В этом файле разделы:

1. BLUES_M-Z
2. CAJUN & ZYDECO / TEX-MEX
	Brownie McGHEE & Sonny TERRY
	Sing
	1958
	39:16
	label: Smithsonian / Folkways Recordings (Washington), 1990

Brownie McGhee [g]; Sonny Terry [harmonica].

«Captivating unmatched in the country blues of any period...» – Kent Cooper.

Born October 24, 1911, Sonny spent his early years on a small farm—a mule, a hog and a smokehouse, and a hound-dog to jump the rab​bits. His father played harmonica and his mother sang. He first played like any small child would, without getting any tone and with no technique. But he watched his father and other players, noted how they held the instrument (ridiculously small for the volume of sound that emerged) and how they coordinated breathing and blowing. From such small beginnings Sonny developed a fabulous technique that included a falsetto wail he'd throw in now and then, making the solo the extraordinary product of both voice and har​monica. In the present set he doesn't use the falsetto (voice) at all but his technique is more fabulous than ever. He achieves a closely knit, intensely rhythmic structure and often builds up a chorus to a shattering climax, as when he explodes into treble on "John Henry" (#4). And in the accompaniment he will conceive of phrases for the harmony that may serve him later in solo passages.

Brownie, too, learned to play an instrument from his father, who played guitar for jukin' parties. Jukin' music . . . which took its name from an African word (by way of Gullah dialect), was dis​tinctive in that it was based largely on blues and hollers. Thus, the basic style that Brownie learned on guitar and that determined the quali​ty and direction of his singing as well, was that of blues and music related to it such as hollers and, though kept separated in the singing of them. spirituals and gospel songs.

This album contains both authentic folksongs and bread-and-butter balladry. Throughout the set and regardless of subject matter there is a positive, buoyant spirit, a feeling, as in the superb version of "John Henry," of affirmation. This new repertoire finds Brownie and Sonny in top form.

----- Charles Edward Smith (excerpt from the enclosed album notes)

	Mississippi Fred  McDOWELL
	Mississippi Blues
	1965
	35:31
	label: Black Lion

Fred McDowell [g, v]; Annie McDowell [v].

Редкий случай прекрасно записанного настоящего Folk Blues.

«I’m about fifty-nine; I couldn't tell you exactly the date I was born. I was born in Rossville, Tennessee. I was just a young man when I started playing guitar. In my teens I was. I used to go to dances; I used to sing to the music whilst others was playing. When they'd quit I'd always grab the guitar, go to doing some​thing with it. I was watching them pretty closely to see what they were doing.  My older sister – I nearly forgot – played a little guitar, but she didn't teach me anything. I didn't get a guitar of mine until 1941. When I was learning, when I was young, I was playing other people's guitars.»

The above is part of an interview on his background that Fred McDowell gave to blues collector-record producer Pete Welding in 1965 which was reproduced in the British magazine Blues Unlimited.

McDowell spent his early years working on his father's farm in Rossville, finally leaving it when he was twenty-one years of age be​cause, as he told Welding, «I just got tired of plowing».   He went to Memphis and spent three years working in a mill, following this with a number of casual jobs. All the while he was keeping up with his guitar playing as opportunities arose and when he moved to Mississippi in 1940 he continued to play for dances and other social occasions, though as often as not he was not paid for his work, never regarding himself as a professional musician. He told Pete Welding that he learned the bottle​neck style from an uncle, although the latter in fact used the bone of a steak which he dried out and smoothed, instead of the more con​ventional bottleneck. At first Fred McDowell  followed  the  same method, later using a pocket knife before settling for a Haig bottleneck. It appears that he picked up a great deal of his repertoire from unknown singers that he heard at dances and throughout the years his style re​mained astonishingly unaffected by later developments. […]

Fred McDowell’s performances have a certain introspective quality that is compelling. His repertoire was not a wide one and many of his numbers made use of stock blues verses, but his presentation, with lines tailing away and the strong interplay of voice and guitar, was a highly personal one though rooted in what is now thought of as the Mis​sissippi tradition. The intensity of his best work stemmed from his total involvement in his music, for his voice was not a strong one and he did not rely upon physical power in any sense, while his music was a sum​mary of his life and experiences. This is music that owes nothing to artifice but simply makes its impact through the total honesty of the per​former. Of all the blues singers of the older school who were dis​covered or rediscoverd in recent years, McDowell strikes me as the most impressive and this recording affords ample proof of the stature he attained.

Статус гуру и сенсея Макдауэлл получил не только и не столько благодаря чисто техниче​ской стороне дела (хоть и играл превосходно), а главным образом благодаря стоицизму и преданности однажды выбранному пути. С конца 50-х годов, когда его впервые "откры​ли" для широкого слушателя — а попросту на​шли сидящим на завалинке собственного до​ма в местечке Комо и елозящим по гитарно​му грифу бутылочным горлышком — и до са​мой смерти в 1972 году Макдауэлл ни нотой, ни размером, ни тембром не изменил "дель​те". Оставаясь равнодушным ко всему, что происходило в музыкальном мире вокруг. В этом смысле мало кто из нынешних разно​цветных блюзменов осмеливается объявлять во всеуслышание Миссисипи Фреда своим учителем (хотя Бонни Райт, например, не скрывает, что научилась играть по его запи​сям), но шляпу снимают все.

--- Play

	Mississippi Fred  McDOWELL
	Good Morning Little School Girl
	1964 / 73
	77:12
	label: Arhoolie Prod., Inc. (USA) 1994

#1.-11. Part 1: The Blues

#12.-22. Part 2: Spirituals (Church Songs)

Fred McDowell [g, v] + Annie Mae McDowell and several members of the congregation.

Recorded and produced by Chris Strachwitz with one Capps condenser microphone and a Magnecord recorder.

It was late in the afternoon on a cold February 13th in 1964 when I first met Fred McDowell near Como, Mississippi, in the farm yard where he was then working as a tractor driver. Alan Lomax had introduced this extraordinary musician to the world at large when he released a few selections on an album of field recordings made during a southern journey in the late 1950s. When I heard the cuts on that Atlantic LP, I was absolutely overwhelmed by Fred McDowell's amazing rhyth​mic and emotional delivery. I con​tacted Alan who kindly sent me Fred's address. That winter, early in 1964, I drove to Houston, Texas, to meet up with Horst Lippman who was determined to bring Light​ning Hopkins to Europe later that year. I had become good friends with Lightning and he finally agreed to fly if I went along. Once in the area, I took the opportunity to visit New Orleans for Mardi Gras that February and also recorded a Hopkins family reunion of sorts, when we made a trip to Waxahachie with his brother Joel and his mother to meet and tape his oldest brother John Henry. (See ARH CD 340.) Through Lightning I also met Clifton Chenier on that visit and recorded his first session for Arhoolie.

From New Orleans I drove up to Como in the Mississippi delta. Af​ter stopping at the post office to obtain directions to the rural route Alan Lomax had sent me, I had the luck, honor and pleasure of sud​denly shaking hands with Fred McDowell. He had just got off a tractor on the farm where he worked and lived, north of town, west of highway 51. Fred invited me to spend the night at his house and I'll never forget the breakfast which included black molasses with our bread. We recorded late into the night and we recorded some more the next day when to the best of my memory, Fred and Annie Mae were joined by a couple of members of their church congregation. Fred played mostly on his own guitar which had an eerie, high, ringing sound. On a few numbers Fred played a bassier sounding guitar which I was carrying in my car for just such purposes. Arhoolie's first album re​lease by Fred McDowell (LP 1021) was also Fred's first full record under his name and contained 13 selections recorded that night. That entire al​bum is now available on Arhoolie CD 304: You Gotta Move with the addition of several later recordings. CD 304 also includes several cuts with his teacher and mentor, Eli Green and Fred's original recording of "You Gotta Move" which the Rolling Stones learned and included on their Sticky Fingers album.
Today, 30 years later, the music on the tapes from that magic first re​cording session sounds as powerful, fresh and spirited to me as it did that night. With the extra time now avail​able on a CD I have selected several more performances from that first session along with some from about a year later to compile this second CD by Fred McDowell. I visited Fred again in 1965 in Mississippi where I recorded some more spiri​tuals and that summer he came to Berkeley to appear at folk festivals and clubs. Fred regularly accom​panied his wife, Annie Mae and the congregation at a local church. Both were members of the small but dedi​cated group known as the Hunter's Chapel Spiritual Singers and per​formed every Sunday morning dur​ing the services in Como. Although Fred McDowell's solo version of "You Gotta Move," which the Roll​ing Stones recorded, is heard on our first (CD-304) release, I have included here a version of it as sung by the Hunter's Chapel Spiritual Singers with Annie Mae singing lead and Fred's magnificent slide guitar backing. Although the bal​ance is not quite right, I hope it gives the listener an idea of how the group performed the song.

In October of 19651 again joined the annual American Folk Blues Festival tour of Europe which that year included Fred McDowell and Big Mama Thornton among oth​ers. During that month of touring I finally had the opportunity to record Big Mama Thornton with some of the musicians on the tour including Buddy Guy. Although they never played together on stage, Fred and Big Mama would frequently jam together in the ho​tel or on the bus and Fred backed her with only his slide guitar on two remarkable cuts we recorded in London which are now avail​able on ARH CD 305 by Big Mama Thornton.

Over the years Fred McDowell came to the West Coast many times and we traveled together and I took the opportunity to make ad​ditional recordings. The last time I saw Fred McDowell was in Como in the spring of 1972 when I brought him a substantial check for royalties collected from the Rolling Stones' recording of "You Gotta Move." By then Fred was living in a pleasant trailer home and was delighted not only with the money but with the knowl​edge that his music had found a new life. Although Fred knew by then that he was terminally ill, he was remarkably cheerful and drove me around visiting the Hunter's Chapel and other famil​iar places. Fred's good friend Tom Pomposello had just visited for a week with his family and helped to cheer him up. Bonnie Raitt who not only recorded several of Fred's songs but also took him on tours to make appearances together, was always in touch with him and so was his long time friend and man​ager, Dick Waterman. On July 3, 1972 Fred McDowell died in Como, Mississippi.

(Chris Strachwitz -1994)

	Doug MacLEOD
	You Can’t Take My Blues
	1996
	58:27
	Белый блюз типа Peter Green

label: AudioQuest Music (USA)

Doug MacLeod [g, v]; Carey Bell (см.) [harmonica, v]; Jeff Turmes [el b]; Bill Stuve [ac b]; Jimi Bott [d, phone book, legal pad]; Heather Hardy [fiddle].

First of all, I want to thank you for putting your hard earned money down and buying this CD. I hope you enjoy it. I also hope it gives you something that you can carry with you, at least for a little while. We recorded this record the AudioQuest way, which means we did it live to two tracks. Recording this way is risky. It's sort of like you are a tightrope walker going across a canyon without a net. But to me, this is the only way to allow you, to hear the music like we did when we recorded it.

Writing songs is important to me. I learned a valuable lesson when I was a young man from a fellow by the name of Ernest Banks. Whenever I'd mention the name Ernest Banks, most people would say, "Oh, you're talking about the shortstop for the Chicago Cubs." I'd say, "no, no, no, that's Ernie Banks. I'm talking about Ernest Banks, the one-eyed Blues singer from Toano, Virginia." I had never run into anyone who had heard of him until I did this European tour in the Fall of '95 with Nat Reese, Howard Armstrong, John Cephas, Phil Wiggins and John Mooney. Nat Reese and Howard Armstrong are from the Virginia area where Ernest Banks lived. My booking agent, Wim Stynen, said, "Why don't you ask Nat or Howard if they have ever heard of a guitar player by the name of Ernest Banks?" He said, "Yeah, I heard of him." I said, "No foolin?" He said, "Yeah, I even sat down with him at a Saturday fish fry. If I had known that somebody

was going to ask me later, I would have found out more about him." That tickled me, you know. Then I walk over to Howard Armstrong and asked him if he knew Ernest Banks and he said, "Yeah, I know him. He was a real good player and a real good musician." You see, that's how I remember him to be, this one-eyed Bluesman from Toano, Virginia. He gave me a few lessons in life and a few lessons in Blues.

One of the lessons he taught me was to be responsible when I write a song. Let me explain that. We were sitting down on the curb one early morning in Norfolk, Virginia on Freemason St., sharing some wine. I told him that I wanted to be a Bluesman and to write my own songs like he, Big Bill Broonzy, Leadbelly and Robert Johnson did, but I felt I couldn't do it "cause I didn't know about pickin" cotton, crossroads, hellhounds and all that. He looked at me with that one eye and said, "Son, you got to write about what you know." I must have looked at him like, "What do you mean?" Then he said, "You ever been lonely?" I said, "Yeah." He said, "You ever been hurt? Scared? Needed money? Needed loving?" I said, "Yeah." He said, "That's the Blues, too, son. Write about that"

You see you've got to be honest with what you write. I believe that's how a song reaches the soul. That's the responsibility of a writer. That's the lesson from Ernest Banks.

	Tony  McPHEE
	Bleachin’ the Blues
	1997
	45:38
	label: HTD Records (Oxford).

HTD Website: http://skymarshall.com/htd/index.html
Tony McPhee [ac. g, voc].

Блюзовый супер гитарист. Вокал записан с эффектом, что, на первый взгляд, звучит странно в блюзе. Но, здесь идея – уменьшение акцента внимания слушателя на тексте. Т.е. то, чего J. L. Hooker, например, добивается неразборчивой дикцией (у негров это получается легко). Вокал превращается в достаточно нейтральный музыкальный инструмент, безо всякой лишней информационной нагрузки.

	Jas. ‘Hambone’  MATHUS  and his Knock-Down Society
	Play Songs for Rosetta
	1997
	43:00
	Mammoth Rec. (USA)

Записанное в Новом Орлеане совершенно хулиганское ретро. (James ‘Jas.’ Mathus – from Squirrel Nut Zippers – см. в ‘Jazz’ section)

  I found out about Rooster Blues when I was down in Mississippi in the summer of ’96. I was hanging out in Clarksdale, specifically at Abe’s Bar-b-que out on Highway 61. I’m the third generation to do so. I noticed a blue vinyl 45 r.p.m. record in a frame of the wall. Closer examination revealed it to be on the Rooster Blues label in Clarkesdale. I was astounded. I had no idea that such a place existed, and I know some out of the way places. I copied the adress, quickly finished my chopped pork sandwich and left.

The address was Sunflower Ave., right around the corner from my Papa's shoe store. It was in a little building shaped like a riverboat and the sign was dangling off the bow precariously. This business had been called the Ice Cream Boat when it was conceived and had gone out ot business a while back.

I went in and started gabbing with the person I found there, who that day happened to be Nancy Kossman. The joint was filled with blues records, CD’s, juke joint posters, publicity photos, King Biscuit flour sacks and etc. «My kind of people,» I thought. We talked while I poked around.

«Yea, I’ve always thought Charlie Patton was the greatest Delta blues musician,» Nancy said, «I can never get enough of his music.» I agreed with her and mentioned that I had just come from Rosetta’s house out in Duncan. «Oh, you know Rose?» she said. «Why Lordy yes,» I said, «she practically raised me.» 

"Oh, you know Rose?" she said. "Why Lordy yes," I said. "she practically raised me.

I agreed to meet Nancy there to enjoy the house specialty - tall boy Budweiser and a hsh sandwich.

While we talked, several local musicians came through, some to pick up instruments they had stored in the back, others to pass along where the gigs would be later that night and who would be playing. I found out that Terry Williams would be playing at a club called Crossroads.

I agreed to meet Nancy there to enjoy the house specialty -- tall boy Budweiser and a fish sandwich.

«The moon rose high in the midnight sky on the road to the bottomland.» – Jim Dickinson

That night was quite an eye-opening experience. Some friends came down from Memphis and we all were mightily moved by the good blues we heard. The band found out I was a musician and I gladly accepted their offer to sit in. We did ‘Come Back Baby ' and ‘Honeybee Sail On’ and     others. Somehow, the whiskey was free from the    bar and I didn't complain about it. It was then that I made a solemn but garbled vow to record in Clarksdale.

-- Jas. Mathus

	John  MAYALL & BLUES  BREACKERS
	Spinning Coin
	1995
	49:05
	

	John  MAYALL & BLUES  BREACKERS
	Padlock On The Blues
	1999
	59:57
	with John Lee Hooker

	David  MAXWELL
	Maximum Blues Piano
	1997
	66:21
	D. M. [p, organ, arrangements] with guitars, horns (Ray Green [trb] a. o.) and the rhythm section.

  John Lee HOOKER: «A really good record. One of the best. I don’t think anyone could be tighter playing the blues on the piano than David Maxwell. He plays the blues like it should be played. He plays the low down dirty funky blues – you hear the piano ring. He’s got it all together.»

	MIGRAINE
	Little Luxury
	1994
	63:05
	blues-rock / alternative
label: Blue Flame

Jakob Hesler [s]; Tim Leberecht [v, g]; Lars Precht [ac bass, v].

В музыку этого проекта вовлечено, может быть, больше стилистического многообразия, чем, скажем, у Тома Вэйтса или Ника Кейва, (или Стинга) но то, в чём правомерна эта ассоциация – прекрасный драйв, свойственный блюзу, и распространяющийся на не-блюзовые и не очень блюзовые вещи. Здесь нет утончённых арранжировок или щеголяния исполнительской супер-техникой, но экспрессия и сочетание собранности и отвязанности, так же одинаково работают и на Вэйтса, и на Little Luxury, создавая ощущение необычайной целостности и увлекательности всей программы, несмотря на любые стилистические экскурсы.

	‘Little Brother’  MONTGOMERY’s State Street Swingers
	Goodbye Mister Blues
	1973 - 76
	61:08
	label: Delmark 1993.    Recorded 1973 - 76

L.B. Montgomery [p, v(#4, 8)]; Leon Scott [tp]; Preston Jackson [trb, v (#12)]; Oliver Alcorn [t&s s, cl]; Ikey Robinson [4-string guitar, banjo]; Truck Parham [b]; Red Saunders [d].

Eurreal "Little Brother" Montgomery was not your run-of-the-mill blues pianist—and he'd let you know it by word and deed. He was inti​mately acquainted with the bluesmen of his native Mississippi but also worked regularly with New Orleans and Chicago jazzmen as well as Chicago bluesmen, and knew how to extract the tips in a cocktail lounge or a piano bar.

He was a child prodigy, playing startlingly well before the age of nine according to Gus Ferryman (Singleton Palmer’s pianist) who heard him in Vicksburg while working with the Sam Morgan band out of New Orleans. Brother’s first recordings for Paramount in 1929 included the classic "Vicksburg Blues". He led a swing band in Mississippi during the mid-thirties when he recorded his classic solos for Bluebird. A wide range of recordmen including Lester Melrose, Joe Brown (JOB), and J. Mayo Williams used him as an accompanist on sessions with Memphis Minnie, Washboard Sam, Big Joe Williams and others. Bob Stendahl produced him on two ses​sions in 1943 solos (heard on Delmark's "Blues Piano Orgy" #626) and in '49 in a band format with the great New Orleans trumpeter Lee Collins. The marvelous band that opened Chicago's famous Plugged Nickel jazz club was led by Brother, and recorded for Riverside (cur​rently on Fantasy's OBC series).

I first heard him with the Otis Rush band that made his (best) Cobra sessions (currently on Paula) one Saturday night. The next afternoon he played cocktail piano at the Hollywood Show Lounge on Randolph Street. Late that night he was at the Red Arrow with Franz Jackson's Original Jass All Stars with Bob Schoffner on trumpet. People called it Dixieland but it was really jazz. For years after that he alternated blues and Irish tunes at McPartlan's on North Broadway near Foster. When we recorded Edith Wilson's album ("He May Be Your Man..." #637), he strenuously objected to my naming the group the State Street Ramblers; Brother felt the name denigrated musicians whom he set apart from the hobo life intimated by that group name. [...]

The album has some rough edges. Preston moved to New Orleans where he worked at Preservation Hall for several years. His passing illness, death among the musicians and Delmark financial problems are to blame for any short​comings, but there's some very different music on this album whether you're a blues fan able to do without high energy guitar or a jazz fan capa​ble of appreciating pre-bop. A few "dixieland" standards are present but the spirit of the blues that pervades all great jazz is ever-present. 

	The  MOOCHERS
	Outta Shape
	1996
	42:01
	Весёлый, живой буги-блюз

label: Klate Records

Mat Walklate [v, harmonica]; Andy Pyatt [g]; Jon Thorne [double bass]; Andy Treacey [d]; + John Ellis [k (#2, 10, 11)]. Recorded at Startrack Studios, Manchester.

Acknowledgments: Duke Ellington, Little Walter, Louis Prima, Johnny Guitar Watson, Charlie Christian, Jimmy Rogers.

  The inspirations, the style and the feel of this band comes straight from the 1950’s, but this is no ‘dead’ music, trapped in amber. They use the building blocks of the great urban blues styles to create strong original songs of contemporary value and cover gems from the past as passionately as if they were newly forged.  

	John  MOONEY
	Against The Wall
	1996
	38:34
	label: House Of The Blues Records

	David MURRAY
	Speakig In Tongues
	1999
	57:30
	label: Justin Time / enja  http://www.enjarecords.com 

David Murray [t s, cl]; Fontella Bass [v]; Hugh Ragin [tp]; Jimane Nelson [Hammond B-3, p, synth]; Stanley Franks [g]; Clarence ‘Pookie’ Jenkins [el b]; Ranzell Merritt [d]; Leopoldo F.Flemming [perc].

There has always existed a fear throughout African American churches that jazz music was some kind of devil’s music.

В основном, инструментальная программа; построена на спиричуэлс – большинство композиций – traditional. Эта ретро-программа, весьма непростая по музыке, при этом абсолютно очаровательна – Murray, как всегда, на высоте почти недостижимой.

	Charlie  MUSSELWHITE 
	Stand Back!
	1967
	45:42
	label: Vanguard

Charley Musselwhite’s South Side Band: Charley Musselwhite [v, harmonica]; Harvey Mandel [g]; Barry Goldberg [p, organ]; Bob Anderson [b]; Fred Below Jr. [d].
C.M. – номинант на 20-ю (1999) ежегодную блюзовую премию имени Уильяма Хенди в категории: «Губная гармошка».

	Charlie  MUSSELWHITE
	Ace Of Harp
	1990
	44:21
	label: Alligator

	Charlie  MUSSELWHITE
	Signature
	1991
	46:59
	

	Charlie  MUSSELWHITE
	In My Time
	1993
	62:45
	One of the grand masters of blues harmonica celebrates his deep roots, recording with not only his red-hot touring band, but also with an all-star group playing 1950’s style swing blues, plus four acoustic cuts (with Charlie on guitar) including two with vocal accompaniment. In My Time  strikes me as a particularly apt title for an album that treads so effortlessly, joyously and instructively between the artist’s past and present, as well as auguring so well for the future. While all blues are to some degree autobiographical, if only emotionally, the ones that Charlie Musselwhite treats us to here possess an especially potent and thrilling root- edness both to his deep experience with the music and a number of its leading performers —  and to his long, continuing journey to total mastery of its expressive conventions and the perfection of a  rewarding approach of his own that’s as distinctive as a  fingerprint and as satisfying as the best of his sources. And there’s no doubt he has succeeded in this; his is one of the most commanding and strikingly individual voices in all of the contemporary blues. Then there’s something Charlie, like Little Walter and few others before him, has long been noted for —  incorporating compatible elements from jazz into his music. Charlie, it will be recalled, was one of the first blues harmonica players to essay modern jazz pieces, turning it into something of a signature song. Charlie’s long been a knowing fan of some of the earthier, more fundamental jazz artists —  Gene Ammons, Jimmy Smith, Grant Green, Sonny Stitt, Big John Patton, Freddie Roach,  Jackie McLean and others —  as well as such “outside” players as John Coltrane, Roscoe Mitchell and Gene Shaw. Tapping into this rich musical resource was, for him, as logical as it was inevitable, and it’s given his music a strength and coloristic dimension all his own. In its rich diversity and abundant, thoughtful mastery, in the incisive balance it maintains between Charlie’s past and present, In My Time  simply is the finest, most fully realized and deeply satisfying album Charlie’s ever made.  So far, that is.  —  Pete Welding,  the former assistant editor of Down Beat  magazine, the founder and owner of Testament Records and Director of A&R and Creative Services for Capitol Records.

	Raful  NEAL
	Louisiana Legend
	1990
	33:50
	label: Alligator

Raful  NEAL  [harmonica, voc] with musicians.

“It’s been so long,” Raful Neal sings, but hell, it has been worth the wait. It’s here, and it’s the most exciting new blues sound to come out of Louisiana since the heyday of Excello Records in the 1960s. Known as the “Little Walter of Louisiana” to blues harp fans, Raful Neal rates as one of the strongest blues harmonica players today. His singing is powerful, alive and vibrant, and his songs are laced with passion and humor. In short, Raful Neal’s blues are unique, distinctive and enduring.

	NIGHTLOSERS presents The GROOVE DISTILLERY
	Plum Brandy Blues
	1997
	58:26
	Балканская группа исполняет блюзовую классику на свой же балканский манер. Получилось очень симпатично и пряно.

HANNO HOFER - guitar, harmonica, washboard, vocal 
TAVI "BARILA" ANDREESCU - bass
SORIN "GAGA" CIMPEAN - drums
EL "LAKO" JIMI - guitar, violin, viola
GEZA GRUNZO - keyboards
ALADAR PUSTAI - cembalo
NUCU PANDREA - leaf, waterbird
KATIPANEK - vocals
SANDA LACATUS - backing vocals
TANTA LACATUS - backing vocals
LIVIU TODEA - kind of clarinet

1 SHAME SHAME SHAME (Jimmi  Reed) 3:31
2 BABY WHY YOU WANT TO LET GO  (Jimmi  Reed) 4:45
3 EVERYDAY I HAVE THE BLUES (Peter Chapman) 5:23
4 PRETTY THING (Elias McDaniel) 4:15
5 ALL YOUR LOVE (Otis Rush) 4:11
6 LITTLE CITY WOMAN (Big Bill Broonzy) 5:45
7 STORMY MONDAY BLUES (Aaron T. Walker)  6:06
8 FIVE LOTMO YEARS (J.B. Lenoir) 4:09
9 HOOCHIE COOCHIE MAN  (Willie Dixon) 4:57
10 MYSTERY TRAIN (Junior Parker) 4:55
11 TROUBLE IN MIND (Richard M. Jones) 2:25
12 BALKAN BLUE RUMBA ((The Nightlosers) 2:25
13 BLUE SUEDE SHOES (Carl Perkins) 2:30
14 GOODNIGHT IRENE (Huddie Ledbetter) 2:32

all songs arranged by the Nightlosers

	The Johnny  NOCTURNE  BAND
	Wailin’ Daddy
	1992
	39:52
	

	Jessye  NORMAN
	Spirituals
	1979
	43:07
	label: Philips

Jessye Norman [sopano]; Dalton Baldwin [p (#5 - 8)]; Ambrosian Singers (#1 - 3, 9 - 15). Conducted by Willis Patterson.

«...здесь и аранжировки, и исполнение спиричуэлс выходят далеко за пределы «лёгкого» жанра.»

  One of the world's most widely accepted and loved vocal art forms is the spiritual. It is received by music-lovers with great enthusi​asm on all the continents of the world. Its messages of suffering, hope, joy, sorrow, and man's triumph over the bonds of death speak to the deep inner aspirations of mankind of all races, colours, and nationalities and of all times. One of its remarkable, but little noted characteristics is the fact that it is difficult if not impossible to find one from among its thousands of songs that expresses a hatred or desire for harmful revenge on another fellow human being. Yet we know that many of its songs speak from the humiliation and degra​dation suffered by people over a long journey of slavery and inhuman treatment lasting more than four hundred years.

