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[Russell:] Start off with your name, if you like; Monk.

[Hazel:] Well, my name is Arthur Frank Hazel; I was born in Harvey,
Louisiana--that's just across from Louisiana Avenue,‘in New Orleans--
[Russell:] What was the date? ’

[Hazel:] August 15, 1903. My father was a bass drummer in one of
the early jazz bands of New Orleans; it was calied Fischer!s Ragtime
Mi;itary Jazz Band, and my first teacher was [Joseph] Ragbaby Stevéns,
and my first job was in a Carnival parade--in those days, the only
parade that haq any jazz in ;t at all was the Rex parade, which was
union, the only union parade of all the parades. |

[Russell:] Yes., How many of those bands would really swing there in
the Rex parade?

[Hazel:] Well, Figkher's Band was the only band in the whole parade
that swang--it was, incidentally, all white bands--but Fischer's Band
was the only band in the parade that swang. And in the band was two
of .the Brunies boys, Henry and Richard% and a clarinet player who
played E flat clarinet instead of the traditional B flat--his name
was Achil;? nguiy;,and Happy Schilling was in that band; Johnny
Fischer:Li;ékfRiié;mias the trombone player; Henry Brunies was alto
horn and Richie played cornet, and a feliow by the name of [Manuel]
Mello on the other cornet; my dad on bass drum, Ragbaby Stevens and
myself on snare drum; and--

[Allen:] What was your dad's full name? Excuse me.

[Hazel:] Charles, Charles Henry [Hazel] was his name.

[Russell:] Can you tell us about how old he was when he died, and
if you know his birthdate, too, roughly?

[Hazel:] He was fifty-eighﬁ when he ¥ died and he died in l93§:

now that, the birth I don't--
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[Russell:] That'll date it, yeah--

[Hazel:] Yeah. __—

[Russell:] We can figure it.

[Hazel:] WEXEHKXXX And he played just the bass, he didn't play the
double drums at all. As you know, in those days, even for khe dance
jobs they used double drums instead of traps.

[Russell:] Did he have a cymbal attadheﬁ on his?-—--

[Hazel:] Yeah, with the wire hat-band and a hard rubber ball for the
beater. Now, here's a little story that happened in_this first parade
that I ever X played: the parades in those days s?arted at ENIXES
Calliope and St. Charles, because all the dens were back of Calliope
Street, then., And you'd come out and form at Calliope and St.

Charles and you'd come up to Washington Avgnue on the right—haﬁd

side and then turn around and come back the left side to Canal Street,
~and then you went to the [French] OEera House-~-you didn't go like
they, like they do now. Well anyway, we got around Melpomene and

St. Charles, and I was on the outside, and they had a little thing
called a torpedo stick; it was a stick that had a litkle iron thing
on the bottom of it ana you'd put a cap in there--a torpedo. Well,
had a little jig kid hit me on the foot with this--well, he wasn't so,
he wasn't—--but I mean, a kid.around fourteen, fifteen years old--and
he hit me on the foot with this torpedo thing; that was a favorite
sport around Mardi Gras time, on Canal Street, and along the parade
routes, you know. And I didn't see him at all, but Ragbaby spied
him: So Qhen we come around, we're coming down, when we gét near
Melpomene, Ragbaby made me get in the middle and he got on the out-
\side, and he t ook the bass arum and he handed my dad his drum. And

he had that hard rubber ball and he was looking for this kid all the
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time, ana he finally spied him when weé got right near there and he T ;
popped him across the head with that rubber ball. Well, that was my
first-- | |

[Russell:] Dign't burn your foot, I guess. Did -4t burn you?

[Hazel:] No, no, it hurt, but it didn't burn. .Then, you see, the

' way they made--it was a‘litﬁle bag,‘a paper bagiliké-that, and it‘had

, little round pellets like that,- and when they, when you'd hit it on the
ground that would discharge it and they would spread, these iittle
,peilets would spread all around. If‘they hit you in the leg [or]
something like that, it would burn. .
" [Russell:] ©Oh, 1 was gonna ask about position of the bass drummer°

was he .always on thegigﬁ, as a rule? .

[Hazel:] Always on the left, aa a rule.

[Russell:] . As you marcheé down the street, the bass drum was8 over

on ydur left? [You wére?]--snafa drum on the right. |

[g§g§;;1~ Yeah. Unless, like we had two of them, then you'd put;tﬁe
other one in the middle. And in those aays; trombones--if you had

two trombones, well, you had tha two.trombOnes and the bass horn-=
incidentally, in this Fischer's Band there was a musician who became
later a legitimate musician in the Saenger Theéatre--he became an
oboeist--by the name of Alessandro, he was alsd a peck horn player ’ :
‘in that band, and his father was a. bass player——had one' of thesa
Iaaiian Helicon basses, not the sousaphone, but. the old helicon basg--
- he was in the band alsol_ _ |
[Russell:] Did you haae any saxes in the band ;n those days?

[Hazel:] ©No, no.- In thése days tﬁera was only one saxophone player’
in New Orleans. He came heré with the Mexican‘national band, Mexican

government band. His name was Ramés,.and he came hefe, and althéugh.
/ . i 5, 4

‘he was an old man at that time he played with Tony Parenti. But when -
, . | X } g W oy T MR
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he originally came here he\Was.the only saxephone player.ln New
Orleans, and then later on there was a fellow by the name of Dan
Sanderson [who] played saxophone. But in those da&s,'that far
back, they always used clarinets; no saxophones.  .But of the younger.
generation about the first one I know of that played saxophone was
littlerGeorge~—young George Schilling, Happy Sehilling's'SOn. ‘An&
he stafted at, eh; a very tender age, a;eund‘eleven, twelve years . ..
old; playihg sa&ophone in his daddy's band. But--
[Russell:] 'DidAyou ever‘hear any more els;, anything elée about
that old Mexitan band--your father talk about it? You knew,‘Jaek,
Laine- says [that] his father bought somé of the old instruments and
some drums from .that band for him, and some old flags.‘ That's how" .

\

he got started.

[Hazel:] That's possible, 'but I don't think my dad ever‘knew ahything |,

i

aboﬁt'that band. -The‘cnly reaSOn I haﬁpen to knOW'abeht it}was fromh
old man Ramos himself, and that had beenrseveral yeare after he'd
Settled here, with that band. And in that band they had another man
who XXX¥ stayed here; he was the solo cornetist in this band his
name was' Lopez, He was sort of on the order of this fellow in New
York who's so:well known, makes records and everything.

N

{Russell:] ‘Del Staigers?' |

[Hazel ] Del Staigers. He stayed here also. bﬁt'not'very-long; he
stayed here for a couple oOf years and played in a couple of--I thlnk
he played with Happy Schilling. But he didn't stay:aroqnd very long.
But old man Ramos, I think, stafed here until he died, aﬁd he worked
with Tony Parenti at the La Vida‘there;

[Allen:] What's his name? His full name; do you remember?
fggggi;] Ramos. I wouldn't know, Dick, I wouldn t know his full

name; that's the only thing I can remember‘ Tony cOuld tell you all:
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about him, because he worked with Tony for a number of years at that
La Vida. : ‘

[Allen:] By £he way, what about Ragbaby Stevens? Who did he play

el
S |

with mostly? _
[ggggi;i He played with Fischer's Band, énd he--imagine he played
with-Laine and all the early bands: - the Harmony Band; and a fell&w\
by the name of-Cockeye {Dan]Hughes,_a_cornet player, had a band; and
the Christians had a band; and Brauﬁ's was a Eavorité band. Now
these are, th?se are like I éxplaiﬁed to you,-Biil, how they‘called
them rat;.;time military jazz bands. They played a little bit of every-

-

thingt 1if it was a éicnic, they'd play jazz--
[Russell:] Did they play'for dances tuninﬁelligible}? ;
[Hazel:] Oh, yes, they'd--dances and picnicsr They héd a lot of
lodges éround here, like the Pythians, Knighté of Columbus, and Méose,
and each--and the B. K.Iof H.--each lodge had its OWp hall, you kﬁo&, ‘
where they éssembled, and they always had a dance, a very good dance
floor, where they gave dances. And-- |

[Russell:] When you played for dances they used the snare drum and
bass ‘drum too? |

[ggggl;] Well, when I first started, yes. Because--there's anothefl
little story about Ragbaby--inc¢identally, he has_a son who Qorks in
the Quafter noﬁ. Well, Ragbaby, he always had lady troubles, and he .
was, he left ﬁis family——I think he had six or seven kids, someﬁhing
like that, and he left, pulled out on the family. And the police \
werebalways hounding him, you know, for alimony. My dad wduld have |
~to carry me along, because--they had places 1ike.the-50utherh Park,
outlhear Bayoﬁ St. John there, [theée picnics?] --and over the river

at the Crescent Park. , And there was no telling|whenjthe'detectives

were going to show up and Ragbaby would have to jump over thé fence
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and téke off, you See,and then I'd‘have to finish the night for him.
And he, then he left here and ¥ he went to Chicago. He was around
Chicago for a good while; he‘opened up a music shop up there. And
he was the kind of guy that‘if you came out to his, éut to see him and
he'had a. silk pongee suit on--or something like, which was the style
in those days, shantuné, you know--and you had sOmethiﬂg wrong with
‘your aufomobile he'd just as soon ¥ jump underneath thefé with .
that silk suit on and then see what's the matter with it théré;i RXA And
he finally got killed in an automobilé accid?nt in Chicago, yeah.l He“
“was, he was a veiy £¥n fine drummer, both parade and jazz. He was-—— f‘
well, among the musicians he was better thqught of as a jazz drﬁmmer
than [Johnny] Stein, who was the guy in the Palace who has all the
reputation. But the thing with Sfein‘was thét he had, he had an iron
pipe builtrin_a U-shape, and he had XHEXHXIH everything.in-the'world—-
[Russell:] . All the chimes. |
[Hazel:] Chimes, boats' whistles, and the bells and everything; hé
" had everythiﬁg in the world on that thing. But Régbaby was moré of
a drummer, not a qhowman~~like the solos tqday,_thingé like that. :
"Well, he was more of a band, he worked for thé band rather tﬂan for
himself.
[huSSell:] Before I forget, you mentioned that word, doﬁble'drums.
I've heard Papa Laine talk about that.‘ Just what do &ou m?an?
[ggggl;]| Well, instead of having onelman play both drums-?you kﬁow,
with the foot pedal and that--well, you had two men; one played the
‘bass drum and one played the snare drum--not only at parédes,'pow,‘this:
was for any dances at all--'cause there wasn't no such thing as a
fdot pedal theh. o ; |
[Rugsell:] Yeah. Well, théy used double drum, éhey used.two men.

