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The faces of 1930s New York jazz. Top row, Bunny Berigan, Adrian Rollini, Buddy Rich, Roy Eldridge; 2nd row, Put-
ney Dandridge, Joe Marsala, Rex Stewart, Willie “the Lion” Smith; 3rd row, Sharkey Bonano, Louis Prima, Frankie 

Newton, Johnny Hodges; 4th row, Mike Riley & Eddie Farley, Teddy Wilson, Stuff Smith, Wingy Manone 
 

THE RECORDINGS 
CD 1 
Wingy Manone & his Orchestra 
May 2, 1934 
Wingy Manone (tp,vcl) Matty Matlock (cl) Eddie Miller (ts) Gil Bowers (p) Nappy Lamare (g,vcl) Harry Goodman (b) Ray 
Bauduc (d) 

1. No Calling Card (Joe Manone) 
2. Walking The Streets (Until My Baby Comes Home) (Joe Manone) 

Aug 15, 1934 
Wingy Manone (tp,vcl) Dicky Wells (tb) Artie Shaw (cl) Bud Freeman (ts) Teddy Wilson (p) Frank Victor (g) John Kirby (b) 
Kaiser Marshall (d) 

3. Easy Like (Joe Manone) 
4. In The Slot (Manone-Mills) 
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New Orleans Rhythm Kings 
Jun 18, 1934 
Wingy Manone (tp) Floyd O'Brien (tb) Matty Matlock (cl) Eddie Miller (ts) Gil Bowers (p) Nappy Lamare (g) Benny Pottle (b) 
Ray Bauduc or Bob White (d) 

5. Panama (William Tyers) 

Sep 12, 1934 
Wingy Manone (tp) George Brunies (tb) Sidney Arodin (cl) Terry Shand (p) Benny Pottle (b) Bob White (d) 

6. San Antonio Shout (Sid Arodin-Terry Shand) 
7. Tin Roof Blues (Walter Melrose) 
8. Jazz It Blues [Jazz Me Blues] (Tom Delaney) 

 

Louis Prima & his New Orleans Gang 
Sep 27, 1934 
Louis Prima (tp) George Brunies (tb) Sidney Arodin (cl) Claude Thornhill (p) George Van Eps (g) Artie Shapiro (b) Stan 
King (d) 

9. Jamaica Shout (Horace Henderson) 
10. 'Long About Midnight (Alex Hill-Irving Mills) 

Nov 1, 1934 
Louis Prima (tp,vcl) George Brunies (tb,speech) Sidney Arodin (cl) Claude Thornhill (p) George Van Eps (g) Benny Pottle 
(b) Stan King (d) 
11. Let’s Have a Jubilee (Alex Hill-Irving Mills) 
12. I Still Want You (Prima-Mills) 
13. (Looks Like I'm) Breakin' The Ice (Cavanauigh-McCarthy-Weldon) 
14. Sing It 'Way Down Low (Hoagy Carmichael-Jo Trent) 

Dec 26, 1934 
Louis Prima (tp,vcl) George Brunies (tb,talk) Eddie Miller (cl,ts) Claude Thornhill (p) Nappy Lamare (g) Benny Pottle (b) 
Stan King (d) 
15. House Rent Party Blues (Alex Hill-Irving Mills) 
16. It's The Rhythm In Me (Prima-Mills) 
17. Worry Blues (Prima-Mills) 

May 17, 1935 
Louis Prima (tp,vcl) Pee Wee Russell (cl) Frank Pinero (p) Garry McAdams (g) Jack Ryan (b) Sam Weiss (d) 
18. The Lady in Red (Allie Wrubel-Mort Dixon) 

 

Wingy Manone & his Orchestra 
Jan 15, 1935 
Wingy Manone (tp,vcl) Matty Matlock (cl) Eddie Miller (ts) Gil Bowers (p) Nappy Lamare (g,talk) Harry Goodman (b) Ray 
Bauduc (d) 
19. Nickel in the Slot (Joe Manone) 
20. Swing, Brother, Swing (C. Williams-Walt Bishop-Lew Raymnond) 
21. On The Good Ship Lollipop (Richard Whiting-Sid Clare) 

Apr 8, 1935 
Wingy Manone (tp,vcl) Matty Matlock (cl) Eddie Miller (ts) Gil Bowers (p) Nappy Lamare (g,talk) Harry Goodman (b) Ray 
Bauduc (d) 
22. About A Quarter To Nine (Warren-Dubin) 
23. Let's Spill The Beans (Harry Revel-Mack Gordon) 

 

Duke Ellington Sextet 
Mar 5, 1935 
Rex Stewart (cnt) Johnny Hodges (as,sop) Harry Carney (bar,cl,b-cl) Duke Ellington (p) Billy Taylor, Sr., Wellman Braud 
(b) 
24. Indigo Echoes (Ellington-Mills) 

 

Willie “The Lion” Smith and his Cubs 
Apr 23, 1935 
Ed Allen (cnt) Cecil Scott (cl,ts) Willie The Lion Smith (p,vcl) Willie Williams (wbd) 
25. There’s Gonna Be the Devil to Pay (Emmerich-Hueston) 
26. Streamline Gal (Scott-Smith-Williams) 
27. Harlem Joys (Smith-Williams-Bishop) 

May 22, 1935 
28. Swing, Brother, Swing (Raymond-Bishop-Williams) 

 
CD 2 
Gene Gifford & his Orchestra 
May 13, 1935 
Bunny Berigan-T, Morey Sammuel-Tb, Matty Matlock-Cl, Bud Freeman-Ts, Claude Thornhill-P, Dick McDonough-G, Pete 
Peterson-B, Ray Bauduc-D, Wingy Manone-Voc, Gene Gifford/Dir/Arr 

1. Nothin’ But the Blues (Gifford-Bishop-Manone) 
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2. Dizzy Glide (Gene Gifford-Winston Tharp) 
 

Putney Dandridge & his Orchestra 
Mar 25, 1935 
Herman Autrey (tp) Gene Sedric (cl,ts) Putney Dandridge (p,celeste,vcl) Al Casey (g) Henry Turner (b) Harry Dial (d) 

3. You’re a Heavenly Thing (Little Jack Little-Joe Young) 
4. Mr. Bluebird (Hoagy Carmichael) 

Jun 25, 1935 
Roy Eldridge (tp) Chu Berry (ts) Putney Dandridge (p,vcl) Harry Grey (p) Nappy Lamare (g) Artie Bernstein (b) Bill Beason 
(d) 

5. Nagasaki (Mort Dixon-Harry Warren) 
6. Chasing Shadows (Benny Davis-Oliver Silver) 
7. When I Grow Too Old to Dream (Romberg-Hammerstein) 

Aug 2, 1935 
Henry Red Allen (tp) Buster Bailey (cl) Teddy Wilson (p) Lawrence "Larry" Lucie (g) John Kirby (b) Walter Johnson (d) Put-
ney Dandridge (vcl) 

8. I’m in the Mood for Love (McHugh-Fields) 
9. Isn’t This a Lovely Day? (Irving Berlin) 

10. Cheek to Cheek (Irving Berlin) 
11. That’s What You Think (Pinky Tomlin) 
12. Shine (Lew Brown-Ford Dabney-Cecil Mack) 

Jul 21, 1936 
Wallace Jones (tp) Charlie Frazier (ts) Ram Ramirez (p) Arnold Adams (g) Mack Walker (b) Slick Jones (d) Putney Dan-
dridge (vcl) 
13. Cross Patch (Vee Lawnhurst-Tot Seymour) 

Sep 1, 1936 
Henry Red Allen (tp) Joe Marsala (cl,as) Clyde Hart (p) Eddie Condon (g) John Kirby (b) Cozy Cole (d) Putney Dandridge 
(vcl) 
14. Sing, Baby, Sing (Jack Yellen-Channing Pollack) 

 

Joe Venuti’s Blue Four 
Mar 20, 1935 
Arthur Rollini (cl,ts) Adrian Rollini (bassax,vib) Fulton McGrath (p) Joe Venuti (vln) Frank Victor (g) Victor Engle (d) 
15. Tap Room Blues (Adrian Rollini) 

 

Adrian Rollini & his Tap Room Gang 
Wingy Manone (tp) Joe Marsala (cl,as) Adrian Rollini (bassax,vib,xyl) Putney Dandridge (p, voc) Carmen Mastren (g) Sid 
Weiss (b) Sam Weiss (d) Jeanne Burns (voc) Jun 14, 1935 
16. Bouncin’ in Rhythm (Manone-Mills) 
17. I Got A Need For You (Jeanne Burns) 
18. Weather Man (Irving Caesar-Newell Chase) 
19. Nagasaki (Mort Dixon-Harry Warren) 
20. Honeysuckle Rose (Waller-Razaf) 
21. Jazz O' Jazz (Jeanne Burns) 

 

Red McKenzie & his Rhythm Kings 
Jul 12, 1935 
Red McKenzie (vcl,comb) Eddie Farley (tp) Mike Riley (tb) Slats Young (cl,ts) Conrad Lanoue (p) Eddie Condon (g) George 
Yorke (b) Johnny Powell (d) 
22. Murder In The Moonlight (It's Love In The First Degree) (Pete & Sam Wending) 

 
Aug 5, 1935 
Red McKenzie (vcl,comb) Eddie Condon (g) Eddie Farley (tp) Mike Riley (tb) Slats Long (cl,ts) Conrad Lanoue (p) George 
Yorke (b) Stan King (d) 
23. That’s What You Think (Pinky Tomlin-Coy Poe-Ray Jasper) 

 
Mike Riley & Eddie Farley and Their Onyx Club Boys 
September 25, 1935 
Eddie Farley (tp) Mike Riley (tb,mel,dir) Frank Langone (cl) Frank Froeba (p) Arthur Ens (g) George Yorke (b) Victor Engle 
(d) 
24. Looking for Love (Riley-Farley) 
25. South (Bennie Moten-Tubby Hayes) 
26. The Music Goes “Round and ‘Round (Riley-Farley) 

 
Bob Howard and his Orchestra 
Oct 17, 1935 
Bob Howard (vcl) acc by Eddie Farley (tp) Mike Riley (tb) Slats Long (cl) Frank Froeba (p) Arthur Ens (g) George Yorke (b) 
Victor Engle (d) 
27. Give Me a Break, Baby (unknown) 
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Feb 10, 1936 
Bob Howard (vcl) acc by Bunny Berigan (tp) Al Philburn (tb) Paul Ricci (cl) Frank Signorelli (p) Dave Barbour (g) Pete Pe-
terson (b) Stan King (d) 
28. Spreadin’ Rhythm Around (Ted Koehler-Jimmy McHugh) 

 
CD 3 
The Riley-Farley Onyx Club Boys 
Eddie Farley (tp) Mike Riley (tb,mel,vcl,dir) Frank Langone (cl) Conrad Lanoue (p) Arthur Ens (g) George Yorke (b) Victor 
Engle (d) Jan 17, 1936 

1. I’m Gonna Clap My Hands (Riley-Farley) 
 
The Little Ramblers 
Jul 31, 1935 
Chris Griffin (tp) unknown (tb) Sid Stoneburn (cl) Adrian Rollini (p,cel) unknown g, b, d, Fred McElmurry (vcl) 

2. Truckin’ (Rube Bloom-Ted Koehler) 
3. Cotton (unknown) 

October 5, 1935 
Ward Pinkett (tp,vcl) Albert Nicholas (cl) Jack Russin (p) Adrian Rollini (vib) Danny Barker (g) Joe Watts (b) Sam Weiss (d) 

4. I’m on a See-Saw (Vivian Ellis) 
5. I’m Painting the Town Red (Sam Stept-Charles Tobias) 

Nov 26, 1935 
Cliff Weston (tp) [on label as Ed Kirkeby (tp,vcl) ] unknown (tb) Sid Stoneburn (cl) unknown ts, poss. Adrian Rollini (ts) or 
Fred Fallensby (ts) unknown p,b, Sam Weiss (d) Ted Wallace (vcl) Charlie Bush (dir) 

6. You Hit the Spot (Gordon-Revel) 
7. Life Begins at Sweet Sixteen (Ray Henderson-Jack Yellen) 
8. I’m the Fellow That Loves You (Henderson-Yellen) 

Dec 27, 1935 
Bill Dillard (tp,vcl) Albert Nicholas (cl) Adrian Rollini (vib) Jack Russin (p) Danny Barker (g) Joe Watts (b) Sam Weiss (d) 

9. The Music Goes “Round and ‘Round (Riley-Farley) 
 
The Delta Four 
Roy Eldridge (tp) Joe Marsala (cl) Carmen Mastren (g) Sid Weiss (b) NY, Dec 20, 1935 
10. Swingin’ on the Famous Door (Roy Eldridge) 
11. Farewell Blues (Schoebel-Mares-Roppolo) 

 
Teddy Wilson & his Orchestra 
Dec 3, 1935 
Dick Clark (tp) Tom Mace (cl) Johnny Hodges (as) Teddy Wilson (p) Dave Barbour (g) Grachan Moncur (b) Cozy Cole (d) 
12. Sugar Plum (Kahn-Johnston) 

Jan 30, 1936 
Chris Griffin (tp) Rudy Powell (cl) Teddy McRae (ts) Teddy Wilson (p) John Trueheart (g) Grachan Moncur (b) Cozy Cole (d) 
13. Rhythm in My Nursery Rhymes (Sammy Cahn-Don Raye) 

March 17, 1936 
Frank Newton (tp) Benny Morton (tb) Jerry Blake (cl,as) Teddy McRae (ts) Teddy Wilson (p) John Trueheart (g) Leemie 
Stanfield (b) Cozy Cole (d) Ella Fitzgerald (voc) 
14. Christopher Columbus (Chu Berry-Andy Razaf) 
15. My Melancholy Baby (Ernie Burnett-George Norton) 

May 14, 1936 
Roy Eldridge (tp,vcl) Buster Bailey (cl) Chu Berry (ts) Teddy Wilson (p) Bob Lessey (g) Israel Crosby (b) Sidney Catlett (d) 
16. Mary Had a Little Lamb (Malneck-Symes) 
17. Too Good to Be True (Clay Boland) 
18. Warming Up (Teddy Wilson) 
19, Blues in C# Minor (Teddy Wilson) 

Jun 30, 1936 
Jonah Jones (tp) Johnny Hodges (as) Harry Carney (bar) Teddy Wilson (p) Lawrence ''Larry'' Lucie (g) John Kirby (b) Cozy 
Cole (d) 
20. Why Do I Lie to Myself About You? (Davis-Coots) 

Aug 24, 1936 
Chris Griffin (tp) Vido Musso (ts) Teddy Wilson (p) Allen Reuss (g) Harry Goodman (b) Gene Krupa (d) Lionel Hampton 
(vib) Red Harper (vcl) 
21. Sing, Baby, Sing (Yellen-Pollack) 

 
Dick Stabile & his Orchestra 
Bunny Berigan, Eddie Farley (tp) Mike Riley (tb) Dick Stabile (cl,as) Chauncey Gray (p) unknown g, b and d, Billy Wilson 
(vcl) Jan 29, 1936 
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22. Deep Elem Blues (Bob & Joe Shelton) 
23. Just Because (Bob & Joe Shelton-Sid Robin) 

 
Bunny Berigan & his Boys 
Feb 24, 1936 
Bunny Berigan (tp) Bud Freeman, Forrest Crawford (ts) Artie Shaw (cl) Joe Bushkin (p) Eddie Condon (g) Mort Stuhlmaker 
(b) Dave Tough (d) Chick Bullock (vcl) 
24. It’s Been So Long (Walter Donaldson-Harold Adamson) 
25. I’d Rather Lead a Band (Irving Berlin) 

Apr 13, 1936 
Bunny Berigan (tp) Artie Shaw (cl) Forrest Crawford (ts) Joe Bushkin (p) Tommy Felline (g) Mort Stuhlmaker (b) Stan King 
(d) Chick Bullock (vcl) 
26. Rhythm Saved the World (Sammy Cahn-Saul Chaplin) 

 
CD 4 
Bunny Berigan & his Boys 
Jun 9, 1936 
Bunny Berigan (tp) Jack Lacey (tb) Slats Long (cl) Joe Bushkin (p) Eddie Condon (g) Mort Stuhlmaker (b) Cozy Cole (d) 
Chick Bullock (vcl) 

1. If I Had My Way (James Kendis-Lou Klein) 
 
Dick McDonough & his Orchestra 
Bunny Berigan (tp) prob Toots Mondello (cl,as) Larry Binyon (cl,ts) Adrian Rollini (bassax,vib) Sammy Prager (p) Dick 
McDonough (g) Paul Prince (b) Cozy Cole (d) Buddy Clark (voc) Aug 4, 1936 

2. Darnanella (Felix Bernard-Johnny Black) 
3. It Ain’t Right (Bob Rothberg-Joseph Meyer) 
4. Between the Devil and the Deep Blue Sea (Harold Arlen) 

 
Frank Froeba & his Swing Band 
Bunny Berigan (tp) Joe Marsala (cl) Art Drellinger (ts) Frank Froeba (p) Bobby Bennett (g) Artie Shapiro (b) Cozy Cole (d) 
Midge Williams (vcl) Aug 27, 1936 

5. Whatcha Gonna Do When There Ain’t No Swing? (Frank Froeba) 
6. Organ Grinder’s Swing (Will Hudson-Mitchell Parish) 

 
Louis Prima and his New Orleans Gang 
Louis Prima (tp,vcl) Pee Wee Russell (cl) Joe Catalyne (ts) Frank Pinero (p) Garry McAdams (g) Jack Ryan (b) George 
Pemberty (d) February 28, 1936 

7. Sing, Sing, Sing (Louis Prima) 
8. Alice Blue Gown (Harry Tierney-Joseph McCarthy) 

 
Stuff Smith & his Onyx Club Boys 
Feb 11, 1936 
Jonah Jones (tp, voc) Stuff Smith (vln, vcl) Raymond Smith (p) Bobby Bennett (g) Mack Walker (b) John Washington (d) 

9. I Hope Gabriel Likes My Music (Dave Franklin) 
10. I’se A-Muggin’ (Stuff Smith) 
11. I’m Putting All My Eggs in One Basket (Irving Berlin) 

Mar 13, 1936 
Jonah Jones (tp) Stuff Smith (vln, vcl) James Sherman (p) Bobby Bennett (g) Mack Walker (b) Cozy Cole (d) 
12, You’se a Viper (Stuff Smith) 
13. I Don’t Want to Make History (Ralph Rainger-Leo Robin) 

July 1, 1936 
Jonah Jones (tp) Stuff Smith (vln, vcl) Raymond Smith (p) Bobby Bennett (g) Mack Walker (b) John Washington (d) 
14. Old Joe’s Hittin’ the Jug (Palmer-Stride) 

August 31, 1936 
Jonah Jones (tp,vcl) Stuff Smith (vln,vcl) Raymond Smith (p) Bobby Bennett (g) Mack Walker (b) John Washington (d) 
JJ,SS,ens (vcl) 
15. Knock Knock, Who’s There? (Vincent Lopez-Bill Davies-Johnny Morris-Bill Tyson) 
16. Here Comes the Man With the Jive (Smith-Palmer) 

May 4, 1937 
Jonah Jones (tp) Buster Bailey (cl) Stuff Smith (vln,vcl) Clyde Hart (p) Bobby Bennett (g) Mack Walker (b) Cozy Cole (d) 
17. Twilight in Turkey (Raymond Scott) 
18. Onyx Club Spree (Stuff Smith) 
19. Where is the Sun? (David Lee-John Redmond) 
20. Upstairs (Stuff Smith) 

