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JOHN LEE HOOKER

Today, when traditions are being shed at
so baffling a speed, and cultural land-
marks are disappearing almost before we
have time to digest their significance, the
continuing survival of a musician whose
work is anachronistic and yet applicable
to the times is a very remarkable pheno-
menon indeed. Because Folk music, or
Blues, or Jazz, or whatever label one
prefers, has been evolving at a hysterical
rate, it seems wholly improbable that we
should be able to savour the style of an
original. And yet it seems very possible
too. After all, if forty years have seen
profound changes in popular art music,
then it is at least feasible that somewhere
there still exist working artists whose
music reflects the pure sources of later
developments in the field. And that is
why John Lee Hooker, and a few other
men like him, have a magnetic attraction
for us.

Hooker was born in Clarksdale, a small
town in Mississippi, in 1917, and when
we look at his environment we find influ-
ences which appear to be inevitable with
artists of this kind. Both his father and
his brother were ministers, and Hooker
himself was not the first player, nor will
he be the last, whose inspiration for
music was stimulated by a religious back-
ground. He began singing spirituals when
he was fourteen years old, and two years
later began studying the guitar under the
tutelage of Will Moore. For a while he
restricted his work to the local scene, but
then at 21 he moved to Knoxville,
Tennessee, where he was destined to
remain based for two years.

Then in 1941 he moved to Detroit, and
very gradually the intensity and skill of
his music conveyed itself, first to con-
noisseurs of the blues idiom, then to the
more aware reviewers and journalists,
and finally to the wider public he com-
mands today. It is important to note
that this slow, steady drift into the lime-
light was achieved without any pandering
to commercial demands. The intensity of
the Hooker blues idiom was not diluted
with any Show Biz tricks or gimmicks.
Hooker’s career, in fact, is a near allegory
of the Virtue Rewarded variety.

Why is he so important a figure in the
chaotic popular music scene of today?
The answer very simply is, because he
shows us where our popular music has
come from, and demonstrates that the
older styles and nuances are not so anti-
quated as we might sometimes think.
Because artists like Hooker survive and
flourish, there are thankfully no Missing
Links in the anthropology of jazz. We
have all our links before us, and we can
study concurrently the modern and the
ancient without compromising our musi-
cal taste in the slightest. In fact, we
should be extremely thankful for men
like Hooker, who can give us such pro-
found insights into the early condition
of t..e Blues, and who can give us price-
less hints as to how our music today
came to sound the way it does,

There is, admittedly, a great deal of lip
service paid to the archaic blues player-
singer, who is sometimes more dreary an
artist than the musicologists like to
admit. There are those who have only
to be fold that such-and-such an artist
sings in the authentic style of the 1890s,
or any past period you care to name, for
the sycophantic attitudes to come dancing
out like reflex actions. And indeed, if
Hooker had nothing better to offer us
than an authentic old style ossified
beyond redemption and marred by in-

different execution, we would
justified in turning our bac
seeking something a little more

But this is the whole point abo

antique so far as musical evolut:
concerned, he is also a highly sof
cated artist with his effects at his |
tips. We should not make the cor
error of assuming that the uncomplic
can only be produced by the simple-
minded. Hooker's music only SOUNDS
simple. It is when others try to repro-
duce his effects that the discovery _is
made that he is inimitable.

The American jazz historian Marshall
Stearns has come closest to explaining
Hooker's historical as distinct from musi-
cal significance. In a famous appraisal
of Hooker's work, the perceptive Stearns
once wrote, ‘ He is one of the few truly
authentic exponents of archaic guitar
style, a style which may well go back to
Civil War days'. We would probably be
wise to take Stearns’ docketing for
granted, as he knew as much about the
progressive periods of jazz as anyone in
the field. But what is so fascinating about
Hooker is that, preserving the style of a
dead era as he does, he can still com-
municate so powerfully in the age of the
technological lunatic asylum. He sings
about people who are recognisable to us
all, and no doubt points the moral that
in the hundred years or so that have
elapsed since his style first began to be
formulated, people have basically
changed very little. They still suffer the
same pangs about the same problems.
and at a moment in history when not a
day goes by without our being informed
that mankind is changing beyond recog-
nition, there is something comforting in
that.
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CHAMPION JACK DUPREE

1 once met Champion Jack over lunch
at the house of a mutual friend, and it is
significant that although I cannot now
remember anything of the conversation,
I retain a vivid recollection of Champion
Jack’s physical impact. He was, and pre-
sumably still is, what people often refer
to as a personality, by which they mean
that his physical presence is something
approaching a work of art in itself. 1
remember that he wore a genial smile
and one ear-ring, that he was completely
relaxed and charming, and that he
seemed to have struck up a treaty of co-
operation with our host’s small children.
All in all it was a pleasant interlude
indeed.