\
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[Eéggé;] They used two men, yeah; that's what I meant by that.
[Russell:] [unintelligible] --it could have meant that one guy
played two drums, snare and bass-- |
[Hazel:] No. When the foot pedals first came“out, then you could'
use the traps—--they called them traps; they didn't call them
_ accessories, they called them traps--then you could use the cymbal
on top and the foot pedals, and they always had a 1ittle attachment
on the pedal there, and you'd put a cymbal down on the side of the
bass drum, and it would hit the bass drum and .the cymbal simultaneogsly,
like thet,.you know, to give that little what-cha-callem. And there
was no such things as high hats or anything like that; the first
thing that reSembled high hats at all were——Ray Bauduc designed the
first one that I have ever seen in my life; it was two cymbals, with
a pedal--but down, not up like they are now, but down like that, and
they would hit together like that, you see. o
[é;;ggf] Just about a foot off the flootl |

[Hazel:] Just about:a foot off the floor, yeah. And Ray designeq
the first one that I've ever seen, and I think it was Ludwig, 01d
Men Ludwig--you know the WFL [Drum Co.]--I think he was the one
who put the first one out. And then later came the high hat. But
then they had--they'd call you, 1if you pleyed the‘both drums at,
one time they'd call you a trap drummer, in those days, you see.
[Russell:] What all did you use in the way of wood blocks or
cowbells'and S0 on?-- | |
[Hazel:] Well, we used to use all of those things in--tom-toms--
the old, the old style, not the tunable. l
[Russall:j The Chinese--

[Hazel:] Yeah, the old Chinese--

T i
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[Russell:] Single tom.

[Hazel:] And the old Chinese crash {cymb&l] was always for jazz,
was always the thing, and then later on they came out with the
Zildjians. And, I never did stop using the crash. fAnd then later
on, I put the #Zivets in the old Chinese crash--like the oﬁe I had
"when I first recorded with Sharkey [Bcnanois band, 194?],,I'had it
for about the first flve years and‘then at the Famous Door, I got siék
and was laid up for a while and somebody stole it, and I never been
able to get one with just that right tone. It was a 22 inch one,
yet it didn't m;ke too much noilse, wasn't too loud, and it didn't
ring too much--you know, it wouldn't ring over into the next measure.
[Russell:] Yeah.

[Hazel:] [In other words ?], if you hit it, it would just last
that [Imitates cymbal, "gsshlivo™], it would just last long.enough
‘so that it wouldn't--like th;se_new ones, these Zildjian [things
here] they juétﬁkéep rolljing;.and rolling, you knéw?\ There's no
distinction in the beats. |
[Russell:] I was going_to ask about the bass drum: how big a bass
drum did they. they use in the old days? Were they-big drums or
smaller ones? '

[Hazel:] Well, for the dance jobs they used the bigger drums; tﬁey
ran anywheré from 12 incheés to 16--I had a 16 x 30.

[Russell:} Yeéh} I wondered--about 30 inches;  then. -

[Eézﬁéfi Yeah.

[Russell:] That's really a big drum.

[Hazel:] And 16 inches, and 16 inches wide. But the standard was
the 14‘fx1 28. But for parades, well, the guys, some’'of the guys

used to'use these little narrow things; about 8 inches X 28; most
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of the coiored fellows use those.

[Russell:] Yeah, they still use about 28 sn the parades.
[Hazel:] Yeah, yeah. ' |

[Crawfords] Monk? ' ‘ o

[Hazel:] Yeah? .

[Crawford:] Do you rsmember the first foot-pedal for the bass druﬁ
that you ever saw? ' r

[Hazel:] Yeah.

[crawford:] And about when?

[Hazel:] I can't remember when, the date, but I caa desériba;it

to you.' It was a, it had a long metal rod, and on theAend of the
rod was the beater. And then there was, in therend of the beater
there was a little screw thing that was sort of a triangle in shape,
and you fit a leather strap through that--a double, double 1eather
strap-—-and that came down, and the pedal was wood——the foot part of
it was wood. Well, that hooked into like a, oh like these, anything
that you~~1ike the mailman 8 straps, you know. ‘
[Russell;] Yaah.

[Hazel:] A deal like that. And that hooked into the pedal and the |
pedal was, had a metal housing, you mighticall it. And then, to

get the leverage, the spring was on the top of the bass drum and it
fit into a hole in this. long rod and--one end of the spring—uand the
other end had like a fork that would fit on the shell, the ﬁim of the
bass drum, 1ike that, to keep it steady, you see. And they had a -
tension nut on there where you could 1005en it or tighten it to your
individual taste And that, I think--I'm not pdsitive, but I think
that was the first foot-pedal ever mada. - I mean, that's the way,

q =

that's the first one I ever saw.
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[Allen:] Which head did it hit?

[Hazel:] That's the way it was--huh?
[Allen:] Which head did it hit?

[Hazel:] How you mean?

[Allen:] Which head of the drum did it hit?

[Hazel:] The inside head.

[Russell:] .The same one, batter head--

[Hazel:] The inside, the inside head.

[Crawford:] Did it hit from above? --

[Hazel:] It hit it exactly in the middle.

[Crawford:] But the leverage was from above, huh?

[Hazel:] Yeah. The spfing, you see, the springiwas—-and wﬁen,
naturally, 1if you'd hit it, well then, when you left it go it would
[unintelligible]. But the s?ring was not built into the pedal; it
was on the top of the bass drum and it fit into a hole in this long
rod, and the ball was on the end of that rod. and the bottom of the
ball had this little thing where you fit the strap into, and the
strap, in turn; fit into the wooden pedal, and that wooden pedal\was
held by a steel frame, or iron frame, or Qhatever'it was. That's‘
the earliest pedal that I can recall. There may be a couple of them
around here yet; some of the  real old-timers sﬁould have one of them.
[Russell:] I'll try to find one. [unintelligible] go by the Hall
Drum Company.

[QEEEEE] Did yoﬁ.ever?*wno, I don't think he--

[Russell:] But they might pick one up, you know.

[Hazel:] I'll tell you: there's only about one fellow that I know of
- around here who might have one, Bill; there's a fellow by the name of

Emile Gonzales.

[Allen:] Is he still alive?
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A[ggggl;]..I don't know. But he would [have one], because he used to
fix all of our heads, tuck our heads and fix all of our drums for us,
and he was the man. | |
[Russell:] How was the action? Did yot ever play-one of those? Did
it seem fast or slow? How was 1it? ‘
[Hazel:] Well you——iike I £e|11 you, they had'aa—.
[Russell:] You could adjust it. .
[Hazel:] 'Whachacallem that you could regulate 1t the way you--but
it was verglshaky, Bill, you see. . . o '
[Russell:] Not like the modern [unintelligible]. |
[Hazel:] ©No, it wasn't compact, and naturally it was sﬁaky and it--in
those days that's the only way they could build‘them. But you éould*f,
when you'd hit down like that,‘it——just the bottom paftlof it would
shake like that. It wasn't reliable like the later pedals became.
[Allen:] Where is Emile Gonzéles’.family? Are they aroupd heref
[gggg;}] They did live on Galennie Street somewhere, out;afound
Constance Street——between‘Constance and Tchoupitbulas.
[Allen:] Egania?
[Hazel:] Yeah, in Galennie: G—a-i—h—i-e,'Gaiennie: that's just a
couple of blocks up from--it's a l;ttle,,short street; it only ruyns
to, it stops at, Magazine Street; it runs ffom the river to Magazine
Street. It's about the 1200, ébout the 11 [00] or 1200 block, coming
up from Canal Street. And he may have one, because he h;d everyth;ng——ﬁ'
he was a guy like TOM‘Brown that colleeted everything, you know—-and‘hé
had everything that you could e&er iﬁagine that pertained to drums. \
And, incidentally, he was a very good mechanic; he could dé more With—foflij
. ; . . :

course, in those days everything was wood, too: no metal drums, in

those days.

[Russell:] = Speaking of Tom Brown, when was the first timé-you heard
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him or his band? ' ‘
[Hazel:] Tom? Well, no; when I started, Tom was away; I didn't

meet Tom until he came bagk Fo'New Orleans. The first time I

played with Tom was with [Norman] Brownlee's band out at the old

Spanish Fort. And then, while I was--I think it was a couple of

years ‘after or before that, I was working with Abbie Brunies out at

the Halfway House when his brother Theodore [Steve Brown].cametdOWn

hére with a bunch of guys from Chicago: !Murphy Steinberg énd~—Was it Polo
or Pollock, Clarinet player? A |
[Ruésell:] Yeah. -«

[Hazel:]: Danny P?llock or something, Danny Polo?
[Allen:] Danny Pélo. |

[Hazel:] Something liké.that. They had a band ﬁhat they thteﬁned
off of the Rhythm Kings. Now to follow up on that first job thing--
after that,\wé moved from Harvey; we moved down to Gretna and that's
whére I met Emmet Hardy. I went to.school with Emmet, you seéj; and
we formed a little.bahd around Gretna, and used tdlplay across the
river; we didﬁ;t get over in New Orleans, only on onerob. . |
[Russell:] How old was Hardy? Was he oldef than you?
.[ﬂazglg] Emmet? No, hé was younger thén me. Let's seet he died

in [19]25, and he was -fwenty=one when.he dieq.

[Russell:] Twenty-one.

[Hazel:] But he covered a lot of ground in those years. He used to
‘méke his own mouth pieces: he worked in a foundry, in a machine shop.
His brother today 1s head of this Bishbp%Edell Machine Company here,
and he wénted him to be é machipist, and Emmet didn't care about:
machinist}‘ﬁe wanted to play music:' So he‘d work all day in thaﬁ.
foundry--and ﬁe made his own mouthpieces: hé_waS‘always experiménting,

like Jack Teagarden, you know, always experimenting. I think he had a
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little engineer in him, frustrated engineer in him. And we had a
little band over there: Sidney Arodin and Emmét, Brownlee and a kid
that died at sixteen years 61& [who] would have been a maéveious
trombone player, by the name of Fortmeyer. He had a brother whé played
cornet and trumpet that you fellows,'yoﬁtmight know of, Dick. He's
from Jefferson Pérish; he played all these places along--

[Allen:] Raymond [Burke] talks about him.