Here in this album, several important distinc​tions are contained which set it apart from the many past recordings of spirituals. The wonderful, sumptuously rich soprano voice and fine interpretative artistry of Jessye Norman are featured in the solo lines of these arrangements. The choral requirements of richness, rhythmic excitement and extra musical sensitivity being more than ad​equately met by the fine British ensemble, the Ambrosian Singers, and the keen articulate sympathetic realisation of the piano accompaniment by artist-accompanist Dalton Baldwin combine to give eloquent rebuttal to the widely held notion that this music can only be acceptably performed by coloured people. These arrangements are recent, yet they con​tain the expected rhythmic inventiveness and melodic/harmonic plaintiveness which are the characteristic hallmarks of this folk-song tradition. Even so, the talented young black American composer-arrangers Charles Lloyd ("Give me Jesus," "Hush, somebody's callin' my name," "Walk together, children") and Uzee Brown ("Soon Ah will be done," "Mary had a baby") from the University of Michigan, in collaboration with myself, have brought a certain new freshness to these wonderful songs.

Other forms and styles of vocal music seem to have their periods of high popularity and acceptance and then recede into forgetfulness in the ear and memory of the music-lover. These fine artists and many more like them give assurance that the spiritual will continue for many generations to come to maintain its wide universal appeal and acceptance.

Willis Patterson
При всех реверансах, которые «чёрная королева» оперной сцены делает в адрес популярной музыки, её имя никогда не вста​нет в один ряд с Паваротти или Бочелли. Удивительно: даже записав диск с бродвейскими хитами или песнями Мишеля Легра​на, Джесси Норман удаётся сохранить свою репутацию певицы для интеллектуалов незапятнанной. Вот её девиз, высказанный в одном из интервью: «На сцене я нахожусь не для того, чтобы создавать для публики приятный шум!»

Карьера Джесси Норман не знает аналогий.  Все попытки охарактеризовать ее с привычных позиций терпят фиаско. Твёрдо придер​живаясь постмодернистских традиций, мисс Норман «вылепила собственный монумент»   из произведений, находящихся, как правило, на обочине традиционного вокального ре​пертуара. Конечно, среди её бесспорных триумфов есть и вполне классические партии, но и её Кармен, и Саломея, и Юдит воспринимаются сквозь призму той редко звучащей музыки, которая стала популярной во многом благодаря её исполнениям. [...]  --- (“Audio Music”, #1, 2001)

	Eric-Jan  OVERBEECK  &  Andre  VALKERING


	Boogie Woogie Special
	1993
	48:58
	boogie for two pianos, bass and drums. 

Два виртуозных пианиста обрушивают бурю буги.

     Writing something about two great Boogie Woogie piano players is not easy because they are clearly among the best in their field of music. Both A.V. and E.-J. O. Are big fans of the originals of Boogie Woogie from the 1930’s and 40’s like Albert Ammons and Pete Johnson to name two of the most important ones. Just think ... two Boogie Woogie pianists each with his own piano on the stage. A unique Boogie Woogie battle. The idea is not completely new as the two abowe mentioned originals, Ammons and Johnson played this way too on a number of concerts. Both Overbeek and Valkering met at a Jazz Festival a number of years ago and, as they like each others style of playing, the idea came up to play together. First on one piano and later, on two pianos. Both guarantee a spranklin’ performance also because of the perfect harmony when playing together. They push each other to high standards time after time. The musical feeling and inspiration that both artists show when performing brings the public to a state of ecstasy everytime they play. I am glad to present a sample of their work on this CD release.

	The  PALADINS
	The Paladins
	1987
	35:57
	boogie trio

	The  PALADINS
	Years Since Yesterday
	1988
	32:20
	hard blues / boogie

	Lucky  PETERSON 
	I’m Ready
	1992
	62:58
	Lucky  PETERSON -- см. тж. с: Rufus Thomas;  Cotton / Wells / Bell / Branch;

	Lucky  PETERSON
	Beyond Cool
	1993
	58:32
	

	Lucky  PETERSON
	Lifetime
	1995
	56:52
	

	Dave  PEABODY
	Dream Of Mississippi
	1991
	43:06
	label: Appaloosa Records

D.P. [v, g]; Charlie Musselwhite [harmonica]; Top Topham [g]; Bob Hall [p].

	Pinetop  PERKINS
	After Hours
	1988
	46:10
	label: Blind Pig Records (San Francisco, CA)

Pinetop Perkins [p, v]; Little Mike [harmonica]; Brad Vickers [b]; Tony O [g]; Pete DeCoste [d].
P.P. – номинант на 20-ю (1999) ежегодную блюзовую премию имени Уильяма Хенди в категориии: «Клавишные». 

	Pinetop  PERKINS
	Born In The Delta
	1997
	46:53
	label: Telarc Blues

Pinetop Perkins [p, v]; Tony O [g]; Jerry Portnoy [harmonica]; Willie ‘Big Eyes’ Smith [d]; Brad Vickers [b].

Recorded in November, 1996.

Born Willie Perkins, in Belzoni, Mississippi, in 1913, Pinetop is one of the last of the great Mississippi bluesmen still performing. He’s made a living playing blues since 1926 and is widely regarded as one of the best blues pianists. He has created a style of playing that has influenced three generations of piano players and will continue to be the yardstick by which great blues pianists are measured.

By this time, Pinetop had developed his own unmistakable sound. His right hand plays horn lines while his left kick out bass lines and lots of bottom [...]

	Pinetop  PERKINS
	Sweet Black Angel
	1998
	60:35
	label: Verve

Pinetop ‘Top’ Perkins [v, p]; Duke Robbilard [g]; Bob Margolin [g, slide g, v]; Calvin ‘Fuzz’ Jones [b]; Willie ‘Big Eyes’ Smith [d]; Mark ‘Kaz’ Kazanoff [t s, harmonica]; ‘Sax’ Gordon Beadle [bar s]; Jay Newland [back v (2)].

Pinetop is this kind of guy who lets you know you’re going to have a good time whenever you’re with him. He is the kind of band leader who inspires every musician to play well, not just to get over, but to make Pinetop happy, to make Pinetop like them the way they like him.

One of the great things about blues is that an artist like Pinetop Perkins can play behind so many of the great bluesmen, from Robert Nighthawk and Sonny Boy Williamson, to Earl Hooker and Muddy Waters, and then see his over career take off when he is in his 60’s.

This record will make fall you for ‘Top’ like I did. It has hidden charms. After all these years kicking off the best hours of my week listening to Pinetop Perkins, it’s time to say thank you. So thanks, ‘Top’. Play the blues.

	Brewer  PHILLIPS
	Homebrew
	1996
	61:03
	Delmark Records (Chicago) / P-Vine Records (Japan)

From the legendary trio Hound Dog Taylor and the Houserockers, Brewer Phillips is proof that heartfelt good time blues is alive and well in the 90’s.

B.P. [g, v]; Aaron Moore [p, v]; Willie Black [b]; ‘Huckleberry Hound’ [d].

Хулиганский ‘отвязаный’ чёрный блюз.

	Rod  PIAZZA
	Harpburn
	1993
	48:41
	Black Top Records (New Orleans)

recorded 1985

For anyone with ears to hear, it should be readily apparent that Rod Piazza is one of the very finest blues performers currently active. Notice I didn't say "one of the finest white interpreters of the blues" or any similar qualification, for it's my belief that Rod is, and has been for quite some time, a blues performer pure and simple, so steeped in and deeply commit​ted to the music, which he's per​formed to the exclusion of all else, that distinctions on racial or cultural grounds simply do not apply. Not in his case, at least. There can be no doubt that Rod's long been on absolute monster on harmonica, a fertile, imaginative and greatly resourceful player whose every solo bears the stomp of total mas​tery of the instrument and its potentialities. His handling of it is so accomplished, in fact, that it bears comparison with that of its very greatest players -- Little Walter, both Sonny Boys, George Smith, Dig Walter and a handful of others.

There's a simple reason for this. The fact is that Rod's been playing harmonica for more than a quarter-century now, longer than many of his younger blues harp-playing confreres have been alive, come to that. During that time he's studied, deeply and intelligently, the work of all the instrument's greats, learning from all of them, absorbing, assimilating and, finally, fashioning an approach to the mouth harp that's among the most adroit, fluent and accomplished to be heard any​where. There ore few, if any, in his class, let alone better.

His main man, there can be little doubt, is Little Walter, the Louisiana-born musical genius who completely revolutionized blues harmonica in the late 1940s and '50s. Every player since his time has been influenced in one way or another by his dazzling, audacious command of harmoni​ca; it was he who set the stan​dards by which all others are judged. Rod Piazza, as he proves time and again here, must now be considered one of Walter's foremost disciples, playing with perfect focused power and plenti​ful invention throughout this stun​ning, greatly enjoyable program.

Yet, and this must be empha​sized, he is no mere carbon copy of Walter for he has shaped his own distinctive, commanding approach to the instrument in the several decodes he's been playing it. Rod has so steeped himself in the music from its classic modern period that he approaches it from within its traditions, with a deep understanding of what it is and what makes it work. This accounts for the riveting, persuasive authori​ty of his playing and his singing, which is no less assured or grippingly convincing. He's served a long apprenticeship in the blues -- paid his dues, and then some --and now must be considered one of the finest, most formidably gift​ed, convincing and richly satisfying blues performers to be heard any​where. My reasons for making these claims are to be heard on the enclosed record which offers a generously programmed sampling of Rod's non-pareil gifts. If you haven't heard him and his top-notch band of kindred spirits, you're in for a real treat. Make no mistake: the blues are alive and well -- very much so -- in Riverside, California where Rod makes his home. And while it's a long ways from the Mississippi Delta, to be sure, it's no less true for that. Listen and enjoy.

	The POUNDERS
	Rockin’ The Blues
	
	40:51
	современный белый буги-блюз 
The Pounders are:

Lightnin Mike Swain -- all guitars & lead vocals

Bad Bob "Trashman" McKinney -- bass &: background vocals

John Kliner -- drums & background vocals

Four years ago in a small studio in Tuscaloosa, Alabama, 3 musi​cians were united to share some very interesting and different approaches to the blues.

The chemistry between them turned out to be very spiritual and powerful. Their name (The Pounders) came quite naturally as did their agressive blues style. Reviewers say "it's unbelievable how much sound comes from 3 musicians."

	Sammy  PRICE
	Blues & Boogie
	1955
	50:57
	

	PROFESSOR  LONGHAIR

(Henry Roeland Byrd)
	Rum And Coke
	1970
	65:26
	label: Tomato Records.

	PROFESSOR  LONGHAIR
	Mardy Gras In Baton Rouge
	1971 -72
	64:38
	label: Bearsville Records / Rhino Records

	PROFESSOR  LONGHAIR
	House Party -- New Orleans Style
	1971 - 72
	53:01
	label: Rounder Records, 1987

The lost sessions 1971 - 1972

	PROFESSOR  LONGHAIR
	Way Down Yonder In New Orleans
	
	44:06
	edition: Home Cooking Records, 1997.

Tracks 1 -4 represent Professor Longhair’s first recorded output, 1947, at the Hi-Hat Club, New Orleans, Louisiana. Tracks 5 through 12 stem from a live Professor Longhair performance in New Orleans in the mid-70s.

	PROFESSOR  LONGHAIR
	Rock’n’Roll Gumbo
	1974
	42:52
	label: Verve / Polydor, 1993.     Rec. 1974, Louisiana.

‘Professor Longhair’ Roeland Byrd [v, p]; Clarence ‘Gatemouth’ Brown [g, vln]; Julius Farmer [b]; Edward ‘Shiba’ Kimbrough [d]; Alfred ‘Uganda’ Roberts [conga]. 

The Professor’s profession:  living legend, Quite hip, but badly paid.  Hey,  Professor!  Ain’t  you  fed up with being “rediscovered” every five or ten years, and then left all alone again with your wonderful music? Ain’t you fed up with reading that you’ve influenced half the musicians in New Orleans, with hearing your flesh and blood in other people’s hits? You’re the real King Zulu, You are today’s music, cooking that hot, funky Rock’n’Roll Gumbo out there around 2nd and Dryades! Don’t let go!

Born on December 19, 1918,  in Bogalusa,  Louisiana,  Henry Roeland Byrd got along any ol’how and lived off a few local hits. It was in Bogalusa that he found himself in a brand-new recording-studio with a brand-new three-day old Blues;  his house had just burnt to the ground. That’s the Blues you live through, just as thick and tacky as molasses, Blues without diamonds on your fingers. That is probably why he recorded one of the freshest, most invigorating albums since Liberace packed up his banjo!  “Gatemouth” Brown was there, that flipped-out Sheriff  armed  with  a  guitar  and  fiddle.  “Uganda”  hadn’t forgotten his  congas,  and his  sidekick  Julius  Farmer,  the “tiny” bass prodigy from the Wild Magnolias’  sessions,  was there too, still starting the day on eight fried eggs. As for the incredible “Shiba”, that ageing young man had brought along his battered old drum kit. Once it was set up and working, there was no way to get him out of his seat for the rest of the day. The headphones kept on falling over his eyes when he played the “Second Line”, that famous rhythm of the New Orleans street parades, but he wouldn’t have left his stool for the world. And that’s the way it goes – when you stop thinking about it, you record a real chef-d’oeuvre: «Well, all the boys call me Doctor Professor Longhair, the girls call me a little ol’ loving man...»

Pierre “Boogie” Lattes.

	PROFESSOR  LONGHAIR
	Crawfish Fiesta
	1980
	42:55
	label: Alligator

“Professor Longhair put “funk” into the music; he’s the father of the stuff.” — Dr. John.

“He’s the Bach of Rock.” —  Allen Toussaint.

“He’s a seminal force, a guru, an original creator of the New Orleans piano style... the teacher of great players like Fats Domino, Allen Toussaint, James Booker and Huey Smith. All acknowledge him as The Great Master.” — Jerry Wexler.

New Orleans is like no other place on earth. It’s a city where funerals automatically turn into street parades, where clubs stay open twenty-four hours a day and the music flows from noon to eight a. M., where black men celebrate Mardi Gras by dressing in full indian regalia and dance through the streets chanting “Iko Iko”. It’s a city where having a party has been elevated from a casual pastime to a way of life. H. R. Byrd, a.k.a. Professor Longhair, is the heart and soul of New Orleans. His music has been called everything: rock and roll, blues, calypso, jazz, funk, Afro-Cuban... and it is. But mostly, it’s party music. It was in those same street parades that the young Roy Byrd danced for tips during the early 1930’s. He would clog step, somersault, and sidestep four feet up the building walls, turn, and walk back down again. “The very first instrument I played was the bottom of my feet, workin’ out rhythms, tap dancing.” Byrd recalls. “We used to dance all up and down Bourbon Street.” Byrd’s mother, herself a professional musician, encouraged him to experiment, first on guitar, then on piano. But he didn’t take his music seriously. Byrd found that there were more profitable ways of making a living than music. He worked first as a cook, then as a boxer, and finally found his niche as a professional card player. It wasn’t until the late 1940’s that he returned to music, and earned his famous nickname... Longhair was offered tours after the release of almost every record. But his recording career fell off in the early ‘60s, and he eventually went back to other jobs-still playing in New Orleans, though making a living at cards. Still, his fans didn’t forget him. His songs were popularized by a new star named Dr. John, who a few years before had been Mac Rebennack, Longhair’s studio guitarist. Atlantic reissued some of Fess’ early sides in 1972, and he was asked to play the Louisiana Jazz & Heritage Festival. His appearances there caused a sensation. People who weren’t even born when “Bald Head” was a hit claimed the Professor as their idol. He toured Europe, headlining the 1973 Mountreux Jazz Festival. Paul McCartney flew him to California in 1975 to play an exclusive private party on the Queen Mary. Today, he is hailed as the father of the New Orleans Sound. He appears regularly on local and national television, is quoted in scholarly journals, and his picture is seen everywhere in the city. If New Orleans is the home of the Eternal Party, then Professor Longhair has become the house band of a whole city. —  Tad Jones.

	PROFESSOR  LONGHAIR
	‘Fess
	
	79:57
	label: Rhino, 1993

Anthology (не пересекается с остальными дисками)

ROY BYRD (PROFESSOR LONGHAIR): vocal, piano on all tracks unless otherwise noted.

1. BALD HEAD - Roy Byrd & His Blues Jumpers. (Byrd)

AL MILLER: drums • unknown backing vocals.

Produced by MURRAY NASH. Recorded at National Recorders, New Orleans, Feb. 1950. Mercury single #8175, Apr. 1950.

2. TIPITINA  (Byrd)
EDGAR BLANCHARD: bass • EARL PALMER: drums • LEE ALLEN: tenor sax • ALVIN "RED" TYLER: baritone sax.

Produced by AHMET ERTEGUN & JERRY WEXLER. Recorded in New Orleans, Nov. 1953. From the album New Orleans Piano, Atlantic #7225, Aug. 1972.

3. IN THE NIGHT - Professor Longhair & His Blues Scholars. (Byrd)

ROY MONTRELL or WALTER NELSON: guitar • EDGAR BLANCHARD: bass • EARL PALMER: drums • LEE ALLEN: tenor sax  • ALVIN "RED" TYLER: baritone sax.

Produced by AHMET ERTEGUN & JERRY WEXLER. Recorded in New Orleans, Nov. 1953. Atlantic single #1020, Feb. 1954.

4. BALL THE WALL (Byrd)
Personnel same as for "Tipitina."

Produced by AHMET ERTEGUN &, JERRY WEXLER. Recorded in New Orleans, Nov. 1953. From the album New Orleans Piano, Atlantic #7225, Aug. 1972.

5. WHO'S BEEN FOOLING YOU  (Byrd)

Personnel same as for "Tipitina."

Produced by AHMET ERTEGUN &, JERRY WEXLER. Recorded in New Orleans, Nov. 1953. From the album New Orleans Piano, Atlantic #7225, Aug. 1972.

6. HEY NOW BABY  (Byrd)

JOHN WOODROW: drums • unknown: bass.

Produced by AHMET ERTEGUN & HERB ABRAMSON. Recorded in Atlanta, 1949. From the album New Orleans Piano, Atlantic #7225, Aug. 1972.

7. HEY LITTLE GIRL - Roland Byrd. (Byrd)

AL MILLER: drums • unknown: bass. 

Produced by AHMET ERTEGUN & HERB ABRAMSON. Recorded in New Orleans, 1949. Atlantic single #947, Oct. 1951.

8. WALK YOUR BLUES AWAY - Professor Longhair & His Blues Scholars. (Byrd)
Personnel same as for "Hey Little Girl."

Produced by AHMET ERTEGUN & HERB ABRAMSON. Recorded in New Orleans, 1949. Atlantic single #906, Apr. 1950.

9. BABY, LET ME HOLD YOUR HAND  (Byrd)
JUSTIN ADAMS: guitar • FRANK FIELDS: bass CHARLES WILLIAMS: drums • LEE ALLEN: tenor sax • ALVIN "RED" TYLER: baritone sax. Recorded in New Orleans, 1957. Ebb single #121, Nov. 1957.

10. NO BUTS - NO MAYBES  (Byrd)

Personnel same as for "Baby, Let Me Hold Your Hand."

Recorded in New Orleans, 1957. Ebb single #101, May 1957.

11. MISERY  (Byrd)

Personnel same as for "Baby, Let Me Hold Your Hand." Recorded in New Orleans, 1957. Ebb single #106, June 1957.

12. LOOKA, NO HAIR  (Byrd)

Personnel same as for "Baby, Let Me Hold Your Hand."

Recorded in New Orleans, 1957. Ebb single #121, Nov. 1957.

13. CUTTIN' OUT  (Byrd/Terry)

MAC REBENNACK (DR. JOHN): guitar • RICHARD PAYNE: bass • JOHN BOUDREAUX: drums • EDDIE HINES: trombone • MORRIS BECHAMIN: tenor sax. 

Produced by JOE ASSUNTO. Recorded at Cosimo Matassa's Studio, New Orleans, 1959. Ron single #326, Oct. 1959.

14. GO TO THE MARDI GRAS  (Byrd/Terry)
Personnel same as for "Cuttin' Out."

Produced by JOE ASSUNTO. Recorded at Cosimo Matassa's Studio, New Orleans, 1959. Ron single #329, late 1959/early 1960.

15. THERE IS SOMETHING ON YOUR MIND  (McNeely)

SMOKEY JOHNSON: drums • other personnel unknown.

Recorded in New Orleans, 1963. Watch single #6338, circa 1963.

16. BIG CHIEF - PART 2  (Gaines/Quezergue)

ROY BYRD (PROFESSOR LONGHAIR): piano • EARL KING: vocal, whistling • MAC REBENNACK (DR.JOHN): guitar • CURTIS MITCHELL: bass • SMOKEYJOHNSON: drums • SIDNEY QUEZERGUE: shaker • CLYDE KERR, EDDIE NASH & EMERY THOMPSON: trumpet • WARREN BOKES, WENDELL EUGENE & WALDREN "FROG" JOSEPH: trombone • WARREN BELL & CLARENCE FORD: alto sax • MANUEL CRUSTO & NAT PERRILLIAT: tenor sax • CARL BLOUIN: baritone sax • WARDELL QUEZERGUE: horn arrangement.

Produced by JOE RUFFINO. Recorded at Cosimo Matassa's Studio, New Orleans, Nov. 1964. Watch single #1900, circa 1964.

17. HEY LITTLE GIRL (Live)   (Byrd)
18. HEY NOW BABY (Live)   (Byrd)
 (tks 17 & 18) ALFRED "UGANDA" ROBERTS: congas.

Produced by JOHN STEDMAN. Recorded live at The New London Theatre, London, Mar. 26, 1978. From the album The London Concert, JSP #1025, 1981.

19. EVERYDAY (I HAVE THE BLUES)  (Chatman)

20. GOT MY MOJO WORKING  (Morganfield)

(tks 19&20) "BIG WILL" HARVEY: guitar • GEORGE DAVIS: bass • DAVID LEE: drums • ALFRED "UGANDA" ROBERTS: congas • TONY DAGRADI & ANDY KASLOW: tenor sax.

Produced by ALBERT GOLDMAN. Recorded live at The Tipitina Club, New Orleans, Feb. 3 & 4, 1978. From the album The Last Mardi Gras, Atlantic #400 I.June 1982.

21. TIPITINA (Live)  (Byrd)
ART NEVILLE: organ • LEO NOCENTELLI: guitar • GEORGE PORTER, JR.: bass • JOSEPH "ZIGABOO" MODELISTE: drums • ALFRED "UGANDA" ROBERTS: congas. Produced by DAVID ERDMAN. Recorded 1974.

From the home video Soundstage: Dr. John - New Orleans Swamp, Rhino Home Video #2076, May 1993.

22. BIG CHIEF (Live)  (Gaines/Quezergue)

EARL KING: vocal, whistling • MAC REBENNACK (DR. JOHN): vocal, electric piano • ART NEVILLE: organ • ALVIN "SHINE" ROBINSON: guitar • poss. FREDDIE STAHLI: drums • ALFRED "UGANDA" ROBERTS: congas • GEORGE PORTER, JR.: tambourine • JESSE SMITH & ROZALIN WOODS: backing vocals • unknown: bass. Produced by DAVID ERDMAN. Recorded 1974. From the home video Soundstage: Dr. John - New Orleans Swamp, Rhino Home Video #2076, May 1993.

23. BOOGIE WOOGIE  (Smith)
ROY BYRD (PROFESSOR LONGHAIR): grand piano • ISIDORE "TUTS" WASHINGTON: upright piano • ALLEN TOUSSAINT: electric piano. 

Recorded at Sea-Saint Studios, New Orleans, Jan.16,1980. From the feature-length home video Piano Players Rarely Ever Play Together. Stevenson Productions #001, Aug. 1985.

24. PROFESSOR LONGHAIR BLUES - Professor Longhair & His Blues Scholars. (Byrd)

AL MILLER: drums • ROBERT PARKER: alto sax • poss. CHARLES BURBECK: tenor sax • unknown: bass.
Produced by AHMET ERTEGUN & HERB ABRAMSON, Recorded in New Orleans, 1949. Atlantic single #906, Apr. 1950.

Admittedly, it seems a bit odd to refer to the pianistic legacy of Henry Roeland Byrd, aka Professor Longhair or simply Fess, as an entity unto itself. Strange because Professor Longhair remains an enduring, inescapable presence in New Orleans, and posthumous Fess releases filling in the chronological blanks of his recorded work during the 1970s have become a virtual cottage industry since his death in 1980 at age 61.

 If you go to New Orleans (for Mardi Gras or not), you'll find the city's premier club  is named Tipitina's after one of Longhair's most famous songs; Fess' visage gazes  benignly down over the musicians from the stage backdrop. The main stage at the New Orleans Jazz & Heritage Festival, where Fess performed the final set on closing  day for years in the slot now reserved for The Neville Brothers, is named for him. Hell, you don't even have to go to New Orleans — the Chicago Cubs used "Tipitina" as the soundtrack for one of their TV promo spots in 1993.

Every prominent New Orleans R&B pianist who came along in Fess' wake and achieved some measure of international acclaim — Fats Domino, Mac Rebennack/Dr. John, Alien Toussaint, Art Neville, Huey "Piano" Smith, James Booker — has been a dedicated, card-carrying member of the Fess fan club. And who knows how many homegrown talents got schooled in radiating the 88s at the Longhair branch of the college of musical knowledge and never created a ripple outside New Orleans?

Maybe the idea of Fess-world isn't so strange — the Henry Roeland Byrd story is fundamentally the story of an artist who created his own musical world, constantly refining and elaborating a distinctive personal style. It may have been too idiosyncratic to ever capture mainstream popularity during Longhair's lifetime, but it was so striking and individual that it ultimately became the definitive standard for New Orleans piano players.

"He progressed not in the general way of the world — he progressed in Professor Longhair's world," reflects Alien Toussaint. "He didn't seem to have been influenced by the outside world as much as most other people. When Professor Longhair delivered something, it didn't follow any close suit to what the world was into.

"When you hear Tipitina' and some of the other [early] things Fess came through with, it doesn't seem like it would lead to 'Big Chief,' the way that melodic line goes. The syncopation was there, of course, but the rest of 'Big Chief is an entirely different world — yet it could have come from no one but Fess."

Over the years, Fess' music has inspired devotees to ascend rhetorical heights and use comparisons stretching way beyond the Crescent City limits to describe their affection for his music. Toussaint dubbed him the "Bach of Rock" in one memorably smooove, roll-right-off-the-tongue turn of phrase.

In his 1993 autobiography, Rhythm And The Blues, famed Atlantic label exec Jerry Wexler says: "New Orleans produced a powerful school of R&B laureates. But if the Nobel committee ever decides to give a prize in funk, I pray they have the wisdom to first elect Professor Longhair...Longhair is the Picasso of keyboard funk."

The style prompting those glowing tributes is one that saxophonist Andy Kaslow, who played for three years in Fess' last working band, described simply as a Caribbean left hand combined with a boogie-woogie right hand. Byrd didn't magically spring full-grown from a vacuum — the barrelhouse playing of boogie-woogie pianists dating from the 1930s, particularly Jimmy Yancey, was a pervasive influence on his style.

But Fess did hail from the musically singular city of New Orleans, where local pianists Tuts Washington, Sullivan Rock, Archibald, and Kid Stormy Weather held sway and also exerted a formative influence on the youthful Byrd's playing. Even more important was his exposure to the assortment of Caribbean rhythms — mambo, rumba, and calypso — that permeated the seaport city. That influence hit very close to home — in a 1978 interview with Melody Maker's Max Jones, Longhair himself mentioned that many of his relatives hailed from the West Indies.