Perhaps the reader is wondering what all
this has to do with the kind of music
Champion Jack will be giving them at
this evening's concert. I think it has a
great deal to do with it. Some jazz
musicians, it is true, deploy such arid
intellectual styles that it can fairly be
said that their own personalities, if they
have such a thing, has become obliterated
by the technical self-consciousness.
Champion Jack does not fall into this
category. Indeed, it is extremely difficult
to think of any other jazz musician who
escapes this category more emphatically.
His personality comes through in his
playing, and one or two of the facets of
his character which I guessed at when
we met over lunch seem to me to be
confirmed by what he does at the piano.

He is certainly a relaxed improvisor. This
is because he knows exactly what it is
he wants to do, and has been doing it
long enough to have confidence in his
ability. There is also something about his
work which matches up to the impression
of geniality which I have retained of him
over the years. He is, I think, a man who
enjoys making his music just as he en-
joyed making our acquaintance at that
lunch. Notwithstanding W. C. Fields’ old
morsel of cynicism, * Anyone who hates
kids can’t be ALL bad’, Champion Jack
plays like a man who might get along
well with small children. He is an honest,
unaffected player, untroubled by coterie
wars and with too little time to bother
much about the sociological significance
of the improvisational art in the twentieth
century, etc., etc.

He was born in New Orleans, in August
1910, and was orphaned when both his
parents died in a fire. Until he was four-
teen he lived in the Coloured Waifs'
Home, after which he picked up the rudi-
ments of piano playing from a local
barrelhouse expert. By 1930 he was play-
ing as a professional, doing minor gigs of
no particular importance, but making a
living at a time when hundreds of
itinerant pianists were working across the
length and breadth of America. Clubs
and bars were his main venues, and pos-
sibly he might have continued in this way
indefinitely had it not been for that
potent factor in jazz history, the
Depression.

Jobs became harder to get. There were
longer and longer gaps between engage-
ments, and in time Champion Jack saw
that there was no point in chasing rain-
bows any longer, and that the only prac-
tical thing to do was to switch pro-
fessions. And so he became a professional
lightweight boxer. One of the few wisps

of conversation that I do recaill f
lunch was to the effect it
some and lost some’. Th t il
of some of the greatest I o
all time, and with men in the :
Barney Ross, Lou Ambers and Tomy
Canzoneri, life must have been
tough for a lightweight. This incon-
gruous episode ended one night o
Indianapolis. Champion Jack went thers
to fight his last fight, stayed on for
several years and resumed his work in
music, singing and playing in the
numerous clubs around the city.

In 1940 he began recording regularly for
the Okeh label, producing twenty sides
in his first year with the company. And
then, in 1944, he finally moved to New
York, since which time he has been dis-
covered by the jazz world at large,
recorded many albums and travelled all
over the world, playing and singing the
blues. It is not easy to write about the
music of a character like Champion Jack.
It is so basic that no analytical note Is
going to get very far. So perhaps the
best way of conveying something of his
style is to quote the man himself. Cham-
pion Jack once responded to a request
to define himself by saying, ‘I am one of
the last of the barrelhouse piano players,
whose blues portray the life of both the
urban and southern American Negro’.

And once again from Champion Jack
himself, a reflection on his material. He
is a man who has performed the classic
migration, beginning in New Orleans at
the beginning of the century, and inci-
dentally at the beginning of jazz also, and
ending in New York half a lifetime later.
He has travelled the world, played in a
bewildering variety of places, been
obliged to give up music for a while, and
then eventually returned to it with re-
newed success, and has generally been
subject to all the vicissitudes of fortune
that the wandering minstrel must expect
as part of the bargain. So there is some
justification for his claim, * My songs tell
about my experiences in life, or what I
saw in the lives of other people .



