgency. When everyone had decided what to record next we just got on with it. In Jeremy's case it was easy -- he picked a bunch of his favourite Elmore James songs that he had not already recorded and let rip. You should have seen the look of astonishment on J.T. Brown's face the first time he heard that bottleneck hit the strings! When Jeremy opened his mouth to sing the look of surprise on J.T.'s face was complete. They got on like a house on fire! Otis Spann was in very good form as was Shakey Horton, one of the unsung heroes of the Chicago Blues scene. Spann's "Hungry Country Girl" is certainly one of the stand-out tracks on this collection and acts as a fine introduction to the "Biggest Thing Since Colossus" recording made later that year -- again with Fleetwood Mac and drummer S.P. Leary. There's a love​ly version by Danny of Jimmy Rogers' "World In A Tangle" and everytime I hear this it takes me back to the days when he lead his own band, The Boilerhouse. There's also a rare appearance of J.T. Brown's vocal abilities on his own composition "Black Jack Blues". The only disappointments for me were the cuts made with one-time Robert Johnson side-kick David "Honeyboy" Edwards and the all too fleeting visit of Buddy Guy. I had really hoped to get some​thing special from this true master but it was not to be. He appeared, stayed but a very short time; jammed on one instru​mental and departed saying that he had other commitments and needed to get away. A pity -- who knows what might have been if he had stayed a little longer.

A few alternative "takes" and some rejected items still exist some​where but the real meat of the matter is right here. At the time it did not seem that important in the general picture of things but in hindsight it has proven to be a significant historical document. Nothing quite like it has been achieved since. And finally, I have one question. What is J.T. Brown doing with a clarinet in his hand?

MIKE VERNON August, 1993.

	Peter  GREEN
	In The Skies
	1978
	40:23
	When B.B. King was asked who he most admired among British guitar players, he replied  ‘Peter Green!’  Peter is a long way from John Mayall, Fleetwood Mac (ñì.), etc today; his appearances are rare, but the style and inspiration is still there.

	Peter  GREEN
	Watcha Gonna Do
	1979
	43:46
	

	Peter  GREEN
	Little Dreamer
	1980
	43:26
	

	Peter  GREEN
	Blue Guitar
	1981
	50:38
	

	(Peter  GREEN)
	CATMANDU: "A Case For The Blues"
	1984
	42:51
	

	(Peter  GREEN)
	Two Greens Make A Blues
	1986
	54:28
	Taking blues into a new dimension, The Enemy Within represents NOW, in the same vein that Jimi Hendrix explored new galaxies that blues could reach during the sixties. This is modern music mixing traditional formats, musicians and machines, but still retaining all the rawness and feel of the blues idiom. The material is best described as a unique hybrid of Captain Beefheart (who incidentally, instigated this recording!), Howlin’ Wolf and Ry Cooder, yet at the same time sounding tangential to them all —  a living example of true blue new wave blues. One listen and you will agree!

	Peter  GREEN
	Legend
	1991
	49:03
	Late of Fleetwood Mac, Peter began his professional career as a bass player with 'Peter Bees' an outfit led by Peter Bardens. Green stayed with Bardens but switched to Guitar to form R&B group 'Shotgun Express' which included Mick Fleetwood on drums and Rod Stewart on vocals.

His first break was when John Mayall asked him to join 'The Bluesbreakers' in 1966 when Eric Clapton left to join 'Cream'. He rapidly blossomed as an outstanding player for Mayall, and appeared on the Bluesbreakers' "A Hard Road". In 1967 together with Mayall's bassist John McVie, he formed his own group Fleetwood Mac".

Fleetwood Mac made it's first appearance at the Windsor Jazz and Blues Festival, 12th August 1967. In February 1968, the new group's first album, titled "Peter Greens Fleetwood Mac" moved into New Musical Express’s Top 15 Albums list... and stayed there for 23 weeks. Peter Green was recognised as the key to the new group’s success. He was a gifted song-writer ("Black Magic Woman", "Albatross", "Man Of The World", and "The Green Manalishi" were all his creations), as well as being a superb guitarist and composer. Even today Mick Fleetwood and John McVie -- sole survivors of the original Fleetwood Mac confirm Peter Green was the inspired driving force behind some of Fleetwood Mac’s unsurpassed music.

There was complete silence until 1979 when he recorded his first solo album 'In the Skies' which put him firmly back in the charts where he belonged. During the next four years Peter recorded a further four albums and in 1982 he toured the UK and Europe with his band White Skies.

LEGEND is Peter Green’s latest album after four years silence, and contains TWELVE tracks, and for the first time is available on a Compact Disc, which includes two bonus tracks.

	Peter  GREEN
	Destiny Road
	1999
	66:16
	label: Snapper Music (England)  Website: www.snappermusic.com 

Peter Green [lead, slide&rhythm g, v, harp]; Nigel Watson [lead&rhythm g, mandolin, v]; Roger Cotton [Hammond, grand piano, rhythm g]; Peter Stroud [fretless&fretted bass]; Larry Tolfree [d, congas, perc]; + Joe Green [t s]; Derek Nash [t&bar s]; + strings + backs.

Honing Their Smoky Mid-Atlantic Sound: SplinterGroup’s First Studio Album

The release of this album, coincidentally, comes just three years after Peter Green and Nigel Watson introduced the original line-up of their band, headlining the 1996 Alexis Korner Memorial Concert at Buxton. Several personnel changes   and   several hundred gigs later the group are now ready to branch out and include more of their own material on this debut studio album. A musical link is that one of the songs performed at Buxton was Nigel's

"Indians" which appears on this album. In January, the band -- along with co-producer and legendary Cream lyric-writer Pete Brown -- spent a fortnight together doing demos of their own songs, and then a couple of months later took the best (12 tracks in all, including fresh arrangements of Elmore James' "Madison Blues" and Stevie Winwood's "There's A River") into a 32-track studio.

Peter Green: 'After this band  played so well together in America, I think it would have been wrong for me or anyone else to hog the album -- it's down to us all now to develop each  other's  playing and material.'

Down At The Studio -- The Producer's Take

Last night's session ended at 1.00am. At 10.00 am the band members and co-producer Pete Brown convene in the dining room, and over breakfast they plan today's twelve or so hours studio time in this converted manor house set in stunning Surrey countryside -- Splinter Group's home away from home for the past two weeks. The order of this particular day includes adding vocals by Green and Watson; mandola and mandolin  overdubs  by Watson and Cotton; and a guitar part by Cotton on Pete Stroud's wry look at young love, "Turn Your Love Away". And only five miles away from here, as chance would have it, stands Benifold. The mansion and one-time  home  studio where  Fleetwood  Mac mostly licked their wounds soon after Peter Green left the band in 1970 (five long years before the LA based Mac line up went on to conquer the world). Even though tracks on this album remind us of Green's Mac days, their radically changed arrangements do suggest that many musical worlds separate them from the present.

Interestingly, Pete Brown says that he approached these sessions not especially in awe of Peter Green's recording career with Fleetwood Mac: a few years ago he researched Peter's work from all eras before going on to produce the "Rattlesnake Guitar" double CD tribute to Green.

Pete Brown: 'Working with him over the past two weeks, I have seen Peter growing as a musician, daily -- his guitar playing in some places is absolutely astonishing. On "Tribal Dance" it's incredibly subtle and in other places it leans towards the timing ideas of jazz, as well as drawing from Hank Marvin and Otis Rush'.

Peter Green may not have written new material as such on this album, but what you can hear are his strong contributions to other members' songs, where he has created new textures as well as intensifying musical colours from all parts of his career.  Listen to his menacing blues harp on "Burglar"; and his duet with Watson on  "Hiding  In Shadows". Listen to the many mixed experiences in his life as told by the timbre of that voice. These are just a few illustrations of the attitude to which Pete Brown refers -- growth. And so the conclusion to these sleeve notes echoes that of the first live Splinter Group album, namely, there is much to enjoy here, and much to look forward to as well.

‘Jet’ Martin Celmins. April 1999.

	Peter  GREEN
	Hot Foot Powder
	2000
	42:56
	label: Snapper Music (England)  www.snappermusic.com/petergreen 

Peter Green [g, slide g, harmonica, v]; Nigel Watson [g, slide g, v]; Dr. John [p]; Buddy Guy [g]; Otis Rush [g]; Joe Louis Walker [g]; Honey Boy Edwards [g]; Roger Cotton [g, p]; Pete Stroud [upright bass]; Larry Tolfree [d].

All tracks written by Robert Johnson. Produced by Peter Green, Roger Cotton, Nigel Watson*. Recorded at Roundel Studio -- Kent.

www.petergreen.net 

«Этот CD вправе считаться самым блюзовым, самым насыщенным и лучшим диском Грина»

I'm A Steady Rollin’ Man 

From Four Until Late 

Dead Shrimp Blues 

Little Queen Of Spades 

They're Red Hot 

Preachin Blues
Hell Hound On My Trail 

Traveling Riverside Blues 

Malted Milk

Milkcow’s Calf Blues 

Drunken Hearted Man 

Cross Road Blues 

Come On In My Kitchen

	Peter  GREEN
	PETER GREEN SONGBOOK – A tribute to his work in two volumes
	
	73:06 59:46
	label: Seagull (Norway)

performed by: Jeff Alien, Harvey Mandel, lan Anderson, Tommy Mandel, Wilbur Bascomb, Dave Moore, Harvey Brooks, Noel Neal, Arthur Brown, Rich Newman, Pete Brown, Jon Paris, Steve McCray, Rory Gallagher, Snowy White, The Uptown Horns, Dick Heckstall-Smith, John McKenzie, Harvey Mandel, Harvey Brooks, Larry Mitchell, Pete Brown, Jim McCarty, Wilbur Bascomb, Tommy Mandel, Zoot Money, Jon Paris, Dave Peverett, Ray Gomez, Stu Hamm, Jennifer Ferguson, Ken Hensley, Bob Jenkins, Paul Jones, John McKenzie, Scott Smith, Bobby Tench, a.o.
All songs written by Peter Green.
Recorded at Showplace Studios (Dover NJ), Roundhouse Studios (London), Falconers Studio (London), American Recordings (Los Angeles), Jacob's Ladder Studio (St. Louis), Lakewood Studios (Jamesville, NY), and Bagarstugan Studios (Bipsburg, Sweden).

Producers: Pete Brown, Ben Elliott, John Me Kenzie or as noted.
Mixed by Ben Elliott.
Mastered by Howie Weinberg at Masterdisc, NYC.

The 1969 recording 'Fleetwood Mac In Chicago' was a mastermix of youth and worldliness, welding the talents of Peter Green's British Blues Band with great Chicago bluesman. It was a priceless opportunity for Peter Green to pay homage to the musicians who influenced him.
'Fleetwood Mac In Chicago'  went on to become a classic. Now, as The Wheel Of Time turns inexorably onward, Peter Green has become the inspiration for many musicians (not all of them guitarists) just as Wiliie Dixon, Howlin' Wolf, Otis Spann and Robert Johnson were for him. His career with Fleetwood Mac lasted all too brief a time (1966 - 71), but it produced a body of work that continues to be interpreted to this day. When he left the band, Fleetwood Mac would never be the same. In later years, no less a master than B.B.King would assert that "Peter Green is the only guitarist who ever made me sweat".
'Peter Green Songbook' is a tribute in all the positive senses of the word. As Pete Brown, Cream lyricist and primary producer of many of the tracks on this double CD put it, Peter Green was possessed by "...demons of loneliness" and the author of a "...unique melancholic vision". Originally intended as a celebration of Peter's music by many of his contemporaries (Snowy White, lan Anderson, Rory Gallagher, Zoot Money, Mick Abrahams), the project grew rapidly, taking on a life of its own as word got around. Recording started in London at the Roundhouse Studios in May 1994 and moved to America with sessions at Showplace Studios in Dover NJ in July and Los Angeles at American recordings in August. The final sessions at Falconers Studios in London, Jacob's Ladder (St. Louis) and Showplace Studios, took place between April - June 1995. And while the sessions did end up embracing many veteran musicians, including Dave Peverett and Rod Price (Foghat), Kim Simmonds (Savoy Brown), Top Topham and Jim McCarty (The Yardbirds), Luther Grosvenor and Mike Kellie (Spooky Tooth), Ken Hensley (Uriah Heep), Arthur Brown and Jess Roden, it is equally noteworthy that many young players made significant contributions as well, like Billy Sheehan (Mr. Big), Jonathan Mover and Stu Hamm (Joe Satriani), Larry McCray, guitarists Larry Mitchell, Innes Sibun (Robert Plant Band), Vince Converse (Sunset Heights) and Jay Aston (Gene Loves Jezebel).

The almost magical feeling that permeates these two discs arises from a genuine enthusiasm for the music as well as the fact that most of the players had never recorded together before, or were reunited specifically for this occasion, lan Anderson, certainly one of the more articulate musicians you'll meet, perhaps sums up feeling best with this quote about his contribution 'Man Of The World' - "Of Course, we all knew Peter as probably the finest, most tasteful and soulful guitar player of his generation. But perhaps even more important were his compositional skills in producing such original and heartfelt works as a logical off-shoot from his (and Fleetwood Mac's) blues interpretations. 'Man of the world' is surely one of these."

In the almost thirty years since Peter Green first formed Fleetwood Mac, a lot of styles of music and musicians have come and gone. Yet his talent, both as a guitarist and a songwriter, is such that the participants in these recordings (nearly one hundred singers and players) are drawn from a wide variety of musical backgrounds. His songs were, and remain, immense -intensely personal and widely appealing at the same time. To have seen him play live was an experience, Rod Price, guitarist with Foghat who plays on three of the project's tracks (Love That Burns, If You Be My Baby and Baby When The Sun Goes Down), puts it simply, yet eloquently. "The first time I saw Peter Green play, I had no words for what I had heard. The power and clarity of that evening has stayed with me through the years. The man was one with music we know as blues - pure, raw emotion. I heard the music but, more importantly, I felt his soul."

Strong stuff - but it is not necessary to have seen him live to have been touched by him, Bassist Billy Sheehan, mainstay of Mr. Big, has been a fan of Peter Green's for; many years and used to perform 'Oh Well' with his first band Talas. Here he takes the same track and brings it into 1995 with a passion. His feelings?

Similarly, guitarist Innes Sibun, currently embarking on a solo career after performing with Robert Plant, never saw Peter Green live, but as a guitarist, he didn't have to.

Peter Green Songbook - a tribute to his work was modeled on the classic Fleetwood Mac. In Chicago, completing the circle that started in 1969. All of the musicians on this project virtually donated their time and talents just to be included, and as a label, we wanted to contribute something other than merely manufacturing the CD's. We decided that it would be most fitting to give something back to the music, therefore, a portion of the proceeds from the sale of this double CD will be donated to Willie Dixon's Blues Heaven Foundation which is a non-profit organization that works to preserve the blues tradition. The Foundation provides health benefits to blues artists in need, contract negotiation and royalty recovery assistance, and administers numerous educational programs for the purpose of accumulating proper recognition for fhe art of blues. We felt that this Foundation would be especially appropriate, considering that when Peter Green and Fleetwood Mac went to Chicago in 1969, the person they sat down with to select musicians from Chicago was Willie Dixon. So it is with this sense of completeness and a feeling of great pride that we present the Peter Green Songbook - a tribute to his work.

--- Jim Kozlowski - Viceroy Music

	The  GREEN  BULLFROG
	Session

(tracks 2 - 9: 1971  MCA Records;

tracks 1, 10, 11: 1991  Derek Lawrence)
	1991
	46:31
	blues-rock
label: Connoisseur Collection (London), 1991.

Albert Lee [g]; Ritchie Blackmore [g] ( см. тж. Blackmore’s Night в Rock section); Jan Paice [d]; Chas Hodges [b]; Rod Alexander [g] (of Jo-Do); Big Jim Sullivan [g]; Earl Jordan [v]; Jany Ashton [k]; Matthew Fisher [k] (ex-Procol Harum). Produced by Derek Lawrence (he produced the first two Deep Purple albums, Wishbone Ash, Joe Meek and oth.);   remixed by Derek Lawrence.