The final ingredients of Fess' style were the rhythms underscoring the chants of the Mardi Gras Indian tribes and the marching band second-line parade beat — musical elements found nowhere else but New Orleans. Toss basic boogie-woogie blues rhythms together with those indigenous seasonings and you have the basic building blocks for the inimitable Fess sound, commonly described as rumba boogie.

Those rhythmic innovations were certainly the essential cornerstone of Longhair's style from beginning to end — the great New Orleans drummer Earl Palmer considered Longhair's sense of time "impeccable," and Kaslow characterized his piano playing as the rhythmic engine of the band. But the final touch was a right-hand repertoire of trills, flourishes, and embellishments that recur in various combinations yet never sounded tired or cliched over the course of the three-decade recording career covered by Fess: The Professor Longhair Anthology.

"A lot of people have wondered why he invented a particular style that uses turn backs on the piano," says Stevenson Palfi, whose excellent Piano Players Rarely Ever Play Together video documentary features Longhair, Toussaint, and Tuts Washington jamming in January 1980. "If you watch him play piano, usually he'll play all these variations within an octave.

"He'll go to the end of the octave on the left and turn back and go all the way to the end of the octave on the right with things in between. There's almost this kind of invisible barrier of a small range of piano keys that he plays within.

"When he was a child, they didn't have a piano in his house. He and his friends went out in the alley and got an old piano that only had a certain number of keys because it was a piano someone had left for the trashman. Most of the keys were broken, and some of the keys didn't have hammers or strings attached to the hammers.

"If you have a piano that doesn't have 88 keys — more like ten keys — that's your range. Within that limited range, if you want variety—that's why I think he plays the way he does. How many piano players in their childhood only had eight or ten keys to work with?"

In an interview by Bunny Matthews published in the June 29, 1977, edition of New Orleans' Figaro newspaper. Longhair said: "My mother started teaching me what few keys they had left on it — I guess that's why I learned the style that I learned. When I was playing, I had to remember what keys were good and what was bad and skip them and jump 'cm. Some of the guys said I was cross-chording but, whatever it was, I was getting to the right keys. With these good pianos, it's simple for me to do what I was doing then."

Longhair's personal take on things wasn't confined to the musical sphere; Dr. John remembered Fess calling the key of E flat "E minus," and Kaslow recalled Fess' repeated instructions to band members — a mixture of old Fess hands and younger players with impressive jazz credentials — to play the music more "ruggedy." And he was no easier to fathom for the homeboys eager to follow in his footsteps.

"Fess was what I call cheeky — that's New Orleans talk for just some fly, nobody-else-could-do-it kind of stuff," says Art Neville of The Neville Brothers. "He's the man that made me really want to play piano. I couldn't play like he did, but some of the spirit definitely must have passed to me.

"He was playing stuff I couldn't figure out — the licks he was playing and the rhythm that he was playing them in...you just had to know where it would go. You couldn't count this stuff — you had to feel it because you gotta put it in a certain place for it to work. It wasn't anything to him — just another thing, like walking."

Adds Toussaint: "I wouldn't consider the word 'hard' applied to it. Those of us who live here and who do play, once we latch on to Fess, it's a matter of, 'Does that feeling really translate over to you? Is there enough in you to play that naturally?'

"Your heart has to play Fess much more than the rest of your anatomy, I would say. Because I've heard his notes pronounced properly many times, but the heart wasn't Professor Longhair." 

Born in Bogalusa, Louisiana, on December 19, 1918, Byrd was still an infant when his family moved to New Orleans. He made his mark as a street tap dancer angling for tourist tips in the French Quarter, worked in a minstrel show for a time, and also tried his hand at boxing and as a card sharp.

In the Figaro interview, Byrd said that he started playing piano seriously in 1937 while at a Civilian Conservation Corps camp. Following a World War II service stint, he began making the rounds of clubs in the Treme section, a fertile breeding ground for New Orleans musicians located across Rampart Street from the French Quarter.

"There was a place in the neighborhood where we used to play for the fun of it, called the Caledonia," recalls Earl Palmer. "It was a real neighborhood bar on St. Claude and St. Philip, kind of a sawdust-floor place. Those of us who were young veterans just out of the service and hanging in the neighborhood would stop in and see Fess.

"He'd come in and play for drinks, and he was playing then exactly what he became famous for, because that's all he knew. He couldn't play 'Stardust' or 'I'm In The Mood For Love.' He played New Orleans-type blues, things like 'Caledonia' with that rolling rumba rhythm he always played on the piano, which set the tone and mood for everything he did. He played old traditional blues and put his own lyrics to them."

His breakthrough gig came in 1949 at the Caledonia, when Fess took the stage during an intermission break by Dave Bartholomew's pianist Salvador Doucette and people began streaming into the club from the street. He was immediately offered a weekend gig and the club owner dubbed the group Professor Longhair & The Four Hairs — Professor being the traditional Crescent City name given piano wizards and Longhair for Byrd's unusually long coiffure. It was the first of several colorful names given Longhair's groups — the Blues Scholars, the Blues Jumpers, and the wondrously improbable Professor Longhair & His Shuffling Hungarians — when he began recording.

Fess first ventured into a studio later in '49 when he recorded two 78s for the Dallas-based Star Talent label. Star Talent folded almost immediately after the records were released. Byrd promptly moved over to Mercury in 1950 and scored the only national R&B chart hit of his career when "Bald Head" rose to #5.
[...] But it was overshadowed by "Big Chief — Part 2," another landmark performance, with a looping, calliopelike melody line underpinning a neo-big-band hom arrangement and a storming second-line rhythm. Earl King may have written and sung this tribute to New Orleans' Mardi Gras Indian culture, but Fess put his idiosyncratic stamp on the record with a celebrated piano lick that still boggles the mind.

"I don't know where it came from," says Art Neville, who still performs "Big Chief regularly with The Neville Brothers. "It came from the spirits, that's the only way I can describe it."

But "Big Chief" also seemed like a last hurrah for Professor Longhair. Ground down by his lack of success, Byrd seemingly hung up his rock 'n' roll shoes, surviving on odd jobs and his old occupation as a card hustler. The musical times were changing — soul was coming on strong in the mid-'60s, and the older, blues-related forms that Fess specialized in had largely fallen out of favor in the preblues revival period.

"There was a factor of not relatin' [to his music] but not because it was old-fashioned," says Alien Toussaint. "It's not like a whole lot of people were doing his kind of music at one time and then stopped. Through many periods, and I say many because Fess lived through several periods, Fess was always off the beaten path."

In 1969 New Orleans native Hudson Marquez, a member of the Ant Farm art collective, began prowling around for Longhair's whereabouts at the request of the late British blues researcher Mike Leadbitter. Marquez eventually tracked down Byrd at his home on Rampart Street.

"He was dealing cards for a living in the bar next door called the Big Apple," said Marquez. "I went up there and there was nothing but Louis Jordan on the jukebox, old guys in straw boaters, black bow ties, and white starched shirts, playing Louis Jordan on the jukebox and eatin' crabs. It was out of a whole other age."

Marquez passed on an interview tape with Byrd's address to the TulaneJazz Archives, where Allison Miner worked. Miner and Quint Davis, the latter a prime mover in starting the Jazz & Heritage Festival, then found Longhair sweeping out a record store after their own year-long search.

"I don't think he ever gave up playing — he just didn't have a career," says Miner. "He played in the neighborhood, he played gigs for parties and stuff like that. Historically, his early decisions in the '50s with record labels was very poor. He made some bad decisions.

"He did not have a decent piano. That was before New Orleans music and the festival was popular, so there were still overtones of racism and separatism, and there was no place for Byrd. There were no club dates. Once he did come out of retirement, he worked at Tulane University and got some gigs on Bourbon Street."

Professor Longhair's big breakthrough was a storied appearance at the 2nd Annual New Orleans Jazz & Heritage Festival in 1971. Far from the gargantuan celebration the annual event has now become, the Festival was held in the historically appropriate locale of Congo Square (now part of Armstrong Park), the site where New Orleans slaves had been free to gather on Sundays to play music.

"They put up these 2x4 stages with bunting around them about 6 feet off the ground," remembers Marquez, who shot some now-lost video footage of the performance. "They put one in every comer of Congo Square, and in the middle they had a big tent full of food.

"They had other little areas where people would just play. A bunch of Cajun bands didn't have stages — they'd just lean against an oak tree and play for two hours. There would be this weird mixture of music, from a gospel group to Bongo Joe and Ironing Board Sam, all at the same time, and peopte just kind of wandered around.

"Fess came out and started to play, and it was the one thing that everybody in that audience had in common, that's my theory. Black or white, local or out-of-town, they all had Longhair's music in common, just that mambo-rumba boogie thing. He started to play, and as I was shooting, I looked hack from the stage, and everybody from the festival was coming there like lemmings.

"It was amazing. They all knew his Mardi Gras songs, and once they'd been tipped to his piano playing and his voice... boom! It was a major irresistible thing to follow. Everybody was standing up second-lining for as far as you could see. Fess kept it going — he knew he had this audience, and he really played to them.

"He didn't let it stop — he didn't let another group from another corner of that area jump in on him. When he stopped playing, there wasn't anybody else playing in the whole festival. They gave up — there wasn't any audience."

Recalls Miner: "When he sat down and played the piano, it was absolutely stupendous. It was different than the records, much more elaborate and complex. The records had beginnings, middles, and ends, and you couldn't really enjoy the flourishes and improvisational quality of his music on record as well as you could in person."

Things soon began rolling for Longhair with Davis, and later Miner, managing his rejuvenated career. A gig at the Smithsonian Folklife Festival in 1971 and the 1972 reissue of his Atlantic recordings on New Orleans Piano began spreading the word outside New Orleans.

Overseas interest was intense from the start. Fess made his first European jaunt in 1973, the beginning of a cycle of annual trips abroad that played out the familiar American-bluesman-celebrated-in-Europe-but-largely-a-prophet-without-honor-in-his-homeland theme. And much like the rediscovered Chicago bluesmen of the '60s, Longhair became an icon for rockers looking to pay homage, from Led Zeppelin's Robert Plant to Paul McCartney.

It was a new Professor Longhair but not necessarily a changed one who reemerged. While he largely stuck with the core repertoire of material he'd been playing for years, Fess managed to stand a hoary cliche on its head: The more things appeared to stay the same, the more they changed.

His playing skills hadn't atrophied over the years — on the contrary, the sometimes basic right-hand melodies heard on the early recordings had been fully fleshed out and developed into a strikingly imaginative solo style. The remarkable fluidity and inherent flexibility of his playing enabled Longhair to continually work fresh magic on the familiar songs in Fess-world. Check the live versions of "Hey Little Girl" and "Hey Now Baby" from 1978 — the tempos are quicker, the right-hand trills and flourishes are fuller and more ornate, the rhythmic cross-currents more complex even with only the minimal backing of Alfred "Uganda" Roberts' congas.

"What always interested me about Fess was this body of work that started early in his career but kept changing over a period of 30 years," says Palfi. "He had his musical world in that body of work, and then it was a constant state of flux in the variations within the foundation."

Adds Miner: "Professor Longhair was the great rhythm & blues/rock 'n' roll keyboard improvisor of all time. These songs were all pretty much pat, but as he got older and took his formula to the limit — when you hear those extended solos in the live performances — there's no one else who did that in popular music. In the last ten years of his life you could really hear everything synthesized to its highest level." [...]

That was a constant factor — no matter how much international acclaim or adulation Fess received, his primary allegiance remained with his homies in the 'hood. Of course, it would be pretty hard to get much more New Orleans than Professor Longhair — the Rampart Street house that burned down was located in a section uptown from the French Quarter, where Louis Armstrong and Buddy Bolden had lived. The Creole Wild West Indian tribe practiced for Mardi Gras in a bar across the street, and the Rhodes Funeral Home, sponsors of the gospel tent that's a perennial Jazz Fest highlight, was just a couple of blocks down the road.

"Walking down the street with Byrd was fun because everybody said, 'Hey Byrd!' 'How's it goin', Byrd?' 'What's happening, Byrd?'" says photographer/folklorist Michael P. Smith, a Byrd buddy during the '70s and one of the founders of Tipitina's. "You knew you were with an icon walking down the street.

"I hung out with Byrd a lot, going to church with him and going to the Civil Defense meetings. The Civil Defense thing is just [part of] the whole social and pleasure club deal in New Orleans. Their social and pleasure thing revolved around first aid and civil defense.

"They used to go to the Civil Defense meetings, and the actual purpose of the organization was to be a civil defense response to a disaster — probably hurricanes more than anything else. They would use the same organization to have parties and church functions, picnics, and whatnots.

"I was Private Michael Smith in Civil Defense Special Forces 714 — I kinda got drafted because I was around all the time. Byrd was in a Civil Defense uniform carrying a pistol and his wife, Alice dressed up the same way — it was Col. Alice Byrd and Lt. Henry Roeland Byrd."

Recalls Art Neville: "I had a CB station — I was KB06090.1 had my license and a CB in my car so I used to ride around and talk on that. One night I was just scanning the stations, and I started talking to somebody named The Bird. 'Breaker 19 with The Bird, this is 27 dialing Channel 4' — I come to find out it was Professor Longhair.

"I didn't put it together right away with Roy Byrd. That was his name, The Bird, and I was The Uptown Ruler. We used to talk, be on there late at night for a couple of years or so, just talking CB talk."

By 1978, things were beginning to rum around for Professor Longhair. Live On The Queen Mary, a tape of Fess' performance at a 1975 party for Paul and Linda McCartney in Long Beach, was released in the United States by Capitol, and things were changing dramatically on the musical home front as well. [...]

"Allen Toussaint said the three of them playing together at the rehearsal 'was so natural that it became unnatural for it to be so natural,"' recalls Palfi. "Fess had such a pure, gentle spirit, and that spirit was in the way he dealt with people and his approach to his music. Someone who has that kmd of purity clearly is in focus."

This performance, available for the first time on a recording, acquired a bittersweet poignance because it turned out to be the last recording Fess ever made. Two weeks later — two days before the concert scheduled to bring the three pianists together onstage at Tipitina's — Professor Longhair died in his sleep.

"In a strange way, I feel as though he died too soon, but he also died when all his work was finished," reflects Miner. "Of course, he died too young, but he had a very hard life, and his body was just worn out.

"The record was done — I believe the Crawfish Fiesta album was the best record he ever did in terms of what he wanted and how he wanted to sound. You can hear his voice and that's the way the band sounded live."

New Orleans turned out en masse for Longhair's traditional jazz funeral. Tens of thousands of people jammed the streets outside the funeral home on a bitterly cold day. Several people called it the most highly emotional funeral crowd they had seen. A hastily arranged wake turned into an impromptu testimonial to Fess, as New Orleans musicians and visiting dignitaries like Jerry Wexler and Ahmet Ertegun made their way to piano or microphone to salute his enduring contributions to the music of his hometown.

"The great thing about Fess, like a lot of musicians and artists in New Orleans, is that he was so natural about being himself and playing his music that he wasn't worried about doing things differently," says Palfi.

"It wasn't a question of security or insecurity. It wasn't a question of impressing people or not impressing people. It was just pure music, the pure spirit of music."

It's pretty corny to speak of the man dying but his spirit living on, but Professor Longhair is someone for whom the cliche definitely holds true. New Orleans music is like no other, and Professor Longhair embodies the Crescent City's R&B tradition every bit as much as Louis Armstrong represents its jazz legacy. The bedrock foundation of New Orleans R&B is contained in the performances found on Fess: The Professor Longhair Anthology.

But historical considerations don't cut to the heart of the matter — Professor Longhair simply made some of the most captivating music the world has ever known, music that is virtually unrivaled for its pure joyousness. As more people encounter that soothing voice and the sheer verve of his pianistic innovations, they will inevitably be drawn deeper and deeper into the seductive, timeless charms of his music. Because once you leam to rawmp and frolic the Professor Longhair way, you just may lose any desire to second-line your way back outside the gates of Fess-world.

	Bonnie  RAITT
	Collection
	1990
	76:01
	feat.: Paul Butterfield, David Sanborn, John Hall, Dave Holland, Junior Wells, A.C. Reed, Freebo, Taj Mahal, Van Dyke Parks, Jim Keltner, Little Feat, Lowell George, Bill Payne, Freebo, Jackson Browne, Sippie Wallace Emillou Harris, Tom Waits, Nathan East, Dean Parks, Bill Paine, Don Grolnick, Rick Marotta, Stephen Gadd, and oth.

Bonnie Raitt was born in Burbank, California, and was picking out folk songs on a guitar before she hit her teens. Although inspired and influenced early on by Joan Baez and Bob Dylan, one listen to the blues and bottleneck guitar playing of Mississipi John Hurt, John Hammond, and John Lee Hooker on the “Blues at Newport” album and she was hooked. In 1967, she headed to college in Cambridge, Mass. By her junior year, Bonnie was a familiar fixture on the folk and coffee-house circuit up and down the East coast. She connected with legendary blues promoter / manager Dick Waterman, who designed an off-campus major in the hallowed world of blues players and folk clubs. Bonnie opened for giants like Arthur “Big Boy” Crudup, Mississipi Fred McDowell, Junior Wells and Buddy Guy. Although always exhibited versatility and a willingness to explore different types of music, Bonnie has steadfastly maintained a firm toehold in the blues and R&B that first sparked her sound. From day one, she has constantly championed artists she felt deserved wider recognition — whether they were older blues innovators or promising new songwriters. She’s known for her ability to pick a great song and enhance it with her personal approach.

	RARE  EARTH
	Ma
	1973
	
	LP    EMI Rec.         Funk / Blues

	Speckled  RED
	The Dirty Dozen
	1960
	
	LP  (Blues Roots Vol. 4)

	The  RIVERSIDE GOSPEL  CONGREGATION
	The Ultimate Gospel Album
	1997
	35:50
	traditional gospel

	Duke  ROBILLARD
	Plays Blues (The Rounder Years)
	1998
	71:41
	label: Bullseye Blues

recorded 1990

Duke Robillard [g, b, v]; Dr. John (Mac Rebennack) [p, organ]; Jimmie Vaughan [g]; Ron Levy [p, organ]; Thomas Enright [b]; Tom DeQuattro [d]; a. o.

	The ROCKETS
	Out Of The Blue
	1994
	67:09
	blues-rock project

David Wilkinson [p, v]; Ed Deane [g, v(#5)]; Dick Heckstall-Smith [t&s saxes]; Dave Witour [b]; Mickey Waller [d]; + Pete Haycock [slide g].

WILKINSON’s ROCKETS – ON THE HISTORY

One look at the ROCKETS’ line-up and I know these elder spacemen potentially carry a burden. A whole Rock Encyclo​pedia squeezed into one All-Stars five-piece: 150 years of ups and downs, tons of ego, tales ranging from incredible to simply unbelievable, self-congratulatory pats on shoulders ... “Supergroup”, the press would have sniffed in ‘69! –Well, another look at the quintet in person and that burden is out the window: Scattered round a press-conference table (in a hotel down in Southern Germany’s romantic Palatinate place called Primasens, where tonight’s gig will produce the ROCKETS’ debut-live-CD), the chaps seem utterly natural. Quietly proud of their work in a British Blues history context while aware of present trends, mildly amused of how they arrived at this point: “Thrown together”, Wilkey says, “for a New Year’s Eve gig 92/93, and it worked!” 

Ladies and gentlemen, WILKINSON’s ROCKETS!

There’s Mancunian pianoman DAVE WILKINSON – singer-songwriter, with Chicken Shack, fellow composer Roger Cook and Fleetwood Mac’s Peter Green on his CV. We have the handsome Irishman ED DEANE, left-handed, sensitive and sensational guitarist with Folk credits (Gay & Terry Woods, Clannad) as well as Pub Rock experience (Graham Parker, Frankie Miller, Ronnie Lane’s Slim Chance etc.). London sax-player DICK HECKSTALL-SMITH, legendary Graham Bond cohort, is famous for his Alexis Korner’s Blues Incorporated. John Mayall’s Bluesbreakers and (soon to resume) Colos​seum days, renowned in European jazz-circles for ages. Three melody-men, backed by a rock-solid rhythm section: MICKEY WALLER drummed for the original Jeff Beck Group, on all those Early Seventies Rod Stewart albums, Brian Auger, you name ‘em. DAVE WINTOUR has literally played bass for more artists than he can remember (the Woods and Miller with Ed, Alexis Korner, Pretty Things, Shack with Wilkey, Neil Sedaka, Leo Sayer, Spencer Davis, thousands):

“I never played for the Kinks’ Dave Davies”, he claims with a glance at my list of credits, “oh yes, wait a minute, I did in 1983, he was nice to work with”, and so on, rattling off another anecdote...
Vis-a-vis, I spot yet another Brit Blues Hero: PETER HAYCOCK, Climax Blues Band veteran (not that you’d notice on a lad who looks like Cliff Richard’s grandson) and producer from Medicine Head to Chicken Shack, taking time out from his own band and Hollywood soundtrack commitments to guide tonight’s proceedings – maybe including a battle of axes with Ed Deane!

ON THE NIGHT February 5th 1994, Saturday night, 8 pm: The Park Kino, an old cinema cum rock venue, is packed solid. Pete Haycock keeps busy behind his huge console, soon the band stroll on and slip easily into some well-tested “Same Old Blues”. It’ll be mainly R&B-standards tonight, which is just as well, because being familiar with numbers makes you listen harder to how these guys live up to Dicks ROCKETS definition: 75 % Blues – feeling rather than noise.”

Waller &Wintour perform with a groove that only comes after years of showing off all the fancy fills & licks, Heckstall-Smith with an easy yet impressive authority that makes blowing two saxes with one mouth musically exciting beyond a famous stunt.

Dave Wilkinson, taking command of most lead vocals (shared with Ed) displays real charm behind his keyboards and treats us to a couple of new songs: the romantic “Sweet Little Angel”, with Pete Haycock augmenting the band on slide, and his moving solo spot “When The War Is Over”, written for a Bosnia Charity to be performed in London the following night. But it’s Ed Deane whose relaxed yet rousing fretwork wins the crowd over and causes mid-song applause normally reserved for clubs like Ronnie Scott’s!

Plucking B.B. and Freddie Kings catalogues as well asWillie Dixon’s & Howlin’ Wolf’s Chicago sounds, two complete sets have the audience howling for more. Jerry Lee’s “Great Balls Of Fire”, with a thrilling guitar tournament between Ed & Pete, convinces them these chaps worked theirs off...
Back in the bar, I’ve never seen so many ear-pieces, adapter-plugged into one personal stereo to hear it all again – almost before a single pint or steak is served ... “I’m very pleased with my drumming tonight, Pete!” Mick Waller keeps muttering to a happy Pete Haycock all night till the early hours. So are we, Mickey, so are we!

	Paul  RODGERS
	The Hendrix Set
	
	24:28
	hard blues

	Paul  RODGERS
	Muddy Water Blues
	1993
	66:00
	tribute to Muddy Waters

	Jimmy  ROGERS
	The Jimmy Rogers All Stars: «Blues Blues Blues»
	1999
	55:53
	Jimmy Rogers [v, g]; Eric Clapton [v, g]; Mick Jagger [v]; Keith Richards [g]; Robert Plant [v]; Jimmy Page [g]; Taj Mahal [v, harmonica]; Carey Bell [harmonica]; Lowell Fulson [v, g]; Johnnie Johnson [p]; Jimmy D. Lane [g]; Freddie Crawford [b]; Ted Harvey [d].

Blow Wind Blow

Blues All Day Long

Trouble No More

Bright Lights Big City

Evry Day I Have The Blues

Sweet Home Chicago

Don’t Start Me To Talkin’

That’s All Right

Ludella

Goin’ Away Baby

Worried Life Blues

Gonna Shoot You Right Down (Boom Boom)

Jimmy Rogers, who died just before this album was completed, was a key figure in the history of Chicago blues, the hard-edged musical idiom tinged with mystery and sexual innuendo that was a primary influence on the British rock movement of the ‘60s that spawned, among others, The Rolling Stones, The Yardbirds, Cream, Jimi Hendrix and Led Zeppelin. Born in Mississippi in 1924, as a teenager, Jimmy played around the South with the major blues figures of the day. After World War II in Chicago, he teamed with Muddy Waters and Little Walter to form the greatest Chicago blues band in history, the original Muddy Waters band. He also played and recorded with Howlin’ Wolf, Sonny Boy Williamson and other blues legends, and had several hit records of his own in the early ‘50s. Jimmy introduced the electric guitar into Chicago blues, creating the sound that underlies all of rock and roll to this day. The guitar grooves he devised on the classic Muddy Waters recordings of the ‘50s formed the stylistic basis for generations of rock guitarists whose whole approach can be traced directly to his innovations in the ‘40s and ‘50s. Icons of today’s rock including Eric Clapton and Keith Richards have cited him as a primary influence. This album was conceived as a celebration of Jimmy Rogers by those artists who knew and admired his contribution to the development of modern popular music. It has now become a tribute to Jimmy’s memory. The presence here of so many major figures, who themselves have had untold influence on the music of our time, testifies to the influence that Chicago blues and Jimmy Rogers’ guitar inventions had on later musical styles. If one analyzes their own work, it is dear that Eric Clapton, Jeff Healey, Mick Jagger, Taj Mahal, Jimmy Page, Robert Plant, Keith Richards and Stephen Stills all, to some degree, bring elements of Jimmy’s metier to what they do. However, it requires no scholarly analysis to see that here, these giants – and the wonderful Lowell Fulson – are all able to share common ground with Jimmy on his own turf – songs he either wrote or was strongly associated with performed in an authentic Chicago blues setting – Jimmy’s working rhythm section supplemented by special guests pianist Johnnie Johnson and harmonica players Kim Wilson and Carey Bell. Jimmy Rogers died in December of 1997. But his influence, reflected in the work of those who followed him, will carry on into the next millennium. That on this, his last album, he was joined by many of the most important of those artists was a source of great personal satisfaction for this modest man who spent his years quietly advancing the art form that has been so important to them all.  ------- John Koenig

	ROOMFUL OF BLUES
	Turn It On! Turn It Up!
	1995
	43:20
	label: Bullseye Blues (Rounder Records Corp.) (USA)

Sugar Ray Norcia -- vocals & harmonica 

Bob Enos -- trumpet 

Carl Querfurth -- trombone 

Doug James -- baritone sax 

Rich Lataille -- alto & tenor saxes 

Matt McCabe -- piano 

Chris Vachon -- guitar 

Ken 'Doc' Grace -- bass 

John Rossi – drums

1. Blind Love

2. I Left My Baby

3. Turn It On, Turn It Up

4. Angry Woman

5. If You Know

6. Slam Jam

7. Danger Zone

8. Gettin’ Out

9. One Beyond Drive

10. Marie, Marie

"Aim the beat at their feet!" is the tireless maxim that expresses the character and guiding principle of Roomful of Blues, the most danceable swinging blues band on the planet.

Roomful's latest album, Turn It On! Turn It Up! brings dance fever into your rec room. Clear out the furniture and toss the cats outside. Slip the disc into the player and choose a partner. Do exactly what the album title urges. After a few seconds of the Roomful beat you'll feel the kinetic inspiration to whoop and holler. Have a ball. Blow your wig. Trip the light fantastic till the floor buckles.