THE AYNSLEY DUNBAR
RETALIATION

The Retaliators number four, and they
first met at the Windsor Jazz Festival.
Musically their approach can be summed
up in the word Blues. Although not every
one of their pieces is an actual blues in
the strict academic sense, the spirit of
that form animates whatever they play.
As their organist Victor Brox has ex-
plained, ‘The only conscious thought
prevailing among us is to retain absolute
originality and to maintain the musical
discipline necessary for playing the Blues,
which at the same time enables us to
reach a freedom of style. We never
intend to stray too far from the Blues'.

The group’s main following at present
exists in the smaller clubs and among the
college students, and their popularity has
now been growing steadily for some time.
They have said that their aim is to
achieve two effects in their performances,
first. the retention of the emotional sim-
plicity and directness which all authentic
blues performances must have: and
second, an inter-reaction between the
four members of the group which would
make them more than just four people
playing together. They have also summed
up their effect as ‘an unlimited landscape
in which we can paint whatever we
want .

AYNSLEY DUNBAR
(Drums, leader)

Born in Liverpool, in January 1946,
Dunbar began studying music at the age
of nine, when he started off with violin
lessons. The entry into the music world
of the Rock and Roll fever tempted him
to rethink his tactics, and he decided
soon enough to give up the violin and
start out on the drums instead. He
acquired his first proper kit when he was
twelve, and by the time he was fourteen
had dropped into a routine which in-
volved five hours’ practice a day in a
sound-proofed room in the home of his
parents. He kept up this demanding
routine for two years, in some way man-
aging not to attend school in this time.
At sixteen he joined his first band, a
local group which specialised in Main-
stream jazz, graduating from there into
other groups of all shapes, sizes and
approaches to music, including at various
times The Mojos and John Mayall. It is
Mayall who Dunbar now names as his
most important influence. After leaving
Mayall for a place in a group led by
Jeff Buck, Dunbar then formed his own
group, the one which is appearing at this
concert this evening.




JOHN MORESHEAD
(Lead guitar)

Born in Calcutta, India, in 1942, he came
to Britain when the last war ended and
attended Winchester College, not an
establishment particularly distinguished
for the production of good lead guitarists.
It therefore comes as no great surprise
to learn that he was expelled from that
establishment in 1959. Two influences,
not entirely complementary, then deter-
mined his course of action for a while,
the London Stock Exchange and the
guitar playing of Ricky Nelson. He took
a job in the first and started trying to
emulate the second. The Guitar won,
and Moreshead soon left the Stock Ex-
change to its own devices and became a
professional guitarist. His first proper
engagement was with Johnny Kidd and
the Pirates, but an abiding interest in the
Blues eventually led him away from
Kidd’s style of music and into the ranks
of the new Aynsley Dunbar group.

VICTOR BROX

(Vocals, organ, harmonica, pocket
cornet)

Born in Ashton-under-Lyme in May
1941, Brox is the old man of the group.
Like the other members of the Retalia-
tion, he first became acquainted with the
joys of making music through the violin,
but he has said that although he was
interested in most instruments for as long
as he can remember, he had some diffi-
culty finding one which would suit him.
In the meantime he attended University
and graduated in Philosophy, after which
he went to Spain to study the pocket
cornet. He had by this time been
awarded a scholarship in America, but
on his return to England got married and
decided not to take up the offer. For a
while he was a teacher in Manchester,
formed his own blues group, joined
Alexis Korner’s band, and finally joined
the Aynsley Dunbar group.

ALEXANDER ZIGMUNT
STANISLAV DMOCHOWSKI

(Bass guitar)

Born in Jerusalem in 1945, of parents
who were freed from internment by the
Russians at the end of the Second World
War. The outbreak of Civil War in
Jerusalem soon after the Dmochowskis’
arrival forced them to move again, and
this time they came to live in the East
End of London. When he was eleven
years old, Alexander began studying the
violin but, disenchanted with the possi-
bilities of that instrument, he gave it up
and concentrated instead for some time
on playing tennis. Some of his friends
influenced him to take up his interest in
music again, and he began playing the
guitar. When he was sixteen he switched
to bass. His ambition is to make the bass
guitar one of the most important instru-
ments in the Blues idiom. He worked for
a time with Neil Christian’s Crusaders,
and then was attracted to the solidly
blues-based activitiés of the Aynsley
Dunbar group.
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THE GROUNDHOGS