  The album you are currently holding in your hot, grimy little hands is, believe it or not, one of the legendary, most sought-after and collectable artefacts of its genre. An absolute stonker of an album, this is mean, meaty, guitar-slingin’ at its raunchiest: and is, by dint of its very existence, an extraordinary piece of product, being the recorded legacy of two days’ intensive, heavy-duty jamming — featuring three of the hottest, most gifted axemen ever to savage a Fender, ably and admirably backed-up by the cream of their peer group, some of the finest Rock muso’s of the era. Not too many studio jams ever find their way onto vinyl: the results are usually far too lethargic, sprawling, undisciplined, unco-ordinated, and shambolic — a combination which is, let’s face it, hardly likely to cut it commercially. Mind you, your average jam ain’t usually intended to yield releasable product anyway — but by way of being the exception which proves the rule, this set really is the business. Even more remarkably, this releasse — which marks Bullfrog’s first appearance on CD — is augmented by three previously unreleased titles from the original sessions: and to complete a unique reissue, this whole set has been extensively remixed by producer Derek Lawrence. These tracks were originally recorded at Kingsway Studios in 1970, and the sessions were reported at the time by ‘Beat Instrumental’ (a sadly missed mag) who also published a couple of tiny photos taken in the studio, from which the musicians present were clearly identifiable. However due to contractual constraints none of its participants were identified on the album’s original sleeve — but were instead given pseudonyms. Consequently, when the album eventually appeared (in March ’72, on MCA) it did so virtually unheralded: the weekly Pop/Rock tabloids missed out on it totally, and although ‘Beat Instrumental’ reviewed it, they somehow failed to make the connection with their own earlier, exclusive article — and merely reviewed it as ‘Green Bullfrog’, listing out the designated aliases. And in all probability it would have remained just a little-known curio gathering dust in the cut-outs/remaindered bins had it not been for a brief review in one of the specialist monthly Hi-Fi mags — who went and blew the lid off the whole scam by identifying the protaganists involved. This in turn set off something of a chain reaction: the album was rendered instantly collectable, and there has subsequently been all manner of conjecture, rumour, and downright mythology as to who may or may not have actually played on the thing — a condition further exacerbated during the later 70s by certain erroneous, throwaway remarks made by a pair of guitar heroes, in two much-quoted interviews. And although — a couple of dodgy bootlegs apart — the original album has been out of print for a decade or so, its very lack of availability has added to its collectability and near-mythical status. So, let’s try to unravel the mystery — and see what really went down... The gathering — under the name of Bullfrog — was thought of and arranged by De Lane Lea’s Derrick Lawrence, “We’ve all been playing in bands together for years, long before anyone made the big time, so we thought it would be good to do an album. Take Big Jim Sullivan, for instance, he taught Ritchie Blackmore to play guitar in the first place.” [...]

	Buddy  GUY
	Live In Montreux
	1977
	66:04
	+ JUNIOR WEELS
B.G. -- Лауреат 41-й  ежегодной премии «Грэмми» (1999) американской академии звукозаписи в категории «Лучший современный блюзовый альбом».
B.G. – номинант на 20-ю (1999) ежегодную блюзовую премию имени Уильяма Хенди в категориии: «Современный блюз – лучший вокалист».

	Buddy  GUY
	Alone & Acoustic
	1981
	59:36
	Alligator, 1991

Buddy Guy [6- and 12-str g, v]; Junior Wells [harmonica, v].

BUDDY GUY AND JUNIOR WELLS are doubtlessly the best known duo in contemporary blues. Buddy is a groundbreaking, fiery electric blues guitarist and Junior is one of Chicago blues' master harmonica stylists. Both have been recording since the 1950s, and their best records are amongst the cream of modern blues recordings. They have toured all over the world, playing loud, tough, electric Chicago blues, accompanied by hot and hard rhythm sections.

In 1981, Buddy and Junior spent a day in a studio in Paris, in the midst of a European tour, getting back to their roots. Instead of their usual electric guitar and amplified harmonica, both played acoustic instruments, instead of accompaniment of a full band, they were accompanied only by each other.

The results were an hour of intimate, relaxed blues, with many of the lyrics improvised on the spot. Together they paid homage to the Deep South acoustic blues tradition from which their contemporary music sprang, and to some of the bluesmen who inspired them. Buddy offered three originals and three John Lee Hooker classics. Junior sang two originals and paid tribute to his mentor, Muddy Waters, performing one of Muddy’s own songs and two traditional Delta blues that were Waters’ favorites. They played and sang acoustic versions of  songs that had been made famous as electric blues by Jimmy Reed, Jimmy Rogers and Ricky Allen.

We at Alligator Records are very pleased to finally make these wonderful, very personal recordings available in North America. In addition to the songs wnicn appeared on the original French release, Isabel Records has provided five previously unissued performances for our re-release.

— Bruce Iglauer

	Buddy  GUY
	Play My Blues
	1981
	56:37
	

	Buddy  GUY
	Damn Right, I’ve Got The Blues
	1991
	54:01
	Альбом-победитель “DownBeat readers/critics poll winners” в категории: Blues Album Of The Year (1992)

	Buddy  GUY
	Feels Like Rain
	1993
	48:19
	

	Buddy  GUY
	Slippin’In
	1994
	49:52
	[Guy’s show] :  Guy seldom performs the many classic waxings he’s cut over the course of a recording career that commenced in 1958. Rather, he bafflingly chooses to pay homage to others for a large chunk of his show, brashly imitating rock icons Eric Clapton (in his Cream days), Jimi Hendrix and Steve Ray Vaughan. The end result: Guy largely ignores his own legacy, although the throng predictably ate up the imitations. The lone original piece of material was Guy’s impassioned “Damn Right, I’ve Got The Blues.” — “Down Beat”

	Buddy  GUY
	Sweet Tea
	2001
	54:25
	label: Silvertone

*****  «Play» рекомендует:

Очень хочется назвать Бадди Гая лучшим и леген​дарным блюзменом, стоящим на равных рядом с такими гигантами джаза, как Джон Ли Хукер или Роберт Джонсон. Но дело здесь не в стиле, а в том чувстве, которое вызывают его песни. Аль​бом «Sweet Tea» очень интересно записан— звучит он красиво и неприглаженно, сохраняя тем самым истинный дух блюза. Специальной обработки — минимум. Чувства и эмоции про​сто бьют через край и переливаются из колонок прямо в сердца слушателей. Минимальными средствами Бадди Гай добивается очень много​го, он сам по себе —довольно харизматическая личность, поэтому пластинку «Sweet Tea» мож​но сравнить не только с лучшими работами Джонсона и Ли Хукера, но и с современными ар​тистами, работающими совершенно в других му​зыкальных стилях, с той же философией и с тем же подходом к музыке. Portishead, к приме​ру. Или Garbage.

Помимо электрического блюза, здесь есть не​сколько песен под аккомпанемент обычной ги​тары. Но даже «электрические» вещи с ритм-сек​цией нельзя строго отнести к современному «электро»-блюзу — это, скорее, похоже на то, что делали в 60-е и в начале 70-х годов тот же Джон Ли Хукер, Джон Майал или даже Led Zeppelin. Кстати, прослушивание таких пласти​нок даёт прекрасное представление о том, от​куда растут ноги у всего гитарного рока 70-х го​дов. У кого учились играть и Эрик Клэптон, и Джимми Пейдж, и многие другие.

	John HAMMOND
	Wicked Grin
	2001
	55:57
	label: Pointblank / Virgin   www.virginrecords.com 

www.johnhammond.com 

John Hammond [v, g]; Tom Waits (см.) [el&ac g, v, p, plucked p]; Charlie Musselwhite (см.) [harp]; Stephen Hodges [d, perc]; Augie Meyers [accordion, p, Wurlitzer el p, Vox organ, Hammond organ]; Larry Taylor [b].

Composed and produced by Tom Waits.

Engineered and mixed by Oz Fritz.

“This is the deep stuff. The dark stuff. This is the facts. Right here. Something actual. Every note is one of a kind. Nothing is sampled. Nothing is repeated. Every note is original. Really the BLUES. This is music only a full grown man can make. In this case, two of them. A few of them.
John Hammond is a master, but that is not the most apt description. These performances are certainly masterful. But virtuoso is the truer word. He is a virtuoso. A Conjurer. He is a MODERNIST. Deep shuffle. People have lost the upbeat. John has it. And all the beats in between. All the triplets. All the notes the machines can't read. Vines growing up out of the mud.

Gris Gris. Mojo. Voodoo. Ya Ya.
If Picasso walked into Disney looking for a job, they would throw him out on the street. Couldn't draw good enough. The reality of the news cycle. Of what is necessary. Of what is useful. Art for people who don't like art. Art is not a pretty sight. ART IS NOT FOR EVERYBODY. This is music for people who like music.

A lifetime devoted to music. To getting good. There is no way to get there other than the exact way he did it. The narrow slip he took. He is in a very small circle of men with a guitar and a harmonica. Jimmy Reed. Howlin' Wolf. Bob Dylan. The guitar is an orchestra. A hundred or hundreds of drums. The bass. The horns. John Hammond plays the whole deal. He animates the blues that Plato sang. He is a classical musician. He's sending messages. Storytelling. All mystery. Protection. The language goes out through the night.

Tom Waits. The Sheik of Risk. Performs difficult operations using only his mind. Penicillin and the atomic bomb. Scary.

Augie Meyers, a snake charmer. Comboorganmetaphysician. Channel Meade Lux. 

Stephen Hodges had the good sense to play a twenty-eight inch double-headed calf-skin bass drum when separationists everywhere were filling up drums with polyurethane foam and asbestos. Laminating guitars. Removing overtones.

Larry Taylor plays catgut strings. A leopard I think it was.

Charlie Musselwhite, a mutha futha. A legendary musician in his own right. All the way from Kosciusko, Mississippi. Straight up the river. Just the way it happened.

Shuffle and straight time all at once. Random scan. Freedom. Overtone. Beats creating melodies all their own. No control. Subdivide into all time. A bad note an impossibility.

The Big Boom. Boom the room. Gone, Johnny, gone.”

---- T Bone Burnett

John Hammond Wicked Grin (EMI/Virgin)
****

„Злая усмешка" —так переводится название нового альбома ветерана блюзовой американской сцены Джона Хаммонда. Усмешка вышла действительно злая (или безнравственная) — особенно если учесть, что все песни к этому альбому написал знаменитый маргинал Том Уэйтс. 

Том Уэйтс сам принимал участие в записи и спродюсировал альбом, так что фактически „Wicked Green" — совместная работа двух „злых" музыкантов. Одного блюзмена и одного Тома Уэйтса (которого, даже не знаешь, как и определить). Альбом, видимо, порадует как любителей блюза, так и любителей творчества Уэйтса. Несмотря на блюзовые корни, музыка альбома всё-таки ближе к оригинальному звучанию альбомов Тома Уэйтса. Этому впечатлению способствует и своеобразие материала Уэйтса. Мощная „Shore Leave" мгновенно зависает в ушах на несколько дней, „Fannin Street", напротив, оказывается довольно мягкой балладой и вызывает в памяти акустический ритм-н-блюз Уэйтса времён „Blue Valentine". Примерно в этих стилистических рамках и путешествуют все остальные композиции. Хаммонд и Уэйтс не просто сделали вместе альбом. Довольно оригинальный материал Уэйтса получил благодаря Джону Хаммонду совершенно новое звучание. Нельзя также не отметить, что Хаммонд оказался удивительно искренним исполнителем песен Уэйтса. Когда он поёт, возникает ощущение, что все песни он написал и пережил сам.

--- Play
1. 2:19

2. HEARTATTACK AND VINE 

3. CLAP HANDS 

4.'TIL THE MONEY RUNS OUT 

5. 16 SHELLS FROM A THIRTY-OUGHT SIX 

6. BUZZ FLEDDERJOHN 

7. GET BEHIND THE MULE 

8. SHORE LEAVE 

9. FANNIN STREET 
10. JOCKEY FULL OF BOURBON 

11. BIG BLACK MARIAH 
12. MURDER IN THE RED BARN 
13. I KNOW I'VE BEEN CHANGED (traditional)

	“HARMONICA”  SLIM
	Give Me My Shotgun!
	1997
	46:23
	label: Fedora (New York)

Harmonica Slim [v (#1-4, 6, 8, 9), harmonica]; Johnny ‘Da-Doo’ Wilson [v (#5, 7, 10, 11)]; Jackie Turner [g]; Jeff Henry [b]; Chris Millar [d].

[...] Slim's songs are not normal Blues verse compositions, but are astute and highly emotional observations of the Blues lifestyle. This is not a cursory explanation of Slim's music. This is his life of which he sings. He may hack off a verse here and add a chorus there, but it works. And it works well. The session which produced this CD lasted only six hours and Slim was "on" the whole time, keeping the band and others in good spirits, which shows through the music here.

Also included are four songs by Slim's buddy and musical partner, Johnny "Da-Doo" Wilson, who gives a master class in Down-home Blues, singing with heartfelt versions of classic tunes by Howlin' Wolf, Bobby Bland, Jimmy Reed and Jr. Parker, two of which have Slim backing on harp.

The last track, a Freddy King instrumental, is from the backing trio oflackie Turner, Jeff Henry and yours truly, collectively known as "Blues West.'
Most of the takes on this session were 1st and 2nd ones, with no overdubs or punch-ins at all, recorded on 16-track DAT live in the studio. I wouldn't know how else to record Slim or "Da-Doo". Would you?

— Chris Millar, Producer

	Screamin’  Jay  HAWKINS
	Voodoo Jive
	
	46:41
	Comp. 1990

подобные проекты – см.: ATOMIC  FIREBALLS; TOLEDO

Девятый ежегодный торжествен​ный обед Фонда ритм-н-блюза со​стоялся в отеле «Шератон» (Нью-Йорк) 26 февраля 1998. В ходе вечера были вручены награды фонда целой группе ветеранов жанра, ко​торые внесли большой вклад в ис​торию не только ритм-н-блюза, но и всей современной популярной музыки, но при этом оказались обойденными и Национальной академией звукозаписи США (пре​мия «Grammу»), и Залом славы рок-н-ролла. Среди награжденных — певец Скримин Джей Хоукинс, предвосхитивший в середине 50-х напряженную экстатическую мане​ру пения Литтл Ричарда и позже — Тома Уэйтса, который называл его своим духовным отцом. [...]

	Screamin’  Jay  HAWKINS
	Cow Finger & Mosquito Pie
	
	49:06
	new relises, B-sides,  alternate takes, remixes -- comp. 1991

	Screamin’  Jay  HAWKINS
	Portrait Of A Man
	
	51:04
	Comp. 1994

White many vintage US R&B and Soul artists have yet to be adequately reviewed in the CD revolution, Screamin' Jay Hawkins' 42-year, scatter-gun recording career has already been fairly well served by the new medium and his life story documented several times. A state of affairs I imagine Jay views with baleful satisfaction after being cast, or casting himself, as The Outsider for most of his 65 years.

His proportionately high CD profile (some 16 to date, if I'm not mistaken and you count the doubles as two) reflects a longevity that would astound his past detractors. Jay has become a venerated survivor attracting audiences of diverse nature and broad age-range. His acting cameo as the hotel manager/desk clerk in Jim Jarmusch's movie "Mystery Train" (1989), while not requiring him to do much more than sit there in a loud suit and steal the scenes, suggested comic potential that might yet be more fully realised. Assuming, then, that this is unlikely to be your first Screamin' Jay CD purchase, I won't chronicle his life and times yet again. Instead I'll simply try and place these particular recordings in chronological context.

But first, a safety net. Writing about Screamin' Jay Hawkins is fraught with peril. Fifteen years ago a waywar typesetter had me giving Jay's year of birth as 1919 instead of 1929. Mr Hawkins didn't speak to me for the next five years, apparently convinced that I had deliberately done him dirty. On the other hand, Jay loves a good excuse to be 'outraged' while all the time chuckling mightily; I think I was banjaxed again. Whatever, can we get it correct this time, chaps? Jalacy J Hawkins was born in Cleveland, Ohio on 18 July 1929 (that's NINETEEN TWENTY NINE local time). Thank you. I feel safer now.

Jumping forward via an orphanage, early days with a tribe of Blackfoot Indians, a Second World War, military service and a boxing career, Jay first recorded with Tiny Grimes & His Rocking Highlanders in Philadelphia in 1952, and again with the group on an unissued session for Atlantic Records the following January. His first release of any significance, BAPTIZE ME IN WINE/NOT ANYMORE, was recorded in NYC in September 1953 and originally released as by Jalacy Hawkins on the local Timely label. Primitive, yes, but startling in its intensity, already indicative that this performer was not as other men. These formative two tracks were reissued in 1956 by the NYC Apollo label after Jay had frightened the horses with, you guessed it, I PUT A SPELL ON YOU. [...] Currently lurking ‘somewhere in Europe’ Screamin’ Jay Hawkins will no doubt soon spring back amongst us with another fistful of flash powder and metaphorical enemas; crawling hands and smoking skulls a natural extra. Don’t say you haven’t been warned.