[Hazel:] Yeah, Fortmeyer; "Footmeyer" they uéed:to call him, but it!s
really Fortmeyer. And he playedsbeautiful trOmbongf he had beautiful-
ﬁone, sort of like Santo [Pecoﬁé] but better—uydu know,‘clearer,
prettier. And he Qied when he was sixteen. We were all just kids and
we played around, up and down over the river--

[Russell:] Could you tell more about Emmet, how he--did he ever, tell

you how he got started on the cornet? Did he use cornet or trumpet?
[unintelligible]. '

-[Bazel:] We;l, his daddy was a bass player in thé Shrine baﬁd here

and his mother played piano, and ﬁhéy used to sit aroﬁhd'aﬁ home and
play and that's he--he never did play-—Well, he . started with the guitar
and the banjo; he didn't like that so much, and even a little piano,x |
chording. His mother played real fine church piano, you know, and hj:s_"k
sister played piano and sang spirituals. And he had.an ﬁncle'who was
quite well—kndwn'as an'author; his name 1s Kennedy, Emmet Kennedy:

he's written a lot of books and thiggs like that. And he was a piano
playér, too. It was just natural in the family, you see. Once‘he hi£
the qornet——he never did play trumpet; he played éofﬁet. When heIWas'wifhr
the Rhythm Kings, he and Paul Mares and Chink Martin went to this Harry
B. Jay Comparly and they had, he and Paul both had an instrument mddef \.
called the--you could make it either-a trumpet or a corﬁet:lit h?d a\'

mouthpipe, you know, and you could pull it out or shove it in, and you -
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could make it either a trumpe? or a cornet. They had them custom-maBe,

you know; they was something new; nobody had seen an;thing likeé that.

But he never did like the trumpet souﬁd: he always liked the cornet

sound and he always played the cornet.

[Russell:] Do you know if he had any lessons around here; or [he picked

up stuff ?2]?.

[Hazel:] He studied from Manuel Manetta, the old colored fellow over |
[there. ?]; Emmet studied from Manuel Manetta--and this thing on |

"High Societf"—~You know the [scats[.

[Russell:] Yeah, the clarinet variation.

[Hazel:] ﬁell, that belongs to Manuel' Manetta; Manuel Manetta created

that or invented it on whateveér you want to call it; he was the first

one to play it, and he|taught }t to Emmet. And he and Emmet were the only .
two ones tha£ I ever heard play it that play it right; all the rest of u

- them--that includes Sharkey [Bonaﬁo] and all the rest of.them-—dbn'tA

play it right. ' ' |

[Allen:] How does this part go? : . | ' -
[gggg;:] It doesn't'go like they play it; it--

[Allen:] It's not the clarinet solo, it's the trumpet: part?

[Hazel:] It's the trumpet; you'know that [scats]. ' .

[Crawfdrd:]l\oh, fou mean on "Panama."

[Hazel:] Now they play it--on "Panama,” yeah, on "Panama."

[Russell:] "Pahama," yéah.

[ggég;:] They play it three ways [in three-part harmony] now. Mﬁnuel
taught it to Emmet, and Emmet's the 6nly_white man that I ever heard
that played it right, exactly the way Manuél——cause Manuel, at that
timé, was on the boat, you know, with Fate [Matable] ; he was playing

melophone on the boat, and--
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[Allen:] You know, he told me Réd Allen stole Emmet Hardy's book that
he wrote it out for him [in]. . k

[Hazel:] Yeah, he aid.

[g;lgg;] He stole it and got that part.

[Hazel:] - He did, he wrote it out for Emmet aﬁd taught it to him to:

make sure that Emmet played it right, you*knoﬁ: I know that to be a
pogitivé fact. Then, later on, Hardy made up his own band, over the
river there. {But the only time that we ever played other than over the
riverH—thgr; wés a place that was Sharkey's stompihg groundslcalled the
Tonti Social Club, and Sharkey played back there fqr years'and, I don't
know-~-they had a run—in on something. . Let me =see wﬁo that‘is lphone ringsg).
[Russeil:] Any time you want to stop it's all right. (mgchine‘off).
Okay, it's going again. You were talking about EmmetrHérdy and this

band of Sharkey's at the Tonti.: | i |

[Hazel:] Well, somehow or other they had a run-in with the club: it

was a club, a social club that had this--it was the Tonti Aid and Social‘
Club, ([Tonti Soéial and Athletic Ciub] and they had tﬁis hall. And they
had a run-in, so they fired-Sharkey and they hired Hardy, you see. ~So
we went over there. They had a bandstand; the bandétand was against the-
- back wall}.and they had a.window, like that, right in the ﬁack of the
drums. In those days there weren't any such things as spurs, Bill; |
you had to take a rope and tie it around the chair,tp kéep the bass

drum from walking away, you see.. SharkeY(s drummer was named Roy
Montgomery, and ﬁe was Sharkey'é brother—in—law—~nepheﬁ, rather,'nephew;'
"he was éharkey'slsister's child. The night that we started they were |
going to create a free—for—ail, becauselthey didn't want nobody coming. \
in there on Sharkey,fyou know. So they had a little fellow come up
around 10:30;Tallittle fellcw;iikgﬁlf—[hej;bamé up and he told us, he
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of those things. And we finally got on the streetcar and got home;

Well, we never did éo back any more. And then we had a job at a place
over the river called the Midway. They started playing, the last tune
they started playing at--they quit at a épértér to twelve, because you
had to quit at a quarter to twelve to catch the last streetcar to make
the Jackson [Avenue] ferry, you see. They startéh-playing the blues at
11 o'clock, and they'd play the blues for forty-five minutes. They'd |
play them slow first, and then medium tempo, and then what we called fast
tfmpo in those days is not even medium now; &oﬁ know--and they'd play the
blues in those three different tempos. Well, that's when the free-for=-
alls wbuld start. And it was an open-air place; it had a‘roof err it,
but éll the rest'of it was open, and it had chicken wire in front of

the bandstand so the beer bottles wouldn't hit the band, and things

like that. You'd have to fight ybur way through the fight to get in

the street car. Oh, they had several of them over there like that:

they had that Owls' Hall on the river there b& Jackson--it was right,
Jjust about a'half a block down from Jaékson Avenue. [If] ‘a fellow

come from New Orleans come over there and'try to fool with one of

the girls—-

MONK HAZEL
END OF REEL I
JULY 16, 1959



MONK HAZEL : " b | 18
" Reel II--retyped ‘
July 16, 1959

[Russell:] . . . across the river. ‘ :

[Hazel:] This Owls'_Héll it was just about a block down from tﬁe
ferry landing, and if the fellows ovef there caught the fellows from
NeWﬂOrleans fooling with any of the girls, they'd do either one of
two things: . they'd either run them up the levee and down the ferry
landing--and if the ferry wasn't in, don't stop, just keép gofng——
either that br two fellows would get the guy, one by the arms and
one by the legs, and take him by a window like that and swing him .
like that--it was built on pilings right on the water, you see--and:
then swiﬁg'him 1ike that, right out the window they'd throﬁ him.
Either that or they'd run them down to where ‘the automobiles énd N
horsé and wégons went in those days down [to] the ferry, and if the,

" ferry wasn't there, just keep going, don't stop, unless you wanted to

' !
get really clubbed up. And when the fellows on this side would

catch those guys from over there coming over heFe well——samething.
They talk about: juvenile delinquency—wthag was a common occurrence
at all dances and things like that. They had anotﬁer place over
there called Babf's Hall that they used fo do‘a lot of thaty that'é
where Jack Laine played; he played the Baby's Hall. And he played
another place [there] éalled the Fireman's Hall, in Harbey: that;s

1

the only time I ever saw Jack play double drums--not double drums--
he played trap drums. :

[Russell:] Yeah, everything--

[Hazel:] It was only four pieces: there was he and Abbie Brunies,
and I can't--no piano--I think it was cornet, drums, bass--I don't

know whether it was guitar or fanjo, but that kind of coﬁbinﬁtion.‘
And that's the only time 'I ever saw the old man play trap drums.

He mostly, most of hig work was parades, picnicd, things like that;

but this was a regular--
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[Rﬁssell:] Did you ever play in any of his bands?

[Hazel:] No, I never did; I played in his son's band; I played in-—-

don't call him "Pansy" because he'd [kill ?] you.

[Russell:] Yeah, I know. ‘ 2

[Hazel:] I played in his bands, but I never did play ip the old

man's bands. I guesé I'm one of the few guys that never did; I know

him quite well, but I never did play with him. Raymond [Burke]

played with him. '

[Russell:] Yeah.l ‘

[Hazel:] ~ But I played with Pansy quite a bit. Did Raymond ever tell

you the story about Pansy's band at the Roosevelt Hotel? It was

the Grunewald Hotel thén.

[Allen:] No.

[Russell:] Yeah [I}ve heard it 7]

[Hazel:] - Will it make any difference if‘£his is a little risque?
[Russell:f No, no. '

[Allen:] No, go right ahead; say anything you want to.

[Hazel:] Well, they had a place in the Grunewald--which is the

Roosevelt now--had a place in there called the Cave;' it was under-

neath--

[Russell:] oh, yeah, I've seen:a plcture of that.

[Hazel:] Where the kitchen is now. How Pansy and them got the job.‘

I don't know, because tﬁat was a raggedy band--you know, I mean
cloﬁhing; they were all guys from around the [Irish] channel and

downtown, like that, that weren't the best;dressed in town. But

they got the job anyho?. They had a tune they uded to do called the

;Pluto Blues:" and the climax of the thing was that Pansy would,

they'd make‘a‘break and Panéy would go [makes Bronx cheer], you know,

like that, and the drummer would roll out a roll of toilet paper,
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and then everybody would holler, "oh, the Pluto Blues!" They pulled
this stunt--that's the only high-class job they ever go@,]yourseef—
[Russell:] At the Roosevelt, |

[Hazel:]. And they pulled this stunt; you kﬁow, with thé "Pluto Blues,"
and thgy ran them coﬁpletely out of the hotel. I‘thoughﬁ ﬁaybe Réymond
had told you about it, Dick; I think Raymond was there. . '
[Allen:] I'm sure he was. He said they used to do some wild, things,
them and the ﬁruniesAboys, too.

[Hazel:] Oh, ohi—Abbie especially. Abbie was, he was a heckler

from way'back: he used to--before I went with him he had'SnotsY'Rodqers{
Emmett Rodgers used to play with him. They used to clown a lot, you
know; Abbie would sit up cn.top of the piano, playing the piah07~‘
playing the trumpet and that you know. You know how they did in the
old days.' And he'd kick Snotsy in the head, like that while he was
sitting up there on top of the piano; So when I took Emmett's place

I said, "Look, let me tell you one thing: the firstftime that you

kick me in the head while you're sitting up on that piano, I'm going

to take the snare drum and put it around your neck for a:necklace.f
Well, he never did pilay any Fkicks on me. Bu# ﬁhey useq to play some
awful tricks out there. [At the Halfway House__é]r —
[Crawford:] What were some of the other bands that yoﬁ played with
back around in?-- ‘ .