 
Mezz Mezzrow & his Swing Gang 
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Frank Newton (tp) Mezz Mezzrow (cl) Bud Freeman (ts) Willie "The Lion" Smith (p) Al Casey (g) Wellman Braud (b) George 
Stafford (d) Mar 12, 1936 
21. Lost (Phil Ohman-Macy Teetor-Johnny Mercer) 
22. Mutiny in the Parlor (Von Lawnhurst-Ed Heyman) 
23. The Panic is On (Hezekiah Jenkins) 
24. I’se A-Muggin’ (Pt 1) (Stuff Smith) 

 
Tempo King & his Kings of Tempo 
Aug 21, 1936 
Marty Marsala (tp) Joe Marsala (cl) Queenie Ada Rubin (p) Eddie Condon (g) Mort Stuhlmaker (b) Stan King (d) Tempo 
King (vcl,ldr) 
25. Bojangles of Harlem (Jerome Kern-Dorothy Fields) 
26. I’ll Sing You a Thousand Love Songs (Al Dubin-Harry Warren) 
27. Organ Grinder’s Swing (Will Hudson-Mitchell Parish) 

 
CD 5 
Tempo King & his Kings of Tempo 
Aug 21, 1936 
Marty Marsala (tp) Joe Marsala (cl) Queenie Ada Rubin (p) Eddie Condon (g) Mort Stuhlmaker (b) Stan King (d) Tempo 
King (vcl,ldr) 

1. Papa Tree Top Tall (Hoagy Carmichael-Stanley Adams) 
2. I’d Do Anything for You (Lew Pollack-Cliff Friend) 

Sept 11, 1936 
3. We Can Huddle at Home (Paul Denniker-Harry Kogen-White Burke) 
4. You’re Giving Me a Song and Dance (Milton Ager-Marty Symes) 
5. Sweet Adeline (Harry Armstrong) 

Nov 17, 1936 
6. Keepin’ Out of Mischief Now (Waller-Razaf) 
7. Hey! Hey! Your Cares Away (Cogan-Riley-Johnson) 
8. Alabama Barbecue (Benny Davis) 

 
Sharkey and his Sharks of Rhythm 
Oct 7, 1936 
Sharkey Bonano (tp,vcl) Santo Pecora (tb) Irving Fazola (cl) Clyde Hart (p) Frank Frederico (g) Thurman Teague (b) Ben 
Pollack (d) 

9. I’m Satisfied With My Gal (Sharkey Bonano) 
10. Mudhole Blues (Bonano-Fazola) 
11. Swing In, Swing Out (David Winstein) 

Dec 4, 1936 
Sharkey Bonano (tp,vcl) Moe Zudecoff (tb) Joe Marsala (cl) Joe Bushkin (p) Eddie Condon (g) Artie Shapiro (b) George 
Wettling (d) 
12. Blowin’ Off Steam (Sharkey Bonano) 
13. Mister Brown Goes to Town (Sharkey Bonano) 
14. Wash it Clean (Sharkey Bonano) 
15. When You’re Smiling (Larry Shay-Mark Fisher-Joe Goodwin) 

Jan 29, 1937 
Sharkey Bonano (tp,vcl) George Brunies (tb) Joe Marsala (cl) Joe Bushkin (p) Eddie Condon (g) Hank Wayland (b) Al Sidell 
(d) 
16. Swingin’ on the Swanee Shore (Cavanaugh-Redmond-David) 
17. (Give Me an) Old Fashioned Swing (Tharp-Bishop) 
18. Big Boy Blue (Lawrence-Howell-Tinturin) 
19. Swing Like a Rusty Gate (David Winstein) 

 
Barney Bigard & his Jazzopators 
Apr 29, 1937 
Rex Stewart (cnt) Juan Tizol (v-tb) Barney Bigard (cl) Harry Carney (bar) Duke Ellington (p) Fred Guy (g) Billy Taylor, Sr. 
(b) Sonny Greer (d) 
20. Four and One Half Street (Stewart-Ellington) 
21. Demi-tasse (Carney-Ellington) 
22. Jazz a la Carte (Ellington-Bigard-Stewart) 

 
Willie “the Lion” Smith and his Cubs 
Apr 13, 1937 
Dave Nelson (tp) Buster Bailey (cl) Robert Carroll (ts) Willie ''The Lion'' Smith (p) Jimmy McLin (g) Ellsworth Reynolds (b) 
Eric Henry (d) 
23. The Swampland (is Calling Me) (Williams-Smith-Wood) 
24. More Than That (Clarence Williams-Ben Barnett) 
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Jul 14, 1937 
Frank Newton (tp) Buster Bailey (cl) Pete Brown (as) Willie "The Lion" Smith (p) Jimmy McLin (g) John Kirby (b) O'Neil 
Spencer (d,vcl) 
25. Get Acquainted With Yourself (Sammy Cahn-Saul Chaplin) 
26. Knock Wood (Sammy Cahn-Saul Chaplin) 
27. Peace, Brother, Peace (Clarence Williams) 
28. Blues, Why Don’t You Let Me Alone? (Eubie Blake-Arthur Porter) 
29. Honeymoonin’ on a Dime (Walter Keef-Manny Klein) 

 
CD 6 
Frankie Newton & his Uptown Serenaders 
Mar 5, 1937 
Frank Newton (tp,arr) Edmond Hall (cl) Pete Brown (as) Cecil Scott (ts) Don Frye (p) John Smith (g) Richard Fullbright (b) 
Cozy Cole (d) 

1. Please Don't Talk About Me When I'm Gone (Sam Stept-Sidney Clare) 
2. Who's Sorry Now? (Bert Kalmar-Harry Ruby) 

Apr 15, 1937 
Frank Newton (tp,arr) Russell Procope, Pete Brown (as) Cecil Scott (cl,ts) Edmond Hall (cl,bar) Don Frye (p) Slim Gaillard 
(g) Richard Fullbright (b) Cozy Cole (d) 

3. The Brittwood Stomp [I'm A Ding Dong Daddy] (Phil Baxter) 
4. I’ve Found a New Baby (Jack Palmer-Spencer Williams) 
5. There’s No Two Ways About It (Harold Adamson-Jimmy McHugh) 
6. ‘Cause My Baby Says It’s So (Dubin-Warren) 
7. The Onyx Hop (Frank Newton) 

 

Roly’s Tap Room Gang 
Mar 17, 1937 
Jonah Jones (tp) Sid Stoneburn (cl,as) Arthur Rollini (ts) Adrian Rollini (bassax,vib) Fulton McGrath (p) Al Sidell (d) 

8. Bugle Call Rag (Pettis-Meyers-Schoebel) 
9. Old-Fashioned Love (James P. Johnson) 

 

Louis Prima & his New Orleans Gang 
Louis Prima (tp,vcl) Meyer Weinberg (cl) George Moore (as) Joe Catalyne (ts) Frank Pinero (p,cel) Garry McAdams (g) 
Sherman Masinter (b) Oscar Lee Bradley, Jr. (d,vib) Mar 20, 1937 
10. Fifty-Second Street (Sammy Cahn-Saul Chaplin) 
11. I Just Can’t Believe You’re Gone (Louis Prima) 
12. Rhythm on the Radio (Louis Prima) 

July 7, 1937 
13. Danger, Love at Work (Mack Gordon-Harry Revel) 

 
Mezz Mezzrow & his Orchestra 
Sy Oliver (tp) J.C. Higginbotham (tb) Mezz Mezzrow (cl,arr) Happy Caldwell (ts) Sonny White (p) Bernard Addison (g) Pops 
Foster (b) Jimmy Crawford (d) Edgar Sampson (arr) Jun 14, 1937 
14. Blues in Disguise (Mezzrow-Sampson) 
15. That’s How I Feel Today (Mezzrow-Sampson) 
16. Hot Club Stomp (Mezzrow-Sampson) 
17. The Swing Session’s Called to Order (Larry Clinton) 

 
Rex Stewart & his 52nd Street Stompers 
Jul 7, 1937 
Rex Stewart (cnt) Johnny Hodges (cl,as) Harry Carney (bar) Duke Ellington (p) Brick Fleagle (g) Hayes Alvis (b) Jack Mai-
sel (d) 
18. Love in My Heart (Swing, Baby, Swing) (Hayes Alvis-Duke Ellington) 
19. Sugar Hill Shim-Sham (Stewart-Ellington) 
20. Tea and Trumpets (Stewart-Ellington) 

 
Milt Herth Trio 
Nov 11, 1937 
Milt Herth (org) Willie ''The Lion'' Smith (p,cel) O'Neil Spencer (d,vcl) 
21. The Dipsy Doodle (Larry Clinton) 
22. That’s A-Plenty (Lew Pollack) 

Jan 7, 1938 – add Teddy Bunn (g) 
23. Bei Mir Bist du Schoen (Solom Secunda-Sammy Cahn-Saul Chaplin) 
24. The Big Dipper (Larry Clinton) 

 
Adrian Rollini Quintet/Orchestra 
NY, Jan 7, 1938 
Johnny McGhee (tp) Paul Ricci (cl) Adrian Rollini (bassax) Al Duffy (vln) Jack Russin (p) Frank Victor (g) Harry Clark (b) 
Buddy Rich (d) Pat Hoke (vcl) 
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25. Singin’ the Blues (J. Russel Robinson-Con Conrad) 

Jan 18, 1938 
Bobby Hackett (cnt) Adrian Rollini (vib,xyl) Frank Victor (g) Harry Clark (b) Buddy Rich (d) Sonny Schuyler (vcl) 
26. Bei Mir Bist du Schoen ((Solom Secunda-Sammy Cahn-Saul Chaplin) 

Jan 19, 1938 
Bobby Hackett (cnt) Adrian Rollini (vib,xyl) Frank Victor (g) Harry Clark (b) Buddy Rich (d) Sonny Schuyler (vcl) 
27. Josephine (Burke Bivens-Wayne King) 

Eddie Condon & his Windy City Seven 
Jan 17, 1938 
Bobby Hackett (co), George Brunies (tb), Pee Wee Russell (cl), Bud Freeman (ts), Jess Stacy (p), Eddie Condon (g), Art 
Shapiro (sb), George Wettling (dm) 
28. Love is Just Around the Corner (Lewis Gensler-Leo Robin) 
29. Beat to the Socks (Stacy-Condon-Freeman) 

 
CD 7 
Slim and Slam 
Feb 17, 1938 
Slim Gaillard (g,vib,vcl) Slam Stewart (b,vcl) acc by Sam Allen (p, vib) Pompey Guts Dobson (d) 

1. Flat Fleet Floogee (Slim Gaillard) 

May 3, 1938 
2. Ferdinand the Bull (Albert Hay Malotte-Larry Morey) 

Jun 27, 1938 
3. Tutti Frutti (Gaillard-Stewart) 
4. Chinatown My Chinatown (William Jerome-Jean Schwartz) 

 
Leonard Feather & Ye Olde English Swynge Band 
Bobby Hackett (cnt) Pete Brown (tp,as) Joe Marsala (cl, ts) Joe Bushkin (cel, p) Ray Biondi (g, vln) Artie Shapiro (b) 
George Wettling (d) Leo Watson (vcl) Mar 10, 1938 

5. For He’s a Jolly Good Fellow (Traditional) 
6. Jammin’ the Waltz (Leonard Feather) 
7. Let’s Get Happy (Traditional) 
8. Clementine (Leonard Feather) 

 
Mary Lou Williams Trio 
Mary Lou Williams (p) Booker Collins (b) Ben Thigpen (d) Sep 14, 1938 

9. The Pearls (Jelly Roll Morton) 
10. The Rocks (Mary Lou Williams) 

 
Rex Stewart & his Orchestra 
Rex Stewart (cnt) Louis Bacon (tp, voc) Joe "Tricky Sam" Nanton (tb) Barney Bigard (cl) Duke Ellington (p) Billy Taylor, Sr. 
(b) Sonny Greer (d) Brick Fleagle (arr) Mar 20, 1939 

11. San Juan Hill (Ellington-Stewart-Fleagle) 
12. “Fat Stuff” Serenade (Ellington-Stewart) 

 
Barney Bigard & his Orchestra 
Rex Stewart (cnt) Juan Tizol (v-tb) Barney Bigard (cl) Harry Carney (bar) Duke Ellington (p) Fred Guy (g) Billy Taylor, Sr. 
(b) Sonny Greer (d) Jun 8, 1939 
13. Barney Goin’ Easy [I’m Checking Out, Goombye] (Bigard-Ellington) 

James P. Johnson & his Orchestra 
Jun 15, 1939 
Henry "Red" Allen (tp) J.C. Higginbotham (tb) Gene Sedric (ts) James P. Johnson (p) Eugene Fields (g) Pops Foster (b) 
Sidney Catlett (d) 
14. Havin’ a Ball (Johnson-Razaf) 
15. Old-Fashioned Love (James P. Johnson) 
16. Memories of You (Eubie Blake-Andy Razaf) 

June 16, 1939 
17. Swingin’ at the Lido ( James P. Johnson-Bessie Smith) 

 
Pee Wee Russell’s Rhythmakers 
Aug 31, 1938 
Max Kaminsky (tp) Dicky Wells (tb) Pee Wee Russell (cl) Al Gold (ts) James P. Johnson (p) Freddie Green (g) Wellman 
Braud (b) Zutty Singleton (d,vcl) 
18. There’ll Be Some Changes Made (Benton Overstreet-Billy Higgins) 

Pee Wee, Zutty & James P. Trio 
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Aug 31, 1938 
Pee Wee Russell (cl) James P. Johnson (p) Zutty Singleton (d) 
19. I’ve Found a New Baby (Jack Palmer-Spencer Williams) 
20. Everybody Loves My Baby (Jack Palmer-Spencer Williams) 

Johnny Hodges & his Orchestra 
Aug 1, 1938 
Cootie Williams (tp) Lawrence Brown (tb) Johnny Hodges (sop,as) Harry Carney (bar) Duke Ellington (p) Billy Taylor, Sr. 
(b) Sonny Greer (d) 
21. Swingin’ in the Dell (Ellington-Hodges) 

Aug 24, 1938 
22. The Jeep is Jumpin’ [aka Hop, Skip & Jump] (Ellington-Hodges) 

Dec 20, 1938 
23. (I’m Riding on the Moon and) Dancing on the Stars (Ellington-Mills) 
24. Wanderlust (Hodges-Ellington) 

Feb 27, 1939 
Cootie Williams (tp) Johnny Hodges (sop,as) Harry Carney (bar) Duke Ellington (p) Billy Taylor, Sr. (b) Sonny Greer (d) 
Billy Strayhorn (arr) 
25. Swingin’ on the Campus (Ellington-Hodges) 

Bud Freeman & his Summa Cum Laude Orchestra 
Max Kaminsky (tp) Brad Gowans (v-tb,arr) Pee Wee Russell (cl) Bud Freeman (ts) Dave Bowman (p) Eddie Condon (g) 
Pete Peterson (b) Morey Feld (d) Sep 18, 1939 
26. The Sail Fish (Bud Freeman) 

Barney Bigard & his Orchestra 
Nov 22, 1939 
Rex Stewart (cnt) Juan Tizol (v-tb) Barney Bigard (cl) Harry Carney (bar) Billy Strayhorn (p,arr) Jimmy Blanton (b) Sonny 
Greer (d) 
27. Lost in Two Flats (Strayhorn) 

Lionel Hampton & his Orchestra 
Sep 11, 1939 
Dizzy Gillespie (tp), Benny Carter (as), Coleman Hawkins, Ben Webster, Chu Berry (ts), Clyde Hart (p), Charlie Christian 
(el-g), Milt Hinton (sb), Cozy Cole (dm), Lionel Hampton (vib) 
28. Hot Mallets (Hampton) 

 
Jerry Jerome Quartet 
Sep 24, 1939 
Jerry Jerome (ts) Frankie Hines (p) Charlie Christian (g) Oscar Pettiford (b) 
29. Tea for Two (Youmans-Caesar) 

 
One of the reasons why so many jazz listeners nowadays ignore the music produced before 

the Bop Revolution is the more conservative harmony used. With only a few exceptions—Earl 
Hines, Bix Beiderbecke, Art Tatum, Roy Eldridge, young Dizzy Gillespie—none of the musi-
cians before 1942, when Thelonious Monk’s Epistrophy was first recorded, were using extended 
chord positions or basing their compositions and improvisations on upper harmonics, and it 
wasn’t really until Lennie Tristano came along in 1946 that pianists began to understand how to 
harmonize beneath such daring solo excursions, or play solos of their own. 

Another reason is that, as we know, all jazz from the earliest days of New Orleans style up 
to and even including the bop years was based on popular tunes. This was particularly true 
throughout the Jazz Age of the 1920s and the Swing Era. Indeed, popular song structure was so 
ingrained in musicians’ minds that even several of the “bop standards” we now know were simp-
ly rewritings, or contrefacts, of existing pop tunes of the 1920s and ‘30s. By the 1950s, a decade 
after the Bop vs. “Moldy Fig” wars, there was still a strong pushback against the more harmoni-
cally daring jazz of the era. This was the reason why Ella Fitzgerald outsold Anita O’Day and 
Carmen McRae, why the big bands of Count Basie, Duke Ellington and Benny Goodman contin-
ued to outsell Stan Kenton and various other musicians like George Russell or Monk who occa-
sionally dabbled in large groups, and why we suddenly had Swing Revivalists like trumpeter Jo-
nah Jones making a big splash while his more progressive-sounding brethren like Clarence 
“Gene” Shaw struggled for work. As jazz became ever more complex and difficult for the gener- 
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al public to absorb, the reactionary strain had a healthy and hardy growth period, and this in turn 
created a wider rift between Jazz That Was and Jazz That Is. 

Yet, ironically, the great strides made in any era of jazz pushed aside the past as if it were 
unnecessary to listen to or understand. One of the reasons for all this is that jazz, much more so 
than its bigger and older cousin classical music, evolved much more quickly in a shorter period 
of time. It boggles the mind to think that, in 1940, depending on where you were at the moment, 
you could hear pianists Jelly Roll Morton, Hines, Tatum, James P. Johnson, Ken Kersey or The-
lonious Monk, and five years later it was possible to hear trumpeters Bunk Johnson, Wingy Ma-
none, Louis Armstrong and Harry James cheek-to-cheek with Gillespie, Miles Davis, Fats Na-
varro, Howard McGhee and Red Rodney. Moreover, only a few of the ‘20s jazz and Swing Stars 
bothered to keep up with the new trends. Tenor saxist Coleman Hawkins was one of the very few 
to not only adapt to the new music but become a staunch advocate of it, and for his pains he was 
dropped by his countless fans from the previous decade. 

Yet there is something to be said for listening to jazz performances where the improvisa-
tion and the underlying harmony all move in the same direction, where there is more conver-
gence than conflict, and yet still be able to hear various influences at work as well as artistic 
growth, and that is what these recordings exhibit. As jazz began moving away from the small 
group concept into the large band mold, spearheaded by Chick Webb, Bennie Moten, Fletcher 
Henderson, Glen Gray and, in his own sound world, Duke Ellington, it certainly did seem as if 
the Swing Era was inevitable. What few counted on was the overriding influence of the pop 
market; as bands became more and more popular, they were forced to play even more banal and 
forgettable songs that would quickly become yesterday’s pop garbage. This even affected the 
most popular small jazz band of all, Fats Waller and his Rhythm, but Fats devoured the pop gar-
bage he was forced to record and spit it out as vital jazz with more than a touch of irony and dis-
dain in it. Not all the bands you will discover here were as lucky, but some managed to do the 
same thing. 