	Screamin’  Jay  HAWKINS
	Spellbound           [2CD]
	1955 - 74
	65:18 70:21
	

	Screamin’  Jay  HAWKINS
	Feast Of The Mau Mau
	
	71:47
	Tracks 1 - 12 were originally released as «What That Is» (1969).

Tracks 13 - 24 originally comprised the LP «Screamin’ Jay Hawkins» (1970).

 S. J. Hawkins [v, p]; Earl Palmer [d]; Lyle Ritz [b]; Plas Johnson [saxes]; Mike Anthony [g, banjo]; Eddie Hoh [d]; Herb Ellis [g].

	Screamin’  Jay  HAWKINS
	Frenzy
	
	34:44
	

	Screamin’  Jay  HAWKINS
	Screamin’ The Blues
	
	44:49
	Ранее не издававшиеся блюзы и версии (3) 1953-70.

DON'T PANIK!!! Two hours to deadline, the sixth deadline for this: one album this year. Red Lightnin chief ,and Indian Pete Shertser having his nineteenth nervous breakdown, sparked off by yet another burst of ??** !!**?? from New York, where a man of mystic aura awaits the release of his album with increasing impatience. Norbert Hess, compiler and intended sleeve note writer, missing believed whammied. Old age rushing up on all of us. Don't panic? Me? AAAARRRRGGGGGGHHHHHH!!!!!!!!!!!!!! What we have here is a startling case of flipped wig. And the music isn't the sanest thing you've ever neard in your life either. You play this one line you play Russian Roulette. Nonchalantly; one hand on the trigger, the other on your bowels. Say what? Quick nurse, the screens. Fear of flying. Is there a psychiatrist in the house to tell us whether this is relevant? That Screamin' Jay Hawkins... ex-Golden Gloves champion boxer (quickly retired before serious injury - sharp cat); ex-Korean based Gl (wounded, repatriated, demobbed) ex-Chitlin Circuit sideman (accompanying/supporting Amett Cobb, Gene Ammons, James Moody, Illinois Jacquet. Tiny Grimes, Lynn Hope and Fats Domino as his starterfor seven) temporarily successful and forever notorious as the First Freak Of The Order Of Rhythm 'n' Rock 'n' Roll 'n' Blues; survivor of a near-disembowelling by a hinge-brain hermaphrodite who was barely exceptional in a case-history of living on the frontline; survivor (just) for twenty-eight years in the less than glamorous basement of the razzmatazzical izzentitwunderful wurlitzer world of showbiz; occasional creator of rare but priceless musical objet d'art, handcrafted specialities with more than a touch of the bizarre in a world of production-line yawnaminute clones... can it be true that this man is not entirely comfortable surging hysterically along a couple of miles of concrete in a metal tube, bouyed up by a wing or two and a prayer, in a desperate attempt to defy the law or gravity? Yes. So what does he do? He enrols at a flyiny school to train for a pilot's licence. Which may or may not have anything to do with the music at hand but it makes about as much sense as saying, "Born Jalacy Hawkins in Cleveland, Ohio, on July 18th 1919, Jay first gurgled and so on and so on and so on." Actually, he said in true British fashion about the earliest facts that are vaguely relevant about Jay are that, somewhere along the line between childhood and demob, he taught himself a knockabout competence on piano and saxophone and tuned into the hip sounds of the era, whicn I believe are roughly categorized nowadays as big band and swing jazz, a rough touch of the bebops, and some early examples of rythmn 'n' blues. Not including a side order of opera-cum-light operetta. In other words, to click into focus on the formative whatsit you'd have to beam by way of Duke and Count, Louis Jordan and Maynard Ferguson, John Lee Hooker and Dizzy and Mario Lanza. Followed by immediate predecessors that fade into contemporaries, like Joe Turner, Big Maybelle, Esther Philips, Nappy Brown, Chuck Willis and...er, how does Alan Freed grab ya? Jay once told me that big Maybelle (the late, great) was one of his biggest influences. It's true, but I just thought I'd throw that in to confuse you. Is anybody out there? So now you have a skin-thin idea of, as they say, where the man is at and where he is coming from, no doubt you'll be wanting to know what he has done. Ah well, as every fule know, he wrote and recorded the original unsuparsabel version of "I Put A Spell On You". At the last count there have been, oh, I'd say offhand, about four well known and a dozen not so well known cover versions of this magnificent anthem, not including Jay's several re-recordings. And none except Nina Simone and a couple of Jay's reworkings have come close -- and then from a totally different angle -- to his (in) famous Okeh recording. Unfortunately we haven't got that one for ya this evening. BUT. What we have got is a Great Glob of his pre 'n' post Spell recordings that were, and have always been, for the most part ignored by the most part. Which is a cryin' shame. Coz Jay never was a one-off. He is, still is, a one-off. Understand the difference? I trust so. Otherwise there's no hope for ya. We're talking about the difference between a one-off record and a one-off character, who, give or take twenty-five years or hard grind, the like of which you and I hope we're not going to experience, is much the same NOW as he was THEN and ever shall be. One of live's natural individuals. Even unto music. Except for an inexplicable switch twixt last track Side One and First track Side Two (Consult box for tedious session details), the first eight tracks were all recorded before Jay freaked out the mainstream fuse. But you'd hardly realize it. Jay remembers that it was around the time he recorded "Spell" for Okeh (September 1956, according to the company's session files; Summer 1954 just after his first unissued version according to the man himself) that he was cajoled into dressing and acting weird by Alan Freed. He also remembers, hazily, that it was only by getting exceedingly 'tired and emotional' that he managed to make such an exotic recording as "Spell". Which is all vety plausible until you hear these earlier recordings and realize he was already the freakiest blues singer in the business way before "Spell" made it obvious to a wider public. The second eight tracks prove that little changed when the old order was swept aside. While '50s rock stars gave way to '60s beat boys gave way to chemical confusion gave way to the hard of hearing gave way to right load of young tearaways and no mistake, in the alternative reality of Screamin' Jay Hawkins business carried on very much as unusual. Do not adjust your set, normal service will not be resumed as soon as possible. I hope OK, Pete? OK, Jay? Jay? Jay? Speak to me Jay? OH NO, NOT THE AAAARRRRRRGGGGGGGHHHHHHH!!!! 

Cliff White.

	Screamin’  Jay  HAWKINS
	What That Is!
	1969
	52:03
	+ #13-18: bonus tracks from singles – 1955.

	Screamin’  Jay  HAWKINS
	Real Life
	1983
	38:50
	About this record: While visiting France in the spring of 1983, Jay took time out to record the album you now hold in your hands. [...] To quote Jay: «This is brand new music, brand new blues, but done with the old Screamin’ Jay style. I think this album will surpass anything I have ever done.» Hear it for yourself and see if you don’t agree.

	Screamin’  Jay  HAWKINS
	Live And Crazy
	1988
	56:36
	Evidence (USA) 1992; Rec. June 1988, Paris.

S. J. Hawkins [v, p]; Bary Southern [t s]; Joel Foy [g]; Rodney Lee Schnitz [b]; Mark Clinton Sanches [d].

	Screamin’  Jay  HAWKINS
	Black Music For White People
	1991
	54:07
	

	Screamin’  Jay  HAWKINS
	I Shake My Stick Ay You!
	1991
	52:33
	Warning: This recording contains material that may be offensive to some people.

S.J.Hawkins [v, p]; Bo Diddley [g]; Rodney Schnitz [b]; Barry Southern [s]; Gene Pello [d].

Recorded at: Emerald City Recording Studios, Trafalgar Recording Studio, Sydney, Australia.

  [...] But here we are in 1991 and what do we have? Not one, but two brand new Screamin’ Jay Hawkins albums –  the fine, but unfortunately titled, ‘Black Music For White People’ on Bizarre/Demon Records, and this, Jay’s very own self-produced ‘I Shake My Stick At You’ on AIM. In this album, you’ve got a shot of real rockin’ R&B here – recorded rough and raunchy just like it should be. Jay has a real good time and gets down and dirty with the lyrics. And that’s the Blues too. So open your mind. Get ready for a Screamin’ Jay party. And above all, pay this man his just dues... because he is one of the greats, doin’ what he knows to do best – bein’ like no-one else in the music business... Thank god (and may be the devil too...) for Screamin’ Jay Hawkins.      -- Peter Noble, August 1991.


	Screamin’  Jay  HAWKINS
	Stone Crasy
	1993
	38:10
	

	Screamin’  Jay  HAWKINS
	Something Funny Goin’ On
	1994
	41:35
	

	Screamin’  Jay  HAWKINS
	At Last
	1998
	50:44
	«Screamin’ Jay Hawkins, ‘At Last’.

Screamin’ Jay Hawkins уже тридцать с лишним лет делает музыку. И она, как говорится, не может не нравиться. Так что – жалеть не будут коротышки и не потратят деньги зря. Блюзмен и рок-н-рольщик, уникальный представитель афро-американской расы, чуть не трёхметровый боксёр с оперным голосом, Screamin’ Jay Hawkins родился 18 июля 1929 года в Кливленде под именем Джэлэси Хокинса. Его первый опыт звукозаписи – песня Why Did You Waste my Time? -- датируется 1952 годом. Свою самую известную вещь – I Put A Spell On You – он записал её в 1956-м. Впоследствии её перепевали все кому не лень – от Артура Брауна до Marilyn Manson. Отдельного разговора заслуживают его представления. На сцену его выносили, разумеется, в гробу, да ещё и горящем. Также он не расставался с черепом на длинной палке. В 1976 году Хокинс получил ожоги второй степени и глаза его чуть не лопнули, после того как он в буквальном смысле слова взорвал себя во время концерта. В 1980-м выступал перед The Rolling Stones, за это Кит Ричардс поучаствовал в записи его альбома.

Его музыка шумит в фильмах Джима Джармуша (Страннее Чем Рай), и сам он в них снимался (незабываемый щёголь-портье в Мистическом Поезде). Пластинок Screamin’ Jay Hawkins продал немного, зато повлиял на уйму будущих знаменитостей. Артур Браун, Screamin’ Lord Sutch и Black Sabath, несмотря на все их личные достижения и выдумки, навсегда останутся в истории с клеймом имитаторов Хокинса.

Сегодня Screamin’ Jay Hawkins – лицо в простой оправе, залог здоровья, Playboy, Men’s Health и Good Housekeeping одновременно. В шестьдесят его по-прежнему не унять. Если вообще можно воплотить в музыке выражение «бес в ребро», то у Хокинса это выходит наилучшим образом. Свои утопические блюзы и сумасбродные рок-н-роллы он по-прежнему озвучивает столь дикими воплями, визгами и смешками, что живые позавидуют, сами понимаете, кому. В довершение всего на пластинке присутствует версия знаменитой песни Боба Марли  I Shot The Sheriff.»

	The  Jeff  HEALEY  Band
	Hell To Pay
	1990
	50:15
	hard blues

	The  Jeff  HEALEY  Band
	Feel This
	1992
	57:19
	

	The  Jeff  HEALEY  Band
	Evil Blues
	1993
	60:43
	

	The  Jeff  HEALEY  Band
	Cover To Cover
	1995
	57:35
	“Kicking off with a slow bluesy instrumental version of the Yardbirds’  hit ‘Shapes Of Things’, this promises a return to form for the blind Canadian axesmith whose last album failed to deliver. To revitalise his power trio, he wreaks havoc on 14 standards the band played in its early days. Healey’s slide glows white hot during ‘Stop Breakin’ Down’, and he’s obviously at home on Willie Dixon’s ‘Evil’ but it’s less likely choices, such as Stealers Wheel’s ‘Stuck In The Middle’ which display Healey’s interpretative talents better by working, against the odds,, as solid rockers. Spirit’s ‘I Got A Line On You’ sounds tailor-made for Healey but despite some blistering solos, as the set progresses, there’s a sameness to the treatments, relieved only by an enjoyably acoustic afterthought on ‘Me And My Crazy Self’, that will probably restrict its success to the already converted.” —  Johnny Black, “Hi-Fi News”, 1995.

	Scott  HENDERSON
	Dog Party
	1994
	56:38
	hard blues

label: Mesa / Bluemoon Rec. (USA)

Scott ‘Slim Hutchinson’ Henderson (другие его диски см. в ‘Jazz’) [g]; Kirk Covington [d, v]; Richard Ruse [b]; Pat O’Brien [harmonica]; Scott Kinsey [k]; Stan Martin [tp]; Mike Whitman [s].

	Scott  HENDERSON
	Tore Dowh House
	1997
	63:54
	label: Bluemoon Rec.

Scott Henderson [g]; Thelma Houston [v]; Masta Edwards [v]; Dave Carpenter [b]; Kirk Covington [d]; Pat O’Brien [harmonica]; Scott Kinsey [k]; Albert Wing [a&t s, fl, fearless horn section leader]; Walt Fowler [tp, fl h]; Mike Nelson [t&bar s]; Dan Fornero [tp, fl h]; Eric Jorgenson [trb].

Blues album. Scott’s last blues album (‘Dog Party’) was Guitar Player magazine’s «Blues Album of the Year». This new blues project features the amazing vocals of Thelma Houston.

With his fusion band Tribal Tech, guitarist Scott Henderson has been renowned for his fretboard derring-do and harmonic smarts, but he also hap​pens to be a mean blues player. However, to say that Henderson's new project, Tore Down House (Mesa/Bluemoon), is one of his "blues" albums is a bit of a stretch. Listen to the amped-up, horn-addled opening tune, "Dolemite." Before we get to the IV chord, a twisted line indicates what’s to come: blues fever tempered by an inveterate braininess. For every well-placed blues riff and heated bent-note squeal, there is a strange chordal turn or odd metrical twist, and Zappa-esque spirits abound. Humor is not far from the surface: “I Hate You” is a hilarious, caustic one-on-one between vocalists Thelma Huston and Masta Edwards, and "Gittar School" tells the tale of a social dreg whose only recourse is to study guitar. Henderson lends an acoustic bottleneck touch to Jaco Pastorious' lyrical tune “Continuum,”   and   the   wailing "Harpoon" is a showcase for the virtuosic blues harp player Pat O'Brien.

---- “Jazziz”

	Jimi  HENDRIX
	Are You Experienced?
	1967
	60:18
	см. тж.:  Jean-Paul BOURELLY "Tribute To Jimi"; Eugene CHADBOURNE "Jimi 2" (в 'Alternative');

remaster 1997

6 bonus tracks

	Jimi  HENDRIX
	Electric Ladyland
	1968
	75:30
	

	Jimi  HENDRIX
	Band Of Gypsys
	69-70
	65:56
	

	Jimi  HENDRIX
	Band Of Gypsys: Live at The Fillmore East
	1969-70
	59:30 55:37
	edition 1999

Jimi Hendrix [g, v]; Billy Cox [b, backs]; Buddy Miles [d, backs, lead voc on “We Gotta Live Together, “Changes”, “Stop”].

By the close of 1969, Jimi Hendrix was at the height of his popularity and influence.

Over the course of four extraordinary years, Jimi Hendrix placed his indelible stamp upon popular music with breathtaking velocity. Measured alongside his triumphs at Monterey Pop and Woodstock, Hendrix's legendary Fillmore East concerts illustrated a critical turning point in a radiant career which boasted of indefinite possibilities.

The revolutionary impact Jimi Hendrix, Billy Cox, and Buddy Miles had upon the boundaries and definitions of rock, R&B, and funk can be traced to four concerts over the course of two evenings. These performances were first celebrated by Band Of Gypsys, which featured six songs from the two January 1, 1970 concerts, including 'Machine Gun', the album's dramatic centerpiece. Issued in April 1970, Band Of Gypsys challenged and surprised the guitarist's wide following with its extended arrangements and vibrant mix of rock and soul. Nonetheless, the album proved to be a runaway commercial success. Sadly, with his death in London on September 18, 1970, Band Of Gypsys would become the last album Jimi Hendrix personally authorized for release. To further detail this significant chapter of Hendrix's musical development. Live At The Fillmore East provides additional performances from those four concerts. Exciting, enthusiastic renditions of such never before issued material as 'Izabella', 'Burning Desire' and alternate versions of 'Power Of Soul', and 'Machine Gun' offer new perspectives and a deeper appreciation of the group's unrivaled sound. Even Experience favorites like 'Stone Free' and 'Voodoo Child (Slight Return)' take new form, blending Jimi's unparalleled virtuosity with the deceptively simple, bedrock rhythmic foundation provided by Cox and Miles.