[Hazel:] Well, I Played*—after Hardy, after we moved on thié éide'of
the river--my dad used to drink quite & bit, see;.mothgr didn't want

me to play music at all. ‘ | |
[Russell:] . I was going to ask, first of all, just how old you were when
you started the drums? Had fou played anything else at all first? |

That was the very FIXEEF
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[Hazel:] No, no, that was the-—on_account of my dad being [a drummer ?];:
see he bought me firs£, he bought me a snare drum, and I just played
the snare drum; like I told you, at the time. they'd come ruﬁning for
Ragbaby, I'd have to take his. place, and then the parades.

[Russell:] You had your own snare drum, then? He got=--

[Hazel:] My dad bought me a snare drum, Incidentally.‘;;ter on he
hocked it and I went--there was a piace down here on, down around
Napoldon Avenue called the Mystefious Babies; it was a marching'club
like the Jefferson City Buzzérds, you know, and I walked in there one
night——I‘guess I was around fourteen, fifteen yeafs old--I Qalked in
there one night to this dance and--it was an old York snare drum;

they haven't made_any of those in years and years; they'made.drums

and éhey made‘horns, too, but this was.a snare drum. And I had a mark
on it, and I walk up and I naturally go right by the band, and I see
my snare drum. So right.away I go ask,'I say, "where you get the

snare drum?" And they said--they didn't call them snare drums, they
called them kettle drums. I said, "where you get that kettle drum?"

He said, "I bought that off arman." I say, "what man? who you bought
it off of?" He said, "I bought it off a man by thé name of Mr. Hazél;
I give him $7.00 for this drum.” So I say, well, that's it. So I come
home, I asked the old man about it; he had been out on a tear, you
know, and that's where, there went the snare drum. So I didn't start . -
playing professional until I was around fourteen; then I Bought a set
of drums. And I played with three or four diffe%eﬁf bands--4 couple of
bands over the river. And Martha Boswell and Connee and Vet, tﬁef |
used to have a little £rio and I used to go--they lived dowh here on

Camp Street--and I used to go by their house and play.
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[Russell:] ©Oh, they didn't live across the river then?

[Hazel:] No, no.

[Russell:] ©Oh, I thought maybe they were from over there.

[Hazel:] They never did live across, no; the Hardfe lived across

the river, you see, and Emmet's sister and the Boswell kids were

real -friendly, and that's how Emmet happened to éo the the Boswells'
house-~through his sister. They had a littie trio; they playeé
both--when they played classical, Connee would Play the Cello,

Martha would play the piano and Vet would play the ‘violin, and when
they played jazz, Vet would play £he banjo, Connee, Martha played the
piano and Connee would play the saxophone. Incidentally, she's still
got the reed on the saxophone that was bought; She never. has—--that's
the truth: she never has changed the reed; she's still got the reed
that came with the horn. We used to go out there and play, and then,
I don't know--Mama--I got, I come home about half loaded one night; .
Mama get mad, and Mama took an ax and busted up the drums, so I

didn t play for about three or four years. I was hopping bells at the
Grunewald, and I walked to the corner and here's a band on a truck,
and they don't have any drums--the drummer didn't show up. And here's
who's in the band: Tony Fougerat's the cornet player; a fellow by
the name of Bill Eckert is the leader--called it Eckert's Jazzolas--

Mello, the trombone player--Alphonse. You know him?

[Crawford:)
&

Leonce.
[Allen:]
[Hazel:] Leonce, Lednce-~he's the trombone player; Lester Bouchon is

the clarinet and saxophone player and Nappy Lamare is the banjo player.
So they stopped here, and they were adVertising [sort of ?] a dénce-
or fight or something. And they stopped there to play a tune, and

they don't [have a drummer}, so I asked, I said—-I never had seen
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any of them before in my life--I said, "What's the matter, drummer
didn't show up?" I got my bellhop's uniform on; I was out for lunch,
you see. And they said no,-so I jumped up there and, I sit in, and
I played a couple of tunes with.them, see? 'So that was it: I come
‘right back to the hotel, I quit my job, and I went up--Lester was
repairing instruments up at Conn: C. G. Conn Company had opened a

a store here on Baronne Street, see. And I went up there and bought

a set of drums and went to playing with them. We got a job for four

nights a week down at--have you ever been down at this, Woodman's
4

]
Aoy wades vy

| Hall, down theré at Urquhdgrt and wha-éhancallem EFranklin]?

[Russell:] * Yeah. .

[Hazel:] We got a job down there four nights a week, and

we played there over, about a year, maybe a little better than a
year. éo we used:to take two intermis;ions a night where you'd

get off the stand, see: so they used to give us a soft drink, and
$4.00 a night was the price.' They'd give you a sdft drink each
intermission; they made up their mind, tﬁey were golng to cut us down,
théy were only golng to give us 6ne drink a night instead of the two
bottles of Root beer, or whatever it was, you know. So we quit. ’ So
then Nappy Lamare books-a job in a night club out on Dauphine Street;
I think they call it The Cave--down in the [French] Quartér around
there, around--

[Crawford:] What--they call it the Cave now, huh?
[Hazel:] I think they--yeah.

[Crawford:] ‘The Tunne; Bar?

[Hazel:] ©No, I think it was where The Cave is now, I'm pretty'sure.
[Allen:] What hundred block was that on? '

[Hazel:] Oh, it's down around 9, 10, 1100, around there.

B
[Allen:] Is it near St. Peter onQOrleans?
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[Hazel:] I think it's a little further down.

[Allen:] Dumaine?
[Hazel:] Around Dumaine; g think it's down around there. I think fhat
they call it The Cave now; Tony Fougerét could teldl you. Anyway, Nappy
Lamare goes and books this job, you see; we go in there and we play
all night long and when we get through, the guy gives us 15 cents and
a pack of cigarettes. "What was that?" We told him, "Uhuh, man, we'
can't work for that." He said, "Y'all coﬁe back; it'll pick up,
business will pick.up,'it'll get better." He WOﬁldn't let mé take

my drums out, ‘so--at the time, my daddy was in the District Attorney's
office; he had that job like Johnny Grosch has got now, you know; he.
was chief investigator for the‘Distfict Attorney's office. So I had
to call up the old man, and he had to take a detective and go.QOWn‘to
get my‘drums out, because the guy didn't want us to quit and he didn't
want me to get my drums out of thefe..Oh,_thatlwas a kick.ﬁ And we
played another blace back around where the Charity Hospital is now;
it used to be fhe Parish Prison used to 5e right there at Saratogd and
Tulane Avenue. There was an old, old lady used to give dances back
there, by the name of Melancan [spelling ?]. She never had any’
electricity in [her house ?]; she used to have these lanterns hangiﬁg
" around. She'd give us $1.00, maybe $1.50. The first thing--we had.a"
good band--and the first thing you Xnow the place was getting like
that. Well, the more people we'd get in there, the more she;d——they'd
serve home brew, you know; it was during prohibition and they'd. serve
home brew--and the more‘peopie we'd put in there, the more ghe'd cry
ahout she's not making anything. We felt sorry for the poor old lady,
~ you know, and she was putting the bee on us left and right. So,,‘ |
finally took us Sbout six or seven weeks to finally get smart to what

she was doing to us, you know, Bill? Oh-—-it's little incidents like
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that that if you could only think of them.

‘[Allen:] I was goiné to ask you about a couple of words: You said a
guy had a big "smoke wagon"?

[Hazel:] Yeah--pistol.

[Allen:] That's what you called pistol.

[Hazel:] Yeah, big, long thing--

[Russell:] About a foot long.

[Hazel:] What they used to do, the police used to carry

them, mostly; I think it was a .38 but it was built.on a .41 frame,
so it had about-a seven or eight—inch'barrel, you see. That thing

was [so] big and long they's stick it down in here like that.[inside
belt], you see. They called them 'smoke wagons. " -

[Allen:] I was going to ask you about the word "jazz," too: when
did you first hear that? _ .

[Hazel:] ﬁell, there's so many different versions of that--lot of
people say J-A-S-S; the first I ever heard of it was J-A-Z-Z, the way
it is now. '

[Allen:] Was fhat before the war or after the war?

[ﬁéggi:] Oh, that's before--oh, you mean?--.

[Allen:] World War I.

[Hazel:] Well now, where you at, my boy? Where you putting me? I

wasn't in World War I, I was in World War II.

[Russell:] You'd [have] be[en] eleven years old.

[Allen:] Yeah, but I mean, did you hear the word when you were a kid?
Wﬂen you were a kid, did you ever use it?

[Hazel:] Oh, well, no; at first [they used 7] ragtime--partly, used
to call it tﬁétty" music--and then all of a sudden up cropped this

word "jazz," but how it originated, you got me.

[Allen:] And you don't remember the year the word "jazz" started?
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[Hazel:] No, no; if I said so I'd be lying, Dick; I don't know.

Just all of a sudden, there it was. But even before--I can go

back this far--but even before they ever had jazz bands.at all, or
ragtime bands or whatever you want to call.them--you see, like I

: teli you, in this--I had a card here of Fischer's Band where it'was
printed on there, "Fischer's Ragtime Military Jazz Band." HNow
that's--when I first played, i was eight years old that first job, = AT
the first parade I ever played. Now if I was born in i903, that.was
in 1911, and the word "jazz", they used it on that card. And the word
"swing" was used & whole lot soconer that 1934 because I played with a
band, a piano player by the name of Red Long, and we had a band in--
it used to be--you know where that dime dance hall wés on Iberville
Street there? Well, that priginallyiwas the Pup; ;n the days of

the red light [district] that was the Pup. Then they changed it to

" the Oasis and then it later bdcame the Ritz. Roppolo and Scaglione
and those guys played in it when it was the'Oasis, and éhen we went

in [and] they called it the Ritz. The band was Red Long; Chink [Martin]}
Angelo Palmisano on. banjo. 'Joe Loyacano, the guy that's got the hot
dog wagons, on saxophone; and myself, And the name of that band was
Glenn Lea Long and his New Orleans Swing Band; now that's twenty

years before Goodman and those guys ever come out with swing music.
[Russell:] This Fischer card--

[Hazel:] [They were 7?] used to call 1t swing.

[Russell:] This Fischer card, though, célled it Ragtime, not jaz=z.

Is' that right?

[gggg;}] Huh?

[Russell:] The Fischer--you mentioned——.

(Hazel:] No, they called it, they called it all; the card would read

"Figcher's Ragtime Military Jazz Band." .
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[Russell:] "Jazz Band" was on the Fischer--

[Hazel:] Now, wha-cha-callem, what's her.name?——Helen Arlt is a
relative of Fischer's; he's her uncle, or something like that.
[Allen:] She told me where Fischer's daughter and mother‘wére
living--and wife, I mean.
[Hazel:] Yea-h.

[Allen:] Down in the Quarter, down on Burgundy Street; we want to
see them. | |

[Russell:] Yeah, we'll see them.