And, on top of all this, the music is fun to listen to—something that often escapes the abili-
ties, or sensibilit ies, of many modern jazz musicians. 

By and large, this set attempts to chronicle the vital small groups that played in and around 
New York City during the Depression. It was an era made possible, and legal, by the repeal of 
the Prohibition Amendment in 1933. With alcohol now again allowed to be made legally and 
safely, going to a jazz club to down a few, eat a meal and enjoy the jazz played there became a 
favorite pastime of New Yorkers. The Onyx Club, founded by Joe Helbock in 1927, was the 
oldest of them, having operated during the time of bootleggers and thus simply moving smoothly 
into the post-Prohibition era. Thanks to the Onyx Club’s favorable location on 52nd Street—it 
had started out at 35 W 52nd Street but moved to 72 W 52nd Street in 1934 and 62 W 52nd 
Street in 1937—the other clubs that were to do a brisk business moved into surrounding build-
ings, thus essentially moving the epicenter of New York jazz from 133rd Street in Harlem down-
town. 

Spurred by the Onyx Club’s success, other venues sprang up on “the street.” Among the 
earliest of the Onyx’s competitors was the Hickory House, which opened up at 144 W. 52nd 
Street. They claimed to have invented the concept of the jam session and “sitting in,” and they 
well may have in the more general sense, although occasional individual jazz musicians were 
always allowed to sit in with the hired band now and then prior to their opening. In 1933 they 
became the first jazz club to broadcast over major networks. The Famous Door opened in 1935 
at 35 W 52nd Street. The Yacht Club was at 66 W 52nd St, the 3 Deuces at 72 W 52nd Street 
and, a block away, we had Kelly’s Stable at 141 W 51st Street. I can’t find a year when the Tap 
Room opened, but they were an outlier, being four blocks away at 234 West 48th Street, and 
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were not a self-contained jazz club but inside the Hotel President. The latter was lucky to get an 
artist-manager who could not only run the business end but also provide quality jazz and hire the 
best musicians he could get to move over there, bass saxist extraordinaire Adrian Rollini. Several 
of these clubs became famous locally, and to a certain extent outside of the region, by means of 
catchphrases or song titles: “Get your juiced at the Deuces,” “Swingin’ on the Famous Door” and 
“Jumpin’ at the Hickory House.” 

In addition to all of the above, the New York jazz clubs—excepting, sadly, the Tap Room 
which had management oversight by the hotel it was in—were major players in the public inte-
gration of jazz. Benny Goodman gets, and deserves, much credit for being bold enough to force 
national audiences to accept his band with black musicians in it, although for several years they 
were limited to pianist Teddy Wilson and vibraphonist Lionel Hampton who only played in his 
trio and quartet, but the New York clubs were “the Big Easy” of jazz integration on a much wid-
er scale. Eventually, from 1937 onward, the hero of “the Street” was clarinetist-bandleader Joe 
Marsala, who history has shown did more to integrate jazz in a public venue than any other per-
former of his time, but the musicians who ran their own bands in the other clubs certainly did 
their part. As author Lewis A. Erenberg pointed out in his superb book on the subject, Swingin’ 
the Dream (Chicago University Press, 1998), the Swing Era gave African-Americans the hope 
that society itself could be changed from within via the integration going on in the swing bands 
of the day and, just as importantly, the public acceptance of all-black bands as being the equal or 
the better of many of their white competitors. Some worked behind the scenes, such as Glenn 
Miller hiring black arrangers Eddie Durham and Mary Lou Williams to write for his popular or-
chestra and Tommy Dorsey building his entire swing book from 1940 to 1946 on the scores of 
black arranger Sy Oliver, but the fact that both Miller and Dorsey expressed publicly their admi-
ration for the bands of Jimmie Lunceford and Count Basie (as mentioned earlier, Ellington, 
though admired, operated on a different musical aesthetic) meant a lot to white swing fans across 
the nation, and as Goodman, Jimmy Dorsey, Gene Krupa and Artie Shaw began hiring black mu-
sicians and singers for their white bands also spoke louder than words that it was time to put ra-
cial divisions aside and recognize that African-Americans had as much if not more to offer jazz 
aficionados than they did. Goodman probably summed it up best when he said “I’m selling mu-
sic, not racism,” and in his groundbreaking 1938 Carnegie Hall concert he expanded his usual 
inclusion to invite members of both the Ellington and Basie bands to perform with him. 

But as I say, it was in the New York jazz clubs of the period that wider integration and 
more mobile integration took place, for anyone and everyone was invited to sit in with the white 
bands and some even became permanent members. Moreover, Joe Helbock instituted an “ama-
teur night” policy in which he put on what amounted to mixed-race jazz concerts as early as 
1936. And with this racial integration, the small jazz bands of the era helped the music grow and 
prosper. Thus we can see that these recordings not only document some excellent, swinging mu-
sic, but also a mixture of styles, all of which contributed to the ambience of the era. 

I have purposely omitted, for this survey, the three most famous and popular of these 
bands: Fats Waller and his Rhythm, which began playing in the New York clubs in 1934 but 
quickly became a national act that was constantly on tour; the John Kirby Sextet, most famous of 
the groups to emerge from the Onyx Club, which also had a national profile and a weekly radio 
program; and Joe Marsala’s various bands, which I have covered separately elsewhere, but if 
you toss in one CD each from these three musicians to this survey you’ll have an almost com-
plete picture of the busy musical interaction that was going on. 

We begin our survey in May of 1934 with one of the most influential musicians on The 
Street, Joseph “Wingy” Manone. 
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WINGY MANONE 
Joe “Wingy” Manone (February 13, 1900 – July 9, 1982) is often 
forgotten today or, if remembered at all, patronized as just another 
white 1920s trad jazz trumpeter and singer, but the musical and cul-
tural history of 52nd Street jazz during the Swing Era almost re-
volved around him. This was as much due to his bubbly, infectious 
personality as to his musical talents as well as the fact that, as a 
product of the Chicago jazz scene, he too was color-blind when it 
came to performing with black musicians. He got his nickname as 
the result of a streetcar accident at age ten, when he lost his right 
arm, but used his prosthesis so naturally and unnoticeably that 
many people were unaware of his disability. 

After years of playing and recording in both New Orleans and 
his hometown, Manone—whose name is often misspelled as “Mannone” on record labels—made 
a brief splash in New York in the fall of 1930 when he made a few records with Red Nichols and 
his Five Pennies. Most celebrated of the lot was the recording of Corrine Corrina on which he 
played a hot solo on the mouthpiece of his trumpet—a little trick that confounded many hot jazz 
collectors who, for years, thought he was using some kind of strange mute. But this early New 
York fling did not last long; by 1931 he was back in Chicago and, in fact, was not to record again 
until these 1934 sides. 

There is a story, possibly apocryphal, that around 1932 trombonist Jack Teagarden wanted 
Wingy to be part of his jazz band, but when the trumpeter auditioned for him Big T discovered 
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that he was musically illiterate—not an uncommon thing among early jazz musicians, many of 
whom played by ear rather than from scores. “Wingy, I can’t have you in my band if you can’t 
read,” said Teagarden. “We have some really complex scores. Go back to Chicago, gig around a 
while and learn how to read; when you do, give me a call.” 

So Wingy went back to Chicago and playing around the Windy City. About six months 
later, he called Teagarden and told him he now knew how to read music. Jack sent him train fare 
to come back to New York and audit ion. When he arrived, Teagarden put a score down in front 
of him. “All right,” said the trumpeter. “Here goes Wingy!” He got all of two bars in when he 
stopped, baffled by the notes on the page. 

“Damn it, Wingy, you told me you knew how to read!” said an angry Teagarden. 
“Well,” said Wingy, “I studied all the way over on the train. I really thought I had it 

down!” 
So there went Wingy, right out of the Teagarden band. 

But by early 1934 he was back in New York and a major 
player in the club scene. 

Like his friend and colleague Francis “Muggsy” Spani-
er, another white Chicagoan with a similar style, possibly a 
better technique but not more imagination, Manone by 1934 
was playing a hotter version of the two-beat style of jazz, 
veering at times towards a four-to-the-bar beat. Manone made 
his impact via a punchy style with dramatic high notes thrown 
in for effect. One of the most ironic things about listening to 
Manone’s records is that you come away with the feeling that 
this guy is really got without really being able to pinpoint what it is about his style that impressed 
you. In other words, he didn’t impress you with the unique construction of his solos, as in the 
case of Armstrong, Beiderbecke and even Nichols (whose playing was admired by both of the 
first two), but by the overall hotness that just made the music swing in a very enjoyable way. On 
the first session, he is partnered by Kentucky-born clarinetist Matty Matlock, later a mainstay of 
the Bob Crosby band, and New Orleans tenor saxist Eddie Miller who had started out as a clari-
netist. The rhythm section of guitarist Nappy Lamare, bassist Harry Goodman (Benny’s brother) 
and drummer Ray Bauduc (who was also a mainstay of the Crosby band) really cooks. In the 
second session we hear a young and still relatively unknown clarinetist named Artie Shaw, Bud 
Freeman on tenor sax, black trombonist Dicky Wells (later a member of Count Basie’s band) and 
a black rhythm section of John Kirby on bass and Kaiser Marshall on drums. Ironically, this 
rhythm section sounds lighter and less impactful than the previous one, but Wingy swings like 
mad and, on In the Slot, both Freeman and Shaw turn in splendid solos. 

Having no shame, Manone then decided to co-opt the 
name of the once-famous New Orleans Rhythm Kings, 
though not a single one of the original members is present on 
the first session and, in fact, this sounds the most like a typi-
cal Chicago Dixieland jam on Panama. Matlock’s clarinet is 
particularly hot on this one, however. In his next NORK re-
cording session, he at least had the good grace to invite origi-
nal trombonist George Brunies to join the action. On both 
sessions, the rhythm section again plays pretty hard with the 
unknown drummer Bob White moving things along. In the 
second session, the clarinetist is Louisiana-born Sidney Aro-
din, almost forgotten nowadays, who turns in a fine solo on 
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San Antonio Shout. 
Perhaps Manone’s most famous recording session of 1934, omitted here because it has 

been reissued so many times, came in August when his band included Wells, Shaw, Freeman, 
Kirby, Kaiser Marshall and Jelly Roll Morton on piano, the only time the great New Orleans jazz 
master ever made a record as a sideman. But he needed the money, Manone knew it, and so in-
vited him to sit in. He was that kind of guy. 
 
LOUIS PRIMA 

Onstage wild and wacky, offstage quiet and re-
served, the enigmatic but colorful Louis Prima 
(December 7, 1910-August 24, 1978) owed his 
entire career to a lucky chance. Hickory House 
owner John Popkin happened to be in New Or-
leans in 1933 when he heard the still-young 
trumpeter-vocalist and insisted that he migrate to 
New York. Manone, playing at the Onyx at the 
time, didn’t appreciate the competition, since 
Prima not only had a wider range on the instru-
ment but was also more virtuosic, in a class with 
Armstrong and Bunny Berigan. Being from “the 
big easy,” he naturally named his group the New 
Orleans Gang although, like Manone’s New Or- 

leans Rhythm Kings, the only New Orleans player in it besides himself was trombonist George 
Brunies (and Arodin from nearby Westwego). 

For those of us who, like me, are only familiar with later-day Prima when he was running 
his fast-paced Las Vegas act and barely played the trumpet except for an occasional lick now and 
then, it’s utterly amazing to hear how he could rip through a tune like Horace Henderson’s Ja-
maica Shout with such insouciance. A couple of other points of interest about this and other Pri-
ma performances from the era are that, though he is from New Orleans, he is clearly playing a 
stomping four-beat style of jazz, with Artie Shapirio’s bass emphasizing that tempo along with 
guitarist George van Eps, drummer Stan King and, a real surprise to me, pianist Claude Thornhill 
who six years hence would be leading one of the quietest and most atmospheric of all big bands. 
Even in a combination vocal-trumpet showpiece like ‘Long About Midnight, Prima is already in 
full Swing Era mode; there is nothing old-timey Dixielandish about this performance except per-
haps Arodin’s very New Orleans-influenced clarinet. But oh! Just listen to Prima’s octave-and-a-
half upward portamento at the beginning of the last chorus 
for a perfect example of just how good he was. 

Even more so than Manone, it’s evident from his re-
cordings that even as early as 1934 Prima was a human 
dynamo in front of an audience. Friendly or not, Manone 
clearly could not have withstood the competition Prima 
gave him. Listen to his triple-tonguing in I Still Want You 
or any of the other tricks he pulled out of his hat and you’ll 
be amazed that this guy wasn’t picked up buy some man-
ager, similar to Joe Glaser for Louis Armstrong, to make 
him a superstar. True, in 1935 Hollywood beckoned, tak-
ing Prima out of the New York club scene temporarily; he 
can be seen doing cameos in a few films, such as singing 
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and playing trumpet opposite Bing Crosby in I’m an Old Cowhand from 1936; but the kind of 
sustained promotion and publicity that Glaser lavished on Armstrong was not to be his, and by 
the early 1940s Prima was struggling, which is when he shifted his act from hotshot jazz to bal-
lads, rhythm ‘n’ blues and pop versions of Anglo-Italian songs like Angelina and Bacciagaloop 
Made Love on the Stoop. Audiences ate it up, but from a jazz standpoint it was quite a downturn 
for a man who clearly had the talent to be a #1 jazz headliner. 

In the December 1934 session, Prima now has two more authentic New Orleans musicians 
in his band, Eddie Miller (here on his original instrument, clarinet) and guitarist Nappy Lamare, 
but “frog-faced Thornhill” is still on piano and now drummer Stan King. King (1900-1949). 
King was a fixture of the New York jazz clubs and jazz recording sessions of the era, always in 
demand because of his crisp, precise style (Mel Lewis absolutely adored his playing) but seldom 
reliable because he was an even heavier alcoholic than Eddie Condon or Pee Wee Russell, which 
was saying something. Thus we must treasure every recording session on which he played, be-
cause he was always good, always swung, and at the same time gave dozens of people a lesson in 
jazz drumming. 

For all his joie-de-vivre, infectious vocals and dazzling trumpet playing, Prima always 
seemed to struggle to produce a hit record. Ironically, one of his biggest came after he went west 
to California, the 1935 recording of The Lady in Red. It was a fortunate moment in which Prima 
did not have to sacrifice his jazz identity yet was still able to put a good tune over in such a way 
that it sold a good number of copies. 
 
…AND HERE GOES WINGY AGAIN! 

Hey, you can’t keep a good man down, and God knows Wingy had enough pep and chutz-
pah to spare. So here he is in 1935, again with his hot rhythm section of Harry Goodman on bass, 
Lamare on guitar and Bauduc on drums, this time even more committed to the four-beat style 
than before. He’s also biting the bullet to play, sing and record a couple of popular tunes of the 
day, Shirley Temple’s hit song On the Good Ship Lollipop and Al Jolson’s big hit of the same 
year, About a Quarter to Nine. Yet he does so with such good humor without playing too much 
tongue-in-cheek that you end up loving the records, particularly the first, without minding the 
fact that he has just recorded a piece of musical crap. Shades of Fats Waller! In Swing, Brother 
Swing, he laments the fact that he’s been swinging all his life but can’t seem to reach the younger 
listeners, so he just has to get hotter. And he does, indeed he does. 
 
A WORD FROM DUKE ELLINGTON 

By 1935, Ellington had spent nearly three years mov-
ing away from the “Jungle Band” style of his 1926-31 
orchestra, and was now starting to make some re-
cordings with smaller groups ranging from a sextet to 
an octet—but nearly always under the name of one of 
his sidemen (Johnny Hodges, Rex Stewart, Barney 
Bigard or Cootie Williams). This rare outing under 
his own name produced this gem, Indigo Echoes, a 
truly impressionistic piece of jazz that is almost sui 
generis in his output. Yet it was virtually ignored 
when first issued except by musicians, only becoming 
more popular when Columbia reissued it in the 
1940s. 

I hesitated as to whether or not to include any 
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Ellington small band recordings here since they never performed publicly, but although the pub-
lic paid little attention to most of them, musicians clearly did, and they were very influential in 
that respect. So there you are. 
 
WILLIE THE LION, HIS CUBS AND OTHERS 

William Henry Joseph Bonaparte Bertholf Smith (November 
23, 1893-April 18, 1973), known to others (whether you liked it or 
not) as “The Lion,” was surely one of the most colorful and quixotic 
personalities in jazz. His mother gave him his long-winded name to 
reflect his various heritages: Joseph after St. Joseph, Bonaparte to 
reflect his French blood, Bertholf after the last name of his biologi-
cal father, who was Jewish. Willie the Lion was somewhat fluent in 
Yiddish and, to his dying day, claimed to be a member of one of the 
Lost Tribes of Israel. He chain-smoked cigars, bragged that he was 
the greatest pianist in the world, and named himself The Lion. He 
gave a couple of different reasons for this; one was that he was giv-
en a medal for his bravery in World War I (true, though he mostly 
played drums with the African-American military band led by Tim 
Brymn), another that he was a “lion” in the boxing ring (partly prov-
en—he did engage in prizefighting). He began playing piano as a 
youngster, mostly ragtime, but developed a jazzier style after the 
War when playing in Harlem clubs opposite James P. Johnson, the originator of stride piano. 

Smith’s improvisations were never as tidy or regular-sounding as those of Johnson or the 
latter’s great protégé, Fats Waller. Rather, he played 
in irregular phrases that didn’t quite join up together 
neatly, yet somehow always made sense, but as a 
maverick and a braggart who thought himself better 
than everyone else, Smith paid the price of lessened 
fame. He was, however, a welcome visitor in the 
New York clubs of the mid-‘30s and he did manage 
to make several recordings. The first session here 
has an odd feel to it, using a washboard instead of a 
drummer. This puts the music more in line with 
such late-1920s/early ‘30s groups as the Washboard 
Resonators, Beale Street Washboard Band, Wash-
board Serenaders and Washboard Rhythm Boys. It 
makes an incongruous sound in There’s Gonna Be 
the Devil to Pay alongside Smith’s jaunty yet rather 
sophisticated piano. Tennessee-born cornetist Ed 

Allen had played in Chicago with Earl Hines, but only until about 1925; his style is hot but clear-
ly anachronistic. Smith’s own composition Streamline Gal, taken at a medium tempo, swings a 
bit better. Clarinetist and alto saxist Cecil Scott is a mediocre improviser, but Allen sounds much 
better here, as does Smith. 

Despite its title, Harlem Joys sounds much less like Harlem jazz than like something Jim-
mie Noone would have played at the Apex Club in Chicago c. 1928-29. Smith’s solo on this one 
is very inventive, however; note how he skips a beat yet makes it sound as if it fits in. Scott’s cla-
rinet isn’t too bad on this one, either. Surprisingly, Smith does get the band to play in a more 
modern style on Swing, Brother, Swing, which features some nice growling by both Allen and 
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Scott, who’s really not bad at all on this title. Willie the Lion surprises us here with a vocal, his 
voice almost unrecognizable to those of us who know him better from his recordings of the 
1950s and ‘60s. 
 