As always, Roomful appropriates the historic black music styles of jazz and blues. But, importantly, the band does so with tremendous respect for and understanding of what's been borrowed, never bleaching out the grit. The guys rummage through the great archival storehouse and come away with forgotten gems that gleam again with expert, spirited furbishing. It follows, then, that singer-harp player Sugar Ray Norcia, making his second recording with Roomful since signing on in 1991, invests B.B. King's "Blind Love" (the little-known flip side to the Beale Street Blues Boy's 1952 career-rocketing R&B chart hit "Three O' Clock Blues") with ardent feeling. Right there to fan the flames are his jumpin' colleagues, notably Chris Vachon on guitar and the world-class horn section. "Danger Zone," a song written by blues poet Percy Mayfield for Ray Charles, flares with a slower-burning candescence — baritone saxophonist Doug James waxes confessional at the start and Rich Lataille later adds a slightly sad-hearted alto commentary which serves as an emotional foil to the unflappable charm of Ray's vocals.

Roomful becomes a juggernaut of hard-driving, vintage-style rock'n'roll when offering the escapist fun of Larry Williams' "Marie, Marie," while it's a further tribute to Roomful's gift for rejuvenation that they've given fresh life to "I Left My Baby," a tune that dates back to the '40s and the great Count Basie & His Orchestra. Here Sugar Ray's superb singing evokes the smooth spirit of the greatest blues singer of all time, Jimmy Rushing; piano man Matt McCabe is in good form as always, with his tasty interjections, and the four horns blow like a warm wind from ol' Kansas City herself.

As someone who deserves to be marked among the very best of the younger R&B tunesmiths, Sugar Ray shows a splendid sense of wit, pace and dramatic gesture in his three contributions to the album. "Angry Woman," a hilarious tale of domestic distress, has Ray weaving his Chicago blues harmonica and his spry singing against the intense rhythmic backdrop. "Gettin' Out" depicts in rumbling blues terms the desperation of someone looking to escape the rat race — Vachon's agitated guitar and the flashes-of-lightning horns dog every storm-and-stress step of the rhythm section. The final Sugar Ray number, "If You Know It," finds the vocalist phrasing with characteristic sureness and control as trumpeter Bob Enos soars out of the already high-flying horns.

Chris Vachon also sparkles as a composer, generating a pair of jubilant tunes. "Turn It On, Turn It Up," an ode to the power of music to fire emotions, swings from the heels, while "Slam Jam" turns guitarslinger Vachon loose in tough-minded battle with steady bassist Kenny Grace and John Rossi behind the drum kit. Rich Lataille, a major league blues-jazz saxophonist, chips in with "One Bayou Drive," an immensely satisfying instrumental whose solos from trombonist Carl Querfurth, Doug James and the songwriter remind us of the inventive flair that goes hand-in-hand with technical acumen and sincere feeling whenever the Roomful horn players break from the riff action and stretch out.

It must be mentioned that drummer Rossi has been Roomful's dance battering ram seemingly forever. Directing the flow of mid-tempo rhythmic energy with exactness and discipline, he pumps his bass drum like a piston, keeping the beat pushing inexorably forward, communicating the power of muscular, firm drumming without drawing undue attention to himself. (Well, the aforementioned "Slam Jam" does thrust him in the spotlight, but it's a rare occurrence.) Probably no higher praise can we bestowed on the Roomful drummer than to say his unheralded talent brings to mind such great history book drummers as Jimmy Crawford (Jimmy Lunceford's band) and Panama Francis (Lucky Millinder's band and countless classic rock 'n' roll ses​sions).

Roomful of Blues, now, then and forevermore dedicated to aiming the beat at your dancing feet. Amen for that.

— Frank-John Hadley (Frank-John Hadley is the author of The Grove Press Guide To The Blues On CD and has written about Roomful in publications such as The Boston Phoenix, Down Beat, BluesWire and Jazziz.)

	SAFFIRE -- The UPPITY  BLUES WOMEN
	Hot Flash
	1991
	54:40
	label: Alligator

Saffire is: Ann Rabson [v, p, g, kazoo]; Gaye Adegbalola [v, g]; Earlene Lewis [v, b]; with: Billy Branch [harmonica].
Saffire – номинант на 20-ю (1999) ежегодную блюзовую премию имени Уильяма Хенди в категориии: «Традиционный блюз – лучшая вокалистка».

Saffire are a unique entity in the blues world. These three proudly middle-aged women left their day jobs only three years ago to make a full-time living as acoustic blues musicians. Since then, their instrumental, vocal and song writing talents have made them cult favorites among blues fans around the world. They’ve made national television appearances in the U.S. and the Europe, and their debut album (Saffire —  The Uppity Blues Woman) has been 1990’s surprise success story for Alligator.

“For Us, the past year has been one big HOT FLASH in so many ways. A year ago, having been a full time band for only nine months, we were touring the Southeastern U.S. in a cold van which was pushing 200,000 miles of hard travelling, often playing for the door and living on plastic money. Then it happened. Since the release of Saffire — ... in february of 1990, it feels like we’ve been riding a thrilling whirlwind. We have had the opportunity to appear in clubs, colleges, concerts, festivals and on TV and radio in Europe, Canada and throughout the United States. We have had the excitement of seeing our CD in bins in record stores not only at home but also in Europe. To be recognized in airports in Europe and at rest stops on American interstates amases us. We’ve shared stages with so many of our blues heroes, people like Koko Taylor, Taj Mahal, Etta Baker, Dr. John, Etta James, Lonnie Brooks, Eddie Shaw, and Johnny Copeland. Having the immortal Willie Dixon join us in singing “Wang Dang Doodle” on stage at the Chicago Blues Festival was a delight beyond our wildest imaging.” — Saffire 

	SAFFIRE -- The UPPITY  BLUES WOMEN
	Broadcasting
	1992
	63:17
	Ann Rabson [p, g, v]; Gaye Adegbalola [g, harmonica, v]; with: Larry Gray [b]; Tony Zamagni [organ].

	SAFFIRE -- The UPPITY  BLUES WOMEN
	Old, New, Borrowed & Blue
	1994
	60:22
	A. R.; G. A.; with Andra Faye McIntosh [ac b, mandolin, g, fiddle, v].

“With this album we hope to pay tribute to many of the artists who’ve helped influence our unique style of blues. We embrace the old: Ma Rainey (the “Mother of the Blues”), Jelly Roll Morton (the “Inventor of Jazz”), Big Mama Thorton and a multitude of others. So, we present this collection which reflects many shades of blue.”

	Julian SAS
	For The Lost And Found
	1998
	59:50
	hard blues

	SATAN  AND  ADAM
	Mother Mojo
	1993
	54:40
	уличный blues, трио.

“There was a time when those who praised the Lord in song believed the blues to be the devil’s own...” K. Burns.

	SATAN  AND  ADAM
	Living On The River
	1998
	62:28
	label: Flying Fish (a registered trademark of Rounder Records)

  «Blues so unbelievably raw and real it’s hard even to describe it. Satan sounds like the heaviest and scariest parts of Robert Johnson and Muddy Waters reincarnated as a whole band and then somehow crammed back into the body of one man, and Adam fills in some piercing harmonica wails that seem to come from the same dark, primeval place as Shakey Horton or Little Walter’s. Undeniable, urgently insistent blues.»  -- CMJ New Music Report.

  «A raw, swinging feast of Chicago grift and soulful grooves.»  -- Rolling Stone.

	SAVOY  BROWN
	Boogie Brothers
	1974
	38:30
	белый blues-rock 

label: Decca (London)

	Buddy  SCOTT 
	Bad Avenue
	1992
	61:00
	

	Jimmy  SCOTT
	Dream
	1994
	44:16
	J.S. [v]; Junior Mance [p]; Ron Cater [b]; Milt Jackson [vibes]; P.Crossley [d]; and oth.

	S. F.  GUITAR  SUMMIT
	Vol. I
	1993
	55:20
	hard blues festival

	S. F.  GUITAR  SUMMIT
	Vol. II
	1993
	55:33
	

	S. F.  GUITAR  SUMMIT
	Vol. III
	1993
	63:12
	

	Elliott SHARP
	Terraplane
	2000
	50:27
	E# (Elliott Sharp) [el g, lap steel g]; David Hofstra [el&ac b]; Joseph Trump [d].

TERRAPLANE – это чисто блюзовый проект Шарпа (остальные его диски см. в разделе ‘Alternative’). Всё сыграно с отличным драйвом и великолепным чувством вкуса.

Robert Johnson, Muddy Waters, Otis Rush, Buddy Guy, Albert King, Freddie King, Albert Collins, Ma Rainey, Skip James, BB King, Charlie Patton, Son House, Memphis Minnie, Hubert Sumlin, Blind Willie Johnson,  John Lee Hooker, Arthur Crudup, Sonny Boy Williamson, Little Walter, Sleepy John Estes, Otis Spann, Willie Dixon, Lightnin' Hopkins, Elmore James, and of course, Jimi Hendrix --

  their names alone are poetry,

     their music has sustained me for years. 

This record offers a small tribute.

     ---- e#

	Elliott SHARP
	TERRAPLANE:

“Blues for Next”
	2000
	52:54 54:01
	TERRAPLANE is: E# (Elliott Sharp) [el g, console steel g, National steel g, t s]; Sam Furnace [a&bar s]; David Hofstra [el&ac b]; Sim Cain [d, el perc]. 

Guests: Dean Bowman [v]; Eric Mingus [v]; Hubert Simlin [el g (CD I, #1, 5)].

Prod. by E#.

CD I: “Plus”

1. Rollin' & Tumblin' (trad. arr: Sumlin, Sharp) 3:19

2. Long Dark Sky (Mingus, Sharp) 7:42

3. As It Falls (Bowman, Sharp) 5:07

4. Baptism of Concrete (Mingus, Sharp) 3:48

5. S-Boogie (Sumlin, Sharp) 6:21

6. Slow Drag (Mingus, Sharp) 6:56

7. Train (Bowman, Sharp) 4:13

8. Chemically (Mingus, Sharp) 8:20

9. Feel Each Day (Bowman, Sharp) 6:38

CD II: “Quartet”

1. Work or Leave 5:07

2. Twistin 9:33

3. Rails 10:44

4. Like Showers of Rain 6:16

5. Diallo Blues 8:38

6. Othar 4:33

7. Clank 8:49

all "Quartet" compositions by Sharp

TENTH AVENUE, UNNOTICED, BECAME AMSTERDAM. AS SCENES UNWOUND BEFORE ME IN UNENDING LOOP MY HEAD'S THROB REDOUBLED, BUT EACH SIGHT FASCINATED SO THAT I COULD DO NO OTHER THAN TO TRY BLINKING AWAY THE PAIN AS EVERY VISION PASSED. LONG LOW BLOCKS OF TENEMENT DRABNESS. UNSHATTERED BY HIGHTHROWN STONE AND GLASS SPEARS; TAXI'S LEMON EXOSKELETONS AMIDST HUNDREDS OF GRAY SCUTTLERS PARKED AND MOBILE; FITFULLY ILLUMINED ALLNIGHTERS HAWKING CRATES OF PRODUCE, RESTAURANTS ID’ED WITH. NEON CURLS, NEWSSTANDS SAFE BEHIND PAPER BATTLEMENTS; OLIVE-HUED, MAILBOXES, ENAMELED BLUE STREET-SIGNS, BLACK IRON LAMPPOSTS AND CHURCHES' STAINED GLASS; DEADHOUR STROLLERS RAMBLING UNDER JACKET, TIE AND HAT, FREE OF SWEAT'S GEL, PACING NIGHT'S WALKS AS IF EN ROUTE TO OFFICE: ALL BESPOKE A DIFFERENT WORLD'S THRALL, NEWMADE FLESH FORM HISTORY'S DUST. THAT WE COULD SPEND MANY UNGUIDED MINUTES HERE SEEMED UNIMAGINABLE; DOUBTLESS THE LATE HOUR SENT OPTIMISM INTO COMA. DOC'S BREATH SEEMED TO BE COMING EASIER TO HIM NOW; PERHAPS HE'D CALMED ENOUGH TO TALK OF OTHER PUZZLEMENTS.

From “Terraplane”, by Jack Womack

	Corky  SIEGEL
	The Siegel - Schwall Band:                                         The Reunion Concert
	1988
	53:43
	label: Alligator

The Siegel - Schwall Band was thrilling legions of blues fans with its exhilarating brand of blues’n’boogie (as Rolling Stone  then recognized, “They knocked everybody flat”). This is the concert of the Siegel - Schwall Band, a Chicago band who reunited in the summer of 1987 for one show, a show conceived in the spirit of celebration. “It wasn’t nostalgia. It was nothing but fun.” This is the concert of a Chicago band. A celebration. “We try to do it from the heart.” The Siegel - Schwall Band was signed by Vanguard Records and released their debut album in early 1966. Their original songs showcased a band whose style was already distinctive, and when they interpreted songs by Willie Dixon or Jimmy Reed, their treatment was more subtle than brash. Jim’s amplified acoustic guitar and Corky’s harmonica conversed without pretense. In the late ‘60s and early ‘70s their career fluorished. They cut ten albums altogether and stunned audiences and critics in cities from Boston to San Francisco, performing with bands like the Allman Brothers, Janis Joplin and Big Brother, and Jefferson Airplane. At the same time, The Siegel - Schwall Band had the unique distinction of playing with the Chicago Symphony Orchestra and The Boston Pops, and recording a widely acclaimed album with Seiji Ozawa and the San Francisco Symphony. They played major concert halls and rock venues all across the country.

	Corky  SIEGEL
	Chamber Blues
	1994
	67:36
	label: Alligator

Corky Siegel [Blues harmonica, piano, voc]; Frank Donaldson [tabla, perc]; West End String Quartet.

Corky Siegel’s  Chamber Blues  brings to classical music the same creative genius and instrumental virtuosity which Corky brought to traditional Chicago blues during the heyday of the legendary Siegel-Schwall Band, fronted by Corky and guitarist Jim Schwall during the late ‘60s and early ‘70s. Even then, Corky had begun juxtaposing the two musical genres, not, as he explains, “by performing Brahms on the blues harmonica or begging a symphony to play Hoochie Coochie Man.” Instead, Corky, in effect, concocted a pure hybrid, crossing the blues and the classical to form a new musical strain, if you will, a third stream blues —  Chamber Blues.   “These are two of the most important and influential music forms in the world,” explains Corky, who actually launched his Chamber Blues quartet activities in 1988 to a “resounding triumph”, according to  The Chicago Tribune.  “But they’re also the two most diverse, both culturally and in terms of musical notation and theory. Classical music, from the beginning up until at least the 19th century, borrowed heavily from the folk music of its day. But blues —  the greatest folk music of our day —  was mostly over-looked by classical composers. Also, the blues melodic mode and style is not found in classical forms. So the ‘Chamber Blues’ blend tends to break some rules of classical music theory. It can look very wrong on paper at times, but, surprisingly, the human ear loves it!”  Little surprise, though, that longtime followers of Corky’s blues career were quick to embrace his freshly innovative, genre-busting new approach, both in Chicago, where his Chamber Blues group first appeared, and at the many concert venues where Chamber Blues has performed prior to making its first album. What was surprising, perhaps, was the like reaction of classical purists. Then again, ever since Corky began incorporating classical music into his blues repertoire, both on record and in performance with the nation’s top symphony orchestras, highbrow audiences have responded overwhelmingly in the affirmative.   “Suddenly I had this explosion of inspiration,” Corky remembers. “I envisioned the sparkling qualities of classical music merging with the emotional melodic style of blues in the intimate setting of chamber music: blues harmonica with string quartet! There is no ensemble more passionate than a string quartet. Pure, sweet,  wooden music...  such a nice alternative to the synthesizers which were so prevalant at the time. This inspiration was so powerful that I felt compelled to explore more deeply the territory where classical and blues complement each other.”  Exploring this territory, then, is what Corky Siegel’s  Chamber Blues  is all about. And as this groundbreaking album remarkably demonstrates, Corky has boldly discovered the musical and cultural boundaries between these two most diverse and important musical forms —  and just as boldly dissolved them. What we have here is the singular vision of one of contemporary music’s truly unique artists.   —   JIM  BESSMAN,   regular contributor to  Billboard.

	Nina  SIMONE
	Don`t Let Me Be Misunderstood
	1964 -67
	56:13
	

	Nina  SIMONE
	The Blues
	1966 -71
	53:12
	оба CD не пересекаются



	‘Magic’  SLIM  and The TEARDROPS
	Raw Magic
	1982
	39:44
	label: Alligator
Slim – номинант на 20-ю (1999) ежегодную блюзовую премию имени Уильяма Хенди в категориии: «Традиционный блюз – лучший вокалист».

No blues band pounds out tougher, grittier music than Magic Slim and the Teardrops. Their sound is what Chicago blues is all about — stomping backbeat, snarling guitar, rough-edged singing. It’s pure, unabashed bar music, designed for drinking and dancing, for good times and hard times. They’ve earned one of the loyalest followings of any Chicago blues band. It isn’t just their rough and ready music. It’s Slim himself, all six foot six of him, grinning from the bandstand, working up a sweat, laughing and yelling at his friends in the audience, asking if there are any single women in the house, telling his fans that he doesn’t let his band wash too often, because you can’t play the blues if you get too clean. It’s no wonder that, in Chicago or on the road, Slim can always draw a crowd. By this time, Slim had really created a style of his own. He developed a hard-edged, biting tone that he combined with the vibrato created by shaking his massive fingers against the strings, to duplicate the sound of a slide guitar while still being able to bend his notes. When Junior Pettis a. K. A. Daddy Rabbit a. K. A. Alabama Junior joined the band in the early ‘70s, he and Slim began using their guitars in a way no other Chicago band was doing. Rather than Daddy Rabbit laying normal blues rhythm chords under Slim’s leads, he played propulsive single note patterns that weaved through Slim’s soloing. Daddy Rabbit’s patterns, reinforcing Nick’s solid bass lines, and the super-hard backbeat that Slim has demanded of every Teardrops drummer, made them the best blues dance band in Chicago. Magic Slim wouldn’t claim to be the best blues guitarist in Chicago. Daddy Rabbit isn’t the best rhythm player. Nick and Nate aren’t the hottest bass and drums team. But when they play together, with their sweaty energy, their vast repertoire, their amazing musical e. S. P., their total dedication to good-time blues music, and their let-it-all-hang-out attitude, the music they create truly is magic. —  Bruce Iglauer.

	Sunnyland  SLIM
	Sad And Lonesome Blues
	1964
	
	LP   (Blues Roots Vol. 9)

	James  SOLBERG
	One Of These Days
	1996
	60:21
	hard blues&boogie 

label: Atomic Theory Rec. / DixieFrog (Minneapolis)

Produced by Luther Allison, James Solberg & Jim Gaines.

James Solberg [v, g]; Charlie Bingham [g]; Ken Faltinsen [b, v*]; Robb Stupka [d]; Mike Vlahakis [p, Hammond B-3, backs]; guest appearances: Luther Allison [g, v]; Bill Black [b]; Dave Smith [b]; + The Memphis Horns: Wayne Jackson [tp, trb]; Andrew Love [s]; + back vocals.

	Otis  SPANN
	The Blues Is Where It’s At
	1966
	31:45
	Otis Spann [p, v]; Muddy Waters [g]; Sammy Lawhorn [g]; Luther Johnson [g]; Marc Arnold [el b]; Francis Clay [d]; George Smith [harmonica].

	Otis  SPANN
	The Bottom Of The Blues
	1968
	36:47
	Otis Spann [p, v]; Muddy Waters [g]; Sammy Lawhorn [g]; Luther Johnson [g]; George Buford [harmonica]; Lawrence Wimberly [el b]; S. P. Leary [d]; Lucille Spann [v].

"I just want to be honest about it... I think Otis Spann is the best blues piano player that we have today. There is no one left like him who plays the real, solid, bottom blues like he do. We'd better raise another before it's too late."

So says Muddy Waters, the great 52-year-old Mississippi-born blues veteran.

Otis Spann has come of age. For 15 years he was a side-man in the famous Muddy Waters blues band, anchoring the Solid Chicago sound with firm, two-handed piano rhythms. Today, Otis stands alone. He's a blues-singer-player of great talent, a powerful exponent of the now sound of today's blues. At 37, Otis Spann has come a long way.

"My mother was a blues singer, a barrelhouse singer who once sang with Memphis Minnie", he recalls. "That was in Jackson, Mississippi, that I won $25 first prize. I was 8 years old and sang Bessie's Back Water Blues. She influenced me you know ... by being a woman.

"We used to give a lot of house parties when I was a kid. A bunch of pianists came around and played, so I listened to the blues and decided that's what I wanted to do. It seemed to me that the blues was more what I cared for, so I took note of it. My biggest inspiration was Coot Davis and also Tommy Johnson, Leroy Carr, Big Maceo. Maceo could play just as good as he could sing."

Now it is Otis who inspires. He is joined on this album for the first time by his wife Lucille for her recording debut.

"I been hearing the blues ever since I been 'bout 4 years old", she says. "I've heard Sonny. T-Bone, Big Joe, a whole lot of great stars. They inspired me ... to see them ... it was all in their hearts you know. It was just coming' out of them and this I thought was wonderful. I used to do gospel work in my church, otherwise I haven't done any singing at all. Sure, I sung once in a club with Otis in Boston, but that's all. This is the first time . . . and my first record. Gospel is something like the blues. If you don't feel it, you don't need to sing it.

"I was born Lucille Mahalia Wilson in Jackson, Mississippi, June 29,1938. My father raised me ... I went to high school in Chicago and there I started singing in my church: The Mt. Eagle Baptist Church pastored by the Reverend Charles James Rodgers. I enjoy singing gospel music. It's just something that's in me ... it has to be in the heart to come out. In a gospel song you have to get the feeling of Christ and it's deep down in the heart. And with the blues you get lonesome sometimes and you feel down-hearted and you just have to let the blues come out."

Otis Spann's half-brother Muddy Waters, who has over 35 years active experience and is perhaps the most respected bluesman around today, helps out here as a part-time side man.

"I been in the blues most all of my life", says Muddy. "From a kid up ... I just got to love 'em ... I enjoy 'em, feels 'em. Sure, I can kinda take blues, it does something to you ... it just goes all through you. People have the blues anywhere you go. The poor people in the South, they have a hard time ... they all treated rather badly. Somebody's always bossin' over them, and they get down-hearted. The people can't do anything for themselves unlessen they got the white man's word for it. They get lonesome you know ... they sit down and they think: Lord, I wish I could, but I have to ask Mr. 'so-in-so' first. That'll give you the blues." "Today", says Otis, "it's Memphis Slim and the white boy, Paul Butterfield. He's very great, a good man with the blues. As a matter of fact, he came up, just like we did . . . that's important. Singing and playing the blues is something that you done did or heard tell about. I write a lot of blues ... but not by music. I writes about what I do and what I've gone through. It'a very important to live blues because it's something you never forget. The blues come from your heart. It's the feeling of what they've done to you. For instance, you go home tonight, you feeling low and you want to sit down and sing the blues until you feel better. The blues are like a feelin'."

Hear for yourself what this feeling is: Heart Loaded With Trouble, a bouncy, up-tempo sweet-sour blues; Shimmy Baby, a two-part conversational shouting blues between Otis and Lucille, electrified by exciting tangana rhythms; Look Like Twins, a slow, soulful "Goin' Down Slow" song full of remorse -- quiet, mournful and beautiful. My Man features a blues solo by Lucille displaying a clear, vibrant and powerfully high voice. Hear also the frequent vocal inter-plays on many of these songs that contrast the dry, wind-blown, reflective sound of Otis with the sharp, gospel-tinged exclamations of Lucille.

These are the real blues people -- from whom the life-blood of today's contemporary sound comes from.

"Like they say", offers Lucille Spann, "if you don't dig the blues, you got a hole in your soul."

SHELDON HARRIS Blues Editor, JAZZ & POP Magazine, 1968

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

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].

	Otis  SPANN
	Blues Jam In Chicago   [2 CD]
	1969
	53:29 50:03
	Otis SPANN with FLEETWOOD  MAC, 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].

	Otis  SPANN
	Good Morning Mr. Blues
	1963
	
	LP   (Blues Roots Vol. 7)

	SUPER  BLUES     (Bo  DIDDLEY,  Muddy  WATERS,  Little  WALTER,  Buddy GUY)
	Join Forces
	1967
	47:26
	label: Chess Records, 1992. Contains previously unreleased bonus tracks.

	SUPER  BLUES
	The Super Super Blues Band
	1968
	69:54
	label: Chess /  MCA Victor, Japan

	SUPERCHARGE
	Mad And Dangerous At Maxim’s
	1995
	43:03 40:24
	boogie-blues -funk

CD 1: Groovers in Paris, Live at Maxim’s.

Albie Donnelly [t&a sax, lead voc]; Alan Gaskell [t sax, g, v, harp]; Mick Kearns [t&bar sax, led g, v]; Pat Chambers [g, v]; Bob Hardy [k]; Graham Price [b]; Stephen Grant [d].

CD 2: Bad, Mad and Dangerous.

Albie Donnelly [t&bar sax, lead voc]; Dave Shepley [lead g, v]; Paul Owens [t&a sax, k, v]; John Lewis [g, v]; Brendan O’Connor [b]; Steve Crane [trb]; Tony Peers [tp, fagan]; Tony Lunney [d].

	TAJ  MAHAL
	Taj Mahal
	1967
	33:03
	label: Demon / Edsel (England)
T.M.  – номинант на 20-ю (1999) ежегодную блюзовую премию имени Уильяма Хенди в категориии: «Блюзмен года».

	TAJ  MAHAL
	Taj’s Blues
	1968-73
	39:54
	label: Columbia

	TAJ  MAHAL
	Big Blues
	1990
	47:31
	Taj Mahal [g, v]; Wayne Henderson [k]; Ward Allen [b];  Carey Williams [backs]; Ozzie Williams [d]; Kester Smith [perc].

It is difficult to believe that there can be justice in a world where Taj Mahal is not a major star. For more than half his life, Henry St Clair Fredericks has been the ultimate innovator -- making challenging and always original music, investigating ethnic musical forms from several continents, broadening the blues and expanding the scope of black music.

A live show by a man who took his name from one of the seven wonders of the world ought to be extraordinary, and when Taj and his international Rhythm Band played as the main attraction in 1988 at the renowned Ronnie Scott's Club, the show was certainly not ordinary -- it was sensational. Now a wider audience can marvel at Taj's own stunning virtuosity as vocalist, lead guitarist, occasional keyboard player and arranger (musical and organisational) of an instrumental quartet and vocal trio quite obviously captivated by working with him.

Probably the closest thing to this that has ever been heard is Van Morrison's breathtaking Caledonia Soul Orchestra of the early Seventies. But Van is well known and has deservedly achieved commercial success, while Taj has never had a Top Forty album in his life. Taj has publicly complained, although with less bitterness than he ought to feel, that his ideas have been copied and stolen by several people who used them to achieve success, and that in a recording career stretching back to the Sixties the marketing departments of his several labels have never understood what they were selling.

The nine selections here go a long way to demonstrating what the majority of the record-buying public have been missing all these years. The evening starts with a traditional 12-bar, 'The Big Blues', on which he plays lead acoustic guitar in the style of BB King while singing like Howlin' Wolf. The man who once milked cows to pay for his college education then introduces a rather different slant on 'Goin' Up The Country, Paint My Mailbox Blue', compared to the approach he adopted when originally recording the song on his second album. 1969's 'The Natch'l Blues'.

'Staggerlee' was a 1959 chart-topper for Lloyd Price, who co-wrote the song and performed it as a fast soul stomp. Here Taj jauntily recounts the cheerful murder story in country blues style: the only thing that resembles the Price version is the lyrics. After that, it's a solo demonstration of how the writer of 'Come On In My Kitchen', Robert Johnson, might have performed his classic song -- presumably after he sold his soul to the devil at the crossroads -- but with a nod to Jimi Hendrix in a lyrical quote from 'Purple Haze'. So that's four distinct shades of blue right off the top of the deck....