The original Groundhog group first
began to be seen working during the
Rhythm-and-Blues revival of around
1964-65, appearing many times in venues
in and around London as well as the pro-
vinces. At that time the group was
officially billed as ‘John Lee's Ground-
hogs’, and featured Tony McPhee, who
has been described as this country's finest
exponent of bottle-neck guitar. It was
during this period that the Groundhogs
first struck up a professional acquaint-
ance with John Lee Hooker, playing
many club dates with him and becoming
one of his favourite British groups.

Through their connections with Hooker,
the Groundhogs were put in touch with
Calvin Carter, who was at that time pro-
ducer for Vee-Jay Records in Chicago.
It was for Carter that the group made its
first recording, an item which was issued
in the United States but not in this coun-
try. But now the Rhythm-and-Blues re-
vival was beginning to go the way of all
revival movements, into the past, and ihe
Groundhogs split up, each of its mem-
bers pursuing his own way for a while.
McPhee made records for many groups,
the most successful of these being ‘ Blucs
Anytime’ for the Immediate album,
which was recently in the United States
charts.

McPhee then worked with the John
Dummer Blues band, and then decided
to re-form the Groundhogs. The four
musicians he has chosen to work with
him include Steve Rye, who had until
then been part of a blues duo called
‘Simon and Steve’. Rye is highly re-
garded by connoisseurs of harmonica
playing in this country; on bass is Peter
Cruickshank, one of the original Ground-
hogs, and a musician who has won the
praise of John Lee Hooker, among
others; on drums is the Bristol Blues
specialist Ken Pustelnik. In addition to
their instrumental work, Pete, Tony and
Steve are also to be heard as vocalists
in the present Groundhogs set-up.

The presence of the Groundhogs on this
concert is largely due to the insistence of
John Lee Hooker, who made a point of
asking for them to accompany him on
his current tour, It was, incidentally, a
recording by Hooker of a theme called
" Groundhog Blues’ which gave the group
the idea for its name. The group has also
been active in the recording studios re-
cently. There are currently three albums
either issued already or scheduled for
early release. The first of these is called
"Scratching The Surface’, which was

recorded within a fortnight of the group
being re-formed. The second item : ]
anthology of country blues singers in ihis
country today and it features Tony
McPhee, vocalist Jo-Ann Kelly, Dave
Kelly, at present singer-guitarist with the
John Dummer band, Simon and Steve,
and Andy Fernbach, a talented singer-
guitarist who will be doing some record-
ings during 1969 for the Groundhog
series. There is also an album by Big
Joe Williams, the first recorded in Britain
by that musician, Currently a new com-
pany called Groundhog Productions is
being mounted, headed by Tony McPhee
and Roy Fishers, who plan to launch
several new projects and to keep the
supply of new Groundhog albums com-
ing oft the production line.

JO-ANN KELLY

Born in South-east London, Jo-Ann is the
sister of Dave Kelly, who is featured
with the John Dummer band. She was
born in 1945 and began singing the blues
as recently as 1963, although in the six
years since then she was won a reputa-
tion as one of the most accomplished
singers on the British blues circuit.
Usually she appears alone on stage, sing-
ing and accompanying herself on guitar,
and her fragile appearance belies the
robust power of her vocal performances.

Her first recording was on the new
Groundhog series LP, ‘Me And The
Devil ' (LBL/LBS 83190), but there seems
little doubt that she will be appearing
much more regularly in the catalogues
now that her work is reaching a wider
audience.
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Blues Scene '69 continues throughout the year
on albums from Polydor. Some recent issues include:

JOHN LEE HOOKER

‘You're Leaving Me Baby’
Riverside 673 005

SONNY BOY WILLIAMSON
with Matt Murphy

Storyville 670 |70

BLIND WILLIE McTELL
Staryville 670 186

SONNY BOY WILLIAMSOMN
with Brian Auger

Marmalade 607 004(m) 608 004(s)
THE DRIVING BLUES OF
SMOKEY SMOTHERS

Polydor 623 239

JIMMY WITHERSPOON

‘Back Door Blues'