ENTER BUNNY BERIGAN 

Roland “Bunny” Berigan (November 2, 1908 – June 2, 
1942) was one of the greatest stars and one of the big-
gest tragedies in jazz—like Bix Beiderbecke, preventa-
ble but inevitable. A star at age 22 with the nascent Hal 
Kemp Orchestra, he worked at CBS and was signed by 
Paul Whiteman for a year but, as was so often the case 
with jazz talent, Whiteman held him under wraps most 
of the time. But Berigan’s sound and style, so similar to 
that of Louis Armstrong that even Armstrong paid him 
the ultimate compliment of saying that he was the only 
other trumpeter who came close to him, were so im-
pressive that he quickly became a highly sought-after 

musician in the recording studios and jazz clubs. After leaving Whiteman, Berigan played in Abe 
Lyman’s band and also in jam sessions at the Onyx Club (1934) while working full-time at CBS, 
then in 1935 was hired by Benny Goodman just before his swing band hit the heights of popu-
larity in August of that year. Restless as usual, Berigan left Goodman after the tour to return to 
the studios, but starting in February 1936 he also began 
working at the Famous Door in Red McKenzie’s small 
band. In early 1937 he joined Tommy Dorsey’s orchestra, 
where he recorded two classic solos on Marie and Song of 
India but was given little else. Yet he continued to record 
fairly regularly in the studios, both under his own name and 
as a member of others’ bands, until in the spring of 1937 he 
formed his own big band to tour and record. 

In a certain sense, then, Berigan doesn’t quite fit the 
profile of the New York club musician, but although his 
live performances in those clubs were sporadic his record-
ings were enormously influential and showed how he 
could play in a variety of styles and settings, among them 
discs with the Boswell Sisters, the Dorsey Brothers’ Orch- 
estra, and this rare outing with a recording-only band led by  
Glen Gray’s staff arranger, Gene Gifford. Most of Gifford’s scores for Casa Loma were hot and peppy, 
i.e., Dance of the Lame Duck, Black Jazz, White Jazz, Casa Loma Stomp etc., but Nothin’ But the 
Blues, which he co-wrote with Wingy Manone, is a slower, moodier piece. Thornhill is back on piano, 
Bud Freeman on tenor sax, Ba-duc on drums, and Wingy himself sings the vocal, but it is Berigan’s 
rich, dramatic trumpet play-ing, even more inventive than that of Prima, that steals the record as it 
normally did. The flip side, Dizzy Glide, is uptempo but with a smoother rhythm than that usually 
played by the Gray band; Freeman and Berigan play a chase chorus to open the record, followed by a 
good clarinet solo by Matty Matlock and an OK middle eight by one Morey Sammuel on trombone. 
Wingy again takes the vocal, backed nicely by Dick McDonough’s guitar. In the following chorus, 
Berigan has to share solo time with Thornhill, who is pretty good, and Sammuel, who is just OK, but 
Bunny gets the rideout. 
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PUTNEY DANDRIDGE 
Virtually forgotten today, pianist-singer Louis “Put-
ney” Dandridge (January 13, 1902 – February 15, 
1946) was born in Richmond, Virginia but moved to 
New York in 1918 where he worked in a musical re-
vue called The Drake and Walker Show. By 1930 he 
was accompanying tap dancer Bill “Bojangles” Ro-
binson and, a year later, appeared in the cast of the 
revue Heatin’ Up Harlem with singer Adelaide Hall. 
He appeared with Bojangles in a scene in the 1932 
film Harlem is Heaven and toured Illinois and the 
Great Lakes region before settling in Cleveland, 
Ohio, co-leading a band with guitarist Lonnie John-
son until 1934. He then began working as a solo act, 
moving to New York where he quickly ensconced 
himself at the Hickory House alongside Wingy and 
the boys. 1935-36 was clearly the highlight of his 
career, during which he recorded a slew of sides for 
Vocalion with some of the major jazz talent, black 
and white, that flowed in and out of the Hickory 

House. By 1938, however, he had virtually disappeared from the scene, apparently due to ill 
health, and died eight years later. 

By the time he made these records, Dandridge’s 
vocal style was sort of a cross between Leo Watson 
and Fats Waller. He shouted more than sang most of 
the time, played pretty hot piano, and recorded with 
some of the top jazz talent of his day. Considering how 
closely some of his work emulated Waller, it’s a bit 
surprising that Fats loaned him his “Rhythm” band for 
the first session in March 1935: Herman Autrey on 
trumpet, Gene Sedric on clarinet and tenor sax, Al Ca-
sey on guitar and Harry Dial on drums. With Waller’s 
own band behind him, it’s small wonder that the record 
sounds like Fats, and he even tosses in spoken encou-
ragement to the players the way Fats did. One differ-
ence, though: he plays a surprisingly good chorus on 
the celesta, an instrument that Waller rarely featured. 
On the flip side, Mr. Bluebird, Dandridge’s vocal seems to presage the R&B singers of the late 
‘40s. A month later he was back in the studio, now recording with two of the Swing Era’s brigh-
test stars, trumpeter Roy Eldridge and his amanuensis, tenor saxist Leon “Chu” Berry, who died 
in an auto accident in 1942. Here, Dandridge’s piano style is very much in the Waller mold but 
not nearly as invent ive, and he scat-sings a chorus very well in the Leo Watson manner. Berry 
plays a wonderfully soulful solo on Chasing Shadows, which also finds “Little Jazz” Eldridge in 
a somewhat laid-back mood. 

On the August 1935 session we’ve switched bands once again. Now we hear Henry “Red” 
Allen, who at the time was playing in Joe Marsala’s little band, along with clarinetist Buster Bai-
ley, pianist Teddy Wilson, bassist John Kirby and drummer Walter Johnson, the last two having 
been let go by Fletcher Henderson when he disbanded in 1934. Allen plays a simply wonderful 
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trumpet intro on Isn’t This a Lovely Day? followed by a rare Bailey solo on alto sax before turn-
ing things over to Teddy Wilson, who leads into Dandridge’s vocal (with muted interjections 
from Allen in the background). The same band also gives us wonderful renditions of Cheek to 
Cheek, That’s What You Think (not to be confused with the song of the same title later recorded 
by Anita O’Day) and Shine. On the next-to-last Dandridge selection presented here, doing a very 
good pop tune of the day called Cross Patch (also recorded by Waller and Lee O’Daniel’s Hill-
billy Boys), the band contains but two known names, trumpeter Wallace Jones who worked with 
Duke Ellington from 1938 to 1944 and drummer Slick Jones who, at the time, was working with 
Waller. By this time Dandridge’s vocal style had become a bit more lyrical and less hyper but no 
less swinging. In the last selection, Sing, Baby, Sing from 1936, we hear another rarity, clarinetist 
Joe Marsala playing alto sax. Allen is back on trumpet and in fine form, and the remainder of this 
mixed band includes pianist Clyde Hart, guitarist Eddie Condon, Kirby on bass and Cozy Cole 
on drums. 
 
ROLY’S TAP ROOM GANG 

Adrian Rollini (June 28, 1903 – May 15, 1956) was one 
of jazz’s real giants but, like some of the other musicians 
in this survey, has been relegated to the dust-heap of his-
tory except by those who collect “classic jazz.” A virtuoso 
of the bass saxophone—indeed, the only really great bass 
saxophonist in the music’s entire history—he also played 
the “goofus” or queenophone, a free-reed instrument re-
sembling a saxophone, the “hot fountain pen,” a weird 
little instrument that looked like a miniature clarinet, and 
later, vibes and piano, and through all of it one heard his 
peculiarly “rolling” beat, as if the music were gliding 
along on roller skates, and a looseness to the swing that 
was especially unusual in the late 1920s. 

Rollini also had a good head for the business end of 
music, and in 1927 started his own orchestra after the big-
name stars of Jean Goldkette’s band were let go due to 
financial considerations. Bix Beiderbecke, Frank Trum- 

bauer, Chauncey Morehouse and New Orleans-born bassist Steve Brown all joined Rollini’s 
band, which he called the New Yorkers, and there’s a good chance they would have made it but 
for the serious misfortune of a fire burning the club down. Undeterred, “Roly” just kept on roll-
ing along, playing on scads of records for Red Nichols and 
then, in the 1930s, organizing his own recording sessions, in-
cluding one famous one that included both Benny Goodman 
and Jack Teagarden. By 1935 he was both bandleader and 
manager of the Tap Room, which is when these records were 
made. 

Rollini was well aware that the bass sax was becoming 
as passé in jazz as the banjo and tuba. He continued to play 
the bass sax in his own bands on occasion, but began turning 
more and more to the vibes. The first recording here features 
Rollini, his younger brother Arthur (who soon joined the 
Benny Goodman orchestra) on tenor sax, jazz violinist extra-
ordinaire Joe Venuti and the little-known but very able Victor 
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Engle on drums. On the next session, Venuti is out but we hear several of the Hickory House 
regulars of the time: Dandridge on piano, Wingy on trumpet and Joe Marsala on clarinet along 
with guitarist Carmen Mastren and a totally unknown singer named Jeanne Burns. Forgotten she 
may be, but her light yet attractive and very hip singing voice, with a bit of rapid vibrato, sounds 
eerily modern to our ears today. (In I Got a Need for You, Wingy sings “I wish I got a weed for 
you!”) Piano and guitar really set up a typically Rollini-like rolling rhythm at the outset of 
Weather Man, which features a nice Marsala solo and bit of levity between Manone and Dan-
dridge as the former embarks on his vocal. Mastern, who was to later play with Tommy Dorsey, 
takes a nice single-like solo as well. 

Typically of a Rollini session, Nagasaki is taken at nearly the same fast clip as the Putney 
Dandridge recording, but somehow sounds more relaxed due to the rolling beat. Dandridge does 
both vocal and piano honors here as well. Roly picks up his bass sax for Honeysuckle Rose to 
good effect as Dandridge contributes a wonderfully light-voiced vocal. Jeanne Burns returns on 
Jazz O’ Jazz as we also hear a rare example of Rollini’s speaking voice. 
 
RED McKENZIE & HIS RHYTHM KINGS 

William “Red” McKenzie (October 14, 1899 – February 7, 1948) came to fame in the jazz 
world fairly early on, when in 1924 his “spasm” band known as the Mound City Blue Blowers 
had a monster hit on Brunswick with a song titled San. The Blue Blowers consisted of Red blow-
ing through a piece of tissue paper on a comb, Jack Bland on guitar, Dick Slevin on kazoo, and 
such guest artists as guitarist Eddie Lang and C-melody saxist Frank Trumbauer, but by 1930 the 
fad had played itself out and McKenzie, by now drinking heavily, was down on his luck. Fortu-
nately for him, Bing Crosby soon left the Paul Whiteman band to go out as a single artist and 
McKenzie, who had a pleasant baritone voice, was hired by Whiteman as his vocal replacement. 

By 1935 Red was out of the Whiteman band and trying one last time to revive his fame as 
a bandleader. He made a slew of sides under the Blue Blowers monicker, only now with Bunny 
Berigan on trumpet and other famous jazz ringers. These discs, made in the summer of 1935 with 
a couple of different pick-up bands, are among his rarest, Among the band members are Eddie 
Condon on guitar and a duo who would shortly become famous in their own right, trumpeter Ed-
die Farley and trombonist Mike Riley. They were very competent and swinging trad jazz musi-
cians without being particularly brilliant ones, but they play very well here and the records have 
a nice, relaxed swing about them. 
 
MIKE RILEY, EDDIE FARLEY & THEIR ONYX CLUB BOYS 

Mike Riley's date and place of birth have been the 
subject of some debate; some sources say 1903, some 
1905, and as of 2003 he was listed in one source as being 
still alive. He played both trumpet and trombone, and by 
1927 was working in New York City, playing trumpet in 
Jimmy Durante's band at the Parody Club. He soon 
found work in several local bands as a trombonist, then 
co-led an ensemble with Eddie Farley, with whom he 
held a regular gig at the Onyx Club. Farley, for his part, 
began his professional career playing trumpet for Bert 
Lown’s band at the Hotel Biltmore around 1928-29 and 
seemed never at a loss to play the sort of comfortable, 
easy-going music expected from a hotel band, and would 
still be playing in hotels when his career checked out. 
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But in the fall of 1935, here they both were, together at the Onyx Club, leading a some-
what more mellow version of Wingy Manone’s kind of band, alternating new songs that they 
wrote themselves like Looking for Love with slightly older material like Bennie Moten’s South 
when, all of a sudden, they had a monster hit on their hands. The name of the hit tune was, of 
course, The Music Goes ‘Round and “Round. 

Those familiar with hotter versions of this song , particularly the one made by the Boswell 
Sisters just before their break-up, may feel a bit disappointed by the original recording, but this 
relaxed sort of jazz was exactly what Riley and Farley were all about. 

Something in the record must have appealed to the general public, however, because it 
took off like a rocket. One of the joys of these recordings is listening to Frank Froeba, Benny 
Goodman’s original pianist and a fine stride-barrelhouse sort of player. 
 
BOB HOWARD & HIS ORCHESTRA 

Bob Howard (born Howard Joyner, June 20, 1906 – December 3, 1986; another source 
gives his birth date as June 20, 1897) was a singer and pianist who migrated from Massachusetts 
to New York City just in time to make a bit of a name for himself at the jazz clubs. The two 
records presented here show him to be a fun, swinging vocalist, and his taste in musicians was 
quite fine. The first recording features the Riley-Farley duo, Slats Long on clarinet, Froeba on 
piano and Vic Engle on drums while the second has Bunny Berigan playing a nice muted solo as 
well as pianist Frank Signorelli and Stan King on drums. This is yet another little-known Berigan 
date. 

At the beginning of the next CD, the Riley-Farley band returns to play their second-biggest 
hit, I’m Gonna Clap My Hands. 
 
THE LITTLE RAMBLERS 

These were simply recording dates featuring some of the 
musicians then working the club scene, among them Chris 
Griffin, who a year later joined Benny Goodman to be-
come part of his “powerhouse” trumpet section with Harry 
James and Ziggy Elman, and Adrian Rollini on piano and 
celesta. The first date was meant to be a showcase for vo-
calist Fred McElmurry, who soon sank without a trace. But 
they’re good records, especially for Griffin, Rollini and 
smooth clarinetist Sid Stoneburn. 

The second session is particularly interesting be-
cause it features trumpeter-vocalist Ward Pinkett, a black 
musician who had recorded with Jelly Roll Morton’s big 
band in the late 1920s and two New Orleans natives, clari- 

netist Albert Nicholas and guitarist Danny Barker. What’s interesting about this one is that both 
pianist Jack Russin’s intro and the whole feel of I’m On a See-Saw are reminiscent of the record 
of the song recently made on August 20 by Fats Waller. In the third session the trumpet player, 
Cliff Weston, is credited on the label as Ed Kirkeby—Fats Waller’s manager! Who knows? 
Maybe it is. This is the peppiest session of the three, with a particularly hot rendition of You Hit 
the Spot spoiled only by the slurpy-sounding vocal of one Ted Wallace. Sid Stoneburn is particu-
larly good on clarinet throughout the session, Adrian Rollin may possibly be the tenor saxist, and 
Sam Weiss plays some really tight drums. 

The personnel in the fourth session includes Bill Dillard, soon to become the lead trumpet 
player in Teddy Hill’s NBC Swing Orchestra along with Nicholas on clarinet, Rollini on vibes, 
 

21 



Jack Russin on piano, Barker on guitar and Weiss on drums. And what are they playing? Why, a 
quicker, hipper version of The Music Goes ‘Round and ‘Round. Dillard does the vocal honors, 
and Nicholas really gives out with some gutsy clarinet. 
 
THE DELTA FOUR 

This was an early Joe Marsala recording date of which he was very proud, because he ma-
naged to snag Roy Eldridge as his trumpet player in addition to Mastren on guitar and Sid Weiss 
on bass. What’s particularly interesting about this session is that Eldridge fits into the advanced 
Dixieland style of Marsala without sacrificing one iota of his own identity. Another is how well 
the band swings without a drummer. 
 
TEDDY WILSON & HIS ORCHESTRA 

Few African-American jazz pianists of his generation were as 
lucky as Theodore Shaw Wilson (November 24, 1912 – July 31, 
1986). He clearly wasn’t the greatest, the most innovative, or the hot-
test jazz pianist going, but it was he and he alone who was chosen by 
Benny Goodman to be part of his trio (and later, quartet, quintet and 
sextet) and then chosen by Goodman’s friend, advisor and promoter, 
John Hammond, to select small bands to back Billie Holiday on her 
numerous Brunswick records made between 1935 and 1939. With 
that kind of exposure, the 1930s equivalent of a media trifecta, it 
wasn’t surprising that he was considered to be the most popular and 
visible jazz pianist of his time after Fats Waller. 

I’ve always been a bit ambivalent about Wilson’s playing. It 
swung, but in a reserved way; he almost never used any changes of dynamics to color his solos 
or indicate changes of mood because, really, the mood never changed. His style was a reduced 
and very reserved version of Earl Hines, and it is ironic that while Wilson prospered Hines him-
self remained pretty much in the shadows until his big hit record of 1941, Boogie Woogie on the 
St. Louis Blues. 

But in addition to all those fine Billie Holiday discs, Wilson managed to turn out some out-
standing instrumental recordings, with some of the musicians 
(again) recommended by Hammond, and it is this pool that 
we dip our toes into for the sake of this survey. In addition to 
those solid but not terribly distinguished talents he used on 
these tracks—trumpeter Dick Clark, clarinetists Tom Mace 
and Jerry Blake, guitarists John Trueheart and Bob Lessey— 
there are many names that will pop your eyes open, such as 
Johnny Hodges, Buster Bailey, Roy Eldridge, Frankie New-
ton, Benny Morton, Chu Berry, Chris Griffin, Harry Carney, 
Rudy Powell, Teddy McRae, Jonah Jones, Sid Catlett, Cozy 
Cole, Vido Musso, Gene Krupa, and bassists Israel Crosby 
and Grachan Moncur, the latter a Hammond protégé. More-
over, it’s not just that all of these musicians play on these 
records, but that the performances themselves are excellent. 

Moreover, the character of the Wilson small bands was different from the regular club 
bands. Opening theme statements were often made by Wilson himself or one of the horns, then 
they’d move almost immediately into a string of solos. It was, in a sense, the more modern, 
Swing Era version of the Chicago Dixieland style of the 1920s, and because the records were so 
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good and pushed in the jazz press, they became, in a sense, a model for future jazz groups. The 
big difference, however, when you listen to a performance such as Sugar Plum or Rhythm in My 
Nursery Rhymes, was that the soloists all listened to one another, thus what you had was almost a 
continuous thought process emerging from the string of solos. Fats Waller achieved the same 
sort of thing in his little band, the Rhythm, but this was the first time one heard such consistency 
of musical thought emerging from a group of “modern” musicians. In addition to all this, the 
rhythm sections put together for these sides, whether by Wilson himself or John Hammond, real-
ly swung and swung hard. Gone was any resemblance to the old Chicago style, even in its more 
advanced stages with Wingy Manone or Muggsy Spanier. 