[Hazel:] They may have some wha—cha—callemffI've got a picture; did
you ever see the picture of the band, the Fischer's Band?

[Allen:] No, I halven't. . ' ,J‘ |

[Russell:] No, I'd like to see that. .

[Hazel:] Wait a minute; shut it off. (machine off)

[Russell:] Let's get in on this, boys.

[Allen:] Yeah. This is being recorded at 1028 Arabella Street, Monk
Hazel's home, July 16, 1958--59, it is. | |
[Russell:] Yeah, '59; you're a year behind. Who else is here? Mr.
Crawford?

[crawford:] Paul Crawford.‘

[Russell:] And this is Bill Russell; and, of course, Monk. Yeah, we
ought to check on those picturés e#ery time.

[Hazel:] Picture, the same picture--you know Mike Caplan?
| tg_\___l_;ﬂ:] Yeah. 7

[Hazel:] He's the recordér for the Shrine?

[Allen:] Yeah.

[gggg;:j Well, there's a plicture of the same band in his office.
[Allen:] Oh good, I'll see him. |

4

[Hazel:] He got it from a cousin of mine that played for a Carnival
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. organization over the river called the Big Fifties. They used to go
out all blackface, and they always had Fischer's Band. He's got

a piéture, because I saw 1t up on the wall there, and I asked Mike
where he got it and he said he got it from my cousin.

[Allen:] Was your cousin a musician?

[Hazel:] No, uh-uh; he--they had this club: it was a marching club
from Gretna, and they never Would have any more than fifty, and that's
the reason they called it the Big Fifty. They were all business men,
judges, lawyers, things like that. And they always, like the [Jefferson
City] Buzzardsi—up until the last few years the Buzzards always went
out blackface, too. And he, George, he owned a bakéry—;well; his

son still owns the bakery ovef there in' Gretna, his soﬁ's a lawyer,

but they still own the bakery over there in Gretna--the son does. I
was jﬁst talking to him day before yesterday. his daddy gave the
picture to Mike Caplan, or gave it to the Shrine Band or what, I

don't know. But I know you can see the picture in‘there. That's

my daddy and--Ragbaby Stevens wasn't on that picture; it was a fellow
by the name of Swift was the snare drummer and he jumped off the
Jackson Avenue [Ferry] when they were éoming back from playihg at
Crescent Park, playing a dance over there one night, and Pe Jumped

off the ferry right before it got to the landing--you know, just

for a kick; you know, all loaded up. And [he] jumped off the ferry
énd was going to beat the ferry to the landing. Well{ he went down
and he never did come up; tﬁey never did find him. And Richie Brunies;
Leonce Mello's brother [Manuel] was a cornet player; Henry BrunLES? ind
like I tell you, this Algssandro playing peck horn [alto], and fgg;f”)
Riley.and George Schilling playing trombones; and the baritone playér
was a shoemaker over in Gretna--in those days if you had ten men--no

saxophones—--used two clarinets--I don't think Achille Baquet's in that
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picture, either; I think just Happy--I mean just Johnny Fischer is--
[Russell:] By the way, I thoughg—— |

[Hazel:] His real name wasnft Fischer; his real name was Phillips;
that's the name his daughter goes by, by the name of ‘Phillips, not

by the name of Fischer.

[Russell:] In a list of musicians once I saw Happy Schilling listed
as a clarinetist; did you ever know him [to play clarinet]?

[Hazel:] No, that's his son.

[Russell:] Son.

[Hazel:] Yeah. °‘No, not Happy: Happy played bass, trombone and guitar.
[Russell:] Yeah; I know him; I never asked him if he played cla;inet:
I never thought of it.

[Hazel:] No, no, that's the son.

[Russell:] Yeah.

[Allen:] You know--

[Hazel:] He studied--like I told you, he's one of‘the early sﬁxophone
players, because he studied saxophone before ﬁe studied, before he

" played clarinet.

[Allen:] 1I've often wondered wﬁy Fischer changed his name like that.'
[Hazel:] I don't know; my mother doesn't even know--my mother knows
his wife real well; iﬁ fact, they lived right around the corner from
us when we lived down here on Bellecastld Street. Why he ever changed
his name I don't know. His wife's maidén name was Milto [spelliﬁg 21,
I think; I think her maiden name was Milto.

[Allen:] Back to Emmet Hardy for a sécond--

[Hazel:]) Well, he [Fischer] has a son here, too; he's in some kind

of big, was in businesgs up on Carrollton A;enue right’off of St. Charles,

and he was on Canal right off of Camp Street there for a while, but

the last time I saw, he was up here on Carrollton Avenue. I think his
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name is John. What were'you going to say about Hardy?

[Allen:] I was wondering: you told me once, when I was visiting

you in the hospital, about him being sick so long and you'd go by

and see him all the time. ’ ) _
[Hazel:] Yeah; well, that's after he quit pla&ing. But the thing i
that most people don't know about Hardy: the first time he left

here he left here with Blossgom Seely; was he, Santo Pecora, Roppolo

and BloSSOm Seely's husband, whose name was—-he later got to be a

pretty big man aéound Chicago and New York. I think he was a Rop—

head; I'm not sure, but [unintelligible].

[Russell:] Maybe Ray Lopez used to work with them, too, in the [East ?]

and maybe--[he didn't ?] mention his name, though.

[Hazel:] No, no, no--oh, ‘I'm sorry Bill, you're right about—-T said
the wrong name--not Blossom Seely, the other--

[Russell:] Bee¢ Palmer. _ (I ' co
[Hazel:] " Beé Palmer, that's right,lBeé Palmer; you're right; Ray%ond
Lopez and Eddie Miller--Gussie Mueller worked with Blossom Seely, and
1ater, way later, Wingy [Manone] [WOrked with her]. But this was

Bee Palmer; you're right Well, it was her husband who was the piano
player. LAL,ﬁ" _ 1

[Russell:] Oh, yeah, [I know him ?7].

[Hazel:] I know the name as well as I knoﬁlmy oyh, but I can't think .
of it.

[Russell:] We have it some place. _

[Hazel:] "And a fellow by the name of Johnny Frisco [around ?] ==

used to pall him "Mulef?ot“ Frisco, who played with Schilling's band:

that was the band. . Now, they left here—~they_were on the Orpheum Circuit,
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you see; that's when there was a lot of vaudeville--they left here and
they went and played all around. They broke up at Rockford, Illinois,
because she was kind of chiseling on the loot. They had one more week
they went and played--they had the falling-out in Rockford and they
had one more week in Peoria,.aﬁd they went and played the job in
Peoria. While they were in Rockford, for the week they were in

(reat Peppr LY [2ms 1]
Rockford RapaandAHardy met a fellow by the name of Carlisle Evans,
and he offered them a job with his band. Rockford, as you know, is

’,r 4 rl‘;’

just across the river from Davenport. ' Well, they left Bee Palmer and
they.went with’'Cérlisle--I got that around here somewhere, the picture
rof the band with Hardy and Rap with Carlisle Evans. [They had ?]

a fellow by the name of Tal Sexton on trombone; a fellow by the name

of Neal, I think, on drums. I had it on a letterhead. ‘Well, they
played all around, all around Davenport there, and there's where Bix
heard Emmet for the first time, see. They didn't do so well with that:
I think they stayed around there about a year with Carlisle Evans--in-
cidentally, he comes down here every once in awhile to see Rap S people;
I think he's in the automobile business, or something, now--and they
came back home. A little while after that Emmet, Chink Martin, a
fiddle player they had around here by the name of Oscar Marcour--used
to play jazz fiddle, the only one they ever had around here; and

[Nunzio "Scag"] Scaglione, saxophone and ciarinet player: they went

up to join the Rhythm Kings, who were going to expand and make the band
bigger, at Friar's Inn. They went up there, and they only stajed a
ménth because they got in a--Hardy wasn't in the union, Chink wasn't

in the union: I think Scaglione was the only one that was in the union.
They had to join.the union up there. Well they had--no, I think they
went to Florida: I think they went to Pensacola, or something like that,

where you could join the union for $4.00 or $5.00--and joined before they
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went up there. Anyway they got messed up with the union: somehow.

[ James Ceaéar] Petrillo then was just the head of the Chicago union.
They were working for Mike Fritzel--they was all in with that
Colisimo and--the gangster area. You had to go take-an examination
for the union up tﬁere and you had to read; they had a piano player,
and'you had to read. Chink copuldn't read a notelbig as his head;’
well, Hardy could read, and so could Scag and Oscar Marcour. But
Chink couldn't read, so Ehe way they fixed it, the way the gangéters
[had to fix it?], they'd put--like tﬁe had fifteen bass players to
take the examination, you see; well, they'd put Chink at the end of
the iine, and by the time he got there he knew--and they had to play
the same thing for each one of them. But the only thing was that |
Chink played it too good; he even put a little bit of his own in
there that wasn't on the paper, you know. And the piano.player‘lo&ked
up at him--but anyway, the smoothed [thipgs out.] They only worked '

a month with the Rhythm Kiﬁgs until the union throwed the four of thém
out, and they came back home. But Bix had come to Chicago in the .
meantime, and he used to come in and ask them to let him sit in, you
see, and Paul; Paul Mares and Rap, they uséd to fluff him off, andu
Emmet didn't: Emmet told.them,‘%w, let the kid play:;" and Emmet éhOWed
him that third falve business, you see;-Bix used it, Hackett uses

it} this kid [Warren Luening] with Welk uses it--oh, there's a couple
guys out on the West Coast--you use the third valveé instgad of the
first énd second [cémbinatibn] for fas£ passages, and 1t gives you a
sort of iegatolstyle. Thé knowledge of the banjo and the guitar[:and
for Bix the piano--Bobby Hackett the guitaé——tends‘to give_yoﬁ that
pretty note style. So,-like I told you, Rap and Paul would f1uff Bix
off, and Emme t wouldn't, and he showed him everytﬁing that it was

possible for him to show him. A Emmet come back and it was right after
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that--he played around here a while with Brownlee--and he got sick.
Harry Shields was on the job with him the‘night that he éot sic}{FAheI
had a hemorrhage, you know--and they were playing over the river '
somewhere at some high school. And then he got sick:; he went down

with TB. Well, he was in bed for a couple of yea&s, and‘he beat i1it;

he went over in the piney woods over there-—yoﬁ‘kﬁow, around Mandeville,
Covington, araﬁﬁd there--he stayed over there about a yeér and a half,
and he beat the TB. So he come home, and when he ‘come home, I used

to go about every day; iy mother: can tell you if I 'didn't show up for'
two o'clock, man, he'd be on the phone wanting to know what's the
matter with me.‘ And that was eveéy day; I'd go out there and‘I'd‘ride
him around, you know, in the automobile; while he was cbhvalgscing..
Then he got, appendicitis hit hiﬁ, ;d they rﬁshed him to the hospital,,
and from being, you know, from being in that bed all that time he was
weak,réo he couldp't take ether. So they had to give him a local
anesthetic--in other words, he lay up thege and watched them cut his
guts open, you see? And he went throught that, he beat that. Then