And then something completely different, which the discerning musical palate might recognise as soca, that bizarre but catchy hybrid of soul and calypso. 'Local Local Girl' is a Taj original which would provoke frenzied foot-tapping in a statue, after which comes the almost languid 'Soothin'. Off go the International Rhythm Band for a siesta, leaving their leader to do 'Fishin Blues', a song probably first heard by a mass UK audience via the Lovin' Spoonful in the mid Sixties but also recorded by Taj in 1969 on the latter (solo) half of his third album, a double titled 'Giant Step / De Ole Folks At Home'.

By contrast, Taj then accompanies himself more than adequately on the electric piano in 'Statesboro Blues' -- a boogie-woogie version considerably different to the performance on his eponymous debut album in 1968, where he was backed by a quartet which included both Ry Cooder and lesse Ed Davis playing guitar behind Taj's vocals and harmonica.

That's the end of the set proper -- but an enraptured audience wants more, so back come Taj and his seven disciples for 'Everybody is Somebody', another utterly contagious slice of soca written by Winston Bailey. How could this not fit perfectly into radio playlists? It really is most odd that Taj Mahal is no more than a cult figure when by rights he deserves adulation of the type accorded to Morrison and even Cooder, with whom Taj formed an early but sadly little-recorded band, the Rising Sons, in the mid Sixties.

The performances on this album have already appeared on video. Reviewing this in Music Week, I wrote "This stunning video will not attract the sheep who feel that chart success is the only musical value," and "for the gourmet rather than the fast foodie." Since few of us have video equipment capable of doing justice to the crystal-clear digital sound evident to those who saw this remarkable performance, its appearance on cassette and compact disc is much more than simply an audio soundtrack -- it is nothing less than a public service.

John Tobler, Editor.

	TAJ  MAHAL
	Mule Bone
	1991
	33:45
	label: Gramavision

  “Taj takes it straight to an audience, amends an old lyric with a modern twist so as to sing with conviction.” — ‘American Statesman’

  As a great purveyor of blues, reggae and world music, Taj Mahal’s unique brand of music earned him a loyal in the mid-sixties. Here he offers a delightfully singable, danceable collection of songs that soulfully blend blues with influences from the Caribbean, West Africa, and the South Pacific.

	TAJ  MAHAL
	Dancing The Blues
	1993
	48:20
	label: Private

Taj Mahal is on fire. He burns with a love of his own culture, the world culture of African-rooted music spread around the planet. That love has been alive in his heart since he was a child growing up in Springfield, Massachusetts. That same love has been evident in the music he has recorded over the past twenty-five years. And that love has never been more apparent or appealing than on this current offering, Taj’s second recording on Private Music —  a fresh new approach to the feel-good music of magic and joy, the very soul of Taj Mahal. The more Taj talks, the more his singing and speaking seem inseparable, miracles of invention and surprise, now street, now sophisticated, country as a Georgia barnyard, city as a Left Bank cafe. He articulates like a rough rolling river of sound, the texture of his voice sometimes salty, sometimes smooth, buzzing like a saw or oozing like molasses. His voice is irresistible. Catching up with him in Philadelphia to discuss Dancing The Blues, my mind readily dances to the rhythms of his steady stream-of-consciousness stories. Now and then I cach him peering over his wrap-around shades to make sure I’m keeping up with him. I’m trying. In his hotel room, relaxing over a chilled cappuccino, he exudes a big man/gentle soul charm. Even though he has been labeled an ethnomusicologist, he exclaims, “Man, there ain’t no dust on my guitar!” A voracious reader and student of a vast variety of cultures, his obsession is defiantly non-academic. “It’s my elders I’m fixated on,” says Taj. “I heard those cats talking to me when I was very young. They were real and mystical at the same time. They reached me on a very personal level. Growing up in music, I kept asking myself, ‘Am I hip enough to please my ancestors? Am I strong enough to carry the light?’”  “Hard way,” a gritty T-Bone Walker groove, has Taj off and running. Taj may be a scholar, but he is also a rabid fan, speaking of his idols, as he puts it, with “correct reverence” —  and the enthusiasm of a kid. “T-Bone,” he says, “is the one who made the difference, the cat who virtually invented modern urban blues. I remember his walking into the Whisky A Go Go one night in 1968 with Lowell Fulson. T played with us that night and put me in heaven.”  “It was a couple of years earlier,” Taj recalls, “when we opened for Otis Redding at the same club. Otis was doing his Live At The Whisky album. I was with Ry Cooder and couldn’t wait to finish our set so I could rush out and get some seats to see the Big O. I was the loudest cat in the place, screaming for Otis like a damn fool. The man was wonderful, just wonderful. Isaw how he played guitar with that open tuning, how those changes sounded so big and thick. ‘That’s How Strong My Love Is’ is my way of telling Otis I love him.” Arriving at the gig, Taj switches gears as he waits to appear on stage. He talks more about his masters —  Charles Mingus, Thelonius Monk, Big Mama Thornton. He talks about new R&B groups and the rappers he admires. “Rap,” says Taj, “delivers the news with the immediacy of the blues. It’s DNA-encoded data, the transmission of vital information.”   “The information on Dancing The Blues,” he continues, “is also critical. And contemporary. When I first heard these sounds, I was youger than the songs. I had to grow into them. Now I’m there. I don’t want nostalgia, I want right now ! When I hear this stuff, I know in my heart how good it is —  good in 1993, and believe me, brother, it’s gonna be just as good in 2093 and 3093. This is music of the heart, soul and spirit, universal music that’s forever.”  —  David Ritz (whose writing won a 1992 Grammy, the biographer of Ray Charles, Marvin Gaye, Smokey Robinson, Etta James) 

	TAJ  MAHAL
	Phantom Blues
	1996
	47:58
	label: Private

	TAJ  MAHAL
	TAJ MAHAL and The HULA BLUES BAND: “Sacred Island”
	1998
	45:22
	label: Private (a unit of The Windham Hill Group) (New York). You can listen to song samples and get new release information at www.windham.com 

Taj Mahal [vocals, national dobro guitar, harmonica]; Pancho Graham [acoustic bass]; Kester Smith [drums, cowbell]; Pat Cockett [liliu ukulele]; Michael Barretto [baritone ukulele]; Wayne Jacintho [tenor ukulele]; Carlos Andrade [tenor ukulele, slack-key guitar, v]; Fred Lunt [Hawaiian steel guitar]; Rudy Costa [alto sax, kalimba, curved soprano, pan pipe, Three Star clarinet, C-melody sax, zither, flute]. Recorded at Hawaii, mixed in San Francisco.

www.taj-mo-roots.com    email: taj@hawaiian.net 

1. The Calypsonians

2. Coconut Man

3. Sacred Island (Moku La’a)

4. Betty and Dupree

5. The New Hula Blues

6. No Na Mamo

7. Mailbox Blues

8. Kanikapila

This "Hula Blues Project" is the beginning of a lifelong wish to learn the music of and interface (record, perform, rehearse and socially hang out -- not necessarily in that order) with Hawaiian music and musicians. Having lived in Hawaii on the island of Kauai for twelve years, I was fortunate to experience and enjoy the tranquil ease, at which these musicians go about theirl daily life and play music.

Hawaii has possibly the greatest density of musicians per square mile with the exception of perhaps the Caribbean islands of Jamaica and Trinidad/Tobago and it's just wonderful!

As a small child and as an adult, music was and is my top of the list favorite. When I heard the sound of Hawaiian music, I immediately wanted to see why I felt this music so deeply in my spirit.

Well, all that's past and here we are in 1998 with the "Hula Blues."

The musicians who appear with me are veterans from the International Messengers Band (Kester Smith and Rudy Costa). Pat Cockett, Pancho Graham, Carlos Andrade and Fred Lunt have their own group, "Napali." Wayne Jacintho and Michael Barretto have also been a part of for​mal and informal groups over the years. Together, we all have played at each other's houses, recorded, toured and in general, enjoyed each others company whenever possible. It's always been easy to come up with any excuse to cook, eat, tune up and play. I will not take up your time with when and where but just know that I love these men like my brothers, and that each musician brings unique and spe​cial gifts to this musical banquet. This CD or tape or maybe even vinyl, is a tribute to our long standing relationship throughout the trials and tribulations of very real lives. The songs here are showcasin’[ what can happen when like-minded people from different backgrounds (we have Afro-Caribbean, Afro-American, Pacific Islander, Portuguese and other European ancestries) create a cultural blend full of joy, love and harmony. At its very core, it is the exciting universal language of music. Some songs are new and written with the group in mind and others are songs you've heard in the southern blues style. These are the words, now listen and if you will, please enjoy the music. Peace and Good Vibes.

-- TAJ MAHAL

	Koko  TAYLOR
	Qween Of The Blues
	1985
	40:35
	K.T. – номинант на 20-ю (1999) ежегодную блюзовую премию имени Уильяма Хенди в категориии: «Традиционный блюз – лучшая вокалистка».

label: Alligator
KOKO TAYLOR, Vocals 

CRISS JOHNSON, Guitar 

'PROFESSOR' EDDIE LUSK, Keyboards 
JOHNNY B. GAYDEN, Bass 

RAY "KILLER" ALLISON, Drums
Special Guests:
LONNIE BROOKS, Guitar on "Queen Bee"
ALBERT COLLINS, Guitar on "The Hunter"
JAMES COTTON, Harmonica on "Evil" and "Queen Bee"
ABB LOCKE, Tenor sax on "Beer Bottle Boogie" and "Flamin' Mamie"
SON SEALS, Guitar on "I Don't Care No More"

This is it! This is the album that captures all the gritty power and explosive energy that's made Koko Taylor the undisputed Queen of the Blues. Here's all the whoopin' and hollerin' good times of the live shows that Koko delivers, year around, in clubs, concerts and festivals all around the world. When Koko starts up a song and pours her soul-drenched voice on top of her band's driving beat— Lord help the faint of heart.
Koko's giant voice and riveting presence have earned her every award a blues artist can win, from an unprecedented four W.C. Handy Awards, to five Grammy nominations and the 1984 Grammy Award for Best Blues Album of the Year, to the key to the city of Jackson, Mississippi.

Some of Koko's most loyal fans are her fellow Chicago blues musicians. So when she called on the city's top bluesmen, players like James Cotton, Son Seals, Lonnie Brooks, and Albert Collins, to help her on this album, all of them made time in their hectic schedules to give the Queen their best. Add to these greats a monster band of Johnny B. Gayden, "Professor" Eddie Lusk, Ray Allison and the phenomenal Criss Johnson (perhaps Chicago's premier unheralded guitarist) and you get the hardest, funkiest, gutbucket blues album the Windy City has seen in a long time.
Blues fans everywhere know -- for a good dose of the best blues on earth: go see Koko Taylor. But if you need some right away: buy this record.
—Andrew Gerking

Evil (4:58)
Beer Bottle Boogie (3:33) 

I Cried Like A Baby (5:11)
I Can Love You Like A Woman
(Or I Can Fight You Like A Man) (3:48)
Flamin'Mamie (3:27) 

Something Inside Me (3:43) 

The Hunter (3:26) 

Queen Bee (3:46) 

I Don't Care No More 

(3:08) Come To Mama (4:44)

	Koko  TAYLOR
	An Audience With The Queen, Live From Chicago
	1987
	52:06
	

	Koko  TAYLOR
	From The Heart Of A Woman
	1989
	39:15
	

	Koko  TAYLOR
	Jump For Joy
	1990
	47:02
	

	Koko  TAYLOR
	Force Of Nature
	1993
	64:43
	

	Koko  TAYLOR
	Royal Blue
	1999
	53:16
	with: B.B. King, Kenny Wayne Shepherd, Keb’ Mo’, Jonnie Johnson, Matthew Skoller, The Tom Tom MMLXXXIV Horns a.o.

	Sonny TERRY with Johnny WINTER & Willie DIXON
	Whoppin’
	1984
	43:05
	label: Alligator

Sonny Terry [harmonica, vocal]

«Sonny Terry – matchless rollicking, festive wild and untamed. What he was like on stage cannot be described. Nothing short of being there would suffice...» – Kent Cooper

	Rufus  THOMAS
	That Woman Is Poison!
	1988
	37:08
	label: Alligator 

featuring: Lucky Peterson [k](см.); Kenny Neal [harmonica]; & oth.

“Rufus was a Memphis music legend long before he helped get Sun records off the ground. And no one in Memphis knows the blues better than Rufus Thomas. He is more than just the funky grandfather of Memphis r&b. He’s a national treasure.” —  Robert Palmer.

	George  THOROGOOD
	George Thorogood & The Destroyers
	1977
	47:29
	Blues & Boogie (а можно сказать и так: белый блюз-рок)

	George  THOROGOOD
	Move It On Over
	1978
	40:54
	

	George  THOROGOOD
	More George Thorogood & The Destroyers
	1980
	35:02
	

	George  THOROGOOD
	Bad To The Bone
	1982
	41:45
	

	George  THOROGOOD
	Maverick
	1985
	43:41
	

	George  THOROGOOD
	Live
	1986
	54:08
	

	George  THOROGOOD
	Born To Be Bad
	1988
	39:13
	

	George  THOROGOOD
	Boogie People
	1991
	39:38
	

	George  THOROGOOD
	Haircut
	1993
	43:19
	

	George  THOROGOOD
	Let’s Work Together  (Live)
	1995
	78:59
	“…For these guys, the music has always come first. The difference between the Destroyers and a lot of other bands is like the difference between rock and pop. Both are considered music, but only one will really kick ass. These guys are players, not posers, and therein lies the essence of this extraordinary band.

Without glitz or gimmicks, George Thorogood & The Destroyers revel in the pure glory of making music. And in doing so, they resonate a joyful noise within us all. These guys play the blues – songs of life penned by those who lived it – and to do this music justice, you have to live it too.

This brings us to a word that you seldom hear in connection with rock ‘n’ rollers (especially snakeskin wearin’, beer drinkin’ guitar players), and that word is respect. Whenever I’ve interviewed George Thorogood on the radio and tried to get him to discuss the contribution he’s made, he will invariably change the subject. According to George, he ain’t bad. “Willie Dixon was bad. Muddy Waters was bad. And Howling Wolf, now that guy was bad.” George has always been more comfortable talking about his heroes than talking about himself.

This new album, “Let’s Work Together,” captures George Thorogood & The Destroyers in their element – on stage. When it comes to live performances, the Destroyers seem to have more fun than any other band I know. I once asked George what he liked best about playing live. He told me it’s the guy who comes to the concert, sticks his head in the PA and yells, “Put the wolume on maximum!”

And that’s really the best thing I can tell you about this new live album. Just stick your head into the speakers, and put the volume on maximum.”

--- Jim Ladd, Radio Personality / Author

	George  THOROGOOD
	Rockin’ My Life Away
	1997
	44:49
	

	George  THOROGOOD
	Half A Boy, Half A Man
	1998
	43:15
	Web Page: http://www.destroyers.com 

George Thorogood [g, v]; Hank Carter [sax, k, g, v]; Bill Blough [b]; Jeff Simon [d, perc].

	TINO
	Two Sides Of A Heart
	1994
	52:12
	hard blues

	TOLEDO
	Fishnets & Cigarettes
	1996
	59:00
	label: Moonshine Music (CA, USA)

Чёрный Tom Waits, в его самом необузданно-агрессивном проявлении.

	Ali Farka  TOURE  [Mali]
	African Blues
	1990
	45:07
	label: Shanachie Records

  “In my village to be a professional musician is a low status. [In Mali, traditionally, it is only members of certain families who are expected to become musicians.]  The griots (traditional musicians) are a group that know everything about music. The monocorde is made only for sacred rituals and I can’t say more. The depth and breadth is so great and my mouth is too small to explain it all! It’s something purely concerned with Africa, for Africa and not outside of Africa. I have to keep that secret.” 

-- A. F. Toure

    Many people hearing Toure’s music for the first time experience a revelation; striking in its individualism, his music simultaneously evokes the ancient traditions of his homeland, Mali, while interpolating guitar licks which sound uncannily like Mississippi Delta blues. Coult it be that the musical traditions Toure draws from influenced American blues, or was he directly inspired by Afro-American blues players? Or perhaps both thoughts are correct. In any case, his singing is warm, sonorous and mesmerizing while his guitar work, augmented by only a percussionist, buzzes and resonates an exquisite rhythmic and melodic counterpoint.

	Ali Farka  TOURE  
	The Source
	1991
	60:34
	label: Hannibal Records

A. F. Toure [v, el&ac g, njarka fiddle, perc]; Toure’s groupe Asko: Affel Bocoum [v]; Hamma Sankare [calabash]; Oumar Toure [congas]; with: Taj Mahal [g] (см.) (#3, 10); Rory McCleod [g] (#3); Nana Tsiboe [perc] (#6); Nitin Sawney [tabla] (#2).

	Ali Farka  TOURE  
	Talking Timbuktu
	1994
	60:06
	Ali Farka TOURE  with Ry COODER

Rykodisc World Circuit

A. F. T.’s Groupe Asco with Ray Cooder & special guests: Clarence ‘Gatemouth’ Brown [g, viola] (см.), Jim Keltner [d], John Patitucci [b].

Ry Cooder [cumbus, mbira, tamboura, el mando-guitar, ac toy guitar, el g, el slide g, el vox g, mandolin, bass g, accordion sample]

    “For some people, when you say ‘Timbuktu’ it is like the end of the world, but that is not true. I am from Timbuktu, and I can tell you we are right at the heart of the world.” — A. F. Toure.

	Pat  TRAVERS
	BBC Live
	77, 80
	63:30
	hard blues

	Pat  TRAVERS
	An Antology      [2CD]
	1990


	65:30

67:05
	compil. 1990

	Pat  TRAVERS
	Boom Boom
	1991
	69:16
	

	Pat  TRAVERS
	Just A Touch
	1993
	49:02
	

	Pat  TRAVERS
	Blues Magnet
	1994
	52:19
	

	Pat  TRAVERS
	Halfway To Somewhere
	1995
	53:17
	

	Joe  TURNER
	The Boss Of The Blues
	1981
	44:22
	

	James Blood  ULMER
	Black & Blues
	1991 
	51:11
	label: DIW

J.B.U. [g, v]; Ronald Drayton [g]; Amin Ali [b]; Grant Calvin Weston [d].

Полный список дисков J.B.U. см. в 'Jazz'

	James Blood  ULMER
	Blues Preacher
	1994 
	62:01
	label: DIW

J.B.Ulmer [g, fl, v]; Ronald Drayton [g]; Mark E. Peterson [b]; Aubrey Dayle [d].

“See, we have rappers and we have R & B, We have blues singers, and jazz singers and classical singers. But what I call this is ‘blues preaching’. This isn’t actually singing, it’s preaching, it’s like putting music to a Baptist minister’s sermon, him standing in the pulpit telling a story, calling out to the congregation and having them answer him back. Like in the first song ‘Cheering’ it’s not so much like singing a song as making a statement. Congregation rise. Let’s cheer the people. Don’t be afraid to love. Take your time, help each other. Because everybody need a little cheering. Blues preaching, you see, it has to come into view in a song in addition to what we would call black music, where the minister could actually stand up with a funk band or a jazz band or a blues band and deliver this same message. So I see myself more as a preacher than a singer, stating things that for me are very truthful or very spiritual in my stories. That’s why I call the record Blues Preacher.

Some of my guitar playing on  B.P.  may sound like it’s poiting to the future, but it’s actually coming from a past event, something that’s rooted in the soil, things that people lived through that are barely remembered... talking about their everyday lives —  some of that old-time religion.”   —  J. B. Ulmer

And for Blood Ulmer, that truth is wound up in the traditional bluesman’s stories of love and redemption, acceptance and betrayal. This blues preacher is a rambling man, a heartbreaker, a man of the spirit and a man of the flesh. A messenger of higher callings, bringing all peoples together in love and acceptance. A sensual healer, looking to make a powerful connection and move on, before the local minister can tie him down to any one woman or the local sheriff gets a mind to load up his backside with buckshot.  — Chip Stern,  Musician.

	(James Blood  ULMER)
	THIRD RAIL:

“South Delta Space Age”
	1997
	51:49
	blues-funk

label: Polystar (New York) www.antillesnet.com 

James Blood Ulmer -- Electric Guitars, Voice

Bill Laswell (см.) -- Bass

Joseph "Zigaboo" Modeliste -- Drums / Percussion

Bernie Worrell (см.) -- Hammond B-3 Organ / Clavinet

Amina Claudine Myers -- Hammond B-3 Organ / Electric Piano / Voice.

Produced by Bill Laswell and James Blood Ulmer. Engineering: Robert Musso.

1 Dusted 7:07 (J. Weaver, J. B. Ulmer, B. Laswell) 

2 Grounded 4:26 (J. B. Ulmer, J. Modeliste, B. Laswell) 

3 Funk All Night 4:51 (J. B. Ulmer) 

4 In The Name Of 5:17 (J. B. Ulmer) 

5 Please Tell Her 3:55 (J. B. Ulmer)

6 Itchin’ 4:48 (J. B. Ulmer)

7 Blues March 7:45 (J. B. Ulmer, J. Modeliste)

8 First Blood 5:22 (J. B. Ulmer)

9 Lord Thank You 8:03 (J. B. Ulmer)

	James Blood  ULMER
	Blue Blood
	2001
	48:22
	label: Innerhythmic (New York)   www.interhythmic.com 

Performed by James 'Blood' Ulmer, Bill Laswell (см.), Bernie Worrell (см.), Jerome 'Big Foot' Brailey, Amina Claudine Myers.

Produced by Bill Laswell & James 'Blood' Ulmer.

Engineered by Robert Musso.

Realization: Bill Laswell.

Как и явствует из названия – блюзовый проект. Аналогичный состав и продакшн – см. тж. выше диск THIRD RAIL.

	Jimmie  VAUGHAN
	Strange Pleasure
	1994
	45:33
	

	Stevie Ray  VAUGHAN                              & DOUBLE  TROUBLE
	In Step
	1989
	41:09
	

	The VAUGHAN  BROTHERS
	Family Style
	1990
	40:50
	(Stevie Ray  &  Jimmie)

	Joe Louis  WALKER
	JLW
	1994
	55:19
	label: Verve

Joe Louis Walker [v, g, slide g, dobro, harmonica, tambourine]; with: James Cotton [harmonica]; Branford Marsalis [t s]; Mike Eppley [p, Hammond]; Henry Oden [b]; Paul Revelli [d]; and oth.
J.L.W. – номинант на 20-ю (1999) ежегодную блюзовую премию имени Уильяма Хенди в категориях: «Блюзмен года», «Современный блюз – альбом года»,  «Современный блюз – лучший вокалист», «Гитара».

	Muddy  ‘Mississippi’  WATERS 
	Folk Singer
	1964
	40:36
	Muddy Waters = McKinley Morgenfield (real name) [1915-83].

Muddy  WATERS - см . тж.: SUPER BLUES
label: Mobile Fidelity Records

	Muddy  ‘Mississippi’  WATERS
	More Real Folk Blues
	1967
	35:09
	

	Muddy  ‘Mississippi’  WATERS
	Electric Mud & More
	1968
	59:59
	

	Muddy  ‘Mississippi’  WATERS
	Fathers And Sons
	1969
	64:34
	

	Muddy  ‘Mississippi’  WATERS
	Goodbye Newport Blues  (live)
	63-69
	61:57
	feat.: J.Cotton, B.Guy, O.Spann

	Muddy  ‘Mississippi’  WATERS
	Woodstock Album
	1975
	43:59
	* * * *  Down Beat

After a remarkable run of almost 30 years, the blues titan bid goodbye to Chess Records in 1975 with this strong recording made in the New York State artists community with help from local luminaries (harmonica maestro Paul Butterfield [cм.], two members of the Band, etc.) and two players in his touring band (guitarist Bob Margolin, pianist Pinetop Perkins). On “Born With Nothing,” Waters’ singing is relaxed, its subtle beauty intertwined with inner ache while his slide guitar details a world of emotional pain. Eight more songs, including a rendition of the r&b anthem “Kansas City” and a previously unissued blues called “Fox Squirrel,” are almost as impressive, the good will among the musicians obvious.  ---   Frank-John Hadley,  Down Beat, april 1996. 

	Muddy  ‘Mississippi’  WATERS
	Unreleased In The West I, II  [2CD]
	live 76
	37:11

38:04
	

	Muddy  ‘Mississippi’  WATERS
	Hard Again
	1977
	45:40
	

	Muddy  ‘Mississippi’  WATERS
	I’m Ready
	1978
	40:32
	

	Muddy  ‘Mississippi’  WATERS
	Live
	1979
	39:38
	

	Muddy  ‘Mississippi’  WATERS
	King Bee
	1981
	40:08
	

	Muddy  ‘Mississippi’  WATERS
	The Warsaw Session
	1976
	
	2 - LP set

M.W. [v,g]; Pinetop Perkins [p]; Luther Johnson [g]; Bob Margolin [g]; Jerry Portnoy [harm]; Calvin Jones [b];  Willie Smith [perc].

	Chuck E. WEISS (& Tom WAITS)
	Extremely Cool
	1999
	47:04
	label: Rykodisc 

e-mail: info@rykodisc.com visit: www.slowriver.com 

“Chuck E. Weiss sings like the devil is chasing him.” – Tom Waits
“Ain’t ya got ears son? That little Jew boy with the big old head be one of the best musicians in this town, this country even.” – Willie Dixon
Tom Waits produced, co-wrote, and performs on legendary L.A. musician Chuck E. Weiss’ first record in 18 years. Weiss honed his craft by playing with the likes of Waits, Willie Dixon, & Lightnin’ Hopkins, and by living the life. He’s the real deal.

Vocals: Chuck E. Weiss, Tom Waits

Guitar: Tom Waits, J.J. Holiday, Tony Gilkyson

Bass: Will McGregor, Rick Vito

Piano: Mike Murphy

Organ and accordion: Jon Herron

Drums and percussion: Nick Vincent, Chuck E. Weiss, Jim Christie

Saxophones: Spyder Mittelman, C.C. Worall

Trumpet: Lee Thornberg

Engineer: Mike Hutchinson

Produced by Tom Waits, Mike Hutchinson, Chuck E. Weiss

	Chuck E. WEISS
	Old Souls & Wolf Tickets
	2002
	52:47 +
	multi-media CD

featuring: Willie Dixon [v, b]; Carey Bell [harmonica]; Buster Benton [g]; Sunnylard Slim [p]; Mike Murphy [p]; a.o.

	Tom  WAITS -- см. в файле 'Rock'
	
	
	
	

	Katie  WEBSTER
	The Swamp Boogie Queen
	1988
	49:42
	label: Alligator

K. W. [v, p, organ] with Silent Partners: Andrew Jones [g]; Russel Jackson [b]; Tony Coleman [d]; guests: Robert Cray [g]; Bonnie Raitt [g, v];  Kim Wilson [harmonica, v]; The Paladins (cм.); The Memphis Horns.