To a large extent, 1936 was the breakout year for Roy Eldridge 
(January 30, 1911 – February 26, 1989) who was nicknamed “little 
jazz” because of his diminutive stature but hated that name all his life. 
With Jabbo Smith gone from the scene and Dizzy Gillespie not yet on 
it, Eldridge was widely viewed as the future of jazz improvisation; his 
sophisticated use of harmony, including tritone substitutions, and his 
ultra-virtuosic playing in which he would scatter-gun notes with the 
fluency of a pianist, took listeners by surprise but quickly made him a 
favorite with both swing fans and other musicians. 1936 was the year 
he recorded the famous Swing is Here session with Gene Krupa, Ben-
ny Goodman and members of the Goodman band (not included here 
because they are such famous and oft-reissued sides) and also the year 

he joined the newly-revived Fletcher Henderson orchestra, where his solos on such recordings as 
You Can Depend on Me and Christopher Columbus took the jazz world by storm. 

The important thing to remember, though, is that although Eldridge’s style was appreciated 
by other jazz musicians it was not a style that most could aspire to. In that respect, Eldridge was 
almost a figure playing outside of his time, as was Bix Beiderbecke in the 1920s. It would be 
another six years or so before other trumpet players, most notably among them Howard McGhee, 
were able to follow his lead. Most contemporary musicians, trumpeters especially, were still ex-
ploring the swinging but more accessible styles of Griffin 
or Frankie Newton. Newton, who we will hear in more de-
tail later, was an exceptional blues artist and a very interest-
ing swing improviser whose style was in some ways more 
appreciated by fellow-professionals because it was more 
accessible. He can be heard here in the session of March 
17, 1936, playing on what is the first-ever recording of 
Christopher Columbus. 

To hear, then, Eldridge come charging in at the be-
ginning of Mary Had a Little Lamb, one may think that it 
was only his leaner, more brilliant tone that distinguished 
him from his fellows, but following his vocal on Mary Had 
a Little Lamb and solos by Wilson and Leon “Chu” Berry, 
a superior swing saxist who played a bit like Hawkins only with more vibrato, Eldridge takes the 
music into another dimension without even really showing off. He just has so much more of an 
idea of how to construct a jazz solo that he leaves his contemporaries in the dust. Following this, 
listen to his introduction on trumpet to Too Good to Be True or especially his closing solo on this 
record and you’ll immediately hear where Eldridge was headed and understand why others could 
comprehend it without being able to emulate it. Louis Prima was a great virtuoso and a superb 
improviser, but not harmonically daring. Eldridge was both. 
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But Wilson himself had s surprise in store, too: his superb composition Blues in C# Minor, 
which starts out with a repeated six-bar phrase played by Israel Crosby on bass which continues 
throughout the record. After Wilson’s two-chorus solo, Eldridge proves that he was nearly as 
great a blues player as Newton, and Buster Bailey harks back to his 1920s days to contribute a 
fine blues chorus of his own. 

In the next session we hear two great Ellingtonians, bass saxist extraordinaire Harry Car-
ney and alto virtuoso Johnny Hodges, playing along with Jonah Jones over some fine bass play-
ing from John Kirby and subt le drumming from Cozy Cole. The last selection presented here is 
practically a Benny Goodman swingfest without the King of Swing himself: Griffin is joined by 
tenor saxist Vido Musso, Lionel Hampton on vibes and the Goodman rhythm section of Allen 
Reuss on guitar, Harry Goodman on bass and Krupa on drums. Something named Red Harper 
contributes the vocal, but he’s not completely ruinous and the record has a nice Goodman-esque 
feel to it. 
 
BUNNY RETURNS 

Although Bunny Berigan’s coming-out party occurred while part of the 1935 Goodman 
band, 1936 was a watershed year for him on records. Many of his discs from this year have been 
reissued; I have merely chosen a few of the lesser-known ones. 

Perhaps the least-known of these sessions is the one of 
January 1936 with a small band led by Newark, New Jersey-
born saxist Dick Stabile. Stabile called his orchestra of the 
time “the All-American Swing Band,” but you can be certain 
that Bunny Berigan wasn’t his regular trumpeter. You have 
to wait a while to hear him on Deep Elem Blues, playing a 
nice muted solo after the rather innocuous vocal by one Billy 
Wilson, and Mike Riley of the afore-mentioned Riley-Farley 
duo does not embarrass himself on trombone—nor does Sta-
bile on alto sax—but it’s Just Because that really grabs you. 
This tune almost seems to be age-old, but it wasn’t, really; it 
comes from 1929, when it was first recorded—believe it or 

not!—by Nelstone’s Hawaiians, followed by a version played by The Shelton Brothers in 1933, 
but I’d have to say that this Stabile recording is the hottest ever made, thanks in large part to Be-
rigan’s lead and solo. Of course, it wasn’t a hit record; that honor belonged to none other than the 
polka band Frankie Yankovic and his Yanks in 1939, but thankfully Elvis Presley heated it up 
again in 1954. 

The February 1936 session by “Bunny Berigan and his Boys” features mostly Berigan’s 
then-regular band at the Famous Door. Only tenor saxist Forrest Crawford, a superb jazz music-
ian, was not a major player of the era. The rest of the band has Bud Freeman on tenor sax, Joe 
Bushkin on piano, Mort Stuhlmaker on bass, Dave Tough on drums and, in a rare swing outing, 
Eddie Condon on guitar. Artie Shaw is the guest artist on clarinet. For whatever reason, however, 
this was the first of what seemed to many record-buyers a very long series of discs on which 
Berigan’s virile trumpet was offset by the stiff, stilted singing of one Chick Bullock. Bullock 
(1898-1981), ac-cording to his Wikipedia page, “rarely performed live because his face was 
disfigured due to an eye disease,” yet Vocalion and the ARC group of labels (Melotone, Perfect, 
Banner, Oriole and Romeo) thought so highly of him that he made more than FIVE HUNDRED 
RECORDS. Which is absolutely amazing because, except for jazz recordings like these that he 
brought down with his leaden singing (Eddie Condon once said Bullock “couldn’t carry a tune 
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across the street with a wheelbarrow”), I don’t know of a single carbon-based life form, let alone 
a human being, who actually collects his records to hear his singing. 

Fortunately, many of Berigan’s records with Bullock, like the opener It’s Been So Long, 
have such a hot yet relaxed beat that they are rightly considered jazz classics. One will also note 
here that, even with a mere octet, there is more arranging than in most of the Teddy Wilson 
sides. And, to give the devil his due, Bullock actually seems to catch the feel of the swing in this 
tune and does not altogether ruin it. Freeman plays a surprisingly loping solo, eschewing his 
usual double-time serrated style, and when Berigan comes back in after Shaw’s fine clarinet solo 
he practically steals the record. Happily, their rendition of Irving Berlin’s I’d Rather Lead a 
Band is almost as good. When they re-convened in April, Freeman and Condon were gone and 
Tough was replaced by the less relaxed but ever-reliable Stan King. The style is tighter, almost 
sounding like a Wingy Manone date except with Berigan’s big, bronze tone dominating the pro-
ceedings. Bullock doesn’t swing on this one, trust me, but the little-known pianist Tommy Fel-
line, replacing Bushkin, does. 

If I Had My Way also has a Manone feel, so much so that Bunny’s opening theme state-
ment almost sounds like Wingy. Bushkin, Stuhlmaker and Condon are back, but Jack Lacy plays 
trombone here, one Slats Long is on clarinet, and Cozy Cole is the drummer, playing some nice 
fills behind the band before Berigan rides the tune out. 

For some unknown reason, Bullock missed the date 
of August 4, 1936, even though it was for one of “his” la-
bels, Melotone. Maybe Berigan or Dick McDonough, the 
guitarist here, called him up and told him the date was the 
next day, but in any event we can enjoy the music without 
suffering through his singing. Dardanella has a nice, lop-
ing swing about it, and on this session Toots Mondello 
plays clarinet and the vastly underrated Larry Binyon is 
on tenor sax. Cole is back on drums, breaking up the 
rhythm with some characteristic licks, press rolls and rim 
shots. The vocalist on It Ain’t Right and Devil and the 
Deep Blue Sea—unidentified on the label—is a very 
young Buddy Clark. One of the nice things about this whole session is that the band feels like a 
band, and not just like a backdrop for Berigan to walk all over the others. 

The nice, loping feel returns in the Frank Froeba session of August 29 where Joe Marsala 
surprisingly sits in on clarinet, the underrated Art Drelinger plays tenor sax, and sadly doomed 
jazz singer Midge Williams contributes her Armstrong-influenced vocals. Bunny practically 
tears the roof off in Organ Grinder Swing, leaving poor Joe Marsala to fend for himself. 
 
LOUIS PRIMA RETURNS 

…mostly because this session features his biggest hit record of 
the era. You guessed it: Sing, Sing, Sing. But please note that the 
record is mostly singing, with only some fairly tame trumpet 
playing in the opening and closing of the record. Prima was 
learning his lesson; just as he had made Wingy Manone sound 
passé, Berigan and Eldridge were making him sound passé, and 
if he could score such a big hit just singing on a record, so be it. 
What’s interesting about this session is that it would be his last 
with a small band for about a year; in his next recording session, 
he was fronting a conventional big band like everyone else. It 
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almost bankrupted him. As we close the door on Prima, we get one more tune, Alice Blue Gown, 
on which he swings much better, joined by the inimitable Pee Wee Russell on clarinet. 
 
STUFF SMITH, THE ONYX CLUB CLOWN 

About a year before John Kirby moved into the Onyx 
Club and began to assume star status with his phenomenal 
Sextet, the undisputed star of the joint was one Hezekiah 
Leroy Gordon Smith (August 14, 1909 – September 25, 
1967), known professionally as “Stuff.” A native of 
Portsmouth, Ohio, he studied the violin with his father, 
but once he heard Louis Armstrong in the 1920s classical 
music took a back seat to jazz. He played with Alphonse 
Trent’s band in the mid-1920s, but it was only after he 
moved to New York that his career took off. 

Compared to his contemporaries Joe Venuti, 
Stéphane Grappelli and Eddie South, Smith’s technique 
was not as polished, but he swung hard. As you can hear 
on these recordings, however, his playing in the 1930s 

was considerably tighter and more technically assured than it became in the 1940s and ‘50s, by 
which time he had switched to the electric violin. Smith was a pioneer in using the latter instru-
ment, but sadly, his work on the electric violin of that era tends to have a peculiar sound that is 
not attractive to all ears. 

But that was all in the future. In 1936, he was clearly the king of the Onyx Club and, like 
Armstrong, he liked to clown around when he played and sang…perhaps a bit too much, because 
he quickly became the epicenter of the jazz-drug culture. Like Cab Calloway before him, who 
had big hits with Minnie the Moocher and Kickin’ the Gong Around, Smith became known for 
playing and singing songs that pushed the boundaries of what was then considered a taboo sub-
ject. His recordings of I’se A-Muggin’ and Here Comes the Man With the Jive clearly leaned in 
that direction without being too terribly explicit—“muggles” was jive talk for reefers—but he 
crossed into taboo territory with You’se a Viper. In that one, the lyrics “Think about a reefer five 
feet long / the Mighty Mezz but not too strong / You’ll be high but not for long / If you’se a vi-
per” struck a chord of horror in middle-class America. Remember, this was the era when the 
short film Reefer Madness was made and eventually distributed in theaters, showing pot smokers 
as crazed psychopathic killers with no moral sense. By the way, for those who may not know, 

“the Mighty Mezz” referred to the particularly strong Mex-
ican marijuana that jazz clarinetist Milton “Mezz” Mez-
zrow imported and passed around to his jazz friends. It was 
much stronger than the local herb and thus was known by 
his nickname. FYI, “the Mighty Mezz” is also mentioned 
in the lyrics of I’se A-Muggin’. 

Of course, Stuff’s band had more to offer the public 
than just dope songs, although You’se a Viper clearly went 
over the line. In addition to his own swinging violin, it fea-
tured trumpeter-singer Jonah Jones (pictured at left), at that 
time hardly the model of swing decorum he later became. 
Jones played in a tremendously hot style that combined 
elements of both Armstrong and Cootie Williams, Duke 
Ellington’s growl trumpeter. His solos and breaks were 
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tremendously hot and swinging; he might have become a star had he not only been a part of 
Smith’s band but the guy who actually sang on You’se a Viper. Twenty-odd years later, and he 
was considered a “safe” swing guy to market. 

The Stuff Smith records, perhaps even more so than those of Fats Waller, clearly blurred 
the line between pop music and jazz, and in his case it was primarily himself and Jones who 
were the featured soloists. Yet like the Waller records, Smith’s have an ebullience and drive that 
transcends such material as I’m Putting All My Eggs in One Basket (a much jazzier version than 
even the one by the Boswell Sisters), I Don’t Want to 
Make History, Old Joe’s Hittin’ the Jug and the record 
that made “knock knock” jokes a popular fad for 30 
years, Knock, Knock, Who’s There? 

That the Smith band could really play when they 
wanted to is evident in their recording of Twilight in 
Turkey. This was an instrumental by the wildly popular 
but enigmatic Raymond Scott, later known as “the man 
who made the cartoons swing” because Warner Broth-
ers used several of his tunes like Powerhouse in their 
soundtracks. Yet this particular Scott tune became a 
favorite of jazz musicians for a short time, being 
played and recorded in 1937 by Stuff Smith, Tommy 
Dorsey’s Clambake Seven and Teddy Hill’s NBC 
Swing Orchestra. It’s a very tricky piece with some 
strange chord sequences (a Scott specialty) requiring quite a bit of virtuosity, which the Onyx 
Club Boys handle expertly. 
 
MEZZ MEZZROW I 

Yes, Virginia, believe it or not, there really was a Mezz Mez-
zrow. He really led bands, he really did more dope than any other three 
jazz musicians put together, he really did think himself an honorary 
black man, and he really did mooch off his friends and admirers for 
most of his life. In between all of this he played jazz and blues, or at 
least attempted to do so, but by the early 1940s he was considered so 
inept on the clarinet and alto sax that he became a laughing stock in the 
jazz world. 

But all that was in the future when Mezzrow, born Milton Mesi-
row (November 9, 1899 – August 5, 1972), led a series of bands in 
New York during the 1930s. Originally from Chicago, he migrated to New York as did so many 
jazz musicians from the Windy City in the 1930s. His clarinet style had the same raspy tone as 
that of Pee Wee Russell and Frank Teschemacher, but since he mostly did marijuana and not al-
cohol, he was often more reliable on club and recording dates. Somehow or other, Mezz was able 
to convince NBC to let his band broadcast on the air, but he blew it by stepping up to the micro-
phone and, before playing a note, suddenly yelled out, “MAN, AM I HIGH!” NBC pulled him 
off the air tout sweet, and that was the end of his radio career, at least for the time being. 

Somehow or other, Mezz was able to ingratiate himself with both white and black musi-
cians, possibly because had a pipeline to some of the strongest Mexican marijuana to be found in 
New York (see: Stuff Smith, above). He was also able to bankroll several recording sessions 
such as the famous 1938 Hugues Panassie RCA Victor sessions featuring New Orleans trumpeter 
Tommy Ladnier (omitted here because they are so famous and, truthfully, reflect a completely 
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different aesthetic from the norm of New York jazz at the time) that helped to launch the New 
Orleans Revival. 

But here he is in 1936 with an excellent mixed band featuring Bud Freeman on tenor sax, 
Willie “the Lion” Smith on piano, Duke Ellington’s bassist Wellman Braud and a really hot 

trumpet player, Frankie Newton. Newton (January 4, 1906 – 
March 11, 1954), who came from Emory, Virginia, bypassed Chi-
cago completely to make his mark in New York, where he started 
playing in the late 1920s. One of the most original and gifted of 
swing improvisers, particularly in the blues, he even made it onto 
a couple of Bessie Smith records in the late 1920s before making 
his name in the New York jazz club scene of the 1930s. But as 
good as he was artistically, Newton was beset by personality and 
political issues. Being an intellectual who read voraciously put 
him at odds with most jazz musicians, and being an avowed and 
openly declared Communist hurt him professionally. The late jazz 
critic Ralph Berton, who played chess with Newton, had also been 
a supporter of the Communist Party early on but distanced himself 
from them after the Stalinist purges of 1932. He tried to convince 

Newton that they were bloodthirsty monsters beneath all of their equality talk, but Newton, like 
African-American actor-singer Paul Robeson at about the same time, was convinced that they 
stood for racial equality and so would not let go. We will encounter Newton again in recording 
sessions under his own name, but at least here we can hear him at a time when it seemed as 
though his career was on the ascendant. 

The Phil Ohman-Johnny Mercer tune Lost opens with the exact same lick that opens the 
Fletcher Henderson band’s recording of You Can Depend on Me featuring Roy Eldridge, but as 
soon as Newton enters we know the difference. A much more lyrical and rhapsodic player, New-
ton brushed aside the kind of virtuosity espoused by Eldridge, Prima and even Armstrong. Creat-
ing musically interesting lyrical figures was his thing, and he stuck to it. Freeman, however, was 
determined to play one of his double-time solos and he does; Willie the Lion fits in nicely, ac-
tually sounding a little like Fats Waller here. Yet it is Newton’s achingly beautiful, arching 
phrases that impress your mind and heart. His ten-note introduction to Mutiny in the Parlor is 
also quite beautiful; on this one, Willie the Lion sounds more like himself, playing those Echoes 
of Spring-like phrases before Newton, muted, takes over for a chorus. Finally Mezzrow, the no-
minal leader on this date, takes his own Teschemacher-like, tortured-sounding solo, but the 
record is then rescued by Freeman in relaxed form, followed by more Newton, now on open 
horn. Mezzrow plays a much better solo on The Panic is On, and here the rhythm section of 
Smith, guitarist Al Casey, Braud and drummer George Stafford play as a unit very well. When I 
was growing up I kept reading about what a terrific tenor sax player Eddie Miller was, but when 
I finally heard him I couldn’t help but think that Freeman was being disrespected. Newton gets 
another fine solo here, as does the Lion. 

Mezz’s own recording of I’se A-Muggin’ was actually spread over two sides, but the 
second side gets bogged down in some stupid word game that Mezz made up in his fevered brain 
and barely gets around to jazz. On the first side, Willie the Lion bluffs his way through the lyrics, 
Newton blows up a small storm, Mezzrow doesn’t sound too bad (at least he’s on key) and the 
Lion follows Freeman’s solo with a very imaginative one of his own. 

There’s a wonderful feeling of camaraderie about this session that I like very much. Eve-
ryone sounds as if they’re enjoying each other’s company; the music is both relaxed and ebul-
lient. 
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TEMPO KING AND HIS KINGS OF TEMPO 
If you thought Putney Dandridge was trying to mimic Fats Waller, then in the words of Al 

Jolson, “You ain’t heard nothin’ yet!” Here comes Tempo King, a guy so obscure that no one 
today even knows what his real name was—although I’ll bet that if someone were to poke 
through RCA Victor’s ledger book for 1936-37 they’d find out who the checks were made out to, 
because Tempo King was clearly not his legal name. 