' he came home, and about a month, a month ‘or six weeks later periﬁonitis
set in and it killed him; that's actually what killed him--I mean,
that's what the death certificate said, peritonitis, not TB. You know,
it's such‘a shame. Now anéther thing, Bill; the first record tﬁatl
ever came here of the Wolverineé, nobody knew who the Wolv--because
they didn't, in thos?ﬂdays”they didn't have any personnel or anything
like that on the whaé—;haiballem. Well, I was wdrking for Conn Company °
in the day and I had the band at the Bienville Hotel, and at the
Roosevelt, where the Blue Rcoom is now; we used to play [for] dinher
there and then go up to the Bienville roof from nine 'till one, you‘
see. They had a piano company sharing the building with us called the "

Junius Hart Piano Company, and they sold records. So, I hear this
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[Russell:] You say you played the record for Emmetl [Hardy] and--
[Hazel:] And he sayd, "I know who that is. That's a kia from Davenport
by the name of Bix Beiderbecke"--he didn't call him Bix, he called him
Leon, his right name. He said, "That's a kid from Davenport by the

~ hame of Leon Beiderbecke." He didn't know who the rest of the band
was, because he didn't know any of them. Outside of--yeah, he did
know the banjo player, who was the very same banjo player Qho played
with éhe Wolverines, Lewie Black [Also with New Orleans Rhythm Kings.
Perhaps he means ﬁbem]. And the thing--the trumpet sdlou—Well, the"

- fact is the whole arrangement, the‘thing was note‘for note the way
Emmett uséd to play it. You see?

[Russell: ] Yes.

[ﬁgggl:] He said, he even told me what key they were playing in, and
got the horn and figured out and they were playing in E flat Irthink.
or B flat, something; he even knew what key. He could listen to a
record and tell you what key they were playing in. He was another one
of those guys‘like Teagarden-~you go way in the back room and hit a |
chord, and he'd tell you what chord and the notes‘iﬁ the chord, all
those things--just like Jack. While he was with ﬁhe [New Orleans)
Rhythm Kings in Chicago for that month there, he had an offer from
[Paﬁl] Whi£eman, and he turned Whiteman down. The guy--nobody cén—-
ﬁnless you heard him play, Bill, nobody could explain it to you. A
lot of people think you don't know what you're talking about and
things like that. But the guy had what Bix got from him. But the
thing that Bix or [Bobby Hackett, either one of them, or any other guy
that plays that étyle don't have that he had--he had the New Orleans
drive. |

[Russell{] He had the drive with that sweet style.
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[Hazel:] He had the drive with that beautiful style, that legato
\style. That's what it 1is, it's more of a legato style than it is a
staccato style. He had the drive that goes with it, even more than
Sharkey [Bonano] drives. He had a drive something ilke——well, not as
wild as Wild Bill [Davison] or those guys, but it was more of a--Charlie
Dupont, when he played cornet, had the drive--the drive, that's all,
Eha;'s all he had. He had the drive like Emmé%% had. But he, man,
he'd swing a band to death.

[Russell:] And all of that when he was only 21.

[Hazel:] He ﬂiéd when he was 21. Now he was sick two years before

he died; he didn't touch the horn. He gave me the horn; that's how

I come to start playing the cornet.

[Russell:] I was going to ask you about that, too.

[Hazel:] Well, we--it was his twenty-first birthday, and in the mean-
time, the Eckert [sp.?] band had split up; half of the band went with
Tony Fougerat, and the other half of the band--I had the original piano
player, and a kid by the name of Elery Maser on saxophone, and I went
to Leon Prima's house and got--Léon was 16 at the time, and he knew

two tunes} "Yesg, We Have No Bananas" and the "Jazz Me Blues"; that

was his repertoire. And I went to Leon's house and got Leon, and we
taught ﬂim all the tunes. So we go up to Emmett's house for éhis
birthday party. The Boswell girls were there, and Leon Pfima, Bill
Eckert, Elery Maser, and a couplé of guys and mﬁbelf. We were playing
and finally he goes--I could see him arguing with his mother, you see,
because the doctors had forbid him to touch the horn, you see. And so
finally he goes in' the closet, and he comes out with this séuare case--
what-you-callem--Victor Model cornet.

[Russell:] Conn, huh?
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[Hazel:] Yeah--you know, the old Victor model. So he takes it out
and his mama sits at the piéno, and they start playing. His mama
starts hitting those church chords, you know, and they start playing
the blues. Weil, Bill, you never hearg such blues in all your life.
They wound up with us sitting around the floor, crylng like babies.
The guy--

[Russell:] Nobody played with them?

[Hazel:] He played so beautiful.

[Russell:] Emme££ and his mother. )

[Hazel:] Just Emmgté and his mother, that's all. If there's such a
thing as a guy knowing that was going to be the last time he was’going
to ever play, énd put it in there, he did. I saw that same thing
happen again to another guy in New York later on, a guy by the name

of Slats Hooper, a trombone player, that committed suicide. We had

a sesslon just aboﬁt three hours before he committed suicide. And

the same thing [happened]; he played better than he ever played.

And this guy used to play like [Tommy] Dorsey—--pretty, you know; he |
played just as pretty as Jimmy, as Tommy ever played. Fact is, he
uéed to play more like Troup--I don't know whether you ever heard'
Troup—--George Troup--beautiful, beautiful trombone. He come out with
that Henry Theiss [sp.?] band. You remember that WWL, or WLW, in

" Cincinnati? If was the staff band for years and years. Henry Theiss?
Well, this Yuy, this trombone player, come out of that band. Well,
anyway, the played, oh, they must have played for an hour, just the blues.
And when he got through he took the horn and put it in the box, and
he closed the bo¥ and he handed it to me, and said, "Here, Monk, I
won}t have no more use for this." So that's how I come to get the

horn.



MONK HAZEL 38
Reel III--retyped : s

July 16, 1959

[Russell:] Have you still go£ that?

[Hazel:] ©No, it got burned up in the Silver Slipper fire. I got one
just like it, but that original horn, it got burned up in that Silver
Slipper fire--the first--I got burned out down there, three times; that
was the first one. I think it was a week or two weeks after this
birthday party that he died; it was not longer than two weeks.

That's the longest funeral I ever say in my life, Bill. They buried
him' in Gretna. And they lived right back [of] State Sireet, ﬁerea

You know where Willow Street is, Dick? ) S
[Allen:] Yes. ° | - !

[Hazel:] They lived right on--that's where the street comes by that

— [pechaps he stgans Veoo (laes] \

convent—-—the Ursuline convent, I think it is. The street comes and . 7~
when it‘gets to State Street, it ends here, and then you go arognd
11#9 that, and about a quarter of a block further back 1is where the
street continues: Well, he lived right in that corner, that corner
house there. They took him to this Jesuits' church here at Loyola--
what [do] they céll it, The Little Flower, -or something?;-the church
at Loyola. Well, when the funeral left the house, by thé time they
got to Loyola, there was people that still hadn't left the house;
that's how many people they had at the fuheral. And it took four
crossings of the ferry at Gretna, at Jackson Avenue--it took four
crossings of the ferry to get--and a lot of the people just went to
the ferry and that's all, you know, and didn't go aéross the river
to the cemetery. It took four crossings of thé.ferry to ge£ all the
automobiles on. _ ' |

[Russell:] Was Emmeté that well known as a musician, or his family?
[gggg;;] As ‘a musician. ’
[Russell:] He was that well-known himself.
[Hazel:] He was. Even the colored—-you know how the colored fellows

’
are—--you know they don't talk much--but yod can ask any of the old;
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the real old timers about Hardy, and they'll tell you.

[Russell:] I've heard them talk about him. |

[Hazel:] Here's another thing. When he died, Bill--now this is the
God's truth, so help me—-when he died, there was two’things that his
mother had, and if I'd only got them—-you see, Louis [Armstrong]
disputed me ;bout him and Emmeﬁﬁ having a bucking contest on the boat.
| [Russell:] - Oh, that's right.

[ggéglz] ﬁe disputed and said the only "ofay" [white] he ever played
with was Bix. That's not so. His_mother had a card from Louis, andr
the card read--I saw it with my own eyés,.Bill-—the card read, "Now
that the king is dead, .I am the king. Signed, Louis Armstrong."
That's what--it was a postcard, it wasn't a letter. And from Bix
his mother had a whole letter, about a four-page letter saying how )
much he idolized Emmett, how much Emmett had done for him, both in
Davenport and in Chicago. Now, if I could have got hold of those‘two
I could have thrown that card right in Louls's face. How thaf thing
happened on the boat, you see—-—it wasn't the Sidney, I mean the
President, or the Cagitol{ the boat preceding the Cagitol: it was the
Sidney, the one before the Capitol. And they used to give all-day
rides. They had music on theresvery night--not like now, weekends--
they had music.every night. And they used to give these all-day
rides. They'd elther go down the river or go up the river about
thirty or fourty miles; they'd dock‘the boat-and they'd have thesd
picnics, all day long. It was an all-day affair, and they hired an
extra band, when they'd havé these‘picnics. In other WOids, they'd
have continuous music. Like at the [Famous] Door--one bénd would
play?half hour, tﬂe other band would play another half hour. Well,

Hardy used to get that job every once in a while, those all-day rides.

And Louls was playing with Fate [Marable]. And they'd play on one,
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side, and they'd build a temporary bandstand on the other side, where
Hardy would play. Hardy bnly had seven men; Fate had about ten or
twelve men. So they got to pléying. The tune was "High Society."

Emmett was really blowing. He was blowing so much that he opened
that-—-instead of one, he had two spit valves on the horn--he was blowing
so hard he split both his upper 1lip and his lower lip too, from that

all day grind, you know. And when he would open up to let the water

out of the horn, blood would come, where he'd split his lips. But
they got to going on "High Society" and they must have played "High
Society" for aboutltwenty minutes or half an hour. And when they

got through, from the other bandstand, Louis made his bow and hollered
all the way across the floor--Tony Fougerat was there, too: Tony éould
tell you about that--he made his bow and hollered over across the
floor, "You is the king." Just like that, you know, recognizing \
Emmett, you see. But then later on when I got the story in Downbeat,
well, then he denied ever playing with him. He might have though£

it was a thing wheré he set in with him, with Emmett, or something

like that. It wasn't that; it wasn't a jam session, in other words;
wheré, you know, white and colored, because we did:thét, you know,

we d d that forty years [ago] around here. Jigs-~We used to sit in
with t%em and record with the;: course, you'd get where nobody could
see you, you know. I used to go back there, at a place back of the
tracks called the Entertainers [on Franklin Street], where they had a
good band. I used to go‘back there and sit in with tﬁem all the time.
And the same place, the Ritz, had a colored band in there: I used to

go sit in there with tﬂem.