By the close of 1969, Jimi Hendrix was at the height of his popularity and influence. Three groundbreaking albums had brought his peerless skills recognition and praise throughout the world. Just four years before, he had scuffled unsuccessfully on the margins of the R&B 'chitlin circuit', touring and recording as a sideman for the likes of Joey Dee and Little Richard, Discovered by Animals bassist Chas Chandler in the summer of 1966, the guitarist came to London in September, scored immediately with a classic rendition of 'Hey Joe' before Christmas and never once looked back.

Under Chandler's skillful direction, Hendrix - leading drummer Mitch Mitchell and bassist Noel Redding as the Jimi Hendrix Experience -- promptly cultivated an international following. Are You Experienced, the group's debut album, was an enormous success, followed in rapid succession by Axis: Bold As Love. In November 1968, the double album Electric Ladyland would achieve the coveted top position on Billboard's US album chart. Yet, despite their vaunted skills and unmistakable chemistry, the group's incessant itinerary of touring, recording, and personal appearances had frayed the union beyond immediate repair. In particular, the division between Hendrix and bassist Noel Redding had deepened, particularly in the recording studio, where the group was unable to make progress on a follow-up to Electric Ladyland. Adrift from his early mentor Chas Chandler over efforts to harness his musical course. Hendrix sought out a steady, calming influence. Considering his reputation and commercial status. Hendrix could have recruited any number of top bass guitarists to contemplate as Redding s replacement. Instead, he reached out to his trusted friend and former Army mate Billy Cox.

Billy Cox had been active as a Nashville R&B session musician and had not heard from Hendrix since the guitarist's departure for New York some years before. Cox was entirely unaware of Hendrix's international success as a rock artist. "I found out Jimi had really hit the big time when a friend came over to the house with an album by the Experience." remembers Cox fondly. "He said, 'Look at this. This is your buddy here.' I looked at it and said, I don't know that guy (laughs). He had lost a lot of weight, his hair was long and I said no, that's not the guy that I knew.' My friend said, 'Put the record on'. I put the record on and said. 'That's him! That's him!"

Some months later, Cox received a message mat his old friend was trying to contact him. The only telephone number Jimi had for me was for Mr. Wright's television repair shop, because neither of us had a phone in the old days and we could get messages there. I was told that someone from Jimi's office had called saying that Jimi wanted to get in touch. He gave me the number and I called him. We met when the Experience played in Memphis [April 1969J. He told me that he wanted me to be his bass player. He said that things weren't in ttia order the way he wanted them and would I come as a friend and help him out. He said he'd take care of me and everything would be okay. I gladly accepted. I went back to Nashville, closed my music publishing company, dropped everything else and left for New York.'

While few, if any, of Jimi's associates understood the significance of the backstage meeting, Hendrix's behind the scenes maneuver signaled his conclusion that the original Experience could no longer function as a cohesive unit. While US concert dates for the group were slated well into June, Hendrix had privately set in motion a new musical direction. "Jimi still had obligations with the Experience to fulfill," explains Cox, 'He told me, look we'll just work together and come up with some great songs.' At that point in time, he didn't have an apartment in New York and was staying in a hotel. He had a little amp there and we would work day in and day out with little [rhythm] patterns, trying to put together some good music."

No longer focused on a sequel to Electric Ladyland, Hendrix and Cox began to jam and routine demos of new material at the Record Plant. It wasn't long before this new association garnered attention, "It was a while before I was accepted," states Cox, "A lot of guys would say, Well, there's Jimi's bass player. Finally, Jimi had [completed] most of the obligations he had with the Experience and we wound up with a place in upstate New York outside of Woodstock where we had a lot of time to rehearse. It was spent creating."

Hendrix's rustic summer retreat served to rejuvenate his creative spirit. Cox  explains. 'I think Jimi basically wanted to get away from the city and the hangers-on and concentrate because he knew that the stuff we were doing was really serious. We worked hard at trying to put together new music. I also think they were pushing him to put another album out because the only thing that they had left was Smash Hits, so he needed some new, fresh material and the orily way to do that was to just buckle down and get it done. Woodstock became the place since the house was out in the country and we weren't distracted. We had everything we needed and were very productive in that house.'

In August 1969, Hendrix appeared at the Woodstock festival fronting a rough hewn, expanded ensemble featuring Cox, Mitch Mitchell, second guitarist Larry Lee, and percussionists Jerry Velez and Juma Sultan. From the stage he spoke of being tired of the Experience name for the time being and described his new group as Gypsy Sun & Rainbows, Band Of Gypsys, or simply anything the audience wanted to call them.

Prior to the gig, the group had regularly jammed at Hendrix's rented Shokan, N.Y. home, aiding the guitarist's effort to round new songs such as 'Izabella' and 'Message To Love' into form. Apart from Hendrix and Mitchell, veterans of the festival stage, none of the other musicians were prepared for such a massive reception. "We had done some jamming at the Scene, Salvation and a few other clubs in New York but the first real paying job was Woodstock and what a job!", laughs Cox. "As far as my situation went, came from clubs that seated two or three hundred people at the most and that three hundred was a lot of people, 200,000 people was something else! I think even Jimi was shook up when they carried our stuff up on the stage and we looked out at that crowd. I looked at Jimi and Jimi looked at me, Mitch looked at us and said, "God look at those people. God bless Blue Nun Wine, that's how we made that gig!"

Despite their initial enthusiasm, subsequent recording sessions at the Hit Factory and Record Plant served only to highlight the weaknesses of the big band concept Hendrix had envisioned and the group came apart shortly after. At great personal cost, he canceled a series of September 1969 US concert dates because he did not feel that the band as presently configured was ready. "It wasn't quite hitting it on the nose," admits Cox. "When you get down to business, that group was disbanded, as I don't think Jimi had 100% control of that [situation] anyway."

By October 1969, with Hendrix's plans still unsettled, Mitch Mitchell returned to England. "Mitch didn't leave the group," explains Cox. "It wasn't like that. I think we all just took a break." Frustrated himself with the mounting tension. Cox quietly departed. "There was a lot of things going on that I just wasn't happy with and I left," says Cox simply. "Soon after I received a telephone call from [Jimi] and Michael Jeffery, who was Jimi's manager, to come back, so I made some demands and they adhered to those demands and I came back. Finally, this obligation came due for Jimi to get out of the contract that he had signed previously and up came the Band Of Gypsys."

The contractual obligation Cox describes was a bitterly contested, legal nightmare which originated in 1965. During sessions held in October and December of that year, Hendrix contributed guitar to a series of recordings for the R&B group Curtis Knight & the Squires. [...]

	Jimi  HENDRIX
	Supersession
	
	59:41
	live + bonus studio recordings

1. Red House

2. Woke Up This Morning and Found Myself Dead 

3. Peoples Peoples a. k a. Bleeding Heart 

4. Morisson’s Lament 

5. Tomorrow Never Knows 

6. Uranus Rock

7. Outside Woman Blues

8. Sunshine Of Your Love 

-- ABTONE STUDIOS --

9. Goodbye Bessie Mae

10. Soul Food

	Jimi  HENDRIX
	Blues
	
	72:30
	Previously unreleased tracks
На 22 страницах буклета приводятся биографические материалы и высказывания известных блюзменов.

1. Hear My Train Comin’ (acoustic)

2. Born Under A Bad Sign (Booker T. Jones)

3. Red House

4. Catfish Blues (traditional)

5. Voodoo Chile Blues

6. Mannish Boy (Muddy Waters)

7. Once I Had A Woman

8. Bleeding Heart (traditional)

9. Jelly 292

10. Electric Church Red House

11. Hear My Train Comin’ (electric)

	Michael  HILL’s  BLUES MOB
	Bloodlines
	1994
	60:37
	label: Alligator

No, this is not your standard modern blues album, but then Michael Hill is anything but your standard modern blues musician. For one thing, Hill was born and rised in the South Bronx; for another, he’s a longstanding member of the Black Rock Coalition, an organization supportive of black musicians who do their own thing rather than formula black pop. Hill doesn’t come to the blues from a typical place or with a typical agenda. Folk who’d rather not hear about the country’s social problems when they listen to the blues may find some discomfort here. Michael Hill’s Blues Mob is making blues for and about today, paying tribute to the music’s glorious past and stepping firmly into tomorrow. One only need listen to the African-inspired songs to hear how this band’s blues concept is rootsy and futuristic at the same time.  —  Greg Tate.

	John  Lee  HOOKER
	Plays & Sings The Blues
	1952
	36:39
	rec. 1951/52

«He will be remembered as the most influential and important blues singer and guitarist of all times...» – Kent Cooper

	John  Lee  HOOKER
	House Of The Blues
	1959
	35:50
	

	John  Lee  HOOKER
	The Vee-Jay Years  [6CD]
	55-64
	52:38 57:13

69:37

58:41

69:51

68:47
	период записи на лэйбле Vee-Jay

	John  Lee  HOOKER
	«That’s My Story» / «The Folk Blues»
	59-60
	72:22
	С “Vee-Jay Years” не пересекается (на этом CD записи сделаны на Prestige Music)

	John  Lee  HOOKER
	It Serve You Right To Surfer
	1965
	32:57
	

	John  Lee  HOOKER
	Real Folk Blues  (The Complete Chess Folk Blues Session)
	1966
	77:09
	Includes the complete “Real Folk Blues” album, plus nine previously unissued recordings.
Musicologists like to draw the distinction between "internally refer​enced" and "externally referenced" music. There's a blurred line between the two, but "internally referenced" music is supposed to come from within the performer without deference to the marketplace or even musical norms. Most performers like to think that their music is internally refer​enced; in truth, it's a rare distinction.

When John Lee Hooker announced his arrival in 1949 with "Boogie Chillen," it was obvious that here was a performer whose music came from deep within himself. It was brooding, intense, modal -- and quite unlike anything else in the history of the blues. Hooker used the electric guitar, but he wasn't a modern bluesman. He often sang like he was changing chords, but rarely did. He also forsook the standard 12-bar a-a-b blues construction in favor of rambling, discursive verses that might be any length -- and might or might not rhyme.

Hooker was, and still is, an elusive -- even evasive -- person. Even his birthdate has been variously quoted as August 22, 1915, 1917 and 1920. The most oft-quoted date, 1917, is probably false; Hooker says that he gave his brother's year of birth so that he could get into the Army. Why? Because "the uniform was so great with the women."

Hooker was brought up in Clarksdale, Mississippi by his mother and step-father, Willie Moore. By Hooker's account, Moore was a talented musician and he remembers blues legends like Charley Patton and Blind Lemon Jefferson visiting the house. When he was 14, Hooker took his few belongings to Memphis to live with his aunt. He worked as an usher in the theaters that lined Beale Street before moving in with another aunt in Cincinnati. He stayed there for seven or eight years, holding down a factory job during the worst of the Depression.

In 1943, Hooker moved to Detroit, the city he would call home until 1970. It was there that he was discovered, and made his first recordings in 1948. "Boogie Chillen," cut in October of that year, became a giant hit early in 1949. Just as black music seemed to be heading uptown at a steady clip. Hooker took it back almost beyond the plantation.

We catch him here in 1966. The folk music boom of the late '50s and early '60s had stimulated interest in what became known as "real folk blues" -- in order to distinguish it from the dreadful commercial kind (never mind that "folk blues" was the commercial black music of its day). Even established bluesmen, like Muddy Waters, were forced to go buy an acoustic guitar and dust off forgotten memories and songs. Hooker, for whom the electric instrument might almost have been invented, fell into line and cut some sessions that lacked electricity in every conceivable sense. In a strange parallel development, though, his pop-slanted mid-'50s Vee Jay recordings were becoming very successful in England. Across the water, he was on network television singing "Dimples" and "Boom Boom" while he was playing Gerde's Folk City back home.

By 1966, Hooker's grand tour of the record labels brought him back to Chess for whom he had recorded in 1951 and 1952. The producer was Ralph Bass, who had been recording black music commercially since the mid-'40s for a variety of labels (most successfully for King, for whom he discovered James Brown). Bass cut two albums' worth of John Lee Hooker; the first, The Real Folk Blues, was issued in October, 1966. This, the second album, was sequenced, mastered and titled -- but never issued. [...]

In an interview over twenty years ago, John Lee Hooker talked about how the blues hadn't produced any true innovators for a number of years: "Me, Muddy Waters, Lightnin' Hopkins; our shoes ain't easily filled," he said. "Youngsters will play the blues, but not the real low down blues." John Lee Hooker is one of the last great blues archetypes still with us. That alone is a cause for celebration; an entire unissued album of John Lee Hooker at or near his prime doubly so.

--- Colin Escott

	John  Lee  HOOKER
	Urban Blues
	1967
	30:47
	remaster

	John  Lee  HOOKER
	Simply The Truth
	1969
	38:15
	remaster

«I was born with the blues, I eat with the blues, I sleep with the blues – man, I know it’s just Simply the truth» – John Lee Hooker.

	John  Lee  HOOKER
	Lonesome Mood
	1969
	43:58
	

	John  Lee  HOOKER
	Hooker’n’Heat        [2CD]
	1970
	41:11

45:23
	Hooker & Canned Heat

	John  Lee  HOOKER
	Endless Boogie
	1971
	72:41
	

	John  Lee  HOOKER
	Never Get Out Of These Blues Alive
	1972
	58:03
	remaster; rec. 1970-71; + 4 extra tracks.

	John  Lee  HOOKER
	Free Beer And Chicken
	1974
	39:50
	remaster

	John  Lee  HOOKER
	The Best Of John Lee Hooker
	65-74
	72:37
	

	John  Lee  HOOKER
	Alone
	1976
	39:09
	Live 1976

J. L. Hooker [g, v].

	John  Lee  HOOKER
	The Cream
	1977
	73:44
	

	John  Lee  HOOKER
	Hooker’n’Heat –Recorded Live At The Fox Venice Theatre
	1981
	53:27
	

	John  Lee  HOOKER
	The Healer
	1989
	41:44
	Альбом-победитель “DownBeat readers poll winners” в категории: Blues Album Of The Year (1991)

	John  Lee  HOOKER
	Mr. Lucky
	1991
	47:23
	

	John  Lee  HOOKER
	Boom Boom
	1993
	42:23
	Альбом-победитель “DownBeat readers/critics poll winners” в категории: Blues Album Of The Year (1993)

	John  Lee  HOOKER
	Chill Out
	1995
	54:08
	

	John  Lee  HOOKER
	Don’t Look Back
	1997
	53:31
	«Тот, кто не знает Джона Ли Хукера -- не знает ничего, тот, кто не любит Джона Ли Хукера -- не любит блюз. Вот так вот, жёстко-кардинально -- и никаких гвоздей, и никаких компромиссов. Хотя, возможно, те, кто слишком хорошо знают и любят Джона Ли Хукера, оглядываясь назад, в его славное прошлое, будут утверж​дать, что на этот раз Джон выпустил слегка "компромиссный" альбом с лёгким коммерческим "привкусом". И если признаками "коммерциализации" счи​тать отменное качество записи, похоже, стоящей Джону немалых денег, и учас​тие в проекте таких имен, как Вэн Моррисон и Los Lobos, то скептики, несо​мненно, будут правы. Но уверен, что число их будет крайне невелико, а чис​ло тех, кто получит ожидаемый заряд драйва и удовольствия от сладкой тос​ки, слушая спродюсированные Вэном Моррисоном одиннадцать композиций одного из колоритнейших блюзовых "персонажей", -- огромно.»  

-- Hi-Fi Music, #6 1997
„БЛЮЗ РОДИЛСЯ ТОГДА, КОГДА ВООБЩЕ ВСЁ РОДИЛОСЬ. БЛЮЗ — ЭТО ВСЁ, ЧТО ЕСТЬ В ЧЕЛОВЕКЕ".

— Джон Ли Хукер
ДЖОН ЛИ ХУКЕР НАЧИНАЛ НЕ В СТОЛИЦЕ БЛЮЗОВ — ЧИКАГО, А В ДЕТРОЙТЕ. СОЧИНЯЛ И ИСПОЛНЯЛ СВОИ БЛЮЗЫ-ЗАКЛИНАНИЯ НА ОДНОМ АККОРДЕ, БЕЗ СЮЖЕТОВ, БЕЗ РИФМ И ЧАСТО ДАЖЕ БЕЗ РИТМА — ТАК, ЧТО УДАРНИКИ ОТКАЗЫВАЛИСЬ ЕМУ АККОМПАНИРОВАТЬ. ВМЕСТО ЭТОГО ДЖОН САМ СМАЧНО ПРИТОПТЫВАЛ НОГОЙ. «БЫСТРЫЕ СМЕНЫ АККОРДОВ — ЭТО НЕ БЛЮЗ». СОБСТВЕННО, В ЭТОМ И ЕСТЬ ОТВЕТ НА ВОПРОС, ПОЧЕМУ ИМЕННО ДЕРЕВЕНСКИЙ ПАРЕНЬ ОТКУДА-ТО С ЮГА США СТАЛ СУПЕРЗВЕЗДОЙ.