Polydor 623 256

MICKEY BAKER & MEMPHIS SLIM
Polydor 623 263

and at only 25/-

THE ORIGINAL AMERICAN FOLK
BLUES FESTIVAL

Polydor Special 236 216

NEGRO FOLKLORE FROM TEXAS
STATE PRISONS

Polydor Special 236 51 |

JOHN LEE HOOKER
‘Drifting Blues’

Atlantic Special 590 003

JOE TURNER

‘The Boss of the Blues'
Atlantic special 590 006

FRED McDOWELL & OTHERS
‘Roots of the Blues'

Atlantic Special 590019

JIMMY WITHERSPOON
‘Calling the Blues'

Atlantic Special 550 02|
FOREST CITY |OE & OTHERS
‘Blues Roll On'

Atlantic Special 590 025
NEGRO CHURCH MUSIC
Atlantic Special 550 029

Watch our ads. every month in
Jazz Monthly and Jazz Journal for
details of new releases.

W Me and the Devil
Tony McPhee, Jo-Ann Kelly
Simon & Steve

B Dave Kelly. Andv Fernbach
LBL'S 83190

LIBERTY

1
Fruntaar -
' Prescription,

Doctor Dunbar’s Prescription

Scratching the surface Liberty Records Limited
groundhogs 37-41 Mortimer Street, London W1 The Aynsley Dunbar Retaliation
LBL S 83199 LBL'S 83177




II,E““ JAZZ & FOLK FANS

BELONG TO THE HAROLD DAVISON PRIORITY BOOKING SERVICE

THEY RECEIVE REGULARLY ADVANCE NOTICE OF ALL OUR MAJOR

LONDON JAZZ AND FOLK CONCERTS AND ADVANCE BOOKING FORMS THAT
ENSURE THEM SEATS—AND THE BEST SEATS AT THAT

WHY DON'T YOU JOIN? IT ONLY COSTS YOU 4/- PER YEAR.

SEND YOUR NAME AND ADDRESS (PRINTED IN BLOCK CAPITALS)

TOGETHER WITH A CHEQUE OR POSTAL ORDER FOR 4/- TO

HAROLD DAVISON LTD., TICKET DEPT., REGENT HOUSE, 235-241 REGENT STREET
LONDON W.1, AND MAKE SURE YOU GET PRIORITY BOOKING FOR

OUR FORTHCOMING ATTRACTIONS WHICH WILL INCLUDE

WOODY HERMAN & HIS ORCHESTRA, THE MODERN JAZZ QUARTET,

TONY BENNETT with COUNT BASIE & HIS ORCHESTRA, ELLA FITZGERALD,
TOM PAXTON, OSCAR PETERSON TRIO, RAY CHARLES, HIS ORCHESTRA &
THE RAELETS, AMERICAN FOLK-BLUES FESTIVAL, Etc.

Expert coverage of the Music Scene every week in M¢|Odv Maker

Thursday 1 /-
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ronnie scott’s club

47 FRITH STREET W.l. GER 4752, GER 4239
ON THREE FLOORS
a complete musical environment to include listening, dancing, films,
wining, dining and almost anything (within reason)! until 3.0 a.m.

Admission includes access to all levels
PHONE OR WRITE TO THE CLUB FOR FULLER DETAILS
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now appearing

MARION MONTGOMERY
and
JEAN-LUC PONTY

..'......'.-...-..l...'.'.---..'.....'........""....l....lI.........ll....l'..........l..l....It.-.........‘l......l

ARE YOU WATCHING THIS CONCERT
IN MANCHESTER?
ARE YOU A JAZZ OR FOLK FAN?