[ﬁussell:] This Ritz, or the fup, where was that exactly?

[Hazel:] On Iberville, between Burgundy ahd Rampart. -

[Russell:] Riqht‘in there, about where the Fern dance hall was.
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[Hazel] Right where the Fern was.

[Russell:] - That's the same buRlding.

[Hazel:] That's the same building. There was two, there was two
right together, one right next to each other. The Pup was the first
one--the Pup was where the Fern was--and next to that was the Hay-
market, which later become the LaVida. That's where Collins played;
Lee Collins, that's where he played.

[Russell:] Tony Parenti, I believe.

[Hazel:] No, that's another LaVida. The LaVida Tony Parenti played

in was on Burgundy between Canal and Iberville. This was on Iberville
between Burgundy and Rampart. The LaVida that Tony Parenti played
was a high class nightclub, and the other one was a dive. It was
originally, like I tell you, it was the Pup and the Haymarket cabaret,
and then they later called it--it was a dime dance hall right next to
the Fern. When they first called it the Lavida it wasn't in there,
because I played in there with Max Fink, [who] was a fiddle player
around here. ® I played in there with him; they called it the

[?] --but later they made a dime dance hall out of it, and that's where
Lee Collins--that's the first time I ever heardrLee Collins in my
life, he played right in there. They had--Rap [Leon Roppolo] and
Scaglioni and them played in there, when it was the Oasis. But the
Cadillac and that, that's two different--I mean the LaVida, the both
of—them, that's two different things. One was on Burgundy Street and
the other was on Iberville Street.

[Russell:] fthat went on in the District after your—-let's see, it was
supposed to be closed about the time of the First World War.

[Hazel:] It was. But it--

[Russell:] What happened after that?
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[Hazel:] It was open back there for years after that, but it wasn't
as open as originally. ‘

[Russell:] The dance halls--

[Hazel:] lIn other words, it was on the--they had a few places back
there; they had a place called the Entertainers, and then a fellow

by thé name of Lala had a place back there, and Tom Anderson had the
Arlington back there. There was three or fouf places—-

[Russell:] That had music.

[Hazel:] That had music back thefe. Oh,_I guess maybe up until
around maybe [19]29 or [19]30. I don't know; I left here in [19]27
and went to New York. I don't know whether they gtill-~but they still
had a lot, because Lulu White had a house back there, even after it
closgd. So did--and for years and years afterwards,.this octoroon,
Willie Piazza, she had a place back there where the project is now.
For years, she still had all--course it wasn't, it wasn't wide open
like it was; it was more on the sneak. And there was a lot of dollar,
two dollar places.

[Allen:] Piano players back there?

[Hazel:] Yeah.

[Allen:] Do you remember any of the guys that played piano back there?
[Hazel:] Steve Lewis, this [Tony] Jackson, Udell [Wilson]-=-I don't
know what his last name was--he played back there. And then there were
some white fellows played back there; I think Buzzy Williams played
back there. Bﬁt the three that I can remember the most were Steve
Lewis and Udell.

[Allen:] How did Stevé Lewis play?

[Hazel:] Fine; played wonderful, He played a lot with [A. J.] Piron.
And then later on he played out at--they had an ice cream parlor out

I
at Spanish Fort. Where he played with Piron was out at Spanish Fort,
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too, but it was a private restaurant: Tranchina's; it was called
"Over the Rhine." It was over the basin, over the canal, like, you
know. It was right across from Spanish Fort. They called it "Over
the Rhine."

[Russell:] Where was it, on the down town side of the--?

[Hazel:] ©On thejdown town side of the Park. Where the Beach is

-now, that was Milneburg. This.was'up farther from that. It originally
wés at West End--the amusement park originally was at WesF End. This
is before my time; my mother told me about that. It originally was
at West End; then they moved it to Spanish Fort. [At] Spanish

Fort, they actually had a fort there. 1

[Russell:] I think some of it's still out there, a few bricks-—-
[Hazel:] Thgy had this canal--I don't know, I think it leads into
~Bayou St. John--

[Rugsell:] I believe that is Bayou St. John.

[Hazel:] It is part of Bayou St. John, I think it is. Anyhow, they
used to call it "Over the Rhine." They had this restaurant over there
where soclety people used to go to eat:.it was a very famous pléce.
But that wasn't a jazz band at all% they read everything.

[Russell:] The Piron. -

[Hazel:] Yeah, the Piron band. It wasn't a jazz band; they'd play

a little jazz, but it was essentially what today you'd call a society
band. But they had a couple of men in that could play jazz, like
Steve. And they had one trumpet p layer for a while there that played
pretty good--not the guy that they claim, that everybody says--he never
did play anything but just the straight lead, that's all--

[Russell:j I know who you mean. ,

[Hazel:] And always in a mute. [He must mean Peter Bocage. ]

[Russell:] Do you remember [Lorenzo] Tio [Jr.] on clarinet?
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[Hazel:] Yeah, he was in that band. I had a picture ofrthat'band,
too.

[Russell:] You have a bunEh of pictures there.
[Hazel:] Have you seen this?

[Russell:] You see these, Dick?

[Allen:] ©No. Who's that? .

[Hazel:] Can't you see?

[Russell:] Where a plane comes in. Let's see,.
[Allen:] Gee, Roy Zimmerman playing the accordion?
[Hazel:] Yes. °

[Allen:] And Rayﬁibnd [Blarke] .

[Hazel:] ©No, that ain't Raymond. That's "Bujie" [Centobie].

[Russell:] ©Oh, it is, yeah.

[Allen:] That's Bujie?

[Hazel:]. Yeah.

[Russell:] He's standing like Raymond, but he doesn't look like Raymond.
[Allen:] No, he just stands like him.. Who all is in the picture there?
[Hazel:] That's Jimmy Dorsey's band. There's Helen ﬂcConnell, Helen
0'Connell and that boy that sang--what's his name? There's a lot of
good musicians in there; that was a good band; that wés one -of Jimmy!s
better bands.

[Allen:] Who's the trumpet player there?

[Hazel:] Let's see.

[Russell:] Ray Eberle or somebody, was that?

[Hazel:] No, Bob Eberle.

[Russell:] Bob Eberle--they were two brothers.

[Hazel:] The'trumpet player--there was three: there was Nate
Kazebier, Shorty Solomon-- ”

[Allen!] No, I mean the one that's playing in the picturg. Is that

you playing trumpet?
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[Hazel:] That's me, yeah. I played cornet then. That's that Victor
model. See, in that band George Hartmann played bass, and he prlayed
the cornet for the show, when we played the show, and I played the
jazz. Here's the first jazz radio conference in this town.

[Russell:] WDSU. |

[Allen:] WDSU.

[Hazel:] That's the first one in this town. That's before the jazz
foundation. See who's 1in there? '
[Allen:] Red Mackie and--
[Hazel:] Yeah. *

[Allen:] And George Blanchin--
[Hazel: ] Yeah.

[Allen:] Who are the other fellows? I see you.

[Hazel:] Bert Peck. Let's see--I think this is the guy works for
Walther [Bros. Co., Inc.]. You'd know him if I could think of it.
[Allen:] If I saw him.

[Hazel:] He's sales manager for Walther Brothers out there. And this
is the announcer. And this is Wilson Arnold--he used to belong to the
Jazz Club--Red Mackie, and George Blanchin, and this is Bert Peck,

piano player. That's the first--I don't know what you'd call: it+t
discussion of jazz in New Orleans; that's before the jazz foundation

or the-—-or any of the rest of it.

[Russell:] Before television, too.

[(Hazel:] Yeah. Here's that band I was telling you about that we called
the New Orleans Swing. That's the place, the Ritz; that's where the
Fern was, that's the place. |
[Allen:] What date did you say that was?

[Hazel:] Eh?

[Allen:] About what date?
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[Hazel:] I don't know; see if it isn't marked on there, Dick. That
should be around--that ought to be arouna [19]26 or [19]25--maybe
before then.

[Allen:] It says ?osat, [was there a Losat?]? I& that the name of
the photographer? [Sosa Vinencio, 306 Dauphine, Soard's 1926]
[Hazel:] Yes.

[Allen:] NOLA. 6-8-1925. I guess that's what--June 8, 19252
[Hazel:] That's about it.

[Russell:] It was fixed up fancy in there then,.with the drapes

all around the walls, mirrors--loocks like_a big banquet, huh?
[Hazel:] Yes. Well, that's what it was, you know; it was the boss's
birthday, or something like that. This was a jazz band. Yéu got that
thing running? |
[Russell:] Yes, that's all riéht, it's all right; we have plenty of
tape.

[Hazel:] That's Ray Bauduc's brother.

[Q;;QQ;] Jules?

[Hazel:] Yes. That's Jules, yes.

[Allen:] What did he play?

[Hazel:] Banjo, and guitar, and trumpet.

[Allen:] He had two banjo players then, I guess?

[Hazel:] No, no, he played both the banjo and the guitar. That's
Oscar Marcour, the fiddle [player].

[Russell:] Was this at the Silver Slipper?

[Hazel:] That's at the Silver Slipper. That's the original, that's
the first time it opened--no, that's after, after it opened—vthe
original was, you used to sit in a slipper like this, right here, you
see. Steve Loyacano had that band. This is the second year that it

was open.
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[Allen:] Let's see the guys in that some more.

[Hazdl:] What? |

[Allen:] Let me take a good look. I didn't see Oscar Marcour:
I'd 1like to see that. P

[Russell:] Get the photographer's name on there, too.

[Allen:] Yes. C. Bennett Moore took it.

[Hazel:] You might recall this guy, Bill.

[Russell:] No, he looks familiar, but-—- ]

[Hazel:] Art Landry.

[Russell:] No; I don't remember him.

[Hazel:]" That's before your time?

[Allen:] I have a record by them.

[ggggi;] This guy?

[Allen:] Well, Marcour must have played banjo some, too.

[Hazel:] No, Jules played banjo.

[Allen:] He just had an extra banjo.

[Hazel:] ©Oh, man, everybody--don't you see all the instruments?
Eyerybody in that band doubled three or four instruments, you see.
[Allen:] I can recégnize the drummer, too.

[Hazel:] Yes.