Его вещи исполняли и утонченная Мар​го Тимминс из Cowboy Junkies, и чёрный нью-йоркский авангардист Верной Рид. Если это для вас — не объяснение, тогда обратите внимание, как быстро наша моло​дежь усвоила междометие «wow!». Потому что любое междометие — это то общечело​веческое, что существует ещё до языка. Неда​ром Джон Ли Хукер считался мастером «moanin» — стенаний, ещё без слов, на одной только интонации зова, жалобы или плача. И именно в этом качестве его позвали на за​пись саундтрека к фильму The Hot Spot с самим Майлзом Дэвисом. В то время как в больших городах блюзы превратились в длин​ные, как ТВ-сериалы, истории, Джон Ли Хукер часто повторял два-три слова, например, «so sad!» и «it ain't right!» («как грустно!» и «это неправильно!») в The Hot Spot. Удивитель​ное совпадение, но такое повторяющееся ключевое слово по-английски будет... «хук». Boogie Хукера — это заклинания, мантры, или даже плачи русских воплениц.

Точно так же бряцанье одного трезвучия вместо аккомпанемента — ещё не совсем музыка. Хукер просто перестраивал сталь​ные струны своего «Гибсона» так, что полу​чался элементарный гитарный аккорд — ми мажор. Или реже — ля мажор, как в первом хите 1948 года Boogie Chillin. Нет, конечно, это— музыка, точнее общечеловеческая первомузыка. Не случайно же русско-цыганская семиструнка — тоже этакое элементарное трезвучие. Чистейшее совпадение, разумеет​ся, но до сих пор на берегах Миссисипи мож​но услышать шестиструнки в «русском» соль мажоре. Не говоря уже о риффах весёлого рок-н-ролльщика Бо Диддли — они тоже из «хуков» Джона Ли Хукера. Не вспоминая уже об ученическом этапе будущих звёзд рок-му​зыки 60-х — всём британском «белом блю​зе», Мике Джаггере и The Animals, об амери​канском и ирландском Моррисонах, Джиме и Вэне. Да что там говорить, взгляните на фо​тоснимок: как смотрит на Хукера Майк Блумфилд, будущий основатель легендарного Blues Project! Что, казалось бы, общего у маль​чика из хорошей еврейской семьи и малооб​разованного многожёнца и сочинителя со​мнительных куплетов. Имейте в виду, что сло​во «boogie», как и наше «трахнуть», каждый понимает в меру своей испорченности...

«Все поют мои вещи — даже Брюс Спрингстин. Особенно мне нравится Роберт Плант. Однажды он так захотел, чтобы мы встрети​лись, что оплатил мне дорогу до Нью-Йор​ка, гостиницу и вообще всё... Но больше всех я люблю Бонни Райт». Бонни Райт— выдаю​щая исполнительница белого блюза. Мало кто обратил на неё внимание, когда её при​вез с собой в 1987 году Карлос Сантана, по​скольку это было ещё до того, как обаятель​ная рыжеволосая певица получила свою пер​вую премию Грэмми. Точнее, сразу три. Джон Ли Хукер тогда тоже получил «золотой граммофончик». Мисс Райт разрыдалась и спросила Хукера: «А ты что не плачешь?» — «Вот если бы мне достались три, тогда я бы тоже плакал». На самом деле, он плакал — и довольно часто. «Я поэтому на сцене ношу чёрные очки».

В Джоне Ли Хукере всегда жили, как ми​нимум, два человека — один родился в 1920 году в Кларксдейле, штат Миссисипи, дру​гой — так и неизвестно, где, в 1917-м. Один Джон Ли Хукер был этаким фольклорным «примитивом» от земли, любимцем левых американских идеалистов, собиравшихся на Ньюпортском фолк-фестивале вместе с юными Бобом Диланом и Джоан Баэз. «Как же я там в первый раз в 1963 году боялся выходить на сцену!». Другой — настоящим ар​тистом, типичной поп-звездой, хвастливой и самовлюбленной. «Я, если захочу, любой двенадцати-такт сыграю идеально. Слышите? И-де-аль-но!!!». И в самом деле, играл — да​же Red House Джими Хендрикса. Сразу по​сле смерти автора он сочинил песню со сло​вами прямо в духе народной пословицы: «Погнаться за хитами — себя погубить» и с подзаголовком «Блюз для Джими и Дженис».

Поэтому Джона Ли Хукера то открывали, то забывали. В точности раз в десять лет. Пер​вая волна хитов началась с «Детей Буги» (Boogie Children) в памятном 1948 году. До начала 50-х Хукер записал ещё и Crawling Kingsnake Blues (тот, что спел на „L.A. Wo​man" Джим Моррисон) и не менее знаме​нитые I'm In The Mood и Dimples. Но то​гда его пластинки покупали, конечно, толь​ко чёрные и воспринимали как этакий «смурной» ритм-энд-блюз. Особенно и не потан​цуешь, но поёт занятно!..

Соответственно надобности и чтобы обой​ти договорные обязательства, Хукер регу​лярно записывался под псевдонимами. Опять же любопытно — либо абсолютно прозрачными (Сэр Джон Ли Хукер), либо, на​оборот, такими, чтоб никто не догадался (Texas Slim — «Техасский худышка», хотя вы​говор у него был совсем не техасский и стройной фигурой он не мог похвастать).

Прошло десять лет, и параллельно «ныо-портским фолкникам» его песни запели (как уже говорилось) белые блюз-рокеры. Знаме​нитый сингл Boom-Boom 1962 года расхо​дился отлично, но ещё лучше два года спустя расходилась его версия в исполнении груп​пы Эрика Бёрдона The Animals.

Все пластинки Хукера 50-х, переиздания ретро-фирмы Charly и MCA / Chess, хо​роши. Многие CD содержат столько же бо​нусов, сколько оригинальных треков, и не​которые определённо — ни в чём известным записям не уступают. Из Хукера первой по​ловины 60-х ровнее всего коллекции „Vee-Jay". В 70-е все признанные блюзмены под воздействием своих рок-последователей да​ли слабину. Хукер, в частности, много запи​сывался со своими канадским обожателями Canned Heat. И пытался соединить в один оба своих имиджа — народного умельца и про​фессионала шоу-бизнеса.

В начале 80-х никто особенно Ренессанса не ждал — под напором клавишной «новой волны», казалось, никакие блюзмены не ус​тоят. Хотя, наверное, памятуя о том, что Ху​кер «оживает» раз в десять лет, интерес к нему пытались подстегнуть переизданиями и сборниками, но блюзмену — по любым метрикам — было уже за 60. Он превратил​ся в отца многочисленного семейства, от​крыл в Сан-Франциско свой клуб «Boom Boom Room» и считал, что в общем пожил совсем неплохо. «Сэр Джон», и впрямь, ду​мал о себе как о счастливчике и даже назвал очередной (и неплохой) альбом Mr. Lucky.

Но это —уже 1991 год. Маэстро как раз по​лучил ту самую Грэмми за альбом The Healer — «Целитель». Собственно, это даже не его заслуга, а продюсеров: гитариста Роя Роджерса и менеджера Майка Каппуса. Они

окружили старика очень стильной и разнооб​разной молодёжью: той же Бонни Райт, чёр​ным красавчиком Робертом Крэем, техасско-мексиканскими «Волками» —кантри-рокера​ми Los Lobos. А к записи «Мистера Счастлив​чика» привлекли Кита Ричардса, гитариста Рая Кудера и старого хукеровского поклон​ника Вэна Моррисона. Началось плодотворное сотрудни​чество с Моррисоном, который спродюсировал альбом с многозначительным названи​ем Don't Look Back («He оглядывайся»). Аль​бом удался: в том возрасте, в каком порой впадают в детство, старый блюзмен не побо​ялся петь хендриксовский Red House — без характерных гитарных примочек, зато с не​ожиданным «соуловым» электроорганом.

Всё более позднее — снова переиздания или ранее не выходившие старые записи. В этом году [2001] таких уже вышло, по крайней ме​ре, с десяток. Последний диск The Boogie Man («Culture Press»), вышедший 5 июня, то есть за полмесяца до смерти «Человека Буги» , — это записи 50-х. Забавно, что в число музыкантов-аккомпаниаторов Хукера соста​вители включили... Texas Slim, «Техасского ху​дышку». Как уже говорилось — один из его же собственных псевдонимов. 

---- Play

	Big Walter ‘Shakey’ HORTON                                   with Carey  BELL
	
	1989
	38:47
	label: Alligator

B. W. H. (1918 - 1981) [v, harmonica]; C. B. [second harmonica]; Eddie Taylor [g]; Joe Harper [b]; Frank Swan [d].

«...Walter will coax the most incredible sounds from his harp, contorting his long, loose-jointed body until he squeezes out whatever effect he may be after... An aching, bittersweet sound... A dazzling variety of effects...»  -- P. G.
There have been only four great creative geniuses of modern blues harmonica: John Lee “Sonny Boy” Williamson, Little Walter, Rice “Sonny Boy II” Miller and Big Walter Horton. Big Walter is the only one still living, and, ironically, he remains in relative obscurity in Chicago’s South Side ghetto. The other three blues harp geniuses were recognized, honored and extensively recorded with their own bands. Perhaps it’s that this shy, withdrawn man has never been agressive enough to hustle a contract with a major record label. Or perhaps it’s just that his harmonica is so subtle, so delicate, that it requires hard, concentrate listening to appreciate. But this is only Big Walter’s second album as a leader. And it’s the first on which he was given complete choice of sidemen and songs. Walter Horton has been playing blues harp for over forty years. He made a number of other fine albums after this one. However, he was never again teamed with Carey Bell on record. When he’s toured with Willie Dixon’s Chicago Blues All Stars, the solitary Walter appears rarely in the South Side taverns, but when he does, it’s usually to jam spectacular harp duets with Carey Bell. Walter chose the sidemen for this album from among the best bluesmen in Chicago. Veteran guitarist Eddie Taylor has played with Walter off and on for thirty-five years. On second harmonica (bass on some tracks) is Carey Bell, the rising star of Chicago blues harp and Walter’s friend for twelve years. Carey is Walter’s protege, and when they jam together in the blues bars, people refer to them as father and son. Carey’s regular bassman, Joe Harper, and Frank Swan, drummer with Willie Dixon’s band, were picked for the rhythm section. Maybe Johnny Shines said it best: “This harmonica blowing is really a mark for Walter, it’s not something he picked up. He was born to do it.” Walter was a very gentle man. His music retained the same gentleness that you can hear on this record. No harmonica player has come along since Walter who could play this way.  –Bruce Iglauer.

	HOT  TUNA
	Hot Tuna
	1970
	69:51
	белый блюз

rec. 1969; RCA CD-edition and audio restoration 1996.

With 5 previously unreleased tracks (#11-15)

Jorma Kaukonen [ac g]; Jack Casady [b]; Will Scarlet [harmonica].

  Hot Tuna came about due to the desire of Jack Casady and Jorma Kaukonen to play in a less structured environment than they had with the Jefferson Airplane. Hot Tuna started playing folk clubs in 1969 in a bid to re-explore their blues and folk roots evident in their playing with the Airplane. They were augmented on these occasions by Will Scarlet, a mouth harp player, and performed only acoustically. The name Hot Tuna was only arrived at after being discreetly advised not to use the name ‘Hot Shit’ which Jorma and Jack wanted. This their first album was recorded live at the ‘New Orleans House’ in Berkeley and released in 1970.

  And so was born a rite of passage, second in frequency among Tuneheads only, perhaps, to the obligatory, ceaseless shouting, at equally inopportune moments, of one of the great all-time rock and roll rallying cries, «Hot Fuckin’ Tuna!». The hipper bar owners knew it was coming. At a precise point during any given Hot Tuna performance, a minute into ‘Uncle Sam Blues’ (#3), just like clockwork, the glasses would hit the floor. Beer glasses, shot glasses, wine or water – it didn’t matter. Crash! Splatter! Bring out the brooms. In any city or town, it became a ritual, and there was nothing anyone could do to stop it, short of resorting to serving the liquid refreshments in paper cups. And it all began because, during the recording of this, the first Hot Tuna album, on September 16, 1969, someone in the audience had dropped and broken a glass on the floor of Berkeley, California’s New Orleans House. [...]

	HOWLING  WOLF
	The Legendary Master Series
	
	39:59
	label: AIM (Australia)

These recordings were made at the Sun Studios in Memphis at the beginning of the 50's.

Howlin' Wolf has been called possibly the most electrifying performer in modern Blues history. Along with Muddy Waters, Sonny Boy Williamson (Rice Miller), and Little Walter, he was at the forefront of electric Chicago Blues in the 50's -- a time when it's importance has never again been equalled. 

Howlin' Wolf's real name was Chester Burnett, he was born June 10, 1910 and died January 10, 1976.

1
Red Rooster 5:40

2
Worried About You 2:48

3
Ain't Superstitious 2:35

4
Goin' Down Slow 3:35

5
Commit A Crime 3:15

6
I Walked From Dallas 3:03

7
My Mind Is Ramblin' 2:40

8
Rockin' Daddy 3:38

9
Sittin On Top Of The World 3:20

10
What A Woman 2:53

11
Poor Boy 2:58

	HOWLING  WOLF
	Live at Joe’s Place
	1973
	65:07
	label: Wolf Records

Howling Wolf [v]; Hubert Sumlin [g]; Eddie Shaw [s]; S.P.Leary [d]; Andrew McMahon [b]; Detroit Jr. [p].

	Mark  HUMMEL
	Heart Of Chicago
	
	55:53
	M.H. [harmonica, v]; Willie ‘Big Eyes’ Smith [d]; Bob Stroger [b]; Barrelhouse Chuck [p]; Billy Flynn [g].

  [...] So it’s not much of an exaggeration to say that the sound that people think of as ‘West Coast Blues’ these days –  a foundation of Chicago blues, with a healthy helping of jazzy swing, and a splash of retro rock’n’roll – is the sound of Mark Hummel and his bands. But in many ways, Hummel has stayed truer to that classic Chicago blues foundation that many of his California cronies. [...] Hummel has worked with the share of blues masters in the past – Charles Brown and Brownie McGhee have done guest spots of earlier recordings – but ‘Heart Of Chicago’ is his first real concept album, a tribute to the artists and sounds that inspired him to begin his journey down the long blues road in the first place. [...] ‘Heart Of Chicago’ – recorded in the heart of Chicago, with a crew of blues veterans who are at the heart of Chicago blues – is a tribute to Mark Hummel’s influences and mentors, with a strong nod to the past, while living and breathing in the present, and keeping a watchful eye of the future.

	Alberta  HUNTER
	with Lovie Austin’s Blues Serenaders
	1961
	38:00
	Chicago style
label: Fantasy ‘Original Blues Classics’ 1984 / ZYX remaster 1991

Alberta Hunter [v (except #5,7,9)]; Lovie Austin [p]; Jimmy Archey [trb]; Darnell Howard [cl]; Pops Foster [b]; Jasper Taylor [d].

Of all the albums recorded in Chicago for Riverside's "Living Legends" series, this re-uniting of ALBERTA HUNTER and pianist LOVIE AUSTIN was not only one of the most memorable sessions, but also one of the most fascinatingly hectic. . . .
Just before taking off for Chicago, we learned that Miss Hunter, who now makes her home in New York City, was about to take a vacation trip to California. Thus was born the idea of having her stop mid-way long enough to enable the celebrated blues singer to have a reunion with her old-time Chicago accompanist.

This was to be our initial session in the Chicago series, and our first problem was to find a suitable locale for recording. The veteran musician Junie Cobb finally took me to the Prince Hall Masonic Temple, at 42nd and Cottage Grove on the South Side. The temple had no less than three pianos: but one was in a room whose huge windows faced the heavy traffic and street noises of Cottage Grove Avenue, while the second piano was locked—and no one was able to locate the man with the key! Our last chance was an enormous upstairs ballroom with a small bandstand and an old upright. Since Miss Hunter would be in town the next day—and for that day only—this, we concluded, would have to do.