All that seems to be known of him is that he 
was African-American, born in 1915, made these 
records in 1936-37, and then died in 1939, aged only 
24, of an undisclosed “intestinal illness.” What’s 
amazing about him is that he got that far without 
even being able to play an instrument; the pianist on 
the records providing those Fats Waller-like licks 
was one Queenie Ada Rubin, but at least we know 
her name because he mentions her in some of the 
songs and it’s also printed on the labels. My guess is 
that he and Queenie (who he always addresses as 
Ada) worked up this act as an intermission feature in 
the New York jazz clubs to play while the regularly 
scheduled band was taking their 15-minute breaks, 
and became so popular that somehow or other word 
got to an RCA executive, who signed them to make records. The irony of the situation is that the 
band wasn’t even his; it was basically the Hickory House group led by the Marsala brothers 
(Marty on trumpet, Joe on clarinet) with Eddie Condon on guitar, Mort Stuhlmaker on bass and 
good old Stan King on drums. But under Tempo’s prodding they really played pretty hot, and 
although they were technically competing with Waller on his own turf—RCA Bluebird records 
sold for 35¢ while Waller’s discs on Victor black label sold for 50¢—they at least recorded sev-
eral songs that Fats didn’t. Besides, by 1936-37 Waller and his Rhythm were so busy touring the 
country playing one-nighters that they were almost strangers in New York City, so Tempo King 
filled a need for audiences that wanted their Waller fix. 

Although Rubin could swing and did so in a 
manner resembling Waller, she was clearly not in 
his league in terms of keyboard technique or musi-
cal imagination, but she came much closer than did 
Una Mae Carlisle who really was a Waller protégé. 
Tempo was fortunate to have the ever-reliable King 
on drums, for he knits the performances together 
marvelously, and as I noted earlier, the Marsala 
brothers acquitted themselves well. All they were 
missing was a tenor sax to emulate Gene Sedric. 

Somehow or other, the Tempo King record-
ings seemed to have a deeper, more realistic sound 
than the Waller originals. Just listen to how well 
Condon’s guitar, Stuhlmaker’s bass and King’s 
drums are recorded on I’ll Sing You a Thousand 
Love Songs for a great example. I’ve included ele- 

ven of the Tempo King recordings (he made 55 in all, most for Bluebird and the rest in late 1937 
for Vocalion) simply because they are a great deal of fun to listen to. 
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SHARKEY BONANO 
Joseph Gustaf “Sharkey” Bonano, sometimes known as 
Sharkey Banana (April 9, 1904 – March 27, 1972), was 
born in Milneberg, Louisiana, just outside New Orleans 
near Lake Pontchartrain. In the 1920s he played in the 
bands of Freddie Newman, Chink Martin and Monk Hazel, 
but it was only after moving to New York that he found 
steadier work playing in the later incarnation of the Wolve-
rines as well as in Jimmy Durante’s hot little band. He then 
worked briefly in the Jean Goldkette Orchestra alongside 
Bix Beiderbecke and Frank Trumbauer. At the end of the 
‘20s, he led a band in New Orleans that also included a 
young Louis Prima. In the 1930s he replaced Henry “Hot 
Lips” Levine, who had replaced Nick LaRocca, as lead 
trumpet of the Original Dixieland Jazz Band, before form-
ing his own group, the Sharks of Rhythm, and it is with that 

band that he finally became famous. 
I generally ignored Bonano for decades because he was always marketed as just another 

Dixieland trumpeter, and most such performers don’t usually interest me. It also didn’t help that, 
as Wikipedia points out in their online bio, “His musical abilities were sometimes overlooked 
because of his love of being an entertainer; he would often sing silly lyrics in a high raspy voice 
and break into a dance on stage.” For me, showboating Dixieland trumpeters are a dime a dozen. 

But, as it turns out, his 1936-37 bands were very interesting. In the recordings heard here 
he features no less than three top-flight trombonists: New Orleans natives Santo Pecora and 
George Brunies as well as Moe Zudicoff, who later changed his name to Buddy Morrow and 
made a hit recording of Night Train. In addition, his sidemen in October 1936 were none other 
than clarinetist Irving “Fazola” Prestopnik and pianist Clyde Hart. By December of that year, his 
sidemen were Joe Bushkin, Joe Marsala, Eddie Condon, Artie Shapiro and George Wettling, so 
he clearly had the respect of some pretty important and influential musicians on The Street. 

What sold me on Bonano from this period, howev-
er, was the way he played the trumpet. He’s the only 
trumpeter or cornetist I’ve ever heard who played his in-
strument, at least in those days, like Beiderbecke, forcing 
the air through his horn to produce an almost percussive 
sound—as Eddie Condon once said of Bix, “like bullets 
hitting a bell.” The difference was that, like Louis 
Armstrong, Bonano often added a “terminal vibrato” to 
held notes at the ends of phrases, and of course his solo 
construction was relatively conventional, much like Win-
gy Manone’s. But at his best, as on these recordings, Bo-
nano was, like Prima, a very dramatic player. He could 
thus create swinging solos on his horn and make them 
SOUND like masterpieces. 

As for his singing voice, it clearly wasn’t much to 
write home about, but like most singing jazz musicians he had a great sense of jazz phrasing and 
could really swing. He could also invent some witty, tongue-in-cheek lyrics like those on Mud-
hole Blues. Moreover, on these 1936-37 tracks, his band could and did often produce a real 4/4 
swing beat (listen to Swing In, Swing Out) rather than the typical 2/4 Dixieland beat. Put the 
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whole package together, and it’s clear that Bonano was a solid technician with a unique bell-like 
tone as well as a joyous entertainer. 

The second session, with a rhythm section of Bushkin, Condon, Shapiro and Wettling, re-
ally cooks in a way that almost resembles the rolling beat of the original NORK. “Sharks of 
Rhythm” was a perfect name for his band, because rhythm was clearly what he was best at. Joe 
Marsala plays one of his finest solos on Blowin’ Off Steam, and both Sharkey and the entire band 
tear up the studioin Swinging’ On the Swanee Shore and (Give Me an) Old Fashioned Swing. If 
you can’t enjoy these records, regardless of your jazz orientation, you’re already dead and just 
don’t know it. 
 
BARNEY BIGARD & HIS JAZZOPATORS 

Albany Leon Bigard (March 3, 1906 – June 27, 1980), known 
professionally as Barney, was the master of the old Albert System 
clarinet (he also played tenor sax). Born to a Creole family from New 
Orleans, he moved to Chicago in the early 1920s where he worked 
with King Oliver and others before joining Duke Ellington’s orches-
tra from 1927 to 1942. The Jazzopators was one of several small 
bands that Ellington organized under the names of his sidemen; their 
most famous recording was the original version of Juan Tizol’s Ca-
ravan in December 1936, but I’ve chosen to focus on some of the 
lesser-known sides here. 

The band includes Ellington sidemen Rex Stewart on cornet, 
Tizol on valve trombone, Harry Carney on baritone sax and the regu- 
lar Ellington rhythm section of the time. What I found particularly interesting in Four and One 
Half Street was the loose, relaxed swing, with surprisingly conventional swing orchestration. 
Note, for instance, how Stewart, Bigard and Tizol function as a “pep” section behind Carney’s 
solo, then the others drop in and out as Stewart and Bigard himself take their solos—just as if in 
a conventional swing band. By this time (1937) Wellman Braud had departed the band and Billy 
Taylor, Sr. took over on bass; the difference is startling. Taylor’s more modern, four-to-the-bar 
beat moves the band in a swing meter rather than the 2/4 rhythm which Ellington pretty much 
maintained up through 1935. 

In Demi-tasse, the soloists perform in a round robin of two-
bar phrases until Bigard gets an entire chorus to himself. 
Ellington scores the background in descending figures that 
use chromatics and whole tones—not too fancy, but very 
tasteful. Everyone seems to be in a great mood, and this 
carries over into Jazz a la Carte, which opens with a Ste-
wart solo flourish before leading into the full band, again 
playing standard swing riffs behind the soloists as they take 
their turns. 

This was, I feel, a rare instance of Ellington allowing 
current musical trends to influence him rather than trying to 
impose his usual complex voicing on the small band. The 
leader only takes one solo, in the last piece. 

 
THE LION ROARS AGAIN 

This April 1937 session, which features the not-so-famous trumpeter Dave Nelson, a vet-
eran of King Oliver’s last band, and the even more obscure tenor saxist Robert Carroll (1909- 
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1952) who was considered to have one of the most original styles in the entire Swing Era. He 
worked with Don Redman’s band and was a late member of Fats Waller and his Rhythm, but lit-
erally died in the gutter. And the rhythm section, featuring three little-known musicians— 
guitarist Jimmy McLin, bassist Ellsworth Reynolds and drummer Eric Henry, really cooks like a 
great swing rhythm section should. 

Interestingly, the Lion doesn’t contribute as much to these first two sides as you may think, 
playing a nice introduction to The Swampland (is Calling Me) and a good to-handed solo in 
More Than That. On the first title, Buster Bailey uncharacteristically plays in his chalumeau reg-
ister, moving up his range in the second. 

The July band has an entirely different makeup except for the return of Bailey. Indeed, the 
band here is essentially the first John Kirby Sextet with the Lion on piano and McLin on guitar: 
Frank Newton on trumpet, Bailey on clarinet, Pete Brown on alto sax, Kirby on bass and O’Neil 
Spencer on drums. Newton and Brown didn’t quite work out: Kirby felt that they were too indi-
vidual in style, particularly Brown who played a punchy, almost early R&B-styled alto sax, so 
they were replaced later in the year by 19-year-old Charlie Shavers and veteran alto saxist Rus-
sell Procope, who later went on to play for several years with Duke Ellington. In Get Acquainted 
With Yourself Spencer is also the vocalist; the whole affair has more of a jam session feel to it, as 
does Knock Wood, on which Smith takes a brief but tasteful solo on the bridge. Another interest-
ing aspect is that Spencer, one of the most virtuosic yet tasteful of jazz drummers of the period, 
seems to only be playing brushes on the snare, possibly at Willie the Lion’s insistence (he really 
did like that washboard sort of sound). Peace, Brother, Peace has more of the Lion on it, includ-
ing a spoken line in the introduction, “It’s truly wonder- 
ful!” 

Then, in the middle of the session, we hear almost 
the famous Kirby Sextet voicing on Blues, Why Don’t You 
Leave Me Alone?, a very nice but fairly unknown Eubie 
Blake song. Spencer again takes the vocal while Bailey 
noodles behind him, again in his low register, followed by 
a gorgeous Newton solo on open horn while Bailey and 
Procope play long-held notes behind him. Brown also 
plays a surprisingly lyrical solo, not at all in his usual 
style, and the muted trumpet-clarinet-alto sax voicing re-
turns as Smith plays the final bars. The session wraps up 
with Honeymooning on a Dime, a fairly bland song al-
though the little band plays it well. 
 
FRANKIE NEWTON & HIS UPTOWN SERENADERS 

Having made something of a name for himself in New York, and currently still a member 
of John Kirby’s Onyx Club Boys (soon to be renamed the Sextet), Newton found success playing 
and recording with other musicians on The Street. These two sessions from March and April 
1937 feature a pretty hot band that just seems to have something a bit stiff in the rhythm section, 
but his sidemen are mostly excellent, particularly in the first session where the superb clarinetist 
Edmond Hall was with him. Fellow Kirby-ite Pete Brown is on alto, here playing more in his 
usual punchy, rhythmic style, but only Cozy Cole’s drums seem to provide quite the right rhyth-
mic spark. Pianist Don Frye, guitarist John Smith and bassist Richard Fulbright are just a bit too 
foursquare, and as a result the band swings from the top (Newton, Hall and Brown) down instead 
of from the bottom up. But Frankie is in wonderful form, playing his usual interesting and well-
balanced solos. 
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In the second session, Hall is joined by Procope on alto, here playing side-by-side with 
Brown, Cecil Scott is on clarinet and tenor sax, and the inimitable Slim Gaillard is on guitar/ The 
arrangements are more imaginative, particularly The Brittwood Stomp which is a contrefact of 
I’m a Ding Dong Daddy from Dumas, but Frye is still on piano and Fulbright on bass, and they 
just don’t swing—but these sides give us the rare treat of hearing Edmond Hall playing baritone 
sax, and he’s simply wonderful. Fortunately, the overall joie-de-vivre of the band saves these 
sides, along with Newton’s sparkling trumpet. On I’ve 
Found a New Baby, Fulbright seems to have finally 
woken up and started to swing, and the background riffs 
behind Edmond Hall’s clarinet solo are real butt-kickers. 

The rhythm section temporarily goes to sleep again 
on ‘Cause My Baby Says It’s So, despite excellent solos 
by Newton, a really hot Pete Brown on alto and Hall on 
clari-net with a cool-but-swinging Procope on the middle. 
But the band takes off again in The Onyx Hop, one of 
Newton’s best arrangements (other than The Brittwood 
Stomp). Al-though the leader’s trumpet doesn’t really 
drive the band the way you’d expect from, say a Henry 
“Red” Allen, Jonah Jones or Roy Eldridge, the hot riffs 
behind him are superb and the solos by Scott on tenor  
and Hall on clarinet lead into a goofy but rather funny vocal by Newton and Brown. After a Cole 
drum break, the band rides it out with an excellent ensemble. 
 
ROLY’S TAP ROOM GANG…AGAIN 

Rollini apparently liked Jonah Jones’ playing well enough to invite him to sit in with his 
band at the Tap Room and to make this record, but typical of his tongue-in-cheek sense of hu-
mor, Bugle Call Rag opens with Jones playing the initial fanfare muted and at half tempo. Just as 
you think you’re in for a disappointment, however, Rollini kicks things into high gear with his 
bass sax, Jones comes roaring in with his Armstrong-influenced trumpet, and we’re off to the 
races in a whirlwind of small spot solos intertwining with one another. The arrangement is not 
particularly outstanding in terms of voicing, but it’s extremely clever and inventive musically, 
and it really swings. This is also a rare instance of Adrian Rollini playing on record with his kid 
brother Arthur, then a tenor saxist with the Benny Goodman band. Little-known drummer Al Si-
dell plays some very tasteful and swinging breaks, then Jonah comes wailing into view to ride it 
out with a nice guitar break in the middle by Dick McDonough. 

Old-Fashioned Love swings hars from start to finish. Roly had apparently gotten the mes-
sage that the Swing Era was on, and so decided to jump on board. He puts aside the bass sax for 
a nice vibes solo on this one. Fulton McGrath, a veteran of the ‘20s, sounds a little old-fashioned 
here, but then again, think of the tune’s title. 
 
PRIMA SWINGS! 

Just as Rollini finally read the papers and realized there was a Swing Boom going on, so 
too did Louis Prima go all out with his revised New Orleans Gang. Larger than his initial group 
but smaller than the 15-piece band he had currently been leading, his new octet swings like a 
small group but is scored like a big band. And what a beat his little-known rhythm section of 
Frank Finero on piano, Garry McAdams on guitar, Serman Mastiner on bass and Oscar Lee 
Bradley, Jr. on drums generates! The key to the big-band voicing is Prima’s three-man reed sec-
tion, and quite a trio they are. The leader’s singing has also picked up a new looseness, evident 
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immediately on Fifty-Second Street. Meyer Weinberg’s short clarinet solo kicks butt, followed 
by McAdams’ guitar, and then the leader on trumpet. You can tell that he’s already starting to let 
his technique go a bit, even though he still has dramatic high notes; the tone is just a bit coarser 
than in 1934-35 and, on I Just Can’t Believe You’re Gone he is uncharacteristically heard using a 
cup mute, though he swings very well on it. One weakness of this session, however, is that all 
three songs recorded that day seem to be in the exact same tempo and key. For Prima, at least, 
playing swing seemed to be putting him in a bit of a rut, lively though these tracks may be, al-
though his final solo on Rhythm on the Radio almost recaptures the magic of 1934-35. Danger, 
Love at Work, recorded four months later with the same band, is taken at a faster tempo and fea-
tures excellent clarinet by Weinberg a good tenor solo by the little-known Joe Catalyne (with a 
short vibes solo by Bradley before Prima’s vocal). 
 
MIGHTY MEZZ RETURNS 

With all due respects to his other, sometimes hotter recordings, I find 
the session of June 14, 1937 to be one of Mezz Mezzrow’s most in-
teresting. To begin with, except for Mezzrow on clarinet, it’s an all-
black band—surely a rarity even in those days when racial integra-
tion was happening all around him. For another, the trumpet player is 
Melvin “Sy” Oliver (pictured at left). What’s odd about this is that, 
although Oliver did indeed play trumpet in the Jimmie Lunceford 
Orchestra, he revealed to the jazz writers that he never could impro-
vise, but wrote his parts out in advance. His real forté, as everyone 
knows, was arrang-ing; he was the star arranger of both the Lunce-
ford and, later, Tommy Dorsey orchestras. Thirdly, the arrangements 
for this session were written by Edgar Sampson rather than Oliver, 

who in addition to being a top arranger did play an instrument, the tenor sax, and could indeed 
improvise on it— but he doesn’t play tenor on the record. 

Oliver (pictured above) does indeed play some nice solos on these sides, clearly not in the 
top tier of swing trumpeters but with a nice, genial feel to them. But did Sampson or Oliver him-
self write out these trumpet solos? I would guess the former, myself. 

In addition to arranging the session, three of the four selections recorded here were Samp-
son originals written in conjunction with Mezzrow. The overall feel of the session is also a bit 
odd for the height of the swing era; rather than the sleek, hard-driving sound which had since be-
come de rigeur among bands large and small, the 
performances have a loping feel to them, almost as if 
they were in 2, though the rhythm section is clearly 
playing in 4. Since the tunes have an extremely sim-
ple melody line, I’d credit them as much if not more 
to Mezzrow than to Sampson. The ensembles, when 
they do occur, almost have a Dixieland rather than a 
swing sound to them—and this from a man (Samp-
son) who gave us Stompin’ at the Savoy among other 
iconic swing classics. 

Hot Club Stomp stands out a bit from the first 
two due to its simple but very attractive melody line, 
which bears a striking resemblance to Duke Elling-
ton’s Dinah’s in a Jam. Sonny White, one of the 
least well-known musicians on the date (the others 
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include J.C. Higginbotham on trombone, Happy Caldwell on tenor sax, Bernard Addison on gui-
tar and Lunceford’s drummer, Jimmy Crawford), plays a very fine piano solo here as well. After 
this we end the session with Larry Clinton’s The Swing Session’s Called to Order, and here, at 
last, we get the more streamlined swing feel that characterized the era. Caldwell is particularly 
good on tenor and, believe it or not, so is Mezzrow on clarinet, followed by Higginbotham, a 
drum break from Crawford, and then the ride-out chorus built around sustained chords by the 
ensemble. A strange session indeed! 
 
REX STEWART’S 52nd STREET STOMPERS 

In an era when jazz trumpeters were judged by either 
their hotness, musical imagination, or both, Rex 
Stewart (February 22, 1907 – September 7, 1967) 
was an anomaly. Although he could be an exciting 
improviser, blistering-hot playing was never his 
forté. His first big influence was, as in the case of so 
many trumpet and cornet players of his time, Louis 
Armstrong, but in 1926, as a member of Fletcher 
Henderson’s orchestra, he first heard Bix Beider-
becke in a “battle of the bands” at the Roseland Bal-
lroom in New York and, from that point forward, 
fused Beiderbecke’s lyricism (and some of his more 

sophisticated turns of improvisation) with the hotness of Armstrong. (In fact, Stewart paid Bix 
the ultimate compliment by recreating his Singin’ the Blues solo on not one but two recordings of 
the piece with the Henderson band). 