No ordinary artist could have stirred and seasoned this musical gumbo. No ordinary artist could have lived it, in the course of a thirty-year career that began then she was 15. But we’re not talking ordinary artists, the kind who fit comfortably and safely into one well-defined niche. We’re talking Extraordinary. We’re talking Katie Webster. Katie was born to sing and shout and rock out on the 88’s. She obliterates musical categories: she opens her mouth and the walls come tumbling down. Your first reaction is likely to be something like, “Where has this woman been all my life?” Answering that question in full would require a book, but let’s try to hit some of the highlights. Katie was born Kathryn Jewel Thorne in Houston, Texas. Both her parents were pianists, her father moving from ragtime to rocking gospel, her mother inclining to gentler gospel music and European classics. Katie appeared as pianist and occasional vocalist on literally hundreds of 45s for Louisiana labels like Excello, Goldband, and Jin. She learned the zydeco feel working with the king of the squeeze-box, Clifton Chenier(см.). Katie made records of her own as well, regional successes, beginning with a Zinn release in 1957. From 1964 to 1967, Katie Webster toured with Otis Redding, singing her own opening set, backing him on keyboards, and singing duets with him. Since she re-entered the arena as the seventies began, Katie has become a huge hit at blues, jazz, and pop festivals from New Orleans to Nice. (She’d toured Europe 24 times in the last seven years!) Now, with her first album for Alligator, she’s got an American release that lives up to the reams of press from Europe and the praises of fellow musicians, like Robert Cray (“I can’t understand how someone like me can be famous when Katie Webster isn’t”) and Bonnie Raitt (“Katie Webster has the voice of the century.”)  Katie’s piano style, with her father’s driving tone-cluster bass riffs in the left hand and a unique fusion of gospel, blues and boogie colorations in the right, is a model in miniature for her down-home-but-wide-open approach to music. Some folks might find it mystifying that the woman who British blues maven John Broven calls “a female Muddy Waters” would also have fun collaborating, in the studio and on stage, with Cyndi Lauper. But it’s no mystery to Katie Webster. “Nobody taught me how to play jazz and blues and boogie woogie,” she says. “I learned that by listening and having the feel for myself. I didn’t pattern after anybody ‘cause I didn’t want to sound like anybody else. I wanted to develop my own sound.”   —   Robert Palmer.
"Уэбстер — яркий представи​тель южного, из дельты Мисси​сипи, ритм-энд-блюза и в то же время — обладательница стиля совершенно индивидуального, где сочетаются рок-н-ролльный напор, своеобразная техника игры на фортепиано, когда ка​ждая из рук может играть прак​тически независимо друг от дру​га, и, наконец, идущая от госпел особая духоподьемность пения. Сегодня Кэти называют короле​вой болотного буги, но до это​го титула она прошла немалый путь. Музыка вошла в её мир с детства, но если в семье почи​талась и поощрялась музыка госпел, то "дьявольскую" рит​мику    рок-н-ролла или ритм-энд-блюза Кэти осваива​ла нелегально. Потом были го​ды работы со многими видны​ми блюзменами, включая Отиса  Рединга.  Безвременная смерть последнего заставила Кэти умолкнуть лет на десять, однако затем она вернулась к активной концертной и студий​ной работе." --- "Jazz Квадрат"

	Katie  WEBSTER
	No Foolin’
	1991
	45:06
	Katie Webster [v, p, organ]; Vasti Jackson [g]; Raphael Semmes [b]; Morris Jennings [d];   guests: Lonnie Brooks [v, g]; C. J. Chenier [accordion];  horns.

Katie Webster sings the kind of songs more often associated with male blues singers than with women. With a few exceptions (Koko Taylor and Denise LaSalle come to mind), there is an edge to the music she chooses, an edge that a lot of women don’t have. Her songs will never be confused with that plaintive wailing of a woman who’s been hurt and left by her man. Katie sings, “I need love and I need affection, or I’ll find all my good things in the wrong direction.” I saw Katie at the Jazz Fest in New Orleans last year. She not only was playing one of the early shows, before the crowds had started to build, but the night before she had just returned from a month of one-nighters in Europe Jet lag was her close companion. Yet, when she sat down at the piano, all of that fatigue just melted away before her two-fisted piano and what I call her “no foolig” style of singing. In her own song on this new offering, I’m Bad, Katie sings, “I ‘m bad and the whole world knows I’m bad. And I don’t mean like Michael Jackson either.”  Put simply, Katie Webster’s bad!   —   Ed Bradley

	Chuck E. WEISS (& Tom WAITS)
	Extremely Cool
	1999
	47:04
	label: Rykodisc 

e-mail: info@rykodisc.com visit: www.slowriver.com 

“Chuck E. Weiss sings like the devil is chasing him.”

 – Tom Waits
“Ain’t ya got ears son? That little Jew boy with the big old head be one of the best musicians in this town, this country even.”

 – Willie Dixon
Tom Waits produced, co-wrote, and performs on legendary L.A. musician Chuck E. Weiss’ first record in 18 years. Weiss honed his craft by playing with the likes of Waits, Willie Dixon, & Lightnin’ Hopkins, and by living the life. He’s the real deal.

Vocals: Chuck E. Weiss, Tom Waits

Guitar: Tom Waits, J.J. Holiday, Tony Gilkyson

Bass: Will McGregor, Rick Vito

Piano: Mike Murphy

Organ and accordion: Jon Herron

Drums and percussion: Nick Vincent, Chuck E. Weiss, Jim Christie

Saxophones: Spyder Mittelman, C.C. Worall

Trumpet: Lee Thornberg

Engineer: Mike Hutchinson

Produced by Tom Waits, Mike Hutchinson, Chuck E. Weiss

	Junior  WELLS
	Blues Hit Big Town
	1953
	32:20
	label: Delmark (Chicago)

Junior Wells [v, harmonica]; Muddy Waters [g]; Louis Myers / Elmore James [g]; Otis Spann [p]; Willie Dixon [b]; Fred Below / Odie Paine, Jr. [d].

1. Hoodoo Man (3:03)1

2. Cut That Out (2:49)

3. Junior's Wail (2:52)

4. Tomorrow Night (2:25)

5. Ways Like An Angel (3:13)

6. Eagle Rock (2:19)

7. Please Throw This Poor Dog A Bone (2:26)

8. Blues Hit Big Town (2:53)

9. 'Bout The Break Of Day (3:13)

10. So All Alone (3:17)

11. Can't Find My Baby (3:11)

Blues Hit Big Town contains the historic first recordings of Junior Wells. Junior was still a teen​ager at the time of the first session and had replaced Little Walter in the Muddy Waters band. In a Down Beat review Pete Welding said "In their power, directness, unerring taste and utter con​sistency of mood, these may well be the most perfectly distilled examples of Wells' music ever recorded, taking their place alongside of those of Waters, Walter, Wolf and other masters of the period. Five stars". Blues Hit Big Town captures genius emerging from one of the greatest blues personalities and harmonica players of all time. United Records was the first successful black-owned record company. Operated by Leonard Alien, tailor, retired policeman and obviously one of exceptionally wide taste in music, the two labels (United and States) issued some of the best per​formances in the jazz, blues, gospel and R&B idioms between 1951 and '57. Delmark is proud to release this important body of masters, includ​ing many previously unissued, recorded in studios which pioneered high fidelity recording in the '50s.

"He hadn't played any taverns at that time... just around the house and at parties. One night we were at a party near 22nd and Prairie. Arthur 'Big Boy' Spires was there and Louis was playing with him. One of the girls was telling me about this kid on the block who played harmonica. She sent a friend to get him.

He was a rough-looking, hard-time guy, but he seemed very interested in all the music and really glad to meet us and asked if he could play a tune with us.

'OK, if you can play!'

He borrowed a mike to get the sound up with the guitars and he really did a fine job. I had heard Shakey Walter (Big Walter Horton), Harmonica Willie, Sonny Boy Williamson, and a lot of others, but his playing stirred up the whole neighborhood. Everybody came to the party. So many came from the C&T Lounge down the street that the owner sent her bartender up to the party to talk to us. They hired us -- our first job in a tavern. We called ourselves the Deuces."

Dave Myers and his brother Louis thus recall their first meeting with harmonicist Junior Wells in 1950, and what was Junior's first steady job in music. The Deuces played the C&T (at 22nd and Prairie) for four or five months and then went on to several other jobs, eventually adding a drum​mer, changing the name to the Four Aces, and eventually, of course, to just the Aces.

Junior Wells was born in Memphis, Tennesee, on December 9, 1934. His parents farmed for a time near Marion, Arkansas, but Junior's earliest musical experiences involved the bluesmen of Memphis: Howlin' Wolf, B.B. King, and Little Buddy Doyle. Junior Parker lived across the street and gave Junior his first harmonica lessons be​fore Junior came to Chicago with his mother at the age of twelve.

Dave Myers continues: "Later, we were playing at the Hollywood Rendezvous (later Ricky's Show Lounge) at 38th and Indiana. Seven nights a week. One night everybody but me came in late. Junior didn't show up at all. Fred Below was with us by that time and he came in and set up his drums without saying much. By the time Louis was there, Little Walter had come in. He had left town with Muddy Waters a few days before and I won​dered what he was doing back so soon. Then I found out that he and Muddy had broken up and that Muddy had hired Junior. Walter helped us out by playing with us that night and after work the boys kicked up the money a little and Walter was working with us after that."

The Shaw booking agency wanted to book Walter on the road to capitalize on the success of his hit record, "Juke," made and released before Walter had left Muddy. The Aces thus became the Jukes and were fronted by Walter.

The parting of Junior and the Aces must have been amicable, because the following year, when Junior got the opportunity to make his first records for Leonard Alien's States label, on June 8, 1953, he was accompanied by the Aces, augmented by Johnnie Jones on piano and Elmore James for added flavor. [...] –-- Bob Koester

	Junior  WELLS
	Best Of The Vanguard Years
	
	70:03
	label: Vanguard, 1998

#17 - 18 – previously unreleased.

It's the summer of 1966 in Cambridge, Massachusetts. The blues have been discovered by white suburban kids, and they’re flocking to a small folk coffeehouse in Harvard Square called the Club 47. The Paul Butterfield Blues Band had opened the door, Muddy had walked through it, Wolf as well, and numerous country blues men like Mississippi John Hurt and Son House had followed. Every month a folk magazine called Broadside would announce who was coming to town, and if you were one of those suburban white kids caught by the blues bug, you'd check out the listings.

In one June issue there was a picture of a black man with a smooth process blowing the harp. Alongside the photo was a review of Vanguard's Chicago/The Blues/Today! series and a rave about Junior Wells' five tracks on the package. The reviewer ended the article by stating that Junior would be playing at the Club 47 sometime in July. My next call was to the Club 47 to get the exact date so I would be sure not to miss it.

July came around and the night Junior was to play was on a weekend. I piled a couple of my blues-loving-suburban white kid friends into our Ford Galaxle and drove into Cambridge for the show. We got there early, and stood in line for an hour so we could get a seat down in front. As show time approached, Junior's band ambled to the bandstand and did two songs, sort of a warm up to get the crowd ready. And then Junior hit the stage, and our mouth's hit the floor. It was almost as if James Brown had been switched at birth with a Chicago blues man. Not only did Junior have the slick process workin’, he also had on a shiny blue suit with a red shirt!

The visuals were strong, but the sound was even stronger. The bluesiest, funkiest voice I'd ever heard along with the most roaring harmonica these young ears yet experienced. I was mesmerized by Junior's whole persona. Buddy Guy was on guitar and he and Junior would play off each other on the jump songs, with Junior doing a one legged dance a la James Brown. He did a number of songs off the Chicago/The Blues/Today! album, and then started up with some new tunes like "Checking On My Baby." There were maybe 120 people in the club. there was no smoking or drinking, but for an hour and a half we were transformed into a South Side Chicago blues bar. People were just loosing it, and Junior and Buddy worked the crowd for all they were worth.

Junior Wells is the missing link of the blues. He was the younger guy to the older veterans who had schooled him (people like Little Walter, Sonny Boy Williamson, Muddy, and Wolf). But because he was younger, and clearly influenced by R&B, he had a style and sound that modernized the past and brought it into the future.

Born Amos Blackmore on December 9, 1934, Junior was brought up in Memphis, Tennessee. His parents wanted him to pursue a career in gospel, but at the age of twelve he picked up the harmonica, literally, and was arrested for shop lifting. As Junior told interviewer Bob Koester, "I went to the pawnshop to buy a harmonica and the man said it was $2.00. I only had $1.50, but I had to have that harp. He walked away from the counter-left the harp there. So I laid my $1.50 on the counter and picked up the harp. When the trial came up, the judge asked me why I did it. I told him I had to have that harp. The judge asked me to play it, and when I did he gave the man the $.50 and hollered 'Case dismissed'."

Local heroes like Howlin' Wolf, and especially Junior Parker, were idols for Junior to look up to and learn from. In 1946, he followed his mother and moved to Chicago where he quickly made a name for himself on the ghetto streets of the South Side. Because he was too young to play in clubs, Junior would sometime team up with another mentor, Little Walter, and play in the streets. This caused some problems because the team of Little Walter and Junior oftentimes made more money playing on Maxwell Street than band members would make playing four sets at a local juke.

Junior put together his first band when he was fourteen. Initially they were known as the Little Chicago Devils, then the Three Deuces, and later the Three Aces. With two brothers, Louis Myers on guitar and Dave Myers on bass, they would play on any stage or street corner that would have them. However, in 1952 Little Walter was looking to leave Muddy Waters' band, and he appropriated the Three Aces as his backing group and let Junior fill his chair in Muddy’s band. This new exposure also gave him the opportunity to cut his first records, and from 1952-56, Junior recorded a number of sides for the States label.

In 1957, Junior's career was interrupted when he got that tetter from his local draft board. Junior joined the Army, but hated it and went AWOL. "I went into the service, and don't like it," Wells told interviewer Linda Gruno. "I wasn't used to nobody telling me when to go to bed and when to get up, or when to eat. They kept telling me that I had to run across the yard, and saying they were going to make a soldier out of me. And that pissed me off. I just told them, 'Man, I ain’t no soldier, I'm a musician.' It wasn't my scene. I couldn't deal with it. So I kept running off AWOL"

Finally, Junior was given a dishonorable discharge, and off he went to Chicago to pick up the life the Army had so rudely interrupted. In 1958, Wells began playing with Buddy Guy, a partnership that continued on and off for over two decades. He continued to make records for independent blues labels around Chicago, but it wasn't until 1965 that things started to open up for Junior.

First, he recorded a landmark album, Hoodoo Man Blues for Chicago's Delmark label. This is one of the greatest blues albums of the era, and opened Junior up to a whole new audience. When Vanguard approached him to be a part of their Chicago/The Blues/Today! series, he was the lead artist  on Volume One. You can hear those riveting sides as the first five cuts on this CD. Particularly mesmerizing is Junior's spoken word introduction to "Help Me," where he pays tribute to Sonny Boy Williamson in a sincere and heartfelt speech. But then he lets his harp do the talking, and the primal language of the blues communicates more than mere words can ever hope for.

Junior's watershed year continued with his first album for Vanguard, It's My Life, Baby! The next group of songs comes from that incredible album, many of them recorded live at Pepper's Lounge on Chicago's Southside. You can hear Junior work the room on the live sides, while the studio tunes like "Stomach Ache" and "Shake It Baby" showcase the James Brown side of Junior's blues. And for sheer harmonica chops, check out "Slow, Slow" which is a textbook in harp virtuosity.

This CD is rounded out with Wells' version of "I'm Your Hoochie Coochie Man" from his second Vanguard album, Coming At You and two unreleased tracks from those sessions. Junior had added horns to his band at this point, and sometimes they got in the way of his pure blues as his attempts to modernize his sound (again a la James Brown) didn't always succeed. But "Shotgun Blues" and "You Know That I Know" capture the raw essence of the best of Junior Wells.

This is the best of his Vanguard years, and to many of Junior's fans. the cream of his recorded output. After he left Vanguard, he did a number of albums with Buddy Guy for Mercury and Atlantic, but none of them captured the earlier excitement of this dynamic blues duo. Drinking and the hard life of a blues man started to take it's toll on Junior and his recording career lapsed during the rest of the 1970's and 80's. Most recently, he recorded an album for Telarc which contained a brilliant reworking of Tracy Chapman's "Give Me One Good Reason." He also was a featured artist on Van Morrison's 1994 tour which resulted in a spot on Van's live album A Night in San Francisco.

As I write these notes, Junior is not in good shape. He has lapsed in and out of a coma for the last two months, and is not expected to live much longer. Probably the saddest part about the blues is to see the blues men slowly disappear. Junior Wells is, and forever will be, one of the greatest blues harp men who ever lived. He carried a tradition and furthered it to a whole new generation of blues fans. Dim the lights, pour a drink of your favorite beverage, put on this CD, and bask in the glow of Junior's blues. Even though Junior may not be with us much longer, the music he made will never die.

TomVickers

	Junior  WELLS
	Hoodoo Man Blues
	1965
	45:40
	label: Delmark (Chicago)

AMOS ‘JUNIOR’ WELLS, Harmonica/Vocals 

Buddy Guy, Guitar 

Jack Myers, Bass 

Billy Warren, Drums

1. Snatch It Back And Hold It (2:53)

2. Ships On The Ocean (4:07)

3. Good Morning Schoolgirl (3:50)

4. Hound Dog (2:12)

5. In The Wee Hours (3:42)

6. Hey Lawdy Mama (3:10)

7. Hoodoo Man Blues (2:49)

8. Early In The Morning (4:44)

9. We're Ready (3:33) 

10. You Don't Love Me Baby (2:58) 

11. Chitlin Con Carne (2:12)

12. Yonder Wall (4:10)

13. Hoodoo Man Blues, alternate (2:50)

14. Chitlin Con Carne, alternate (3:20)

Hoodoo Man Blues is not only Junior Wells' initial LP appearance, it is damn near the first LP by a Chicago blues band. Chess and a few other labels had reissued 45's by Muddy Waters, Sonny Boy Williamson, Howling Wolf, Jimmy Reed, Elmore James, etc. but virtually no one had tried to cap​ture the Chicago blues sound free of the limitations of juke-box/airplay promotion. Delmark is proud of the part Hoodoo Man Blues played in the popularization of the real Chicago blues and of Junior Wells. But the credit belongs to Junior, Buddy, Jack and Billy — they made the music. We just sat and dug it.

Amos Welts, Jr. was born in John Gaston Hospital in Memphis, Tenn., December 9, 1934. His parents farmed near Marion, Arkansas. The Memphis area was a good place to hear the blues during Wells' youth. Howlin' Wolf, B. B. King, Little Buddy Doyle, Big Walter and others were there. Little Junior Parker lived across the street from Junior and gave him some early lessons after Wells' parents separated. A wild and rebellious Junior Wells followed his mother to Chicago in 1946. He had already discovered that music would be the most important thing in his life.

"I went to this pawnshop downtown and the man had a harmonica priced at $2.00. I got a job on a soda truck . . . played hookey from school . . . worked all week and on Saturday the man gave me a dollar and a half. A dollar and a half! For a whole week of work. I went to the pawnshop and the man said the price was two dollars. I told him I had to have that harp. He walked away from the counter — left the harp there. So I laid my dollar-and-a-half on the counter and picked up the harp. When my trial came up, the judge asked me why I did it. I told him I had to have that harp. The judge asked me to play it and when I did he gave the man the 50c and hollered "Case dismissed!"

This happened in 1948, the year that Junior snuck into the C&T Lounge at 22nd and Prairie where Tampa Red and Johnny Jones were working.

"Tampa was worried because I was too young but Johnny said "Go ahead and let him play" so I did. The Owner put me out so I played in front of the place with my amplifier. The cop on the beat said I better get inside the tavern and play."

The youngster won quick, if begrudging, acceptance on the blues scene where talent is harshly judged but where "anyone can sit in — one time." Junior was welcomed back and was soon working with Tampa, Jones, Big Maceo, and Sunnyland Slim whenever he could get inside.

When his sister was dating a policeman a year or two later, Junior inveigled the couple to take him to Sam Evans' Ebony Lounge on Chicago Avenue where Muddy Waters' great band featured Little Walter and singer-guitarist Jimmy Rogers.

"I went up to Muddy and told him I played harp. He asked me could I play time. Muddy said he'd let me try. Little Walter said: 'That little shrimp.' They stood me on a coke box to reach the mike and I made $45.00 in tips. Walter asked me if I ever played sax before."

When Little Walter left Muddy to capitalize on Juke, Junior Wells was already being featured as an added attraction on some of Muddy's jobs so it was only natural for him to take Walter's place. During this time he made his first recordings for the States label but his career was interrupted by the draft board so one of the sessions was recorded while Junior was AWOL.

When he returned from the army in 1955 he began his family and tried to re-establish himself on the music scene. Willie Dixon introduced him to Mel London, for whom Junior recorded some of his best-selling sides on the Chief and Profile labels, including Messin' With the Kid, Come On In This House, and Little By Little.

Junior's music was first heard in concert presentation at the 1962 University of Chicago Folk Festival, an event which proved premature for both Junior and an audience unused to Chicago's electric blues. Folk critics then present hailed Junior's imitators a few years later but were not equipped to handle such intensity and the old prejudices against amplification still prevailed. By the Fall of 1965, however, Paul Butterfield's first album had appeared, and Junior began to establish himself with the white blues audience in appear​ances at clubs and colleges in the Chicago area and at the Swarthmore College Folk Festival. In 1966 he toured Europe with the American Folk Blues Festival.

	Junior  WELLS
	Southside Blues Jam
	1970
	39:45
	label: Delmark (Chicago), 1992

1. STOP BREAKING DOWN (3:30) 

2. I COULD HAVE HAD RELIGION (3:04) 

3. I JUST WANT TO MAKE LOVE TO YOU (4:45) 

4. BABY, PLEASE LEND ME YOUR LOVE (6:59) 

5. YOU SAY YOU LOVE ME (3:11) 

6. BLUES FOR MAYOR DALEY (5:52) 

7. I WISH I KNEW WHAT I KNOW NOW (4:02) 

8. TROUBLE DON'T LAST ALWAYS (7:48)

RECORDED ON DECEMBER 30. 1969 AND JANUARY 8. 1970

JUNIOR WELLS vocals, harmonica

BUDDY GUY guitar (vocal on track 8)   

OTIS SPANN piano 

EARNEST JOHNSON bass   

FRED BELOW drums

LOUIS MYERS REPLACES BUDDY GUY ON 2 & 7. HE JOINS BUDDY ON 1 & 3 (LOUIS: LEFT CHANNEL, BUDDY: RIGHT CHANNEL)

WE HAVE TRIED TO CAPTURE ON THIS ALBUM WHAT A LISTENER WOULD HEAR ANY MONDAY NIGHT AT THERESA’S BLUES BAR (NOW DEFUNCT) AT 48TH AND INDIANA ON CHICAGO'S SOUTHSIDE. THE BLUE MONDAY REGULARS, INCLUDING BUDDY GUY ARE JOINED BY THE LATE OTIS SPANN, THE GREATEST BLUES PIANIST OF HIS GENERATION, MAKING HIS LAST STUDIO APPEARANCE AND TO WHOM THIS ALBUM IS RESPECTFULLY DEDICATED BY JUNIOR, THE MUSICIANS, AND...THE DELMARK STAFF.

	Junior  WELLS
	Live In Montreux
	1977
	66:04
	JUNIOR WEELS (см. тж. с: James Cotton «Harp Attack»)  &  BUDDY GUY

	Junior  WELLS
	Undisputed Godfather Of  Blues
	1993
	46:27
	label: GBW (Tokyo)

Junior Wells [v, harmonica]; George Bazemore, Ed Wootson [g];  John Kattke [p]; Anthony Morr [b]; Willie Hayes [d]; L. Patton [a s]; Michael Young [t s]; Joseph Burton [trb].

When I was a kid (1950s, 60s), I used to sneak around Chicago night clubs to listen to the Blues, I remember when Junior was billed on the Marquee at McKie's Lounge on Landlady's Nite as Little Junior Wells, along with Little Walter, and Billy Boy Arnold. I stood around the front door just to hear the music coming out. Now, in his fourth decade playing the Blues, Junior is the undisputed 'Godfather of Blues', a status that is acknowledged around the world. Junior Wells' music and life is the very core of Black music. As songwriter, vocalist, harp player, storyteller, life giver and life liver; Junior, like his ancestors before him, has helped to shape the way people think about and play music.

Now, in 1992, it's nothing less than exhilarating to work with someone whose music I've respected since before I was old enough to go into a Blues club.

The following is an excerpt from an interview I did with Junior for The Original Chicago Blues Annual, number 4. This is part of Junior's story told directly from him. Enjoy.

L. McGraw-Beauchamp Chicago Beau (см.), 30 December 1992
Beau : ... going on with your rich life of culture and music. Where do you come from? 

Junior: I come from West Memphis, Arkansas.

Beau: What year were you born ? Junior: 1934.
Beau: And did you do any playing around Memphis? 

Junior: Um, no. I played after I came to Chicago. I came to Chicago in 1941.
Beau: You were quite young when you came here [Chicago]? 

Junior: I was just a kid when I came to Chicago. My mama moved up here. She started working up here at the Illinois Central Railroad. She sent back and got me. She sent back and got one of us at a time. Me (I was the only boy). And I had three sisters who she sent and got one at a time. She got us all up here. And I was messing around with the harmonica, I didn't really do much with it. And I used to go back down on vaction, and that's when I met Rice Miller [Sonny Boy Williamson II ]. And I heard Joe Willie Wilkins and all of em play. And Willie Love and I used to go around and listen to them and I asked Rice, would he teach me how to do some things on the harmonica. So he said. 'Let me see your harp.' And I had one of them old American Ace harps. And he throwed it on the ground and stomped on it. He said, 'Don't never bring no mess like that in front of me. If you want a harmonica, you buy a harmonica, you know. You buy you a harp. Don't come in here with that mess.' Harps wasn't but about 15 cents at the drugstore, you know. They had a Rexall drugstore up there on the highway; and I went up there and got me one.

Beau: In West Memphis ?
Junior: Yeah. And he told me he was gonna show me how if I got a fifth of whiskey for him. And I said, 'Okay' And he said, 'Buy me a drink.'

Beau: When was this, how old were you ?
Junior: That was -- I was 10 years old; 1945. I said, 'What did you say ?' And he said, 'I said, buy me a drink.' And I said, 'Okay, I'll buy you a half-a-pint.' And he said, 'You don't buy me no half-pint. What do I look like to you? You buy me a fifth.' So, I went and got him a fifth of whiskey. And at that time they didn't care whether you was a man or not, down there you bought whiskey wherever you wanted.

Beau: You walk in and buy whiskey ?
Junior: They didn't care who they sold it to, you know. So I buy it for him, and he showed me a couple of licks on the harp. And I didn't get it. He said, 'You ain't never gonna learn how to play no harmonica, you dumb sum bitch. You ain't never gonna learn how to play no harmonica,' he said, 'cause you're too dumb.' He said, 'You see that bottle of whiskey there? You bought if for me, didn't you?' I said. 'Yes.' And he pulled his knife out and licked it and he said, 'If you touch it, I'll cut your damn little throat.' He said, 'Now get out of my face.'

It hurt me, like I mean, just like all this in here stomach, got up in here. I said, 'If I was a man, you wouldn't do that to me.' That hurt me so bad, you know. And years later, after I saw him, after he come to Chicago and stuff, like when I saw him and I was playing harp, he looked at me and he said, 'Junior.' I said, 'Yeah?' He said, 'You want a drink ?' I said. 'No.' He said, 'You don't want a drink because of the way I treated you before.' And I said, 'That's part of it.' I said, 'But you wouldn't do that now.' He said. 'I'm not going to do that to you now.' He said, 'But if I hadn't did what I did to you then, you wouldn't be blowing the harmonica. He said, 'You was determined that you would do it because I told you you were dumb.' He said. 'You knew that, didn't you?' I said, 'I sure did.' After he said what he said to me my anger went away from me. And what he was saying to me was the truth, because I was determined. I was playing hookey [absent] from school and everything else while I was playing that harp. Mama used to come running out through the hallways [vestibules] cause I was running to different hallways trying to blow that harp. And people calling mama and telling her. 'Come over here, cause we can't sleep. Junior over here playing the harp.' And mama come and slap me all upside the head, 'Get out of here and go home.' And all of that stuff.