Meanwhile, Riverside's mobile recording unit (a huge Greyhound bus converted into a modern recording control room) and its engineering staff was due to arrive from New York in time for an 11 AM recording start, so that Miss Hunter would be able to continue on to California by catching a 5 PM train. But unforeseen difficulties delayed the mobile unit en route, and the bus and its weary crew did not reach the hall until noon! By the time cables had been fed to the second floor, equipment tested and a re​cording balance obtained, there were no more than three hours in which to complete the album! But somehow the session itself managed to reverse our previous luck—every​thing moved most smoothly and we were able to cut eight selections with Miss Hunter (seven are included here; one appears on the overall "Chicago" album described below), completing the album with three instrumentals while our good friend Lil Armstrong was rushing Alberta to her train.

Originally from Memphis, Tenn., where she was born on April 1, 1897, Alberta Hunter arrived in Chicago in 1909 and three years later embarked on a career that soon found her appearing for long stints at such famous clubs as the Panama and Dreamland Caffs. The Austin-Hunter association dales back to the early '20s, shortly after Alberta made her recording debut with Ray's Dreamland Orchestra in 1921, making her one of the very first blues singers to appear on a disc. Then followed recording dates with Fletcher Henderson, the Original Memphis Five, Fats Waller, Eubie Blake, and the Red Onion Jazz Babies (with Louis and Lil Armstrong—some of these sides, made under the pseudonym "Josephine Beatty", can be heard on Riverside RLP 101. "Young Louis Armstrong"). All this of course, in addition to much work with Lovie Austin.

Miss Hunter always wrote most of her own material, and this album also ably demonstrates her writing talents—which lately have been mainly devoted to the creation of gospel songs, several of which have been performed by her good friend, Mahalia Jackson.

A top performer during the mid '20s, Miss Hunter ap​peared on Broadway and then became the first blues singer to hit the European continent. She has spent many years abroad—including more than twenty five trips to the Euro​pean and Pacific theaters of war with the USO during World War II, and later to Korea. In 1956 she showed further proof of her seemingly inexhaustible energy by en​rolling at the YWCA School for Practical Nurses. Training at Harlem Hospital was followed in 1957 by acceptance of her present position as a nurse at New York's Welfare Island. Thus Alberta Hunter's career continues to be a very full and a very unselfish one. She has left many fond memories with thousands of people, whether it be in a hospital or a re​cording studio.

Lovie Austin, born Cora Calhoun on September 19, 1887, in Chattanooga, Tenn., made numerous recordings with her famous "Blues Serenaders" groups, with her sidemen in​cluding such great names as Johnny Dodds and Tommy Ladnier. Many of her early accompaniments to singers Ma Rainey and Ida Cox, as well as instrumentals, can be heard on albums in the Riverside "Jazx Archives" Series.

During the 1930s and '40s Miss Austin worked in the pit band at the Monogram Theater in Chicago, and also trav​elled with her own shows. Since the late '40s she has worked as pianist at a Chicago dancing school.

This is Miss Austin's first recording in almost twenty years. While wailing for our engineers to set up the equipment, this white-haired but extremely youthful veteran reminisced about how she and Bessie Smith used to sneak through an alley to hear Ma Rainey sing at a theater. 'We were too young to get in," she recalled, "but Gertrude's voice was mighty powerful, and Bessie used to sing along with it."

A few minutes later Lovie was seated at the old upright, a cigarette dangling from her mouth, telling Alberta Hunter that "we'll do it the way we did it the last time." Specifically. "it" was Downhearted Blues, the first selection to be re​corded for this album. It was written by these two per​formers and originally made by them for the old Paramount label (it was also the tune that launched Bessie Smith to fame when she chose it for her first recording). Incidentally, "the last time" Alberta and Lovie had done the number was 1923. Actually, these two grand old ladies of jazz had not worked together in about thirty years, but as the pianist said, "it seems like only yesterday"—and sounded that way, too.

Despite all the previously-noted handicaps, it was a most enjoyable session. "Isn't she a killer?" Alberta Hunter remarked of Lovie Austin. "She used to knock them dead driving around Chicago in her Stutz Bearcat, wearing a leopard skin coat that matched the upholstery of the car." Those days are gone forever, of course—but the melody lingers on, and there seem to be no regrets.

The instrumental backing here is thoroughly sympathetic, it should go without saying. The veterans Darnell Howard, Jimmy Archey and Pops Foster are presently all members of pianist Earl Hines' group (and can be heard in that band on another album in this series—Riverside RLP 398; Stereo 9398). Jasper Taylor is a near-legendary drummer and washboard stylist whose mid-'20s work with Freddie Keppard can be heard on the Riverside "Jazz Archives" Series.

	“Mississippi” John  HURT

(1893 - 1966)
	Memorial Antology
	1964
	63:55
	folk blues
“Mississippi” John  HURT [g, v]

	JELLY  ROLL  KINGS
	Off Yonder Wall
	1997
	48:23
	label: Fat Possum Records (Oxford, Mississipi)

Big Jack Johnson [g, v]; Frank Frost [harp, v, k]; Sam Carr [d]. Produced by Robert Palmer.

  Три старых негра от души наяривают в духе New Orleans (само название трио произведено от Jelly Roll Morton).

	Robert  JOHNSON
	Red Hot Blues
	36-37
	48:52
	

	Lonnie  JOHNSON
	Swingin’ With Lonnie
	1963
	
	LP   (Blues Roots Vol. 8)

	Louis  JORDAN
	I Believe In Music
	1973
	63:11
	label: Evidence, 1992

#1 - 11: Louis Jordan [a s, v]; Irv Cox [t s]; Duke Burrell [p]; John Duke [b]; Archie Taylor [d].

#12 - 15 (previously unreleased): L. J. [a s, v]; Louis Myers [g]; Dave Myers [b]; Fred Below [d].

Hey Everybody! Let's have some fun!

You only live once and when you're daid, you're done.

So let the good times roll

Let the good times roll

Don't care if you're young or old

Get together, let the good times roll.

This felicitous bit of hedonistic philosophy caught the post-War depression an uppercut that sent it reeling right into the fifties. It was the statement of one Louis Jordan, a forth-right singer, altoist, and bandleader who laid it on wax for Decca on 6/26/46 with his Tympany Five, by then a sextet with nary a kettledrum. Backed with one of Jordan's astonishingly anthropromorphic cacklers. Ain't Nobody Here But Us Chickens, the tune did not go gold, though half a dozen or more of his other hits did: Choo Choo Ch’ Boogie, recorded that past January, eventually sold two million.

Jordan's sugar-coated doses of bar-and-grill aphorisms and street-hip stories proved not only an antidote for G.I. blues and hard times, but served as the tonic that goosed rhythm & blues and then rock & roll into the forefront of American popular music. Jordan's influence on posterity was even greater than that on the general public when he was racking up hits. He even popularized Latin rhythms like the habanera and calypso (Early in the Morning and Run Joe date from 4/23/47).

Party-loving singers have always had a penchant for his catchy tunes and wacky lyrics, and major figures acknowledge his lead, in word and in cover: Chuck Berry, Little Richard, Ray Charles, Bo Diddley, Fats Domino, B.B. King, Freddie King, Bill Haley, Clarence Gatemouth Brown, Charles Brown. The influence goes third hand to most of the rock and pop performers of the 60s and 70s.

Yet Jordan sowed his Jazz seed early, and always considered himself a jazz player, even when shuffle blues was the mainstay beat to his book, his freewheeling, fullbodied alto sax cut some pretty nimble grooves overhead. Key gigs on the way up for Jordan were with the bands of Ruby Williams (Arkansas), Charlie Gaines (Philadelphia), Kaiser Marshall (New York), Lercy Smith (Cleveland, Atlantic City), then two years playing alto in Chick Webb's band, and singing alongside Ella Fitzgerald.

And Jordan's jazz stock has always run high. Not only Chuck Berry, but Dizzy Gillespie and Roy Eldridge have found more than novelty in School Days. Woody Herman made Caldonia a prime vocal vehicle and flagwaver, recording it for the first time, according to Leonard Feather, only a few weeks after Jordan did in 1942. The young Jon Hendricks wrote I Want You To Be My Baby for Jordan in 1953; it was his first hit, and Jordan's ebullient vocal was an obvious influence on his emerging style. Today, swing revival bands like Asleep at the Wheel and Widespread Depression are repanning old gold like Choo Choo Ch’ Boogie.

Nor does the voice alone tell it all; some of the greatest joys of these sides, recorded in Paris with a latter-day version of the Tympany Five only eighteen months before Jordan succumbed to a fatal heart attack in Los Angeles, are Jordan's hot and hearty alto choruses, often truncated or overlooked on the early hits. He blows early, and blows late, before and after his vocal, stealing the thunder more often than not from his tenorman, Irv Cox. (Jordan here shows a capacity to totally dominate his band rivalled in recent memory only by Lionel Hampton.) Catch a few limber, well timed choruses, and you'll get an idea why Super-saxist Med Flory, in the Downbeat that came in my morning mail, says in his blindfold test that, after Charlie Parker, Louis Jordan is his "fave" on alto.

In this, his last session but one, Jordan hoots out his infectious, hard-hitting vocals and blares his emery-paper alto with the same goodnatured abandon and elan he displayed in his heyday three decades earlier. And his preoccupation with recalcitrant and unpredictable women seems, in these days of more vigilant feminism, to have increased.

Low Down Shame is a nasty, bumpy shuffle blues with a foot-thick backbeat and two yelling, mesmerizing choruses on alto that remind me of Cleanhead Vinson in spirit and phrasing if not in tone. The text is a classic: a guy bemoans the fact that he's in love with a no-good woman who's married to boot. Jordan hops back in with two more pleading, preaching choruses in the Southwestern vernacular, Shame and Outskirts were flips on a Decca single from 7/21/42.

Three Handed Woman ("She's right-handed, left-handed, and under-handed, too") gets into further treacheries and transgressions from the distaff side of the human coin. There's a slow boogie vamp from Burrell and stop times in which Jordan expounds this Jezebel's ten-timing ways. He pops another alto chorus, engulfing the mike for a stifled effect. Surprises in the lyrics come like a kick in the teeth: "When you put your arms around her / there's a love light in her eyes / A light that shines for me for you / And fifteen other guys." The original dates from 1951 with a big band that included Oliver Nelson and Bill Davis; Roomful of Blues covered this one recently.

The third woman in Jordan's rogues' gallery is a lazy and stubborn wife. Hard Head. In the recitative, Jordan explains: "They named a town in my home state from her haid -- Little Rock." (Jordan was born in Brinkley, Arkansas on July 8, 1908, halfway between Little Rock and Memphis, just a few miles south of Cotton Plant, where Sister Rosetta Tharpe was born thirteen years later.) Jordan's second wife, Fleecie Moore, is listed as the composer of many of his biggest hits, including Caldonia. As long term residents of Phoenix they apparently got along with much less friction than in this fiction. Jordan waxed this one eloquently with Ray Charles' Orchestra for Tangerine in 1963.

I Believe in Music would seem to be a merry update of the Jordan musical philosophy; the upbeat message of musical inspiration conjures from Jordan one of his most impassioned solos of the set, then fades abruptly. [...]

Now I’m going to stop all this "hobble hobble hobble with my chin" and let you pick up on what Louis Jordan is laying down. Just let the man pull your coattails, gate, and you’ll get yourself a schoolin’, and I ain’t foolin’.

	Louis  JORDAN
	Louis Jordan & Chris Barber
	
	51:02
	Black Lion 1991

#1 - 9, 11: 1962; #12: 1963; #13: 1973; #10, 14: 1974.

Louis Jordan [a s, v] (#1 - 9 = 28’ 45’’); Chris Barber [trb]; Pat Halcox [tp]; Ian Wheeler [a s, cl]; Eddie Smith [banjo]; Dick Smith [b]; Graham Burbidge [d].

    Louis Jordan was born in Brinkley, Arkansas on the 8th July 1908. His first major exposure was with the Chick Webb Orchestra, with whom he was heard on alto sax and as occasional vocalist 1936-8. In 1938 he formed his own group and played at the Elks' Ren​dezvous in Harlem. In the next few years lordan's combo, known as the Tympany Five, enjoyed a slow and steady rise to national fame as Jordan featured himself more and more in vocal blues and novelties. His major hits were Knock Me A Kiss, Gonna Move To The Outskirts Of Town, both recorded 1941; Five Guys Named Moe 1942, and Choo Choo Ch'Boogie in 1946, the last-named ultimately selling a million records. Jordan recorded duets with Bing Crosby '44, with Ella Fitzgerald '45 and '49, Louis Armstrong '50, etc.

Originally limited to R & B circles, he broke into the front lines of show busi​ness through a unique combination of visual showmanship, good musician​ship, a strong accent on humour and a delightfully original and rhythmic vocal style. He organized a big band for a tour in the fall of 1951 and occasionally expanded for theatre dates but nor​mally played with a small group. In the early '50s he was intermittently inactive owing to illness and confined himself to his Arizona home but came back strong in the mid-'50s.

The early sixties found Louis touring the U.K. with Chris Barber's band at which time the nine tracks presented here were made. Louis Jordan influen​ced many black artists who grew up in the 'forties and his importance in the emergence of R & B cannot be under​estimated.

CHUCK BERRY: "I identify myself with Louis Jordan more than any other artist."

RAY CHARLES: "He was such a greatshowman, with a sense of humour and an unforgettable tongue-in-cheek style that,  after hearing him once, I couldn 't forget him, and I became a great fan. His mastery of the alto saxophone impressed me so much that people tell me, even today, that my own alto sax style, in some ways resembles him. I have to admit that Louis Jordan has had a great and lasting influence upon my appreciation of music and, perhaps, even my performance."
SAMMY DAV1S JR.: "Louis lordan was the first recording artist to project life and situations of the Black Community on records with humour and dignity. I and many others like me have dropped nickel after nickel in the jukebox to enjoy his messages in song and monologue. Mr Louis Jordan was the original Soul Brother".
B. B. KING: "A lot of my early work was influenced by Jordan. Even today it still is. I have tapes here of his recordings and I'm just about to do another of his tunes, which I've renovated. His was called JORDAN FOR PRESIDENT and mine's gonna be B. B. FOR PRESIDENT, which was his original idea. "
CHRIS BARBER: "Louis Jordan was the greatest thing that ever happened to our band. We can swing with the best, but playing with Louis when he was fifty four years old was like being dragged along by a wild horse! People don't realise that the Chick Webb band of the thirties didn't just have one singer named Ella Fitzgerald, but two singers with Louis Jordan being the other and equally renowned.

Louis’ name got rubbed out in the re​writing of history. Let's hope that with this album we can play our part in putting his name back where it belongs. "

	Dave  KELLY
	Standing At The Crossroads
	1988
	64:04
	Dave Kelly – lead guitarist of BLUES BAND (см.)

label: Inak, Reference Edition

Dave Kelly

For those who, during the last years, paid some attention to the more recent English blues scene, it is quite astonishing to see that many musicians come from South London, the »Wandle Delta«, as the pianist Geraint Watkins (см.) once des​cribed it, who engage themselves in the different varieties of American rhythm'n blues.

Above all, there is one musician who can be identified with this scene: Dave Kelly. While classical English blues musicians of the 60s, like Eric Clapton, John Mayall or Fleetwood Mac, watered down their blues more and more over the years and headed for a more popular kind of music, it was Dave Kelly who made an important contribution to the renaissan​ce of British blues in the course of the last 15 years, together with his sister Jo-Ann Kelly (см.), who pursued a similar style.

Quite early Kelly discovered the music of the old blues celebrities Big Bill Broonzy and Leadbelly, and tried to develop feeling for this kind of music on his guitar. But it was his acquaintance with Tony McPhee, who later founded the »Groundhogs«, that lead him on the way that he still pursues. Among the first highlights were tours of Europe in the late 60s, in which he participated as a back-up to legendary blues musicians like John Lee Hooker and Howlin' Wolf. But now he began to form his own band, with names like »The John Dummer Band«, »Tramp« (with Mick Fleetwood and Danny Kirwan), »Brunning Sunflower Band«, »Rocksalt«, »Ooblie Dooblie Band«, »Dogs«, »Wildcats«  which even Dave himself has difficulties to remem​ber. All these bands, however, had one single goal, i.e. to present blues in all its varieties, often interwoven with country/ tex-mex and cajun elements to an interested audience. Occasionally, Dave Kelly found the time to record solo LP's and to assist other musicians in their projects.

In the early 80s this led to the founda​tion of the »Blues Band« (with Paul Jones, Tom McGuinness, Gary Fletcher and Hughie Flint), which made Dave Kelly well-known on tours throughout the world and on which he put his very own stamp with his slide-guitar and his matchless voice.