IF THE ANSWER TO THESE QUESTIONS IS YES. THEN IT'S
ABOUT TIME YOU JOINED OUR PRIORITY BOOKING SERVICE

FOR SEVERAL YEARS THE HAROLD DAVISON ORGANISATION HAVE BEEN OPERATING A PRIORITY BOOKING
SERVICE FOR TICKETS FOR THEIR LONDON CONCERTS. WE ARE NOW OPERATING A SIMILAR BOOKING
SERVICE FOR THE CONCERTS IN MANCHESTER. THIS ENABLES MANCHESTER JAZZ FANS TO BOOK THE
BEST SEATS FOR ALL HAROLD DAVISON CONCERTS IN MANCHESTER BEFORE THE NORMAL BOX OFFICES
OPEN TO THE PUBLIC:

IT WILL ONLY COST YOU 4/- PER YEAR TO BELONG TO THIS PRIORITY BOOKING SERVICE AND
BOOKING FORMS WILL BE SENT TO YOU WELL IN ADVANCE FOR OUR FUTURE CONCERT
PRESENTATIONS WHICH WILL INCLUDE

WOODY HERMAN & HIS ORCHESTRA, THE MODERN JAZZ QUARTET,

TONY BENNETT with COUNT BASIE & HIS ORCHESTRA, ELLA FITZGERALD,
TOM PAXTON, OSCAR PETERSON TRIO, RAY CHARLES, HIS ORCHESTRA &
THE RAELETS, AMERICAN FOLK-BLUES FESTIVAL, Etc.

ALREADY OVER 1,000 FANS HAVE JOINED, SO WHY DON'T YOU?

ALL YOU HAVE TO DO IS SEND YOUR NAME AND ADDRESS (PRINTED IN BLOCK CAPITALS) TOGETHER
WITH A 4/- POSTAL ORDER OR CHEQUE ADDRESSED TO:—

HAROLD DAVISON LTD., (MANCHESTER TICKET DEPARTMENT)
REGENT HOUSE, 235-241 REGENT STREET, LONDON, W.1
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HAROLD DAVISON
presents the

JOHN LEWIS/PIANO
MILT JACKSON/VIBES
PERCY HEATH/BASS
CONNIE KAY/DRUMS

SAT. 8 MAR.:
SUN. 9 MAR.:
MON. 10 MAR.:
TUE. 11 MAR.:
WED. 12 MAR.:
THUR. 13 MAR.: CROYDON Fairfield Hall

FRI. 14 MAR.: SOUTHAMPTON Guildhall

SAT. 15 MAR.: MANCHESTER
Free Trade Hall

BRISTOL Colston Hall

LONDON Royal Festival Hall
SUNDERLAND Empire
BIRMINGHAM Town Hall
BASILDON Arts Centre
KEELE University

SUN. 16 MAR.:

THUR. 20 MAR.: BRADFORD University

HAROLD DAVISON LIMITED
REGENT HOUSE

235-241 REGENT STREET
LONDON W.1

telephone: 01-734 7961

the real
thing
from
JOHN

LEE- -« -
HOOKER

SSL10246 (sl

(Bluesway Series!

Live at Cafe Au GO*GO
HMVY. CLP 3612 Im]
CSD 36)2 Is)

[Emar]

THE GREATEST RECORDING ! b
‘ORGANISATION N THE WORLD

-
EMI RECORDS (The Gramophone Company Ltd.), 20 Manchester 3q., London, WIA IES

EXCLUSIVELY ON BLUE HORIZON RECORDS

CHAMPION JACK

w.CBS Records

Manufactured ahd distributé‘



programme designed by
ANIMATED GRAPHIC

FOR HAROLD DAVISON LTD.

in accordance with the requirements of the Greater London Council and the Watch Commiltees of
the various lowns and cilies of the tour, the following conditions must be observed.—

1.

The public may leave at the end of the performance by all exitand entrance doors and such doors
must at that time be open,

2,

All gangways, corridors, staircases and external passageways intended for exit shall be kept
entirely free from obstruction whether permanent or temporary.

3.

Persons shall not be permitted to stand or sit in any of the gangways intersecting the seating,
or te sitin any of the other gangways or any unseated space in the Auditorium, unless standing
in such space has been specially allowed by the G.L.C. or the Watch Committee, as applicable.
If standing he permitted in the gangways at the sides and the rear of the seating it shall be
limited to the numbers indicated in the notices exhibited in those positions,

4,
The safety curtain must be lowered and raised once immediately before the commencement of
each performance, so as to ensure it being in proper working order.

The Managemenl reserve the righl lo change the programme without nofice and are not held
responsible for the non-appearance of any arlist.

The Management reserve the right to refuse admittance.

printed by COMPTON PRINTING LTD.
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