	Junior  WELLS
	Everybody’s Gettin’ Some
	1995
	56:33
	label: Telarc Records
J. Wells [v, harmonica]; Sonny Landreth [g]; Rico McFarland [g]; Carlos Santana [g]; Dave Torkanowsky [p, k]; Willie Weeks [b]; Brian Jones [d]; Bonnie Raitt [v (#2)]; The Legendary White Trash Horns.

	Junior  WELLS
	Come On In This House
	1996 
	69:20
	label: Telarc Records

J. Wells [v, harmonica]; Herman Ernest III [drums]; Bob Sunda [acoustic bass, 6-str. el. bass]; Jon Cleary [ac. piano]; Tab Benoit [ac. guit];   with guest slide guitarists: Bob Margolin, Corey Harris, Alvin ‘Youngblood’ Hurt, Sonny Landreth, John Mooney (см.).

	Junior  WELLS
	Live At Buddy Guy’s Legends
	1997
	58:06
	label: Telarc Records

Junior Wells [v, harmonica]; Stevie Lizard [g]; Andy Wahllof [g]; Joseph Burton [trb]; Douglas Fagan [sax]; Mike Barber [tp]; Johnny Benny [b]; Vernal Taylor [d]; Ruben P. Alvarez [perc].

	Leslie  WEST
	Dodgin’ The Dirt
	1993
	50:46
	hard blues

	WEST COAST JIVE
	
	1945 - 46
	52:40
	label: Delmark, Apollo Series. (Chicago, IL), 1992.

Cee Pee Johnson -- #1, 5, 8, 12, 15, 18.

Duke Henderson -- #2, 14.

Al ‘Stomp’ Russell Trio -- #3, 10, 13.

Wynonie Harris -- #4, 7, 11.

Frank Haywood -- #6, 16.

Jive, blues and jazz worked hand in hand and enjoyed considerable popularity well into the ‘40s. This was Central Avenue’s heyday when club after club opened during the tremendous build up of war-time industries in California. Here’s an entertaining and always musically viable picture of West Coast Jive during its creative peak.

JIVE has been with us since jazz and blues were born.

It has been enjoyed by audiences right to the present day, although it's jazz association faded in the post-war years. Comedy songs, mugging, uninhibited movement on and off the bandstand helped bring in the crowds and got them to spend money satisfying the hard-eyed club owners. From Louis Armstrong and Bessie Smith, Lonnie Johnson and Victoria Spivey, Cab Galloway, Slim and Slam, Stuff Smith, the Nat King Cole Trio to blues men like Joe Turner, Wynonie Harris, Eddie Vinson and T-Bone Walker -- jive, blues and jazz worked hand in hand and enjoyed considerable popularity well into the forties (and in the hands of major artists like Louis Armstrong, Lionel Hampton and Louis Jordan, well beyond those years).

Central Avenue's nightlife began before World War I when Jelly Roll Morton, Bricktop and others entertained at the Cadillac Cafe on 6th Street. Composer Reb Spikes opened the Dreamland Cafe on 4th Street right after World War I. Curtis Mosby's Apex Club and later Club Alabam on 42nd and Central, were also part of the center of nightlife. However, one went all the way to Watts on Central Avenue to hear T-Bone Walker at the Last Word.

Central Avenue's heyday was the forties when club after club opened as full employment resulted during the tremendous buildup of war​time industries in California. Here is where Nat King Cole and his trio began their road to stardom and brought along in their wake, such talented trios as Al "Stomp" Russell's. Where Russell, Frank Haywood and Duke Henderson came from and what happened to them after the post-war slump of greatly diminished nightlife on the West Coast is unknown at present.

CEE PEE JOHNSON was a teenager in Dallas and the younger brother of veteran trombonist Bert Johnson. Bert's Sharps and Flats band was going on the road in 1933 so Bert took Cee Pee along as a front man. They barnstormed throughout the Southwest for the next two years, joining Ida Cox's show or Irvin C. Miller's Brown Skin Models.
Cee Fee's personality enabled him to take over an established combo and by 1936 he had become the first major star on Central Avenue and enjoyed considerable fame for the next ten years or more. His group appeared in several films including Topper and Tom, Dick and Harry and most of the best West Coast musicians including Marshall and Ernie Royal, Teddy Buckner, Jack McVea and others played in his bands. Cee Pee Johnson's sides feature plenty of Teddy Buckner's Armstrong-inspired trumpet playing, and good tenor work by Buddy Banks. On The "G" Man Got The "T" Man Johnson outlines the perils of the dope dealer, and has a fine time with Miss Jiveola Brown on which the group gets a groove going. Johnson was a frantic, zany performer whose work could never be clearly defined, and with the post​war slump and increasing unemployment, Johnson's career slowly faded away. He pas​sed away some years ago.

WYNONIE "MR. BLUES" HARRIS was a well liked singer and dancer in Omaha where he was born in 1913 and came to Los Angeles driving a car for the Munch auto dealers in 1936 like T-Bone Walker. By 1940 he was a legend along Central Avenue, his battles of the blues with T-Bone drawing turnaway crowds. Both men joined forces with big bands, Walker with Les Hite in 1940 and Harris with Lucky Millinder in 1944 with whom he had his first hit records. Wynonie's work is a joy to hear, his passion for the moment, his uninhibited expressions match​ing the obscene lyrics on Somebody Changed The Lock can only be visualized.
AL "STOMP" RUSSELL easily filled the void left by the constantly rising career of Nat King Cole. This is not to say he was Cole's equal, but that he was a good solid pianist with a smoothly integrated trio of guitar and bass and his work is worth listening to.
FRANK HAYWOOD, who is backed on two sides by the equally obscure pianist Monroe Tucker and an otherwise unidentified group, handled his blues with aplomb. His ability was better than average, and his success, however long it lasted, was due to the widespread and renewed popularity of the blues as carved out by Joe Turner, Eddie Vinson and T-Bone Walker. Nothing is known of Haywood's career or background.
DUKE HENDERSON was not big enough to make a national breakthrough, but well enough thought of to be recorded by Capitol, as well as Apollo, and he benefits from having very strong backing by Lucky Thompson and trumpeter Karl George, both with Count Basie's band at that moment.   Both Duke and Wynonie recorded enough material for Apollo so that they will each have their own full albums soon.
This is an entertaining and always musically viable picture of West Coast Jive during its creative peak.
--- Frank Driggs

	Randy  WESTON

(см. тж. в ‘jazz’ section)
	Volcano Blues
	1993
	54:01
	Feat.: Hamiet Bluiett [bar s], Wallace Roney [tp], Benny Powell [tr], Ted Dunbar [g], Charli Persip [d]; Johnny Copeland [v, ac g]; and oth.

Randy Weston, pianist/ composer, and Melba Liston, arranger, have decided to team up again after yet another successful collaboration on their last effort, “The Spirits of Our Ancestors” (см.). “Volcano Blues” is the current ambitious undertaking by the Weston/ Liston composer/ arranger team. It underscores an element in the music that Randy Weston speaks of whenever he is performing —  the blues!

When it comes to the basics, Randy prefers to stick to them like glue, whether it’s the basics of living or the basics of music. The blues is the basic foundation of our music, particularly the music we call jazz. Randy recognizes, as our Afrikan ancestor did, that God gave us the basics of everything, so that we may learn to appreciate and enjoy simplicity. He said, “The Blues is that wonderful music that is also the most simple and the most direct way that I can think of to communicate simplicity. I can’t think of any other music that can get a message across so clearly and directly. The blues is Afrika’s contribution to American music. It’s probably the most ancient music that has ever existed.” So basic is the blues to the foundation  of jazz music that Randy strongly suggests that learning to play it is a prerequisite to becoming a true jazz musician. “One of the first things we learned growing up in New York is that if you’re going to be a jazz musician, the first thing you better know is that you have to be able to play the blues. If you can’t play the blues, you can’t play jazz, because the blues is the essence of our music.”

What is the blues?

The blues is a music of raw emotion, of unsurpassed emotional depth. It’s a music you can feel down to the bone, to your very soul. It can wrench your gut, make you cry, laugh, and shiver, all at once. But it can bring release and strengthen you, too. Langston Hughes describes the blues in his First Book of Jazz, which he wrote in 1955. “The blues are almost always sad songs... but often there is something about the blues that makes people laugh (in the lyrics). In the blues, behind the sadness there is almost always laughter and strength. Perhaps it is these qualities, carried over from the blues into jazz, that makes people all over the world love this American music.” Another probable reason for its undying popularity is the fact that the blues experience is usually a common experience shared by many. It builds unbreakable bonds between the blues singer or instrumentalist and his or her listeners. The listeners’ response is most likely, “Yea, I know what you talking about. Say it again!” Perhaps that’s why lines are so often repeated, because of this call and response. The blues is a child pining for the love of its mother. Then there’s the “I ain’t got no money” blues; the “I ain’t got no job” blues; the “I lost my man or woman” blues; or the “I’m lonely” blues. A lot of folks can relate to these woes. For Randy Weston and Melba Liston, “Volcano Blues” represents the various types of blues that exsist. For example, this recording begins with a traditional American blues: “Blue Mood”. Randy wanted to start with a T-Bone classic song sung by Johnny Copeland, who is from Texas. Copeland is accompanied by a lone guitar which further enriches the authenticity of this blues song. Directly following is a blues from Afrika itself, “Chalabati”. Randy explains, “We wanted to go from the pure, raw blues of Afrikan-Americans to Afrika itself. And “Chalabati” represents the Gnaoua of Morocco, but it also represents that royalty that we have in Afrikan music. The arrangements that Melba did and the mood of this song reminds me of Afrika at its most majestic time.” Melba Liston’s mastery as an arranger shines on this Afrikan traditional blues. The rhythm of this song is light and playful, not heavy in comparison to its precedent. “Sad Beauty Blues”, written by Randy Weston in the 60’s, represents New York and its harsh reality lifestyle. “The Nafs”, another Randy composition, is a word used by the ancient Sufis to describe the negative forces. Melba’s use of call and response in her arrangements works well here. Hamiet Bluiett on baritone sax adds the right flavor to this composition. “Volcano” was written by Count Basie. Randy describes it as a kind of calypso, a Caribbean blues. It was played by Basie’s band in the 40’s. This is a cheerful, witty arrangements by Melba. “Harvard Blues” is a blues that Randy describes as a pure Count Basie. He first heard it in the early 40’s and had always loved it. Originally, it featured Jimmy Rushing with the Count Basie Orchestra and Don Byas was featured on tenor saxophone. On this tune it’s back to the basics featuring Johnny Copeland’s bluesy down home vocals.  ...   “Blues to Strayhorn” is a Randy Weston composition written for Billy Strayhorn, who was Duke Ellington’s assistant arranger or right hand man, as Randy puts it.  ...   Each song captures a different version of the blues according to the imagination and versatility of Randy Weston and Melba Liston. —  R. E. McNeill, 1993.

	Big Joe  WILLIAMS
	Ramblin’ And Wanderin’ Blues
	1963
	
	LP  (Blues Roots Vol. 5)

Big Joe Williams [g, v].

	Smokey  WILSON
	88th Street Blues
	1995
	47:25
	label: Blind Pig (San Francisco)

Smokey Wilson [lead g, v]; Rod Piazza [harmonica]; Honey Piazza [p]; Hollywood Fats [rh g]; Larry Taylor [b]; Richard Innes [d].

"If flames begin to leap from your CD player when you pop this disc into it, don't dial 911. That's just incendiary Mississippi born guitarist Smokey Wilson, superheating his surroundings as he's done on countless bandstands. These 1983 recordings find Smokey at his fieriest."   --- Bill Dahl

Smokey Wilson has set more than a few Southern California bandstands ablaze with his incendiary guitar work and gruff impassioned vocals during the last 20 years. Such authen​ticity comes quite naturally to Smokey; he honed his sound deep in Mississippi blues coun​try where he was born and raised.

Considering the power and passion of his playing, it's amazing that it took so long for Robert Lee Wilson's smoke signals to be picked up outside his immediate environs. After relocating to L.A. at the relatively advanced age of 35, Smokey operated the Pioneer Club not far from Watts, where he doubled as house bandleader behind locally based heroes Big Joe Turner, Pee Wee Crayton, and Percy Mayfield. He also cut a few albums of his own during this period, including the one you now hold. It was first released on the Murray Brothers label in 1983: three previ​ously unissued bonus cuts have been added to the original package.

Smokey explores his roots most reverentially on this disc. He revives blistering classics from the time-honored repertories of Howlin' Wolf, Jimmy Reed, Elmore James, and John Lee Hooker, and penned the sizzling title track himself. Much of the set's inherent intensity lies in Wilson's all star band: harpist Rod Piazza and his piano-pounding wife Honey are blazing accompanists of the highest order who have amassed a sizable discography themselves. Bassist Larry Taylor and drummer Richard Innes swing innately and the combo is rounded out by impeccable rhythm guitarist Hollywood Fats whose life and career ended much too soon.

If flames start leaping from your CD player when you pop this disc into it, don't dial 911. That's just Smokey Wilson's superheated brand of blues coming your way,

— Bill Dahl

	Smokey  WILSON
	The Man From Mars
	1997
	62:38
	label: Rounder: Bulseye Blues (USA)

Robert Lee ‘Smokey’ Wilson [v, lead g]; Ron Levy (см) [Hammond B-3, ac p]; Andrew ‘Jr. Boy’ Jones [rh g]; Chris Jones [Fender bass]; Charles ‘Sugar Boy’ Jones [d]; Scott Thompson [tp]; Jim Spake [t&bar s].

  «Wilson, a fantastic singer with a deep, gravelly, smokey voice, is also a dynamic, in-the-pocket guitarist.» -- GUITAR WORLD.

  The grit and smoke of the ‘50s delta juke joint atmosphere has never left Wilson. As Smokey himself says, «Wherever I go, I bring the cottonfield with me and I got the juke joint inside me. And I ain’t gonna lose it.»

	Johnny  WINTER
	Serious Business
	1985
	44:24
	label: Alligator Records

J. Winter [g, v]; Ken Saydak [p]; Johnny B. Gayden [b]; Casey Jones [d]; Jon Paris [harmonica].

	Johnny  WINTER
	A Rock N’Roll Collection [2 CD]
	1994
	55:50 51:54
	From editions:  1973, 76, 77, 80, 94. (С диском 'Serious Business' не пересекается)
Texas soul, rock n’roll, and Delta blues – Johnny Winter’s scorching signature imprinted itself on many veins of American roots music as an innovative interpreter of everyone from Robert Johnson to Bob Dylan. This 22-track collection is the cream of Winter’s material from 1969-1980. Featuring six live tracks, an unreleased version of ‘Thirty Days’, an unreleased version of ‘Come On In My Kitchen’, plus 14 other great musical gems for your enjoyment.

	The WORD
	The Word
	2001
	48:12
	label: Ropeadope Records (New York)  www.ropeadope.com 

distributed by Atlantic Records  www.atlantic-records.com 

For some history, see Sacred Steel, Sacred Steel Live and other fine recordings at arhoolie.com

For the word on The Word, see ropeadope.com and whatistheword.com

For more info on these fine artists, go to mmw.net, nmallstars.com and robertrandolph.net

John MEDESKI (см. тж. в 'Jazz') [k] with THE NORTH MISSISSIPPI ALLSTARS: Robert Randolph [pedal steel guitar]; Luther Dickinson [g]; Chris Chew [b]; Cody Dickinson [d, electric washboard].

The word behind The Word

The "gospel record." That's how it was known for about two years back when it was just an idea. And with the fellas that were dreaming this dream, namely John and Luther, lots of great ideas come and go without ever making it out of the moment due to the constraints of time and reality. But the gospel record was blessed from its inception. From the day it was born in the back of a tour bus sometime in '98 the idea had the benefit of divine intervention lurking from all corners. It was meant to be. And when the final sign was sent and received some three years later, the gospel record became a reality. After a long search for the proper name (big up to big Chris) we are all very grateful for having the opportunity to present The Word to you.

The word behind The Word? Great minds think alike, like minds think great. And after spending some time together on the road John and Luther (with obvious nods of approval and enthusiasm from Chris and Cody) started sharing musical influences and dreams. The first sign came upon the discoverv that both camps had Sacred Steel (an obscure release on the Arhoolie label that paid homage to the venerable House of God church's bluesy style of gospel music played on the steel guitar) in heavy rotation. Lightning struck when the idea for an instrumental gospel record crossed their telepathic radar screens. This had to happen. So when the tour ended, the two remained pen pals, studying their History and sharing their musical research.

Somewhere in this pursuit of gospel, Chris Chew (himself a musician born in the church) turned Luther onto a second Arhoolie recording - this one entitled Sacred Steel Live. Track six of this record was an old spiritual entitled "Without God" played by a young newcomer named Robert Randolph. Three notes into hearing this tune for the first time, lightning struck again and Luther would never hear his instrument the same way.

Time passed and the centuries changed. While John and Luther were busy leading bands of their own, news of the "gospel idea" began to spread slowly. At the urging of ropeadope (and the gracious cooperation of the many managers, record labels and various other personalities involved), plans were set to experiment with some recordings. The concept? Turn MMW's Shacklyn Studios into a church for one week. Luther would bring his brothen Cody and Chris, and John would bring long-time collaborator Scotty Hard to man the boards. Everyone would bring a bag (of ideas), the tapes would roll freely, and the rest would be improvised. More time passed.

Two weeks before recording was set to begin, the Allstars were scheduled to play the Bowery Ballroom. By this time, Lather's obsession with Robert Randolph was reaching a fevered pitch - and he still had only heard that one song! Light shined on tins collective path (again) when sometime in late summer, Eric "Roscoe" Amble gets a knock on his studio door from a young pedal steel player named Robert Randolph wanting to record some demos. Roscoe hears this kid who is 22 and living in north Jersey and is simply blown away. He decides to get it down on tape and makes sure to have copies on hand when he hits the road playing guitar for Steve Earle a few weeks later. Coincidentally, while Roscoe gives Robert's demo to Luther (his old friend) as they cross paths on the road, a demo ends up with the folks that book the Bowery Ballroom. With Luther completely unaware until Robert shows up, the Bowery has fatefully arranged for Robert to warm up for the Allstars that very night.

And with John, Luther, Chris and Cody perched 10 feet away, Mr. Robert Randolph and his cousins, the "Family Band," got up on that stage (their first time ever outside of church) and proceeded to burn the house down. A star was bom. The experience was something undeniably special and it was shared by every person in the room, including the gospel crew, who promptly rushed Robert at he left the stage. "Maybe you could sit in with us on this record we're working on?" Lightning had struck for a third time.

So it was October. Indian summer in the city. The center at the universe was living uo to its name as the Mets and Yankees took us all back on a trip through time. The subway series kept all eyes away from Brooklyn. Luther, Cody and Chris flew in from Mississippi and settled into the charming Holiday Inn Chinatown where Cody quickly found a Halloween costume (a Chinese dragon outfit). John just got back from a long tour and was settling back into his East Village digs. Robert was working his day gig as a law clerk so most of the recordings would have to be done it night. 

The gospel began with two days of "rehearsals" - John, Luther, Cody, and Chris doing some musical brainstorming, playing around with different traditional hymns and basically just getting a feel for the general direction. On day three Robert showed up with his guitar and it quickly became obvious that this was going to be more than a concept record - the five guys instantly became a band.

It only took three days to finish the raw tracks. John and Luther remained long after the last notes were recorded. Both were unable to sleep and both were blown away by the music that they had helped create. The tapes were duplicated and everyone went home with a souvenir. Plans were quickly made for this band to reunite for live shows, in the months that ensued, songs were edited, sequenced and mixed by John and Scotty with long distance input from Luther and Cody. A few weeks before the record was set to go to press, big Chris Chew FINALLY named the band, the record, the gospel: the WORD. As Chris was known to say …"can't wait to get to church and get me some of that word!" That's how this story ends – and begins.

Notes on the music

Since the Sacred Steel recordings played a large role setting The Word into motion, it makes sense that they start with songs from that pool. "Joyful Sounds" followed by "Call Him By His Name" kick off the disc. Both the jubilant "Sounds" and its bluesy companion appeared on the first Sacred Steel compilation and were written by the late Glenn Lee. Sadly, Glenn had passed away between the Bowery show and The Word recording sessions. The inclusion of these songs is a fitting tribute to his artistry. "At The Cross" is a House of God church mainstay while "Without God" gives the guys a stab at Robert's signature tune from the Sacred Steel Live release. In the Allstars' tradition of paying homage to their North Mississippi hill country roots, they laid down well known traditional tones "Blood On That Rock," "I Shall Not Be Moved" and "Keep Your Lamp Trimmed and Burning". "Blood" explores the region's lilting fife and drum sounds. "Moved" and "Lamp" were made famous by native sons John Hurt and Fred McDowell, respectively. After the old Albert Brumley chestnut "I'll Fly Away," the last grouping of songs ("Waiting On My Wings" and "Untitled") are originals, composed in the studio and combining the uplifting spirit of traditional gospel with the improvisational exploration for which these artists are known.

	ZZ  TOP
	Eliminator
	1983
	44:28
	heavy blues
label: Lone Wolf (Warner)

	ZZ  TOP
	Afterburner
	1985
	37:36
	

	ZZ  TOP
	Recycler
	1990
	39:53
	

	ZZ  TOP
	Antenna
	1994
	54:52
	

	ZZ  TOP
	XXX
	1999
	49:34
	label: Lone Wolf

website: www.zztop.com 

	ZZ  TOP
	Mescalero
	2003
	66:24 +
	Enhanced CD (2 sessions)
label: Lone Wolf Production (BMG/RCA) www.rcarecords.com
ZZ TOP Website www.zztop.com
for information on the delta blues museum: website www.deltabluesmuseum.org
Billy F. Gibbons [g, v]; Dusty Hill [b, v]; Frank Beard [d].


CAJUN  &  ZYDECO       (Обратите внимание на интересную аналогию: “Brazil: Forro” в секции Latina)

	Nathan  ABSHIRE
	The Great Cajun Accordeonist
	1973-78
	66:11
	cajun

	Nathan  ABSHIRE
	“Pine Grove Blues” /  “The Good Times Are Killing Me”
	
	65:36
	

	ALLIGATOR  STOMP
	Cajun & Zideco Classic Vol. I
	1990
	48:45
	cajun / zydeco

	ALLIGATOR  STOMP
	Cajun & Zideco Classic Vol. II
	1990 
	53:14
	

	ALLIGATOR  STOMP
	Cajun & Zideco Classic Vol. III
	1990 
	61:11
	

	The  BALFA  BROTHERS
	Plays Traditional Cajun Music
	1964
	62:40
	cajun

	BEAUSOLEIL
	Cajun Copla
	1991
	47:48
	cajun

	BEAUSOLEIL
	La Danse de la Vie
	1993
	53:51
	

	BEAUSOLEIL
	L’ Echo
	1994
	53:09
	

	Boozoo  CHAVIS
	Live!
	1994
	46:20
	zydeco

label: Rounder Records      

	Clifton  CHENIER
	I’m Here!
	1982
	34:56
	zydeco

label: Alligator Records       

«Potent and seductive blend... an open invitation to get off your posterior joyous.»  --  ‘The Record’
Великий баянист-певец Клифтон Шенье – один из основателей современной бытовой музыки франкоязычных афроамериканцев Луизианы - так называемого стиля зайдеко (с ударением на первом слоге). Зайдеко, как и наша северная кадриль, в свое время известная в русском фольклоре под старофранцузским названием «ланце», тоже французского происхождения. И если вы можете представить себе нечто среднее между саратовскими страданиями и рок-н-роллом, то зайдеко - для вас. 

--- Дмитрий Ухов

	Clifton  CHENIER
	King Of Zideco
	1984
	45:54
	label: Ace Records 1988

	Clifton  CHENIER
	Frenchin’ The Boogie
	1976
	39:44
	label: Verve

	Clifton  CHENIER
	Zodico Blues & Boogie
	1955-1992
	49:31
	label: Ace Records 1992

	Clifton  CHENIER
	Zydeco Dinamite      [2CD]
	72-82


	56:05

72:51
	Anthology

	L.C.  DONATTO  &  The Zydeco Slippers
	Texas Zydeco
	1995
	53:33
	label: Sarabandas, series: Blues Encore

L.C. Donatto [v, accordion]; 'The Zydeco Slippers': Joseph 'Shirley' Bruno [ribboard]; Sherman Thomas [b]; Gerald 'Pepper' Bates [d].

	Michael  DOUCET  &  BEAUSOLEIL
	Parlez Nous A Boire (Cajun)
	1992
	51:31
	cajun

label: World Network

"The Cajuns are a very resolute and head​strong people ... after a hurricane had de​stroyed their homes and annihilated their very existence, they just strode over to the ruins, saying: 'Well, next time I'd better hammer more nails into the boards ...'."
After decades of apparent inundation by the all-pervading American Mainstream, the obscure and eccentric culture of the French-speaking Cajuns is celebrating a flourishing renaissance in the Louisiana bayous and prairies. And it's hardly surprising. For practically nothing is more meaningful for the identity of the Cajun people, a folk thrown together from countries from all over the world, than their shared, common music.

The grand old gentlemen of Cajun music, Dewey Balfa, Aldus Roger, Walter Mouton or Bois Sec Ardoin, have blown the dust off their fiddles and accordions, and are play​ing to packed houses every Saturday night, throwing  fais-do-do house dances, and releasing brand new recordings of their original and unspoilt tunes.

And the young people, too, with pride and defiance, are standing up for the Cajun way of life, of which the taciturn rhythms of the fiddle, the provocative whimpering of the accordion and the powerfully repeated chants in broad Cajun French, are just as much a part as the jambalaya, hot boudins, and barbecues under the open sky.

Cajun music has the gift of expressing both joy and secret sadness at one and the same time. With the all-conciliating gesture of one of life's more recently established cultures, in the midst of their joy in eating, drinking and dancing, a good pinch of melancholy is sprinkled into the gumbo.
This has much to do, not only with the spe​cifically raw tuning of both fiddle and ac​cordion and the particular chords and harmonics they produce, but also with the earthy humour, invariably found in the mu​sic, as a backdrop for a barbecue, a Satur​day night dance, or a family celebration.

The Cajuns, a verbal corruption of acadians, trace their origins back to the Celtic settlers in Nova Scotia, Canada, formerly known as Acadia. After their farms were burned out by the English in 1755, the surviving Cajuns were dispersed all over the world. Fleeing for decades, they finally discovered a new homeland at the other end of the continent, in French Louisiana. With relative ease, the poor population, consisting of farmers and artisans, integra​ted with the dark-skinned Louisiana Creoles -- emancipated slaves, or gens de couleur from New Orleans and Haiti. The settlers' mutual dependence in the inhospitable swamps led to a unique musical culture. The common French patois, the piquantly-spiced cuisine and the musical Celtic-Caribbean essence, became the bond between groups of Cajuns, with ori​gins in fifteen different nations.

Despite the relative seclusion and noto​rious obstinacy of the populace, the build​ing of new highways and the circulation of nationwide television led to the American way of life, with all its idiosyncrasies and maladies, ultimately finding its way into even the most remote villages of shrimp fishermen and rice plantation workers.

Nevertheless, the shrewd Cajuns still managed to find ways of saving their own traditions from being sold out to the un​popular Yankees.

They augmented the rock'n roll of the 50's and the soul music of the 60's with a couple of fiddles and accordions, interpreted the melodies with heart-rending sentimentality and called the whole thing swamp-pop. Whenever it came to putting a new face on their own culture, the Cajuns have always proved unusually versatile. The ultimate in the perpetual history of adaptation has to be the fresh and saucy Cajun rap song, garnished with fiddles, performed by a local newcomer band.