Although Dave Kelly has been on tour again with the »Blues Band« for some time now, the provisional dissolution in 1983 led to the foundation of the Dave Kelly Band, whose similar stylistic orientation has been the ideal vehicle for Dave's musical ideas up to now. The idea was born to work out a con​cept for this production, live in the studio -- no overdubs which presents the whole spectrum of the band and, above all, Dave's special love for blues.

The music of this CD reflects the mood during its recording.

Tex Corner, Bass

A legend, he played with »Ace« and accompanied Mickey Jupp and Chris Farlowe in the studio and on tour in the last years.

Ed Deane, Guitar

A lefthander like Hendrix, an excellent guitar-player who formerly played with »Frankie Miller«. the »Pretty Things« and recewtly in a movie with »Sting«.

Peter FillieuI, Keyboards

Pete, the driving force with the »Climax Blues Band« and with »The Band Called O« and, apart from his activity with the »Dave Kelly Band«, is a producer and publisher. Pete makes his debut as a lead vocalist on »To Love Somebody«.

Rob Townsend, Drums

Rob was a drummer with »Family«, »Kevin Ayres« and substituted Hugh Flint with the »Blues Band«.

	Dave  KELLY
	...When The Blues Come To Call
	1994
	43:24
	 «[...] A year and a half later, Bill Oautier asked me if I fancied making a solo album. Bill was an acquaintance I had met through Gary Fletcher, who had become a firm friend. I knew that he had a studio but just what a studio I hadn't imagined. Magmasters is one of the top studio complexes in the world for laying music and voice overs onto films, videos, ads, etc. and Bill is one of the best knob twiddlers. Being a guitarist himself and a blues fan, he spends a fair amount of time when the studio is closed (I.e. weekends) on "special projects". I'm very glad to say that I became a "special project".

We roughed out an agreement and set to work. I had some ideas as had Bill. t also had quite a stock of material that Jo Ann and I had worked on or had thought about working on. Four songs from the original project made it onto this album. [...]»  – D.K.

	Jo Ann  KELLY
	Women In (E)motion
	1988
	55:09
	Сестра Дэйва Келли (см. выше).

For blues connoisseurs and fans Jo Ann kelly was a real blue blood. She was unanimously heralded as the British ‘Queen of Blues’, and could have worn this title with pride. [...] This live recording should, above all, serve to keep alive the memory of this wonderful personality who embodied the blues with so much talent, respect, and humanity.

	Albert  KING
	I’ll Play The Blues For You
	1989
	49:25
	+ John Lee HOOKER

label: Tomato

This is one fine album. Recorded Jive, the quality is so clear and vibrant you can sense the stir of the crowd, catch the full "sting" of Albert King's guitar. Then comes John Lee Hooker's sultry, suffering whisper over his rumbling guitar. King and Hooker are two of the few remaining people who not only sing the blues, but have lived them. Bluesmen of this kind are dying off the scene so fast you can hardly walk for the broken guitar strings left behind. You've got to grab live blues while you can; the real stuff won't be around forever. This album is the next best thing to catching the blues live that I know of.

• Still, for the record, for the Joes out there, the tall blackman is Albert King. He was born in 1926 in Indianola, Mississippi on a scrubland farm. His father cramped by the confining hardships of his existence, caught the "blues" and left when Albert was five-years-old. King learned to play a guitar-like instru​ment fashioned from a single string, a nail, a brick and a wall. As he grew, Albert picked cotton, later worked as a mechanic, and played the blues at night wherever and whenever he could.

• Eventually he broke away and went to Memphis where he struggled alongside the likes of Bobby "Blue" Bland and Johnny Ace, trying to "make it." Albert did the round of night clubs, the bus tours, the one-nighters, cut sides for Parrot. Bobbin and King Records. Finally, in 1967, he broke through with a comparatively well-paid appearance at the Fillmore West. That phase of the long, struggling journey, was over.

• "Born under a bad sign, been down since I could crawl.

If it wasn't for bad luck, I wouldn't have no luck at all."

• Yeah. Joe can dig those sentiments. When King leaves the stage, he sits there wrung out, thinking about the music, still feeling it wash over his bones. He's unaware that someone else has sat down before the mike. [...]

	Albert  KING
	Born Under A Bad Sign
	1967
	34:44
	label: Mobile Fidelity (Ultradisc II -- the original limited edition 24-karat gold audiophile CD)

Albert King [g, v]; Steve Cropper [g]; Donald ‘Duck’ Dunn [b]; Al Jackson [d]; Booker T. Jones & Isaac Hayes [p]; + The Memphis Horns.

	Albert  KING
	Funky London
	
	51:57
	label: Stax

All selections recorded at Stax Studios, Memphis. 

Remaster 1994, Fantasy Studios, Berkeley.

#1, 2 – rec. 1970

#3, 7 – rec. 1971

#4 - 6, 8, 9 – rec. 1974

#4 - 9 previously unreleased.

All selections previously unreleased on CD.

	Albert  KING
	Lovejoy
	1971
	36:38
	Albert King [g, v]; Jesse Edwin Davis [rh g]; John Gallie [k]; Donald ‘Duck’ Dunn [b]; Jim Keltner [d]; Sandy Konikoff [perc].

	Albert  KING
	Blues At Sunrise
	1973
	46:03
	Albert King [g, v]; Norville Hodges & Wilbur Thompson [tp]; Rick Watson [t s]; James Washington [organ]; Don Kinsey [g]; Bill Rennie [b]; Sam King [d].
Remixed and remastetred in 1993

	Albert  KING
	Blues At Sunset
	1973
	49:24
	состав – тот же

	Little Jimmy  KING
	Something Inside of Me
	1994
	46:47
	label: Bullseye Blues

Little Jimmy  KING [v, lead&rh g]; Ron Levy [Hammond B-3]; Tommy Shannon [b]; Chris Layton [d, perc]; + The Midtown Horns: Jim Spake [t&bar s]; Scott Thompson [tp].

Little Jimmy King was first introduced to me by the late great Albert King at the 1990 W. C. Handy Awards in Memphis. It had been a while since Albert and I had last seen each other. (Though Albert was at one time, briefly, my legal guardian when he took me on the road with him when I was just 17 and there​fore had to have a guardian. I remember auditioning for him one cold winter day in 1968 at Lenny's on the Turnpike, a once-famous and now-defunct jazz spot on Boston's north shore. Working for Albert was my first "real" gig, quite an experience and introduction to the blues world).

Albert was usually frustrated and negative about the music business—espe​cially the record business—but that day in Memphis, he was truly excited and anxious to tell me about his "grandson." I had never heard Albert praise any​body like he did Jimmy. I attributed most of this to a grandfather's pride, until the next night when we went to see Jimmy play at a club on Beale Street.

As I walked in, I saw Big Albert sitting alone at a table and puffing on his pipe. I sat down and said hello. He turned to me, obviously irritated by my interruption, and scolded me, "I'm trying to hear my grandson. You're late!!" So I shut up and ordered a drink. He paid.

We both sat there totally engrossed for over an hour by Jimmy's dynamics, technique and feel. Every so often Albert would bang the table, blow some smoke and exclaim, "That boy can play... you need to sign him on your label, Ron." We did the next day and recorded Jimmy's highly-acclaimed debut album Little Jimmy King and The Memphis Soul Survivors (BB 9509) soon after. Jimmy was also featured on lead guitar on Otis Clay's FH Treat You Right  and Ann Peebles's Full Time Love. A promising career had begun and the "old man" seemed to be pleased. All was well until I received calls from Wayne Jackson, Don Bryant and Jimmy almost simultaneously about Albert's fatal heart attack in December of 1992.
The last time Jimmy and I saw Albert together, we were pallbearers carry​ing Albert to his final resting place in an open, lonely field just outside West Memphis, Arkansas. As the preacher concluded his eulogy, a dozen white doves were let loose, a symbol of Albert's spirit soaring heavenward. Jimmy and I looked at each other tearfully; we knew what we had to do, carry on the tradition the best we could.

Two months later Jimmy with his band, the Memphis Soul Survivors (they, as a unit, backed up Albert for 2 1/2 years) recorded four of Albert's songs as a tribute for an anthology called Beale Street Blues Today. While we were recording the horn parts, Andrew Love (of the Memphis Horns) com​mented, "Man, this boy can play. He's like a young Albert King, and he's got his own thing, too, on top of that!" Jimmy had grown, matured some; we could hear he was beginning to expand his singing, playing and writing skills.

Not long after that, we got together with Chris and Tommy of Stevie Ray Vaughan & Double Trouble-fame to record this album. We all had a blast. The chemistry between the musicians was automatic, the enthusiasm sponta​neous, and everyone played with a sense of determination, authority and fun rarely felt in this age of computers, drum machines, stoic professionalism and process.

While Jimmy was alone in the studio cutting his solo guitar piece "Resolution #1", there seemed to be a "presence" permeating the room, an eerie feeling. I started to think about Albert and WHAM!!!, one of the adjacent doors slammed shut by itself... startled, I thought, that's just Albert stopping by to check on us, making sure we're doing all right.

—Ron Levy Producer, A&R Bullseye Blues

	Freddie  KING
	My Feeling For The Blues
	1970
	36:03
	label: Repertoire Records. 1991

	B.B. KING
	Blues Summit
	1993
	62:45
	

	    
	Heart To Heart
	1994
	46:32
	Diane  SCHUR  &  B.B.  KING

	Shirley  KING
	Jump Through My Keyhole
	1992
	34:34
	produced by Chicago Beau (см)

	The  KINSEY  REPORT
	Midnight Drive
	1989
	40:31
	The  KINSEY  REPORT -- победитель “DownBeat critics poll winners” в категории: Blues Group Of The Year (1991)

label: Alligator

	Eartha  KITT
	That Bad Kitt
	1957
	37:36
	

	Sy  KLOPPS   BLUES  BAND
	Walter Ego
	1993
	43:22
	hard blues

	The Smokin’ Joe KUBEK  Band
	«Steppin’ Out» Texas Style
	1991
	41:02
	label: Rounder Rec., Bullseye Blues (USA)

«Great lowdown Texas-style blues, the real thing... watch out for these guys!» – Jimmie Vaughan

«Smokin’ Joe Kubek can flat play the hell out of a guitar. He’s learned the subtleties of his trade from the right people, a list of teachers that includes Freddie King, Albert King, John Lee Hooker and Little Joe Blue. Our bet is that it won’t be long before he assumes his rightful place among the great Texas players.» – Jay Sheffield

	The Smokin’ Joe KUBEK  Band
	«Chain Smokin’» Texas Style
	1992
	47:11
	label: Rounder Rec., Bullseye Blues (USA)

Smokin’ Joe Kubek [lead, slide & tremolo guit]; Bnois King [lead v, 2nd g]; Greg Wright [b]; Phil Campbell [d]; guests: Ron Levi [organ]; Jim Spake [saxes].

      THEY’D HAD ABOUT ALL THEY COULD TAKE.

All day long, there'd been bands and heat! Most towns cool off at night but this was Dallas, so no such luck. Folks were baked and a little crazy when the last act came out.

It was Al "TNT" Braggs, fronting a Texas R&B revue complete with the incendiary Possessions, a doowop quartet. When Al himself came charging out, singing and doing splits and emoting just as vigorously as he did when he opened shows for Bobby Bland in Bland's heyday — people went nuts! It was too crowded to really dance, so everybody just sort of squished and wriggled together, as sweat pooled at their feet.

It was the first night I saw Smokin' Joe Kubek. A shopping center called the Quadrangle had thrown an all day bash and there was Kubek, right up there next to Braggs. His guitar solos burned!

Braggs was at the time the most visible member of a South Dallas cadre of R&B singers that includes R.L. Griffin, Ernie Johnson, Charlie Robinson, and Big Ray Anderson. They play black venues (usually) and have a degree of regional renown. All have performed and recorded with Smokin' Joe Kubek.

Kubek started on this sort of trajectory early in his career. When other aspir​ing guitarists were doing rock covers, he was in an otherwise black combo, Robert Whitfield's Last Band, playing a bar on Lemmon Avenue (scenic street, that) called the Red Noodle.

"It was a black club, totally black club," remembers Joe. "Whttfield and his guys were monsters, man. They were into guys like Chick Corea, and way ahead of me! Had to work my ass off to keep up. We were the house band there for about six months."

Joe also worked hard in the band of that personification of power, Freddie King. Freddie was to take Joe on a European tour he had lined up, opening for Clapton. It was a done deal; he even showed Joe the itinerary sheet. But on December 28, 1976, Freddie died.

One of Freddie's closest pals was R.L. "Hoppy" Hopkins.

"Hoppy was Freddie's right hand man," says Joe. "You saw Freddie, you saw Hoppy. Hoppy was Freddie's road manager and they were friends, too. Liked to hang together at (the club) Mother Blues. Hoppy had three, four junk​yards only he didn't like you to call 'em junkyards, he liked you to call 'em sal​vage exchanges. We used to rehearse at the garage in one of 'em, and I met a lot of cats there. See, Hoppy'd feed you, man. If you were between gigs you could go see him and you'd eat. He had a big pot of neck bones going all day long. People like Cal Valentine, Al "TNT" Braggs, Little Joe Blue, they'd all go there and eat. That's where I met all those cats."

In this setting of car parts and neck bones was Kubek when heard, and hired, by Braggs. Braggs was performing frequently then, but soon started concentrating on writing and producing homespun records for regional luminar​ies. Joe was his first-call gurtarist. Braggs-produced LPs Kubek is on include It's My Turn Now by Little Joe Blue (a Mississippi-born bluesman who lived in Dallas in the mid '80s) and Just In Time by Ernie Johnson. He's also on 45s by R.L. Griffin and others.

To afford himself more solo space than he got backing singers, Joe led combos of his own. He was fronting a trio at Poor David's Pub when he first jammed with Bnois.

You had to watch it, taking women to hear Bnois! Touted by area jazz buffs as a local Grant Green, he worked solo dates at lounges. You'd take a date, order wine, give her deep looks over candlelight — and just as she started look​ing pliant you'd turn smack away from her because Bnois had just played something you couldn't freaking believe! You'd sit there dazzled as he'd switch from cool jazz to cocky blues and your date got miffed at your lack of attentiveness to her. You couldn't not watch him — he's great!

When he and Kubek started playing together, both became more assertive — more intense! The bands Joe'd led were OK but lacked good frontmen. Well, here by god was one with guitar and vocal skills and stage presence by the ton.

They recruited Phil Campbell, one of those all-too-rare drummers who combine great propulsiveness with a lightness of touch. When bassist/composer Greg Wright hired on, the Smokin' Joe Kubek unit was ready!

They soon seized renown in Dallas for their almost daunting intensity. They did the same on the road, and their debut Steppin' Out Texas Style drew critical acclaim.

Chain Smokin' Texas Styie features Joe and Bnois firing up enough hot​house guitar to smoke every hot link in Texas. Bnois' singing is more emotional than ever, and Greg steps to the mike for "Mr. Soft Touch." "Chain Smokin" is a feisty instrumental with Joe and Bnois trading quickdraw lead choruses, and "That's What I'll do For You" has horns join in on a song that has the vigor of a truckstop waitress whose breaktime coffee was much too strong. And there's that hallmark of this band — a mix of topshelf originals and well-chosen covers. (Meaning, covers that are not only good songs, but ones we've not heard over​much. The hellbent "Love To Live The Life" is one of Willie Dixon's relative obscurities.)

If Art Blakey did hard bop and Otis Clay does hard soul, then assign to the Smokin' Joe Kubek Band featuring Bnois King the niche of hard blues. Regard them as essential to a full perception of the modern blues experience.

  ---- Tim Schuller [Tim Schuller is a special contributor to Dallas' D Magazine and the Dallas Morning News, and is contributing editor to Buddy, the nation's oldest regional music mag.]

	Paul  LAMB  & The KING SNAKERS
	Fine Condition
	1995
	66:00
	label: Indigo Records (London)

British Blues Connection Award Winners:

UK Harmonica player 1990, 1991, 1992, 1993, 1994

UK Blues Band 1990, 1991, 1992

Paul Lamb [harmonica, v]; Chad Strentz [g, v]; John Whitehill [lead g]; Jim Mercer [upright b]; Martin Deegan [d].

From the tradition of great British harp players like Cyril Davies, Duffy Power and Steve Rye comes Paul Lamb, one of the finest living exponents of blues harmonica that Britain has to offer. In the King Snakes, he has established a blues band that is light years ahead of most of the British competition and are a unit which stand comparison with many American outfits.

Too often the live album is a career filler and if it's blues it can mean the three hour version of 'Got My Mojo Working' if a night in a typical British blues pub is anything to go by, not this one possums -- what you have here is Paul Lamb and The King Snakes recorded during their 1994 tour and it's lean, spare with plenty of flair.