Stewart also had a very unique cornet tone: round and compact, blowing just enough air 
through the instrument to be heard clearly without over-forcing anything. Because of this, he can 
be considered a forerunner of trumpeter Clark Terry, who also produced a rounded, compact tone 
that was unique and instantly identifiable. Stewart was also known for pressing the valves down 
only halfway to make a quasi-muted sound. On occasion, Stewart could also dip into the lower 
range of his instrument to produce sounds almost like a trombone, as on his recording of Menelik 
(the Lion of Judah), one of his small band recordings of the early 1940s for Victor. Due to his 
multifaceted skills, then, he was a very valuable member of the Ellington band during his tenure 
with them (1934-45). I would even go so far as to 
say that it was Stewart, and not Cootie Williams, 
who was the more difficult trumpeter to replace, 
and in fact if you look at the jazz discographies 
you’ll discover that it was Stewart, not Williams, 
who was given the lion’s share of solos within the 
full band and, more often than not, titular leader-
ship of small groups on record. 

By titling his recording group the 52nd Street 
Stompers, Stewart was paying tribute to the whole 
New York jazz scene that he could only intermit-
tently participate in as a performer. Being tied to 
the Ellington band and touring quite a bit took him 
away from the club scene, which he loved and to 
which he returned after leaving Ellington. But the 
arrangements on this session are clearly less sim- 
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plified and more complex than those for Barney Bigard’s “Jazzopaters.” As I said, Ellington en-
joyed playing around with Stewart’s talents and being able to put him into a number of different 
settings. Thus Love in My Heart is a real composition with a linear and developed structure, not 
just a “tune” for jamming. (On the English Columbia release of the 78 it even states on the label, 
“Arranged by Duke Ellington.”) Even Harry Carney’s little two-bar baritone sax break in the last 
chorus sounds scored, though it fits in beautifully. In Sugar Hill Shim-Sham, listen to how cle-
verly Ellington accents the first and third beats of each measure with noticeable yet subtle inter-
jections played by the saxes (Hodges and Carney) behind Stewart’s improvisation. Even in the 
fastest and hottest performance of the session, Tea and Trumpets, the little riff introduction leads 
not to a theme statement by the ensemble but immediately to a Johnny Hodges alto solo with El-
lington’s piano in the middle, then to Stewart’s cornet solo, very cool and skillfully crafted, using 
a few Beiderbecke-like elements within his own peculiar style of creation. 
 
MILT HERTH 

In 1944, Decca records released Tico-Tico, an organ solo by Ethel Smith with the Bando 
Carioca. It was a surprise monster hit of the year, selling over a million copies and making Smith 
a household name for a while. Eventually, however, the novelty wore off and both Smith and 
Tico-Tico faded into obscurity. 

What’s ironic about this is that the label already had an organist signed, and this organist 
played real jazz and had done so for them since 1937. His name was Milt Herth, and sadly, it is a 
name now lost to history. 

Milt Herth (November 3, 1902 – June 18, 1969), born in 
Kenosha, Wisconsin and originally a pianist, but upon the 
invention of the Hammond portable organ in 1935 he was 
an early and avid convert. By 1937 he was recording as a 
trio with Willie “the Lion” on piano and O’Neill Spencer 
on drums, the first racially integrated organ trio in history. 

Of course, Herth wasn’t the first jazz organist in 
history. That honor belonged to Fats Waller, who made 
jazz organ recordings as far back as 1926-27 for Victor. 
These are still considered classics, in part because Waller 
was playing not a portable electric organ but a full-sized 
instrument installed at Trinity Church in Camden, New 

Jersey. Few, if any, jazz organists have even attempted to match or surpass what Waller did be-
cause the pipe organ is not an instrument on which one can play crisply, with a swing. But Herth 
was clearly the first Hammond organist to play jazz, and he 
continued doing so into the late 1950s. (FYI, Waller made 
Hammond organ recordings in 1940.) 

Listening to the Herth recordings, one hears the usual 
cheerful-choppy electric organ sound to which many jazz 
listeners became accustomed. It wasn’t really until the arrival 
of Jimmy Smith in the early 1960s that the jazz Hammond 
took a giant step forward. What I like about these recordings, 
however, is that Herth allowed the Lion to participate as 
much as possible as a partner in his jazz creation; note how, 
in The Dipsy Doodle, Smith plays an improvisation on piano 
as Herth plays the melody. That’s A-Plenty gives Herth more 
room to improvise and show off the various stops and colors 
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the Hammond could produce while swinging like mad as Smith plays piano fills in the back-
ground. I really love this performance; it’s typical Depression-era cheerful jazz, meant to pick up 
the spirits. Smith follows Herth with a nice little solo of his own, then the organist changes stops 
once again in his next solo. 

In January 1938, guitarist Teddy Bunn joined the group to 
make it a quartet (or, in the parlance of the day, “Milt Herth and 
his Trio”). The Andrews Sisters, accompanied by Vic Schoen’s 
studio band and a trumpet solo by Bobby Hackett, had recorded 
Bei Mir Bist du Schon in November 1937; the record was a smash 
hit from the first day of its release, and by January 1938 was so 
big that even Benny Goodman had to include an arrangement of it 
in his Carnegie Hall jazz concert. Not surprisingly, Herth does an 
excellent job on it. The vocalist on this and The Dipsy Doodle is 
none other than O’Neill Spencer (right), by then working full-time 
with the John Kirby Sextet. Spencer was yet another of those tra-
gic figures of the era, along with Midge Williams, Charlie Christ-
ian, Jimmy Blanton and Benny Steckler, who contracted tubercu-
losis, had to stop performing because of it, and died young. 
 
ADRIAN ROLLINI, ONCE MORE 

By 1938, Roly and his various small bands had been dumped by Victor and so moved on, 
nonplussed, to Decca. These particular sessions are typical Rollini in their tongue-in-cheek in-
ventiveness and relaxed swing yet contain a few surprises. One of these is drummer Buddy Rich 
in his first exposure on records, even before he played with Joe Marsala or joined the Bunny Be-
rigan orchestra. Another, in the second and third tracks, is the presence of Bobby Hackett, who 
had just come to national attention via his solo on the Andrews Sisters’ Bei Mir Bist du Schon— 
and note that Rollini gave him a chance to play more than just 16 bars, in fact encouraged him to 
be more inventive than on the original record. 

       Typically of Rollini, however, he apparently wanted 
to give a couple of vocalists a leg up in the business, so he 
let them sing on his records. Though they are clearly a cut 
or two above Chick Bullock, neither Pat Hoke nor Sonny 
Schuyler impress you very much, and to my ears they dis-
tract from the jazz. 

Before we get to the Hackett session, however, we 
have Singin’the Blues featuring a mostly no-name lineup: 
Paul Ricci on clarinet, Al Duffy on violin, Harry Clark on 
bass and the afore-mentioned Pat Hoke on vocal; only Rol-
lini on bass sax, Jack Russin on piano and Buddy Rich are 
known names, but as usual, the performance has a nice 
“coochy” feel and the solos aren’t bad at all. 

Next up is the Hackett session, and things pick up in Bei Mir Bist du Schon on which 
Hackett uncharacteristically plays his first solo muted. As already noted, I could live without vo-
calist Sonny Schuyler (whoever he was), but you can clearly hear and appreciate Rich’s drums 
on this one (he even takes a break in the penult imate chorus). Rollini sticks to vibes and xylo-
phone on this session, to good effect. Wayne King’s Josephine is, I shamefully admit, one of my 
favorite songs from the late 1920s when King first recorded it. It’s not only an attractive tune but 
an unusual one; if you omit the two pick-up notes, it is a 23-bar structure in which the melody 
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never repeats itself. Schuyler returns to sing the lyrics, which I had never heard before and didn’t 
even know existed. You can have them. Roly plays a really nice vibes solo, followed by Hackett 
(again using a mute here) to ride it out. 
 
EDDIE CONDON EMERGES 

After more than a decade of knocking around as the 
perennial sideman—which suited him fine, since he 
never took a solo—guitarist Eddie Condon (Novem-
ber 16, 1905 – August 4, 1973), sharp-tongued, hard-
drinking, snappy-dressing, never at a loss for a put-
down and an immovable believer in improvised 
small group jazz in a tonal style, was ready to 
emerge as a leader of (jazz) men, no women or pro-
gressive musicians allowed. Eventually his style, 
which became known in a derogatory manner as 
“Nicksieland jazz” because for many years he played 
at Nick’s in Greenwich Village (corner of 10th Street 

and 7th Avenue), played itself out, several of its former adherents (particularly Pee Wee Russell 
and Bud Freeman) modernizing their styles and moving away from him, but from the early 
1940s through about 1957 he was considered one of the most potent names in trad jazz, an incor-
ruptible force who organized and led weekly jazz concerts which were regularly broadcast on the 
radio and later occasionally televised. 

The problem for Condon was finding a 
jazz label to agree with him on his musical 
aesthetics. Luckily for him, jazz aficionado 
and entrepreneur Milt Gabler (right), who 
along with Irving Mills, John Hammond and 
Norman Granz was one of the four most 
important white jazz promoters of all time, 
founded his own record label in 1938 to 
record and issue pure jazz recordings only. 
Gabler came by the business through his 
father, who owned the Commodore Radio 
Corporation on East 42nd Street, in which 
young Milt worked from the age of 15. He 
started out as a freelancer in the disc business, 
starting up the specialty label UHCA (for United Hot Clubs of America) in 1935, dedicated to 
reissuing out-of-print jazz recordings from other labels big and small (Gennett and Paramount in 
addition to Victor, OKeh and Columbia). In 1937 he opened his own store on 52nd Street, the 
Commodore Music Shop, originally just to sell jazz records only, but a year later he founded the 
record label that bore the store’s name and the rest is history. 

If I have slighted Commodore Records in this survey, it is only because most of them are 
famous and have been reissued many times, particularly the Billie Holiday discs, the swing 
records made in the early-to-mid 1940s, and the New York Dixieland sides with Miff Mole or 
Wild Bill Davison (surely one of the most original and interesting musicians of his genre, but 
one who did not record between 1928 and 1943). These two sides, however, are seminal record-
ings in the Chicago Dixieland revival and not quite as well known or disseminated. 
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The performances presented here may be seen as seminal except for the fact that they 
aren’t much different except in personnel and sound quality from Condon’s first outing on 
records as part of “McKenzie and Condon’s Chicagoans” in 1927. Frank Teschamacher, the cla-
rinetist on that 1927 recording, was long dead; his place was taken by Pee Wee Russell, already 
discussed as one of the most original and, dare I say it, surreal jazz improvisers of all time. With 
the exception of Freeman, a sometimes visitor to Nick’s (and, after 1945, Condon’s own jazz 
club), the others all became regulars with his 1940s bands: Bobby Hackett (here on cornet in-
stead of trumpet), trombonist George Brunies (an original NORK member), Jess Stacy (at that 
time Benny Goodman’s band pianist) and drummer George Wettling (an acolyte of Baby 
Dodds). There is something to be said for the almost raw, hell-bent-for-leather style presented 

here; after the growing trend towards more sophisti-
cated arrangements in which solos were shorter, eve-
ryone gets his say on these sides. The problem, as 
was often the case with Condon groups, was that no 
one really listened to one another, Hackett here being 
the exception. It was an every man for himself atti-
tude towards jazz; you either bought into the concept 
or went elsewhere. Most sophisticated listeners went 
elsewhere, particularly once bop became the jazz 
language of the day. (Condon once famously said of 
the boppers, “We don’t flat our fifths here. We drink 
them.”) Stacy plays a typically nice intro to Beat to 
the Socks, following which Brunies shows you why 
he was considered a fairly modern trombonist in the 
1920s: he played developed solos, not moronic tail- 

gate smears. Freeman is also surprisingly relaxed, but it is Hackett whose playing strikes one as 
the most elegant on the record. 
 
SLIM AND SLAM 

Few acts in the entire history of jazz were 
as wacky as that of Bulee “Slim” Gaillard and 
Leroy “Slam” Stewart, but when your act con-
sists of a guitar and a bass, you’d better have 
something up your sleeve or you won’t get no-
ticed. Stewart’s thing, unique then as now, was to 
hum along with his bowed bass solos, creating a 
weird sort of overtone sequence that amazed and 
delighted his audiences. Gaillard’s thing was 
primarily to write songs with bizarre, even sur-
real lyrics and throw in “a-rootie” as a suffix to 
any word or name that took his fancy. (He also 
liked to use McVouty and once claimed that was 
his real last name.) But what do you expect when 
you don’t even know the date or place of your 
birth? Wikipedia gives January 9, 1911, but other 
sources give January 4, 1916 or January 1, 1914. 
His most likely birthplace was Detroit, but Gail-
lard also claimed to have been born in Santa Cla- 
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ra, Cuba. Well, what the heck. When your father is a steward for a cruise ship, is absent-minded, 
and at one point leaves little Bulee behind on the island of Crete for six months because he forgot 
he was on board, anything is possible. Of one thing we are certain, and that is that Slim died on 
February 26, 1991. Slam Stewart was born in Englewood, New Jersey on September 21, 1914 
and died on December 10, 1987. He picked up the trick of singing along with his bass while at-
tending Boston Conservatory and hearing violinist Ray Perry sing along with his instrument. 

Of the two, then, Stewart was clearly the more talented; Gaillard was really just a good 
rhythm guitarist, and such players were a dime a dozen. In fact, during the 1940s Stewart worked 
with some of the top professionals in the jazz world, including Lester Young, Coleman Hawkins, 
Red Norvo, Errol Garner and Benny Goodman, and in 1944 he was an integral part of the Art 
Tatum Trio. But in 1937 he was just another struggling 
young bassist, he met Slim Gaillard, and they decided to 
team up. 

Their breakthrough record, as heard here, came to be 
known as Flat Foot Floogee, but as you can see on the 
orig-inal 78 label—and hear in the song—the title was 
originally Flat Fleet Floogie. Slim came into the studio 
singing “flat fleet floozie,” but even in 1938 that was 
pushing things too far, thus he was forced to change it to 
“floogee.” But he got away with the “floy floy” partly 
because no one at the time knew that this was Harlem 
street slang for gonorrhea or the clap. So within a few 
months of making the record, Slim Gaillard had all of 
America gaily singing a song about a whore with the clap. 

I suppose the real question is, Is this really jazz just because two jazz musicians are singing 
a novelty tune? Well, why not? Listen to Slam scatting behind Slim on the break or the playing 
of the duo in itself—not to mention Slam’s bowed bass solo (the second eight with humming). 
This is jazz whether you like it or not, and I sure like it. But who’s the vibes player here? As it 
turns out, it’s Sam Allen, who switches to piano in the last chorus. 

As for the next song, that too has a backstory. In 1936 a writer named Munro Leaf wrote a 
children’s book that he thought was funny because the story was so incongruous, about a large 
bull that prefers sitting under a tree smelling flowers to fighting matadors. Much to his and his 
publisher’s surprise, the book took off, even at the height of the Depression, and became a best- 

seller (1,400 copies its first year but eventually more than 
68,000 copies, even outselling Margaret Mitchell’s Gone 
With the Wind). Indeed, it became so popular that it was 
translated into French, Italian, Spanish, German and Dutch 
and sold around the world. In 1938, Walt Disney put a car-
toon movie based on the book into production. 

But not all of the countries that received copies of 
Ferdinand the Bull were happy about it. Generalissimo 
Francisco Franco, fighting the Spanish Civil War at the 
time, considered it a pacifist book and had it banned. That 
jolly old elf, Adolf Hitler, went even further, claiming that 
Ferdinand was a homosexual and had all German-language 
copies burned. His Me Too dictator pal in Italy, Mussolini, 
did the same. 

What’s interesting about this record is that, since it 
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was made in February 1938, it preceded the release of the Disney film by nine months. As it 
turns out, Disney released the song early as a promotion for the film. The other interesting thing 
is that, although the lyrics were written by the experienced pop tune scribe Larry Morey, the mu-
sic was written by semi-classical composer Albert Hay Malotte, who never wrote another popu-
lar song in his life. In fact, the only piece of music that Malotte is known for today is The Lord’s 
Prayer. As for the performance, it’s wonderfully hip—a counterpart to Wingy Manone doing On 
the Good Ship Lollipop. Stewart even imitates bull sounds in his bass solo. 

The second session presented here, from June 27, produced another hit, Tutti Frutti (not to 
be confused with the Little Richard song of the same name). The flip side is an almost surrealis-
tic rendition of Chinatown My Chinatown, in which Slam rattles off pidgin Chinese while Slim 
mutters lines like “Is that what that cat was talkin’ about? I can’t understand…” Politically cor-
rect it is not! 
 
LEONARD FEATHER & YE OLDE ENGLISH SWYNGE BAND 

Leonard Feather (13 September 1914 – 22 September 1994) 
was born in England to an upper-class Jewish family and learned 
to play both the piano and clarinet without formal training. While 
still in his teens, he became infatuated with jazz and began writing 
about it. He first came to the U.S. at age 21 and returned off and on 
until 1939 when he settled in the States permanently. According to 
what I’ve been told by two people (now deceased) who knew him, 
he also came over with a bit of a chip on his shoulder, but after a 
serious accident sometime in the 1940s (Wikipedia makes no men-
tion of it) his entire personality changed. He became more tolerant, 
open to new ideas and new music, and from that point on until his 
death at age 80 he was loved as much as he was respected by musi-
cians and peers. Beginning in the 1950s, Feather made a permanent 
contribution to jazz scholarship by writing the first of three Encyc-
lopedias of Jazz in which he listed all of the major (and many mi-
nor) musicians with as much biographical information as he could 
find and, in the case of those still living, provided addresses and 
occasionally even telephone numbers. 

The recording session of March 10, 1938 
was obviously arranged as a tongue-in-cheek poke 
at those British swing bands and jazz lovers who 
thought they were swinging but weren’t. The first 
and third songs are tradit ional British tunes while 
the second and fourth are Feather compositions. As 
you can see, he compiled a mixed band that placed 
black saxist Pete Brown and vocalist Leo Watson 
alongside whites Bobby Hackett, Joe Marsala, Joe 
Bushkin, Artie Shapiro and George Wettling. 

What’s really bizarre about these records is 
that they came out on three different labels: first on 
Master Records, a small independent outfit; then 
on Vocalion as reissues; and finally on Commo-
dore as reissues of the reissues. Yet they remain 

fairly obscure (though all four are available for free streaming online) and, to the best of my 
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knowledge, have only been reissued as part of the Chronological Classics series of CDs, this in a 
release dedicated to recordings made or 
supervised by Feather from 1937 to 1945. 
And apparently, there were other titles 
made in this series, such as D’Ye Ken John 
Peel?, There Is a Tavern in the Town, Co-
lonel Bogey March, Widdicombe Fair and 
Drink To Me Only With Thine Eyes. 

It’s difficult to say if the recordings 
are played a little stiffly on purpose, as a 
satire—after all, these musicians could all 
swing pretty well—or if they just felt 
somewhat inhibited by Feather’s scores. 
The music is certainly interesting, and I 
tend to favor the first view. One will note, 
for instance, that both Marsala and Hackett 
swing pretty well, as does the rhythm sec-
tion when analyzed independently. It’s just 
that the performances as a whole tend to 
sound a bit precious, particularly Jammin’ 
the Waltz which is the rarest of the four and only exists on the internet as either an original 78 
transfer with all the attendant clicks, pops and surface noise, none of which can be removed (be-
lieve me, I tried) without damaging the sound quality, or in a less noisy but muffled-sounding 
upload on YouTube. But clearly this waltz was never intended to swing; it has nowhere near the 
lightness and bounce of Fats Waller’s Jitterbug Waltz, and with Shapiro playing a fairly heavy-
sounding bowed bass throughout there’s not much chance that this waltz could or would jump. 
Yet Let’s Get Happy has much more pep in its step, and as a somewhat one-off performance by 
prominent jazz musicians from the 52nd Street scene it is worthy of inclusion. 
 