Until recently, the rustical heritage of Cajun Folk, well-screened from the public media, had been vegetating like an evergreen plant hidden among the verdant undergrowth of the more sensational currents of pop.

After the Second World War, it was the older musicians who kept Cajun music alive by performing at rural weekend dances, active​ly recording for local record producers and occasionally getting the chance to appear on radio and TV. In the 70's, the slackening off of disco and bombastic rock led to a re​newed search for

"authentic" or roots music. Simultaneous to the national rediscovery of the blues, regular Cajun festivals were suddenly launched in Southern Louisiana.

"Cajun" ceased to be a derogatory word and young musicians, proud to be in touch with their cultural roots, encountered a receptive audience.

Since then, the unbroken chain of new​comer talent, from Michael Doucet and Charles Thibodeaux, to Steve Riley. is not merely reproducing the repertoire of the old timers, but is setting standards for the Cajun sound, with new instrumentation and arrangements more in time with the altered socio-cultural conditions in the Bayou.

As opposed to the slow waltz time, the young Cajun bands generally favour the faster two-step rhythms and place more value on a tune being danceable rather than sentimental.

With his efforts at keeping the authenticity of Cajun music from being diluted, despite new innovations, fiddler Michael Doucet is surely the most highly respected contem​porary interpreter of the genre.

Born near Lafayette, Louisiana, in 1955, he was first confronted with practically every musical style other than Cajun: "My mother played clarinet. She loved the jazz of the 30's and 40's, as did my father. He only played the radio. But although my family was very musical, I didn't learn anything specific about my people."

In the beginning, the young musician tried playing the folk rock of Bob Dylan and Pete Seeger on guitar.

After achieving local fame with Zachary Richard and Couteau in a Cajun rock'n roll band, he felt the need to immerse himself deeper in the original music of Louisiana and Acadia.

As in the case of many young Cajuns, his initial feeling of alienation to his own culture and language, that he'd always just taken for granted, gave way to a conscious and almost militant return to the roots. "The Cajun stuff was always there, always in the back of our minds, but it never seemed important enough to bother with."

During a trip to France in 1974, Michael Doucet was inspired to search for the Celtic and non-European sources of French Cajun music.

"In France I saw eight violinists, who played 'Jolie blonde' (the old Cajun song) in the old style. And these were serious young musicians in their twenties, who were trying to develop Cajun music to its full potential. At home, I'd always associated Cajun music with old people and there I began to understand what we actually had and what we stood for. But in Louisiana everything was still slumbering under the surface".

During his years of research, Michael Doucet took private lessons with some of the old cajun fiddle masters, such as Dennis McGee, Dewey Balfa and Canray Fontenot, to name but a few, in order to acquire a better understanding of his cul​ture -- not only musically, but historically and linguistically. That Doucet exchanged his guitar for the traditional instruments of violin and accordion was only logical.

In order to symbolise his demands for an uncompromising recognition of his herit​age, the Cajun adept named his band after a leader of the Acadian resistance move​ment, who was active against his people's exile in 1755: Joseph Broussard, popularly known as "Beausoleil".

"When I founded Beausoleil (in the mid-70's), my idea was to point out all the many possibilities of Cajun music", says Doucet. "I never intended putting Cajun music into one specific category."

Beausoleil's repertoire consequently ex​tends from mediaeval Celtic sonqs to the most modern Cajun hits.

Little by little, however, the group's fully acoustic sound was augmented to include electric guitar, occasionally orqan and syn​thesiser, and even electric bass, as can be heard in the bonus tracks (11-13).
By the late 80's, the once hard-core folkies had evolved into an electrified Cajun rock band, able to pass effortlessly from traditional Cajun sounds into exotic synco​pations and rhythms.

By integrating elements from rock'n roll, blues, funk, calypso and the black variation of Cajun, known as Zydeco, Beausoleil has broken through all of Cajun music's hither​to self-imposed barriers, without ever de​viating from the original ideal of making traditional music.

"I have found dramatic black associations in Cajun music," says Doucet, explaining the blues elements, later diluted into country music in the style of his fellow Cajuns. "Beyond Zydeco, there was a whole scene of black French musicians, who influenced the Cajun sound at the turn of the century."

This CD features Michael Doucet's folk side more prominently than his rock aspect, proving that he is still dedicated to the roots of Cajun music. In view of the brilliant simplicity of his compositions, he still does not ossify into timid conservatism. But far more, with his intricate riffs and daring arrangements, he has awakened a music deliberate in its emo​tional values, out of its long Sleeping Beauty slumber. The fact that the music of Beausoleil is not only conducive to dancing, eating and drinking, but that the "listening pleasure" also gets the at​tention it deserves, is greatly appreciated by many Cajuns.  Michael Doucet's strength lies in fitting together the more modern elements and useful associations from the rich wealth of tradition: With sparkling flutes, Cajun music is torn from its pleasant intoxication, Zydeco is given an unusually light and flowing calypso touch (Zydeco Gris Gris). For the leader of

Beausoleil, swing is also a decisive ele​ment and, in practice, it turns a theoretical association into a finger-snapping ex​perience.

Jonathan Fischer

	Flaco JIMENEZ with LOS CAMINATES
	Flaco's First!
	1995
	76:43
	Tex-Mex

label: Arhoolie (El Cerrito, CA, USA)

Los Caminatos: Leonardo 'Flaco' Jimenez [accordion, v]; Henry Zimmerle [bajo sexto, v]; Roberto Cadena [v]; Roger Herrera [d]; Mike Garza [b].

These 30 selections represent the best half of FLACO JIMENEZ's first recordings as a teenager in chronological order, made in San Antonio between mid-1956 and May 1958. Unfortunately, considerable distortion is evident on many of these selections. The performances however, are delightful examples of this once regional, but now world famous Grammy winning artist and they show off Flaco's already fluid and distinctive accordion style as well as his soulful vocal duets with the even younger song writer and bajo sexto player, Henry Zimmerle.

A NOTE ABOUT THE RECORDINGS:
The selections on this CD represent the best of Flaco Jimenez's very first recordings made when he was only sixteen years old and are of both musical and historical interest to those of us who admire this great regional GRAMMY winning artist. These old recordings are not of the best audio quality and considerable distortion is evident. The original acetates and tapes were lost by the processing company. Only 45 rpm stampers survived and the items heard here were dubbed from 78 and 45 rpm pressings.
All selections were originally recorded and produced by Hymie Wolf for his RIO label in San Antonio, Tx., between mid-1956 and May 1958. The rights to all RIO masters were purchased by Arhoolie Records in 1991 from Mr. Wolfs widow, Jenie Wolf Mieri.
Flaco Jimenez had alerted me to the fact that most of the 78 rpm releases of his RIO recordings, sounded "speeded up" to him and were not in the right keys. So I asked Dix Bruce to join me with his guitar at my variable speed turntable as we checked each disc from which these masters had to be dubbed. Flaco told me that the first cut was in the key of G and the second in the key of C and he gave us the correct keys for several other selections. With those facts as a guide we quickly found that his claim was correct and that many selections were about one half step too fast. At first I had been skeptical of Flaco's claim but as I mentioned this possibility to several people familiar with mastering techniques in the 1950s, I was told that the masters of several Fats Domino records were apparently slowed down while cutting the acetate in order to make the resulting records play faster when heard on a standard 78 rpm turntable. All selections slowed down in the initial mastering process have been readjusted in the remastering process by George Morrow to achieve almost perfect pitch. Most of the 45 rpm releases (or test pressings) from which I dubbed several selections, turned out to be at the correct speed.
(Chris Strachwitz)
During the mid-1950s San Antonio's Mexican American community was in transition. It was a cultural and economic boom period with servicemen from all over the country stationed at Lackland and other Air Force bases. The service industry connected with the military had become a major employer. Job opportunities were abundant and there was plenty of work for musicians to play at dances and private parties for almost every level of society.
During the busy Christmas season of 1955 bass player Mike Garza and drummer Richard Herrera had a number of engagements and dances lined up for their band which went under the name of Melodias Alegres. As popular as the group was, they had just once again lost both their accordionist and guitar player, rather essential members of any San Antonio dance band of the 1950s. Accordionist Emilio Martinez, who used to be the group's leader, suddenly decided to leave town. Mike and Richard, who had contracted most of the jobs, soon found Raul Moreno to take Emilio's place. Raul, however, soon left for greener pastures with Los Tres Reyes, a very popular group under the leadership of composer, singer, and guitarist Daniel Garces. Accordionist Luis Calderon was then recruited by the luckless Mike and Richard. However he soon got married and at his wife's insistence, refused to work on the all-important weekends! For the next six months a man named Joe Martinez filled the accordion chair joined by Willie Conseco on guitar and they played the dances as well as the weekly radio program over KCOR, San Antonio's biggest Spanish language radio station. Just before Christmas, Joe Martinez as well as the guitarist suddenly vanished! In December of 1955, once again, eagerly looking for replacements, Mike and Richard went to El Centre Mercantil, an upstairs establishment, better known as the Radio Club, on Delarosa Street and also known as a hang out for musicians. There they met two young boys who according to one of them "were just hangin' out." Mike and Richard had heard that these two were good on the accordion and the bajo sexto although they had neither heard them in person nor broadcasting over KEXX where the boys were beginning to make a name for themselves as "Leonardo Jimenez y su Caporales." Leonardo and his buddy, Henry Zimmerle were shy young boys who not only played sitting down but also in an older "pure conjunto" style with a repertoire of mainly polkas, rancheras and waltzes. They were however hired on the spot and on that day 16 year old Leonardo "Flaco" Jimenez and 15 year old Henry Zimmerle became professional musicians.
One of the jobs during that first weekend with the band now known as Los Caminantes, was at the Las Vegas Nightclub in San Antonio where the group had been playing regularly on Sunday afternoons, following their 12:30 to 1 PM radio program over KCOR. The club attracted a well-dressed crowd and featured a full orchestra in the evenings. The manager of the club did not approve of the way two of the members of Los Caminantes presented themselves. As Leonardo and Richard remember it: "the whole band got fired because we looked and dressed like Pachucos with baggy pants, big 'straight legs' shoes, T-shirts and wild hairdos. Mike and Richard refused to fire the new young members as the manager had requested and told him that the whole band would rather quit."
Mike Garza and Richard Herrera had been professional musicians for some time who noticed the remarkable energy and talent developing in the two youngsters whom they had just hired. They took the boys under their wing and taught them how to dress nice and even showed them how to tie the knot in their ties. They also told the two boys to stand up when playing, in contrast to their previous jobs where they would sit down in the older, rural manner.
Roberto Cadena hailed from Alton, Texas, and was stationed in the Air Force not far from Laredo. He would often sit in and sing with Los Caminantes at the Mexican restaurant in Breckenridge Park where they played every Sunday afternoon. Roberto had a good voice and was very popular with the crowds and was soon asked to join Los Caminantes as their regular vocalist. Flaco remembers him as a sharp dresser and especially good with the increasingly popular boleros. Flaco and Henry had never played boleros before but quickly learned as their musical education went into high gear.
On May 2, 1956, Los Caminantes, with 17-year old Leonardo Jimenez and Henry Zimmerle as permanent members, made their first recordings for Hymie Wolfs RIO label which he operated out of the back room of his record shop on West Commerce Street. About the same time Los Caminantes were asked to appear every Thursday on Channel 41, KCOR-TV, from 8:30 to 9:30 PM. During the next two years Los Caminantes became the #1 group in San Antonio and their popularity encouraged Mr. Wolf to sometimes keep them in his little studio for days. Flaco recalls: "Wolf wanted a new record out almost every day. We each were paid $8 per song, for a total of $50 per side. The first ones were cut directly to disc/acetate and were only 78s." Soon, in the mid-1950s, the 45 rpm record replaced the 78 and someplace along this time Mr. Wolf purchased a tape recorder. Unfortunately very few tapes of his recordings have survived since they were apparently never returned by the pressing plant who cut the master and processed and pressed the records.
Every Tuesday Los Caminantes would record for RIO—usually just two songs. Sometimes Mr. Wolfwould pickthe songs but usually the guys in the conjunto would select and rehearse them on Mondays. Slowly Henry began to write songs on his own and harmonize with Flaco but they were shy about it. It seemed Roberto was the popular singer with his strong solo voice, especially with the more upscale audiences. Both Henry and Flaco's fathers encouraged the boys to stay with Mike and Richard and learn to become professionals.
Flaco could never remember what tie to wear each night and would therefore hang all his ties from the mirror of his '49 Mercury Ford. It wasn't easy to become a pro and often even embarrassing. One 16th of September, when they were booked to play a fiesta at Salon Torres, just south of San Antonio, they were required to wear dark pants, bow tie and a white coat. Flaco had sent his white coat to a cleaner and picked it up on the way to the gig only to discover that it had shrunk when he tried to put it on! A friend named Joe who happened to be wearing a white coat, came to Flaco's rescue!
These, Flaco's first recordings, show what a remarkably fluid and accomplished accordionist he already was as a teenager. Out of sixty sides recorded for RIO between May of 1956 and May of 1958, when Flaco left Los Caminantes, six were polka instrumentals by Flaco, thirty six songs featured Roberto Cadena, sixteen were sung by Flaco and Henry Zimmerle, and two songs were solo vocals by Henry.
Roberto Cadena was the group's prime vocalist. He also made several records under his own name with other conjuntos accompanying. He was a handsome urban singer with a good solo voice and he overshadowed the two shy young boys who began to harmonize in a more rural tradition. In August of 1956 Flaco and Henry recorded their first vocal duet ("Mis Penas") but had to wait until mid-November to record another one ("Me Siento Abandonado"). Henry Zimmerle composed the songs and he soon became recognized not only as a fine bajo sexto player, but singer and song writer as well.

By May of 1958 Flaco Jimenez had left Los Caminantes because, as he put it, "the other companies were paying better and had better distribution." Flaco had obviously realized that he could make it on his own. He started to record for Manuel Rangel's Corona label who were also marketing his father's (Santiago Jimenez Sr.) music. No one had exclusive contracts however, and Flaco also was soon recording for Jose Morante's Sombrero and Lyra labels (the best of which can be heard on Arhoolie CD/C 396: "Un Mojado Sin Licencia").
From then on Flaco Jimenez's recorded legacy became remarkably prolific. He had become a star in San Antonio. Lack of distribution, however, for most of the labels for which he recorded, contributed to Flaco's relatively unknown status outside the Alamo City. Another factor may have been lack of that magic second voice which was and still is essential to becoming a star on the Norteno or Conjunto scene.
Henry Zimmerle was a natural duet for Flaco but he went solo soon after they both left Los Caminantes. Toby Torres was at times a good second voice—and even better was Fred Ojeda much later. But that magic, perfect, complimentary voice never came around.
Flaco eventually made his markby sheer perseverance and instrumental virtuosity and his incredible talent to fit in with other types of music and reach out to other audiences who may be surprised by these, his first raw, but 100% pure Tejano roots recordings!
(Chris Strachwitz - 1995)

	Beau JOCQUE & the Zydeco Hi-Rollers
	Gonna Take You Downtown
	1996
	55:38
	label: Rounder Records Corp. (USA), http://www.rounder.com 

Beau Jocque [triple-row and five-row button accordions, French accordion, lead voc]; Russel ‘Sly’ Dorion, Sr. [g]; Chuck Bush [b]; Michael Lockett [Hammond B-3, k, perc]; Wilfred ‘Caveman’ Pierre [rubboard]; Steve ‘Skeeta’ Charlot [d].

Who has the funkiest band in the land? With earthshaking vocals, heady instrumental solos and grooves deeper than the Grand Canyon, Beau Jocque and the Zydeco Hi-Rollers make their South Louisiana zydeco the most exciting contemporary dance music you're likely to find. Move your feet or take a seat!

WHEN BEAU JOCQUE & THE ZYDECO HI-ROLLERS LEAVE THEIR HOME IN KINDER, LOUISIANA, and head east on Interstate 10 through the Atchafalaya swamps to the city of New Orleans, they usually end up at Mid City Lanes, home of the weekly "Rock'n'Bowl" zydeco dances. This bowling alley (where it's so quiet you can hear a pin drop) is located at the top of a narrow flight of stairs over a sprawling Thrift City. Standing atop the small riser at one end of the walkway behind the lanes is Beau Jocque -- a big grizzly bear of a man with a drooping moustache, his tiny Cajun button accordion disappearing inside his giant paws.

Beau has a voice to fit his mighty frame—a deep, unearthly bass growl whose only reference points are Mississippi's Howlin' Wolf and South Africa's Mahlathini. No sooner does his squeeze box announce the catchy, high pitched riff for "Gonna Take You Downtown" over his band's hyperactive two step beat than Beau emits a raspy rumble and commands the "Rock'n'Bowl" listeners to "party down!" It sounds like the voice of Moses on the good foot, and who could refuse him? Before long, the bowling alley walkway is so crammed with hip-swiveling dancers that the floor is literally bouncing and buckling eight inches in each direction. It's like dancing on a boat in rough weather.

"Gonna Take You Downtown" is the kick off track on the singer's finest album yet. Producer Scott Billington has finally found a way to combine the raw energy and excitement of the band's live shows with the clarity of a studio recording. The result forces us to no longer think of Beau Jocque & the Zydeco Hi-Rollers as merely a zydeco act or Louisiana act but as one of the very best dance bands in the world.

Great dance music works at both ends of the spine. For the bottom of the spine, it provides a beat so relentless it locks the dancers in its groove. For the top of the spine, it supplies music so surprising that the dancer never gets bored. Some dance acts are relentless and some are surprising, but only a very few are both at the same time. Beau's band is one of those few.

Everything is keyed to Beau's accordion riffs, which drag the beat off the quarter notes and onto dotted eighth notes that push and pull at the listener's pelvis. That beat is reinforced by the double bass-drum kicks and off-beat snare-drum shots of Steve "Skeeta" Charlot and the rubboard scrapings of Wilfred "Caveman" Pierre and slammed home by Russell "Sly" Dorion's chink-a-chink guitar chords and Chuck Bush's throbbing bass lines. Relentless.

The bottom is hypnotic but it would leave the listeners dazed and glazed if there weren't other stimuli in the mix. The foremost stimulus on this album is Beau's voice, a primeval roar that seems to have escaped from unexplored caves and uncharted swamps. Offering a sharp contrast are the high-pitched, hip-hop interjections of Chariot Back and forth they go -- Beau's bear like growls and Chariot's chihuahua-like yelpings -- goading each other into a frenzy of excitement. Adding a funk rock flavor to the sound are the fills and solos added by guitarist Dorion and keyboardist Michael Lockett. The crucial, secret ingredient to the whole thing are the jazzy walking lines played by Bush on his six-string bass; you don't necessarily hear those lines, but it feels as if the floor of the music is in constant, dizzying motion. Surprising.

Back in the mid-'80s, when Beau Jocque was a Kinder Marine vet and electrician known by his birth name of Andrus Espre, he wasn't a big zydecofan; he was more into Santana, ZZ Top, War and James Brown. After undergoing his zydeco conversion experience in 1987, Beau didn't abandon his earlier favorites; he merely added their influence to the sound of his new heroes, Clifton Chenier and Boozoo Chavis. On this album, he takes the 1973 War hit, "Cisco Kid," and makes it fit the button accordion and rubboard so naturally that one suspects it was meant to be a zydeco number. By contrast, he takes Chenier's slow blues, "I'm On the Wonder," and Chavis' rambunctious "Boogie Woogie," and gives them a funk edge that makes them sound like recent "Soul Train" hits.

All these ingredients -- the '70s R&B of War, the classic Creole zydeco of Chenier and the primitive stomp-zydeco of Chavis -- come together on such infectious Beau Jocque compositions as "Kinder 2 Step" and "Going To See Beau Jocque." Perhaps the highlight of the whole album is "Just One Kiss," which boasts a con​tagious little sing along melody and an agitated, push and pull beat that hints at the burning need in Beau's rumbling declaration that he needs "just one more kiss." Just when you think the music couldn't be any more intoxicating, Chariot screams, "Crank it up! Crank it up!" and the band does just that.

---- GEOFFREY HIMES
Geoffrey Himes writes about music for the Washington Post, Rolling Stone, Request, Replay, Country Music Magazine, New Country, Sing Out and the Patuxent Newspapers.

1. GONNA TAKE YOU DOWNTOWN    5:07  (Beau Jocque)

2. CISCO KID  4:52 (Scott)
3. GOING TO SEE BEAU JOCQUE  3:08 (Beau Jocque)

4. I'M ON THE WONDER  6:20 (Clifton Chenier)

5. THE BACK DOOR   2:45 (D.L. Menard)

6. BOOGIE WOOGIE ALL NITE LONG   5:28 (W.Chavis)

7. IT’S SO EASY WHEN YOU'RE BREEZIN'   4:17 (Beau Jocque)

8. A LITTLE LOVE ALWAYS MAKE IT BETTAH 4:48 (Beau Jocque)

9. JUST ONE KISS    4:39 (Beau Jocque)
10. KNOCKIN’ ON HEAVEN’S DOOR   6:58 (Robert Dylan)

11. KINDER 2 STEP   2:45 (Beau Jocque)

bonus cut

12. MAKE IT STANK (special aromatic dance mix) 4:39 (Beau Jocque)

	QUEEN  BEE                                                    & The ZYDECO  AMIGOS
	
	1992
	46:38
	Anna-Lena Winter [lead and harmony vocals]; Bernt Anderrson [accordion, harmonica, piano, mandolin, perc]; Jim Ingvarrson [d]; H. Ohlin [b, l&harm v]; G. Svenningsson [g - s].

“When you reach the broken promised land, Every dream slips through your hand. Then you know it’s too late to change your mind.”

This record is an adventure, not only into the stings and passion of New Orleans and Mississipi delta blues —  but deep into the rhythmic and cultural undercurrents of a vast region of the American South. It’s a musical journey from New Orleans and the Mississipi River west trought the prairies and sugar cane fields of southwest Louisiana, further west to the south Texas border towns. The songs on this record comprise a roadmap of sorts trough this exotic land of Cajuns, Creoles, Chicanos, rednecks and drifters. Peppered with accordions, dobros, guitars and harmonies, this music is essentially rhythm and blues, but so much more as well. QB & ZA have tried to stuff as much as they could fit into a suitcase. Call it Zydeco, swamp pop, conjunto, Texas swing whatever. The accordion riffs here pay homage to the joyous Zydeco sounds of the fabled Saturday night barn dances along the country roads in Lawtell and Eunice, La. Well, it’s not the promised land after all, but it is home to some of the livliest, most passionate, rockingest sounds around. The music of Louisiana, Acadiana, the Texas plains and the border towns. Places even Americans think of as a little “foreign”. But you should feel right at home here. This is the lonesome coyote Tex-Mex Zydeco beach party. Kick off your shoes or pull on your boots, it don’t matter. Just as long as you dance.  —  Chris Rose.

	Belton  RICHARD
	Modern Sound In Cajun Music
	70-74
	68:31
	cajun

	TEX MEX
	Tex-Mex Fiesta
	1994
	71:47
	Texas / Northern Mexico 

label: Arhoolie Records / Ace Records (UK)

INTRODUCTION:

Arhoolie Records is a true champion of the bewildering array of downhome musics of the American people – especially blues, Cajun, zydeco, Tejano/Norteno/Mexican, country, and jazz. Arhoolie was formed by the Californian-based Chris Strachwitz in 1960. Thanks to Strachwitz's commitment, artists such as Lightnin' Hopkins, Clifton Chenier, Fred McDowell and Flaco Jimenez have earned lasting recognition amongst an international audience. In the months ahead our Ace series of Arhoolie recordings, prepared in conjunction with Chris Strachwitz, will feature the major artists and musical styles that have made Arhoolie famous. We start with "Tex-Mex Fiesta".

When World War II ended there had been hardly any recording since 1943, and in the interval the major companies had lost touch with the working class music that had been a significant part of their catalogues in pre-war days. Blues and Cajun music accordingly became the domain of small, hungry, independent operators, ready to record almost anything in the hope that it would sell; and the same thing happened with the music enjoyed by Tejanos (Mexicans domiciled in Texas) and tlie Nortenos of northern Mexico.

Among the most successful of the Texan record companies was Ideal, started in 1946 by Armando Marroquinn with recordings by Carmen y Laura, respectively his wife and her sister, who were representatives of the great duet vocal tradition. He also recorded the first and greatest female star of Tejano music, Lydia Mendoza as well as Narciso Martinez. As the operation expanded and produced many hits, Marroquin and his partner, Paco Betancourt, found the talent of South Texas beating a path to their door. Many years later, in 1990, Arhoolie's Chris Strachwitz, who'd been fascinated by the music for many years, purchased Ideal from its then owner, John Phillips. As Chris remembers: "I felt Mexican music had that country sound, that haunting sound. They did something with the accordion that no Lawrence Welk ever attempted. It was a totally different sound from what Europeans evolved the accordion into; it has such lilting rhythms, and it had that south-west feel all over it. And then that two voice singing – I just find it hauntingly appealing."

Among the artists recorded by Arhoolie was Flaco Jimenez, the biggest Tejano name among Angles, thanks to Ry Cooder, and to Peter Rowan and Los Lobos, whose, version of ''Ay Te Dejo En San Antonio" has featured in two movies. [The song was composed by Flaco's father, Santiago Jimenez, and Los Lobos learned it from the Senior Jimenez version on Arhoolie.] He's never been quite so big among his own people. Strachwitz notes that "Flaco's music was always very local, and I think the reason for it is that he didn't have the right duetto, the right second voice, and that's the key to all conjuntos."

It's all relative though; if Flaco's not the best, think how good the best must be!

This CD samples some of the best conjuntos recorded by Arhoolie and some of Ideal's greatest stars, among them early artists like saxophonists Beto Villa and Isidro Lopez ('El Indio') making the transition from orquesta tipica to conjunto, and killer duettists Los Pavos Reales (The Peacocks). Freddy Fender translates the blues into Spanish, and shows why his stardom in both Mexican and Country music couldn't be thwarted, even by three years in the pen for possession of a couple of joints. Steve Jordan, still a star today, is here stunningly partnered by his then wife, Virginia. The music blends the sounds of Mexico with the influence of other Texans: Anglo-and-Afro-Americans, and those of German, Italian and Czech descent. (The accordion, trademark of conjunto, came from the Germans in the nineteenth century.) Latin-America, Cuba, big band swing, country and western ('ranchera' means a cowboy song), K&B – all these and more are in the mix, along with the dances of the New World and the Old – guarachas and polkas, redovas and a very South American cumbia from the great innovator Valerio Longoria. There are few musics better suited to having a good time; few, too are better at the expression of deep emotion, as on Los Pinguinos del Norte's corrido of homesickness, 'El Desesperado'. That way, the bad times become the good times; pour another tequila, and prepare to experience one of the world's great blue collar sounds.

CHRIS SMITH 1994

Quotes from Chris Strachwitz interview by John Broven, April 1994

	Buckwheat  ZYDECO
	Turning Point
	1983
	40:30
	 zydeco

	Buckwheat  ZYDECO
	Waitin’ For My Ya Ya
	1985
	44:32
	

	Buckwheat  ZYDECO
	Taking It Home
	1988
	36:59
	

	Buckwheat  ZYDECO
	“100% Fortified Zydeco”
	1988 
	40:54
	

	Buckwheat  ZYDECO
	Where There’s Smoke There’s Fire
	1990
	41:36
	

	Buckwheat  ZYDECO
	Five Card Stud
	1994
	34:50
	