To blues fans Paul Lamb should need no introduction -- a virtuoso musician, Paul is currently the hottest harp on the block packing them in across the UK and in Europe while collecting a bagful of awards for his efforts.

From his earliest Newcastle bands, Smokestack Lightnin' and The Blues Burglars, Paul Lamb has been striving not just for authentic sounds, but to develop his own cry -- the hallmark of a great musician and increasingly his albums have been band compositions although even with cover songs, Paul is always able to bring his own interpretations to well-worn standards like 'Everyday I Have The Blues'.

There beside him, his geordie partner John Whitehill is one of a breed of frighteningly good British guitar players who, unlike the blues boomers of the sixties, have a very hard job getting recognition nowadays beyond a cult following.

A blues band without a decent rhythm section is no blues band at all, but with drummer Martin Deegan and bassist Jim Mercer, Paul has a solid swing unit behind him, crucial for the band's deceptively simple West Coast via Texas style overlain by the cool vocal sound of Chad Strentz.

'Fine Condition' sets out the stall of one of Britain’s top blues bands. But they should have their eyes on the States. 'Coals to Newcastle' you might say. Well, I say this bunch of Newcastle coals ought to set the US blues club scene alight.

	Paul  LAMB  & The KING SNAKERS
	She’s A Killer
	1996
	67:24
	белый хулиганский блюз
label: Indigo Records (London)

Paul Lamb [harmonicas]; Chad Strentz [v, g]; John Whitehill [lead g]; Jim Mercer [upright & el b]; Martin Deegan [d].
Most artists -- and a few managers -- have a sixth sense about their careers. Call it superstition but, like the surging seventh wave or a tide 'taken at the flood', there is a time when the instincts tell you that not only are you at the top of your form but the mystical conjunction of all the other elements in your career are propitious for success. Paul Lamb might not use those words but that's the way he's feeling right now -- and that's also the feeling that emanates from this album.

Paul pays tribute to his rhythm section: "The secret, the key to the band is working with the same people for as long as possible. That is the thing. The rhythm section has got to be right, it has to 'bounce' behind you and be a good foundation for what I play on top." Jimmy Mercer and Martin Deegan are the rock on which the whole band rolls.

John Whitehill can play in any number of styles, in both lead and rhythm roles, more often combining the two seamlessly. That's most evident here on a fine version of Lowell Fulson's "Reconsider Baby", on which Paul's harmonica lays out. "You don't use it if it's not Needed. You've got to incorporate the harp into the song. It's like Captain Beefheart says, 'Gimme dat harp, boy. It ain't no young man's toy. It's got to be put where it's gonna fit."

"John's Jump" is one of those happy accidents that sometimes cap a successful day's recording. "We were sitting around at the end of the day. It was about 10.30 and the engineer was about to switch everything off. We wanted to put down something a little bit different. John said, 'I've got this swingin', and we just went for it. We jammed it once or twice and then put it down in one take."

John also wrote "Who Can It Be" and "Jump

For Joy", as well as collaborating on the title track "She's A Killer", "My Baby". "She Don't Look Like That", "Wild Wild Woman" and "Keep On Dreaming". Lead singer Chad Strentz came up with "The Girl For Me", its rhumba rhythm contributing an aroma of Peter Green's "Black Magic Woman". Chad also inspired the inclusion of Ray Charles' "Blackjack Game":

"When we're on the road, we just try a slow blues and I'll say to Chad, 'Have you got any words?' This time, he put in this Ray Charles song and it worked. He's got a wonderful voice and it really worked on that. And even though "Reconsider Baby" is a bit of a cliched song by now, his voice works great on that as well."

Paul's usual analogy is that of a ladder, the rungs of which he's been climbing since his first tentative toolings on a 'gob-iron' in his early teens. There was another harmonica in the family, for his grandfather had been a merchant seaman and had a large repertoire of waltzes and polkas from around the world. Paul's own inspiration came through John Mayall's solo (apart from drummer Keef Hartley, that is) album, 'The Blues Alone'.

As he followed Mayall's album releases, he made a note of the composer credits: "I went back to the roots. First of all, I went to Sonny Boy Williamson, because Mayall was influenced a lot by his style. Then I moved even further back to the 20's and started listening to DeFord Bailey, Jaybird Coleman, Noah Lewis of Cannon's Jug Stompers, Jazz Gillum - and then Sonny Terry. Up in the North East where I come from, we did a lot of parties and jumping around and the Sonny Terry style was fantastic for that."

Mention of Sonny Terry has been known to turn Paul into a full-blown blues bore if he's not restrained, but his enthusiasm for and

knowledge of the all-encompassing Terry style, on display here on Big Bill Broonzy's "Just A Dream" and his tribute, "Whoop And Holler", remains undimmed. "Sonny's style is a music on its own. The Chicago players need backup, they need bass, guitar and piano, whatever. But Sonny's style was very rural, a mountain blues style."

For more than a decade, as he worked in folk clubs, first in partnership with guitarist Paul Short in and around the Newcastle area, then south to London and ultimately into Europe, he was an adamant acoustic musician. "I would never even listen to any electric or anything -- it had to be acoustic. I was a real freak about this." And dedicated: "When I had records back then, I never listened to them, I had to be learning from them. I had to learn everything from a record and then I would sit back and enjoy it -- but it was too late then, 'cos it was just about ruined." Nor did it help when his mum hoovered his precious Sonny Terry 78 into two separate pieces.

A similar parting of the ways happened to his partnership with Paul Short, as well. Finding another proved an aimless quest for several years, until he met John Whitehall, who played in a band called Smokestack Lightnin'. They played full-tilt amplified Chicago blues, a style with which Paul, aware that the Terry style wouldn't work in that sort of company, was becoming familiar. He'd been listening to classic Muddy Waters sides with Little Walter, James Cotton and Big Walter Horton in the harmonica chair.

"I loved Big Walter's style. When I heard that tone, that full, big chorded sound, that's when I was going for that." There was something to learn from Little Walter's style as well, in the way he adapted the saxophone style of men like

Louis Jordan."John Lee 'Sonny Boy' Williamson was the first one to start that. All the harp players thought it was Little Walter, but it came from John Lee. It was a different style altogether." But it was Big Walter's tone that impressed Paul the most. "Tone is essential. I work on mine all the time. I've got to have a good tone. Remember, Big Walter had that tone acoustically as well."

Over time. Smokestack Lightnin' meta​morphosed into Barfly and then the Blues Burglars but throughout, the close co-operation between Paul and John became the band's most significant relationship. "It just happened", Paul admits. "We don't discuss it. He knows what I'm going to play, the notes I'm going for, and he backs me right. And it's the same for me when he's playing, I'll know where he's heading. I just play the way I play and it works with the way Johnny plays."

Ask Paul what he hopes this album will achieve for him and the band, he replies: "What I hope is that it helps my progress up the ladder (there it is again) in the blues field. I don't know how big the ladder is. Whatever goal I reach, that's what it is."

Beneath the pragmatism, it's not difficult to discern that Paul Lamb is brimming with confidence and self-awareness. He's been voted 'UK Harmonica Player Of The Year' for five consecutive years. He knows he's at the top of his game and that the King Snakes are the finest blues band in the United Kingdom. It's an enviable position to be in.

	Johnny  LANG
	Wander This World
	1998
	55:54
	звезда американского Белого Блюза (hard blues)

1. Still Raining

2. Second Guessing

3. I Am

4. Breakin' Me

5. Wander This World

6. Walking Away

7. The Levee

8. Angel Of Mercy

9. Right Back

10. Leaving To Stay

11. Before You Hit The Ground

12. Cherry Red Wine

13. If This Is Love

	LAZY  POKER  BLUES  BAND
	Halsted Sessions
	1996
	54:17
	feturing: Jimmi Johnson (b. Jimmy Thompson, 1928), Little Smokey Smothers (b. Albert Smothers, 1939), Maurice John Vaughn, Pistol Pete Newell, John McDonald, Steve Freund, Harlan Lee Terson.

Превосходный проект мощного современного блюза.

	Alvin  LEE 
	I Hear You Rockin’
	1994
	67:46
	hard blues
A. L. [g, v]; Steve Gould [b, v]; Alan Young [d]; Steve Grant [k, v];   guests:  George Harrison [slide g]; Joe Brown [v]; Sam Brown [v]; Deena Payne [v]; Tim Hinkley [hammond & piano].

	Bryan  LEE 
	The Blues Is...
	1991
	56:43
	label: Alligator

Bryan Lee [g, v] is one of the greatest blues institutions New Orleans has ever known. He has played more nights, packed more rooms, bluesed-out more afterhours clubs and played to more people from all over the world than any other travelling blues band. On this recording, Bryan has added yet another dimension to his sound with the wailing world-class harmonica stylings of Cadillac Pete Rahn and the searing piano attacks of Piano Willie O’Shawny. The piano and harp parts crosscut their way through the rock-hard, super-tight jump street groove. Every type of classic blues groove is mastered by Bryan and the band. Cue up (and loud) the title cut “Memphis Bound” to hear its quality and raw power. Bryan Lee is a tremendous talent and a wonderful human being. If he is not coming to your town soon, make sure you make the pilgrimage to New Orleans. The secret is out. Long live the King! —   Quint Davis,  Producer / Director New Orleans Jazz and Heritage Festival.

	Bryan  LEE
	Memphis Bound
	1993
	59:33
	

	Ron  LEVI’s  Wild Kingdom
	B -3 Blues And Grooves
	1993
	52:29
	label: Rounder: Bulseye Blues (USA).   

R. L. см тж c: Smokey Wilson.
  «Levi imbues each and every note with real expression, conveyingjubilation or deep thoughtfulness in decisive straightforward terms. In his hands (and feet), the B-3’s robust tones burrow pleasurably into our auditory canals then implode upon reaching the middle ear. The afterglow, known to all organ buffs, is indescribable.»

	George LEWIS (“Jazz Funeral In New Orleans”)– Ново-Орлеанский блюз – см. в секции ‘Jazz’
	
	
	
	

	Furry  LEWIS
	Fourth And Beale
	1971
	37:20
	folk-blues
Rec. 1969

F. L. [v, g]

“Though born in Greenwood, Mississippi, Walter Lewis was raised in Memphis and dubbed “Furry” as a child. Then, in 1927, Furry travelled to Chicago to audition for Vocalion. Recordings followed and these led to further sessions for Victor. Rediscovered by Sam Charters in 1959, his career as a folk-blues entertainer gained impetus in the Sixties when white audiences were stunned by his ability and enthusiasm. Carried by film, the written word and more recordings, his name became known across the world. Today, he’s a much-loved elder statesman of the Blues and most have had the opportunity of enjoing his work. But some albums stand out as the finest and this is one, possibly because of the unusual circumstances in which it was recorded. Terry Manning literally took his studio to the Lewis home and Furry performed propped up in bed. For an old man this is the most comfortable position of all, and the results justify the unorthodox methods used. Beautifully recorded and played, the music demonstrates why Furry Lewis has become a legend in his own time. —  Mike Leadbitter.

	LIL’ Ed  & The BLUES IMPERIALS
	Chicken, Gravy  & Biscuits
	1989
	52:46
	label: Alligator

Lil’ Ed Williams [g, v]; Mike Garrett [g]; James “Pookie” Young [b]; Kelly Littleton [d].

Amazingly, Ed’s first album, “Roughhousin’”, was already on the market while he was still working at the car wash.   ...Lil’ Ed and the Blues Imperials had never even seen a recording studio before, so they decided to handle the session just like a show, ripping into their song with the same spontaneous energy they bring to the bandstand. Their wild performance left the Alligator staff and engineers cheering and begging for more. The band was more than glad to oblige; they cranked up and cut 29 more songs in three hours! Somewhere during the night I shook hands with Ed on a full album recording contract. It was like a scene from a movie, when four young unknowns become professional recording artists in one night! The new album, “Chicken, Gravy & Biscuits”, was cut just like “Roughhousin’” —  the band just went into the studio and let it rip, while a horde of Alligator staff and frieds watched and cheered from the control room. We took our time on this one, spending two whole evenings recording, so that Ed could do alternate takes on his new songs. But other than a few more hours, we did it just the same way, with everything “live”, no overdubs, and Ed parading around the studio, laughing and putting on a show and inspiring everyone, just like he does on the bandstand. Lil’ Ed and the Blues Imperials served up Chicken, Gravy & Biscuits just the way it should be —  good, hot’n’greasy.   —   Bruce Iglauer.

	LIL’ Ed  & The BLUES IMPERIALS
	What You See Is What You Get
	1992
	62:17
	

	LIVIN’  BLUES
	Hell’s Session
	1969
	31:57
	blues-rock
label: Repertoire

	LIVIN’  BLUES
	Wang Dang Doodle
	1970
	38:52
	

	LIVIN’  BLUES
	Bamboozl
	1972
	34:20
	

	Joe Hill  LOUIS
	The Be-Bop Boy
	
	74:07
	label: Bear Family Records 1992

Joe Hill Louis with Walter Horton and Mose Vinson

Introduction to this Collection.

The music contained in this collection represents most of the recording ac​tivities in which Joe Hill Louis was in​volved during a small window of time in the early '50s. He frequented the small studio facility of the Memphis Recording Service a great deal during that time, and between March 31, 1952 and September 9, 1953, the period of time which coincides with Sam Phillips' decision to enter the commercial record field and his initial attempts to debut Sun Records, Joe Hill Louis participated in a number of sessions, both as leader and sideman.

Representative selections from every session held under Joe Hill's leader​ship during this time frame are in​cluded in this collection and supple​mented with a sampling of the better tracks from those by the great blues harmonica virtuoso Walter Horton and boogie woogie, blues and jazz pianist Mose Vinson. There was a great deal of musical cross-fertiliza​tion during these sessions and collec​tively they present to the listener a delectable slice of the down-home blues pie from a time that represents the state of that music in Memphis when it was still the home of the blues.

Joe Hill Louis.

Joe Hill Louis was an exceptionally gifted, totally self-taught musician, playing harmonica, guitar and drums to accompany his vocals of original, as well as uniquely arranged traditional blues stanzas. His time and meter, as well as his playing and singing, were also of an unusually personal nature, and resulted in the creation of a framework on which he molded a statement completely his own. There was no one quite like him, and need​less to say, probably never will be again.

Joe was born Lester (or possibly Les​lie) Hill, September 23, 1921, one of four children (3 boys and a girl) in Froggy Bottom, out from Grant's Corner, near where Whitehaven, Ten​nessee is now, just a few miles south of Memphis, and lived there until about a year after his mother died. At the age of 14, after frequent beatings by his step-mother, he ran away from home and fell in with Billy and Drew Canale, the younger members of a well-to-do Memphis family. The Canales' cook welcomed the respon​sibility of looking after the young lad and he continued to live with and work for the Canales in one household posi​tion after another for the rest of his short life.

Early in his lifelong stay with the Canales he was put up to fighting a local ruffian named 'Prince Henry' and came out the better, a victory which inspired the Canale boys to name him after the then heavyweight champ. Hence the moniker which was to serve him well and stick with him to the end.

Joe Hill Louis' natural musical ap​titude was first to manifest itself upon the jew's harp, which eventually was replaced by the harmonica, his primary and dominant instrument. The guitar and drums were added in the course of time but not without a great deal of ear-shattering dis​pleasure from the Canales and their friends. At first, of course, his manipulation of the three was very un​coordinated, but he eventually got it all together to the amazement of his friends and the consternation of would-be accompanying guitarists and drummers. Rufus Thomas, the well-known record star and disc jock​ey reported that Joe was envied by many local musicians for his ability to earn the same amount of money that it would have taken three or four other musicians of singular talents to make. Joe could make all that money by him​self; he didn't need anyone else.

Through his appearances on street corners and in Handy Park in Mem​phis and in jook joints and roadhouses in the surrounding countryside, Joe Hill Louis became a popular enter​tainer in the mid-south area in the late 1940s and it eventually opened the doors of WDIA-Memphis, the local black radio station, for a 15-minute show for a patent medicine called Pep-ti-con on which he was known as the Pep-ti-con Boy. This appelation was later replaced by 'The Be-Bop Boy', as indicated by the accompanying photograph. [...]
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James Hetfield [Metallica]: “ ‘Sweet Home Alabama’ was one of the first records I ever bought. Now I’ve got a jukebox at home and Skynyrd takes up half of it. Definitely plenty of guitars going on there. The lyrics to ‘Simple Man’ are really extra meaningful for me. In the middle of this huge rock and roll machine, it brings you down to earth.”
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