MARY LOU WILLIAMS TRIO 

Mary Lou Williams, born Mary Elfrieda Scruggs (May 8, 
1910 – May 28, 1981) was the darling of the jazz world in the 
1930s and ‘40s. Pretty, ebullient and immensely talented, she 
came to fame with Andy Kirk and his Clouds of Joy, not merely 
as their star soloist (much to Kirk’s annoyance, since some crit-
ics and many fans came to think of the band as hers) but also as 
its chief arranger. Indeed, she was the only female African-
American jazz musician to rise to prominence in the male-
dominated world of jazz in that era. 

But since Williams recorded mostly with the Kirk band, 
occasionally making solo recordings now and then, she might 
not have fallen under the purview of this survey had she not 
made these piano trio recordings in September 1938. Accompa- 
nied by bassist Booker Collins and drummer Ben Thigpen of the Kirk band, they are technically 
piano trio recordings but not really piano trio performances. Williams merely plays as if she 
were performing solo while Collins and Thigpen sort of pep things up a bit in the background. 
Sadly, this was not only the case with Williams in particular but very often with other piano trio 
recordings. Not all such discs in that era show a three-way interaction between the participants; 
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there are several others in which the star plays in the foreground while the backup musicians just 
sort of fill in, and clearly band musicians like Collins and Thigpen didn’t have much experience 
playing in a trio situation. 

And there’s another reason why I included these tracks. The first selection played here, The 
Pearls, prompted a vitriolic reaction from the song’s composer, Jelly Roll Morton, who said it 
was an “awful” rendition of his music. In later years Williams said, “I didn’t mind so much that 
he crit icized my playing of his song, since as the composer he was entitled to his opinion, so 
much that he criticized me for the way I played my own piece!” (The Rocks) 

But Morton had a point in both cases. Raised in classical music, Morton always felt that 
“you have to keep the melody going” no matter how complex your improvisation became. This 
aesthetic went out the window with the rise of Earl Hines, a pianist who Morton particularly de-
tested (partly because he didn’t keep the melody going and partly because he couldn’t read mu-
sic) in the late 1920s. In her recorded performance, Williams pays only the slightest lip service to 
the tune’s construction, varying not only the melody line but also the harmony and meter from 
the outset, tossing in an out-of-chord-sequence downward keyboard run at the 36-second mark 
and generally disrupting the tune’s structure from the outset. It’s exactly the kind of playing that 
jazz critics and fans loved about her, and which was to influence some aspects of the bop move-
ment (which she originally hated, then embraced and supported) in the late 1940s. It’s excellent 
and adventurous jazz piano for its time and place, but clearly not a good representation of Jelly 
Roll Morton’s music. 

Nor is The Rocks played with any more underlying structure; it’s just a few melodic ges-
tures and riffs tossed together. It swings, it makes a certain amount of sense musically, but she 
clearly does not “keep the melody going” in any sense of the word. On the contrary, she seems 
intent on breaking it up halfway through the first chorus, and does so. The underlying devices, 
clever as they are, are thus substituted for melodic construction. In the last chorus we hear fore-
bodings of Errol Garner and even a bit of Bud Powell which, again, is interesting but has little to 
do with the theme per se. 

Jazz was indeed starting to change. It would only be a matter of time before the swing mu-
sicians would be agreeing with Jelly Roll that the modern crop of jazz players didn’t know what 
they were doing. 
 
STEWART AND BIGARD RETURN 

The Rex Stewart session of March 30, 1939 is unusual in that it lists an arranger whose 
name is neither Ellington nor Strayhorn, but rather one Brick Fleagle. Jacob “Brick” Fleagle 
(1906-1992) was a jazz guitarist who, up to this point, had done some fairly undistinguished 
work for the big bands of Joe Haymes and British trumpeter-vocalist Nat Gonella. Later on he 
was to participate in some important recording sessions with Miles Davis, but no one was going 

to confuse Fleagle’s work for that of Oscar Moore or Chuck Wayne. 
Yet Ellington not only allowed him to arrange this small band 

session, he also used his arrangements for the full orchestra on such 
recordings as Smorgasborn and Schnapps, Portrait of the Lion, Solid 
Old Man, Way Low, Serenade to Sweden and I Never Felt This Way 
Before, so he must have heard something good in what he had to of-
fer. Judging by these two tracks as well as by Smorgasbord and 
Schnapps, Fleagle’s arrangements seem to be peppier and less fussy 
in places than Ellington’s own. He liked crisp section work, unclut-
tered harmonies and a hard-swinging profile. On San Juan Hill, he 
also uses Ellington’s piano in a dark, low register, creating a very 
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dark mood—despite the upbeat tempo—in D minor, which 
FYI was Mozart’s favorite key. There are only three brass 
on this session, Stewart, Louis Bacon and Tricky Sam Nan-
ton, but the way Fleagle voices them you’d think you were 
listening to a powerhouse band. Despite the straightforward 
swing of the brass, however, Ellington, bassist Billy Taylor 
and drummer Sonny Greer play in a sort of loping shuffle 
beat. Stewart’s solo is surprisingly bluesy and gutsy, some-
thing out of the ordinary for him. On “Fat Stuff” Serenade 
Fleagle mixes Bacon’s trumpet with Barney Bigard’s clari-
net, almost in typical Ellington fashion, and again the piece 

is hard swinging, this 
time including some unusual descending chromatics in the 
voicing. The two trumpets act as a “pep” section behind Bi-
gard’s solo, although this time when Stewart enters he exhi-
bits his usual cheery, chubby tone. 

We hear one track from the Barney Bigard session, a 
medium-slow tune called Barney Goin’ Easy which is cre-
dited strictly to Bigard on the label but is actually a slowed-
down version of I’m Checking Out, Goombye, one of Ivie 
Anderson’s hippest records with Duke. And oddly, Stewart 
has a solo just as long and prominent on this track as Bigard 
himself. This is almost cool jazz by 1939 standards. 

 
JAMES P. JAMS WITH RED & PEE WEE 

Someone at the American Record Corporation must really 
have liked James P. Johnson. By all accounts, James P. was 
indeed a lovable, easy-going man who was well liked by vir-
tually everybody in the music business, but to go to the ex-
tent that they did to record him in a couple of different musi-
cal situations at a time when his popularity was pretty far 
down says quite a bit for them. In the first session he is sur-
rounded by an all-star, all-black band including Red Allen 
on trumpet, J.C. Higginbotham on trombone, Gene Sedric on 
tenor sax (obviously a loan from his protégé Fats Waller), 
veteran bassist Pops Foster (on loan from the Louis 
Armstrong orchestra) and Big Sid Catlett on drums. One of 
the biggest surprises comes at the very beginning of Havin’ 

a Ball where Catlett plays a shot on the tympani that rises in pitch using the pedal, a trick I’ve 
only heard from one drummer, that being virtuoso Vic Berton. He also uses the pedal to bring the 
pitch down in a glissando before James P. comes rolling into sight, playing in his usual witty, 
imaginative style. After a half-chorus from Sedric we hear both Allen and Higgy, then trombone 
and trumpet exchange musical glances, with Allen winning out in the solo space. A few scored 
swing licks bring us to another Higgy solo underscored by Catlett, then ride-out figures. 

Sedric introduces one of Johnson’s most famous tunes, Old-Fashioned Love while the 
composer plays piano underneath him. Johnson had once been harmonically daring back in the 
1920s, but by the late ‘30s he became settled in his ways and those ways were pretty much to just 
relax and enjoy himself. Really, the best things about these records is Red Allen and Higgy ex- 
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cept for the closing tune, Swingin’ at the Lido, ap-
parently written by James P. and Bessie Smith be-
fore her tragic death in 1937. This is a bit more 
interesting piece and a good arrangement. 

But things really wake up in the Chicago Di-
xieland session of August 1938, where Max Ka-
minsky leads the charge on There’ll Be Some 
Changes Made. This sounds for all the world like 
an Eddie Condon session but for one thing: except 
for Kaminsky, tenor saxist Al Gold and Pee Wee 
Russell, under whose name the record was re-
leased, the entire rest of the band is comprised of 
African-Americans, particularly the rhythm sec-
tion which includes James P. Freddie Green (Basie 
band), Wellman Braud (former Ellingtonian) and 
Zutty Singleton on drums. The whole performance takes off like a rocket with plenty of energy, 
with Max and Pee Wee in excellent form and Zutty playing the sticks behind the trumpeter’s solo 
before taking a solo of his own. 

On this same date, Pee Wee, Zutty and James P. 
made two sides as a trio, and these are among John-
son’s most swinging records of the period. No longer is 
he just sitting back and taking it easy; if he did, Zutty 
and Russell would have run him over. His solo on I’ve 
Found a New Baby almost revives the Johnson of 
1929, so lively and engaged does he sound, and the 
twisting solo by Russell following his is among his 
most imaginative on records. Singleton’s cymbals are 
particularly well-recorded here for 1939. Everybody 
Loves My Baby is a bit less energetic but no less inter-
esting, particularly for Russell who plays a full chorus, 
uncharacteristically, in his chalumeau register—not yet 
as well developed as it was to become in his later 

years. Johnson picks up the pace with a sparkling solo that includes some nice descending chime 
chords in thirds. Zutty’s cymbal solo is again well recorded for its time. 
 
THE ELLINGTONIANS, ONE LAST TIME 

On this session, recorded before the one with Brick Fleagle, the arrangements of Swingin’ 
in the Dell, The Jeep is Jumpin’ and Dancing on the Stars, with the band members playing swing 
riffs behind the soloists and the solos themselves being relatively short and sweet. Interestingly, 
however, the rhythm section sounds much lighter and less forceful here than in the Fleagle ses-
sion. Cootie Williams replaces Stewart on this session, and he plays open horn instead of growl-
ing into his plunger mute. The Jeep is Jumpin’ is startling; it almost sounds like a 1950s R&B 
number in the opening ensemble, and although it lightens up considerably for Hodges’ solo, the 
echt-R&B feeling is still there. In fact, Hodges with Ellington recorded a slightly slower version 
in the 1950s that sounded very much like R&B, but many of the jump tunes of the swing era 
could easily be adapted to an early rock ‘n’roll beat, i.e. Jerry Gray’s composition for Glenn Mil-
ler, Here We Go Again. Dancing on the Stars features a medium tempo, but the conventional 
call-and-response of the swing orchestra sections in reductio is clearly used here and, though the 
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rhythm section still sounds slightly stiff, the band does not. Hodges is in superb form, playing far 
more imaginatively than he was later to do in the 1950s and ‘60s. Ellington’s solo is surprisingly 
playful, and Lawrence Brown’s burnished trombone tone is quite unmistakable. 

Wanderlust is much more of an Ellington composition, opening with the composer playing 
a rising and falling serrated figure on the bass notes of the pi-
ano. Hodges comes in above him, sounding somewhat bluesy 
but more upbeat than his employer. Riffs are used here as part 
of the composition proper, one of the ways in which Ellington 
took simple building blocks to create interesting shapes and 
structures. Cootie Williams carefully shapes his muted tones, 
sounding as if the horn is opening and closing on each succes-
sive note. It’s a fairly strange piece. In early 1939 they re-
turned to cut Swingin’ on the Campus, and here the arrange-
ment is considerably simpler, more streamlined and not as co-
lorful in timbre, but it still swings extremely well. 

 
BUD FREEMAN & THE SUMMA CUM LAUDE ORCHESTRA 

Although The Sail Fish is not nearly as famous or as oft-reissued a recording as The Eel, it 
is relatively well known to Bud Freeman collectors, but I insisted on sticking it in here as an in-
dication of how Freeman was developing the Chicago Dixieland style in a different direction. 
Whether it was planned or accidental, the entire performance from first note to last has the feel of 
a developing composition. First, Freeman plays the theme statement, one of his typically serrated 
melody lines with little jumping triplets running through it, then Kaminsky follows with a much 
simpler solo built around half notes and quarters with very few eighths that sounds like Theme 
B. Pee Wee then plays a variation on the theme Kaminsky has just delineated for you, and when 
Freeman returns he sounds as if he’s wrapping up that section of the tune—which he does, fol-
lowing it with a remarkable passage in which the serrated triplet figures now rise and then fall 
again chromatically. Then he repeats the opening chorus as the final one of the record, tacking on 
a swinging little coda at the end. 
 
BARNEY BIGARD ONE LAST TIME 

The recording here is Lost in Two Flats. It’s not a terribly complex piece but it is interest-
ing; it’s also one of Billy Strayhorn’s first compositions for the Ellington forces, albeit here just 
for this little septet. Strayhorn keeps the voicing clean and neat, no cluttering of sound or pur-
poseful blurring of textures. He was still feeling his way into writing for Ellington’s musicians, 
but you can tell that this isn’t an Ellington piece. 
 
DIZZY AND HAMP: A GLIMPSE INTO THE FUTURE 

As we bring our journey to a close, I’ve included two recordings 
that give you a glimpse of the future of jazz coming right around the 
corner. Hot Mallets is one of the most famous of the Lionel Hampton 
small band recordings for Victor because it includes two musicians who 
were indeed shaping that future, guitarist Charlie Christian and trumpe-
ter John Birks “Dizzy” Gillespie. Although Christian just plays rhythm 
guitar here, the wonderfully light beat that he sets up with pianist Clyde 
Hart, here playing in a more modern style than we previously heard 
him, bassist Milt Hinton and drummer Cozy Cole sounds halfway be-
tween a swing beat and a bop feel. But of course it is Gillespie’s trum- 
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pet solo, played here when he was only 
22 years old and still a member of Cab 
Calloway’s big band, that launches us at 
least five years into the future. He’s al-
ready reaching for something that no one 
else in 1939 was except for young Charlie 
Parker, and Parker wasn’t yet playing in 
New York City. Interestingly, alto saxist 
Benny Carter is identified on the original 
label as “L. Lee,” probably due to con-
tractual reasons—all of the discographies 
list Carter on alto. Coleman Hawkins 
kind of gets it, though; his solo sounds 
halfway between swing and bop, too, 
while Hampton is operating on an early 
R&B level. Jazz was certainly changing, 
all right, under the very ears of a public 
that wasn’t quite ready for it. 

 
 

CHARLIE CHRISTIAN’S SOLO FLIGHT 
Our very last recording is an aircheck, something we haven’t in-
cluded previously, in part because so few of the small New York 
bands exist (except, of course, for the John Kirby Sextet). This 
one is a Chicago date led by tenor saxist Jerry Jerome, a highly 
regarded musician who had played for Glenn Miller’s first band 
and the slow-burning orchestra of Red Norvo, but he’s not really 
the star. That honor belongs to the tragically doomed electric gui-
tarist Charlie Christian, here playing with another prophet of fu-
ture jazz, bassist Oscar Pettiford. Tea For Two is scarcely an 
ideal selection for Christian—the chord changes are pretty con-
ventional—but he clearly makes the most of it. imbuing the mu-
sic with a bluesy feel while simultaneously pushing the harmonic 
envelope in new directions. He was still a year or so away from 
jamming after hours at Minton’s, where he, Dizzy, Fred Guy, 

Ken Kersey, Thelonious Monk and Kenny Clarke began to create bebop, but you can tell that 
he’s already headed in that direction. 

The other interesting thing about this performance is the very fine piano solo by one Fran-
kie Hines, a name that has completely disappeared from jazz history. Jerome is also pretty inter-
esting here, but tends more towards R&B than bop. Christ ian’s second solo is even more adven-
turous than his first, and in a sense this performance presages another trend to come, the “all star 
jam bands” as promoted by Norman Granz in his “Jazz at the Philharmonic” concerts. Although 
there are a handful of performances from these concerts that are of great interest, particularly the 
concert in which Lester Young and Charlie Parker play together, much of the music produced in 
these settings tended to ramble and lose focus, and not all the solos were of the same high order. 
But this, too, was a developing change in small-group jazz. 
 

* * * * * * * 
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What we learn from this survey, even excluding the groups of more famous small-band re-
cordings mentioned in the preface (and to which we really should add the Benny Goodman 
Quartet and Quintet of 1936-39 as well as the Kansas City Seven recordings with Lester Young) 
is that, as usual, jazz was developing quickly, so much so that any musicians who did not go 
along with the new trends were left behind. Even by the time of their 1938-39 recordings, musi-
cians like Willie “the Lion” Smith and James P. Johnson were already considered passé. Those 
who refused to move forward, like Wingy Manone, Sharkey Bonano and the members of the 
Condon Dixieland gang, had to break off from the jazz mainstream and create their own little 
bubble inside the larger framework. The beat was smoothing out and becoming slicker; solos 
were slowly becoming more and more complex (you can even hear this in the work of Frankie 
Newton), and just about everyone who was anyone in the jazz world needed to get on board or 
risk not having their ticket punched. On the one hand, swing did create certain formulae which, 
though fresh, new and enjoyable at first, eventually became cliché and had to be abandoned be-
cause the style was a closed circle…you were either in it or outside of it. Imaginative arrangers 
like John Kirby, Ellington, Strayhorn and even Brick Fleagle showed that there was another via-
ble approach to the small band that could be creative in addition to making it sound like a full 
orchestra, but this was a trend that was pretty much abandoned until the early 1950s when bop 
and cool musicians like Miles Davis and Shorty Rogers revived the concept with a different aes-
thetic. Yet even within the more advanced settings of Kirby, Ellington etc., one could hear musi-
cians like Barney Bigard who were not really moving forward, they just had much better picture 
frames surrounding their black-and-white musical snapshots. By 1945 the rift would become 
complete, and by 1947 even those musicians who clung to swing were being brushed aside as 
reactionary by musicians and such progressive jazz critics as Barry Ulanov and Nat Hentoff. 

Perhaps this is one reason why fans of traditional New Orleans jazz and Chicago-New 
York Dixieland felt so bitter about the whole process. Had they been left alone in their own large 
minority, there might never have been any animosity between the two camps, but by constantly 
harping on them that they had to join the progressive jazz club or get lost they became bitter and 
struck back with their own nasty comments. Not everyone is sophisticated enough to understand 
modern jazz harmony, but by the same token not everyone is sophisticated enough to appreciate 
the polyphonic web that the New Orleans bands created. You can say that because the harmony 
is conventionally tonal and the chord positions do not constantly shift that, for instance, the re-
cordings of Bunk Johnson or Sidney Bechet are simplistic or uninteresting, but I have listened 
very carefully to many of these performances and have found intricacies of rhythm and specific 
beat placement that eluded a great many bebop groups. Of course, the New Orleans polyphony 
was also an end in itself and not a beginning; it was virtually impossible to bring the polyphonic 
style forward into later jazz, which is why even such staunch adherents as Tommy Dorsey and 
Glenn Miller eventually had to abandon it. It only worked within a limited range of rhythm and 
tune structures. Once the bop harmony opened things up, the musicians in the various bands 
large and small almost had to fend for themselves because with everyone playing their own style, 
the solos were not something that could be picked up and built upon by those who followed 
them. 

But unlike classical music, jazz recordings are living music because each solo is created in 
the moment and only in that moment. Many listeners don’t seem to realize that the choices are 
often made for them by producers and record executives. Hopefully, this set of records will open 
your ears to jazz of the 1930s not as a linear progression but as the crazy-quilt of ideas and musi-
cal trends that it was. 
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