[Russell:] Here's the [unintelligible]

[Hazel:] You done made me forget what I was looking for here now.
[Allen:] Piron's picture.
[Hazel:] What was I looking for?
[Rusgsell:] I£ doesn't make any difference, [so long as we look through?].
[Hazel:] Oh, yeah, Piron's picture--I had it here.

[Russell:] If you see anything else good looking there, we'll look

at it.

[Hazel:] This was a good band.



MONK HAZEL
Reel III--retyped
July 16, 1959

48

[Allen:] Who was that?
[Hazel:] That was Hot Springs: Joe Capraro.

[Allen:] O©Oh, yeah, I've heard about that.

[Russell:] Big band, isn't it?

[Hazel:) Here's another picture of that same bénd, Dick, that you
were looking at.

[Russell:] [At the] Silver Slipper;

[Hazel:] That's the [Norman] Brownlee band.

[Russell:] ©Oh, yeah, I've seen this one, I guess..

[Hazel:] That's Hardy.

[Allen:] Not the whole picture, though; it's not all reproduced.

- [Russell:] Haven't we? .

[Allen:] They've cut it off--in Esquire, [19]45. [Get title.]
[Hazel:] This is the original picture. See the guy with the
melophone? Billy Braun.

[Allen:] Joe Capraro must have had about thirteen pieces.

[Hazel:] Uh-huh. That was at the Little Club.

[Allen:] That's the Little Club in Hot Springs.

[ggggi;] No, that's not the Little Club; tﬂat}s the Belvedere Club in
Hot Springs. See this *m=kuxm instrument that they're sidtting

. around? Know what that 1s?

[Allen:] 'Looks like some kind of organ or somethiﬁg.

[Hazel:] It's a vibraharp made in the shape of a piano. 1It's made
just like an upright piano, and you played it like a piano instead
of with mallets.

[Russell:] Something like the celeste [pronounced seleste], or
celeste [pronounced cheleste].

[Hazel:] Here's an old one, this one: that's at the Silver Slipper.

[Allen:] You play a xwlophone, too.-
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[Hazel:] I used to. This was a good band. That's another New
Orleans band. That band never did get a chance to record.

[Allen:] . Red Bolman, huh?

[Hazel:] Yeah.

[Russell:] Boswells, huh?

[Hazel:] fhat's the first picture--that's when they were real young—--
that!s the first picture I ever got from the kids. Here's Happy
Schilling's band.

[Russell:] ~That was made in,Chicago, Maurice [Seymour?].

[Hazel:] Yeah, that's when they first went on the road. . That's the

Halfway House.
[Russell:] Yeah, we've seen——

[Allen:] Who's the drummer in.that pilctture, now?
[Hazel:] Leo Adde.

-f&l;gg:] That's the band that recordéd, then.
[Hazel:] That's one of the bands-that recorded; I made a bunch.of.
records with them,‘too. Leo came in after me: I think Snotsy

[Emmet Rodgers] only made one record. I made, I think I made the most
records with them. This is with [Gene] Austin. |

[Allen:] That's you with Gene,

[Hazel-] Yeah. Peter Fountain before he got his rug.

[Allen:] Back to the--

[Hazel:] Here's [Johnny] Wiggs' what—you—céll'em band. Here's

when Raymond [Burke] was playing with Sharkey [éonano.] I don't

see 1t here, Bill.

[Russell:] That's all righF; I've seen [somewhere a picture of him?] --
[Hazel:] I know I've got a picture‘of it arouﬂd here somewhere.

[Allen:] . Do you remember any of the tunes you cut with the Halfway

House?
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[Hazel:] Yes: "Barataria," some sweetheart tune—-?Nobody‘s Sweet-
heart"--"Let Me CGall You Sweethéart"——"Barataria," one of Red Long's
tunes, "When I Was Loﬁing You You Were Loving Someone Else." On
that we had Joe Loyacano on saxophone, and his brp%herlsinging——
either his brother or Johnny Saba singing. I madé a bﬁnch of them
with the Halfway House.

[Allen:] On "Barataria," éo you remember who the guys in the band were?
[Hazel:] Rap [Leon Roppolo] was on that.

[Allen:] What was he playing then?

[Hazel:] He was playing saxophone, not clarinet~-éharlie Cordilla
was playing the clarinet; Rap was playing the saxophone.

[Allen:] Was he playing alto or tenor?

[Hazel:] Alto; he never did play a tenor.

[Allen:] I've heard those records, and it sounds like Cordilla to

me on clarinet. )

[Hazel:] It is Cordilla on clarinet,‘and it's Rap o# saxophohe, on .
alto saxophone.

[Russell:] [Wasn't there?] one title called "Pussy Cat Rag", or
something?

[Hazel:] I made that.

[Allen:] That's the back of it.

[Russell:] Back of "Barataria."

[Hazel:] "Pussy Cat Rag", "Barataria"”, "Let Me Call You Sﬁeetheart",.
and I can't remember what was on the b;ck of that. | |
fAllen:] Did you ever know Bill Whitmore?

[Hazel:] ?eah, piano player.

[Allen:] Did you ever make any records with him?

[Hazel:] I don't think;,I played with him, but I don't think I ever

made any records with him.
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[Allen:] He wrote a real godd tune, that "New Orleans Shuffle".
Do you know that?

[Hazel:] No, I know of it. I may have, Dick; I can't be sure of
that, but I don't recall. )
[Allen:] Who was the piano player with the session with Rap, ([do
you remember?]?

[Hazel:] What-you-call'em, Mickey Marcour. Mickey Marcour is the
only one——outside of this one record of Red Long's, where he made his
own tune--Mickey Marcour is the only one that ever recorded with the
Halfway House band. That was Oscar's brother. He s got a place wup

here in Houma now, I think; he owns tourist camps and things like

that.

[Russell:] [Were you going to ask some more about Oscar?]?

[ggggg;j Bill, you £a1king about—--you hear these guys playing
ragtimé, you know, like [Armand] Hug tries to play ragtime, and I‘
heard some guys out on the Coast, you know, like Burt Ives [Baleé]

or those guys—-Mickey used to really play it. Fine ragtime piaﬁo;

We used to play a lot of those rags, you know, like what-you-call'em,
"Maple Leaf"--we made a record on that, too. We used to play guite a
few of those rags. Abbie used to like those rags; [he got?] plenty
of notes, you know, and he used to like those. It would take him a
month to learn it, you know, but once he got it in his noodle he'd
never forget it.

[Russell:] While I think of it, what about the melophone? .When

did you start on that? Ever play any parades or anything with that?
[gggg;é] Yeah, I piayed one parade with it, with Santo [Pecoral.

But the melophone, how I come to get the melophone, Billy} I wés having
trouble with the cornet pléyers. I'd get to play the jazz, you know,

and the cornet players would squawk, you see, SO I said, well, I'll
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have to get something that won't interfere. So I rememﬁered Billy
Braun playing melophone with Brownlee, see? But he playeé more
étraight; he didn't play much jazz on the melophone. The first
record I ever made on the melophone.I made with Tony Parenti; I
played one note. L

[Russell:] [What was that?]?

[Hazel:] The second time, I think it was on that record of mine,
the four sides for Brunswick. ‘

[Russell:] It was Brunswick, yes: “Siézling the‘BluesW;'"High
Society" -~ . ’

[Hazel:] I think I took a break on that--no, half a thorus--was it
a half a chorus, or a break or something?

[Allen:] "Get With It," br "Ideas"?

[Hazel:] Yes, one of those four. We made fGet With]It," "Ideas,"
"High Society," and "Sizzlinnglues."[j;ﬂif-& tj#£-~3

[Russell:] You just played drums on that? |

[Hazel:] I played cornet—-that &as my band——I.played cornet in that
band, Bill, but I didn't have. tguts enough to make a record, so I
hired Sharkey. Sharkey didn't play with that band.

[Russell:] That's what I wondéred. On the label it says--

[Hazel:] * Yeah, I gave him the break--"Under the direction of Shafkey
_ Bonano." And that's the first record Sharkey ever made. .
[Russell:] What did you do? You played cornet lead, then, 6n_it?
[Hazel:] We--that was a jazz band; we didn't élay anything but jaéz
up at the Roof, you see. And I played drums and the cornet, just like
I did later in California with Austin. - Buélwhen it come tolmake the
" record, I didn't have nerve enough:; I didn't think I played good
enough: So I went and got Sharkey to make the records with me. But

he never did work. in that band.
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[Russell:] Where was that Bilenville Roof?
[Hazel:] The building is still there-—the Roof is still there. It's
right there at Lee Circle, at St. Charles, where the Circle is there.
It's an 0il building now. That was the Bienville;” it was the
Bienville Hotel, and the Roof Garden was on the top of it. It was
owned by the-- |

[End of Reel IIT]
Reel IV--retyped .
July 16, 1959
[Russell:] Somebody told me there was a Bienville Roof or something e
out there at the West End.
[Hazel:] No, that was the West End Roof. They had one out there. The
Owls—-while I was playing at the Bienville, Juleg Bauduc--I had |
originally been with Jules's band, you see, and we got burnt out at the
[silver] sSlipper, and two weeks after that I parked in front of the
Slipper with my automoﬁile; I parked in front of the Slipper and went
to the shoﬁ, and [somebody]Astole my automobile while I was at the
show. Juét two weeks after the fire. ¢
[Russell:] Get it back?
[Hazel:] No, never did get it back, never got it to this day: Man, I
was all swelled up. We were rehearsing to go to a place out on the
[Metairie] Ridge, a gambling house, HAthat the Capones owned, called
the Victory Inn. We were rehearsing to go out there, and I asked
for somebody to give mé some hand with the #xx drums, soﬁe help
with the drums, £o get them out there. Nobody offered tb help me. Il
was swelled up, I didn't want to pay no cab fare out there, so I
guit. I told Bauduc, I said, "Here, take your--" and I took the book
and I threw it to him. And I quit the band. Then later on~¥thej worked

out at the Victory Inn, though; I think it only lasted about a month or

'
c
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so--and later on, ‘first I went to the Bienville—-Jules got me the job--
I put the band in the Bienville, and he put the band out at the West
End Roof. -That's where the bwls made their reputatiom out there at the
West End Roof. It was--you know where that West End Park is?

[Russell:] I know all right. Doc[tor Edmond] Souchon once had me

take a picture of it, but he tcld me it was the Bienville Roof; he was
just mixed up. A

[Hazel:] No, it was the West End Roof.

[Russell:] West End Roof. He just got the names wrong; I'm sure he

e

got the names wrong.'

’

[Hazel:] No, it was the West End Roof. That used to be a popular
place out there-—for all the college kids, you know. 5o ;as my place.
It was funny how I come to leave there: we'd been there for about
two years, two years and alhalf, so they changed the manager--they
got some guy from California, by the name of Johnson, come in as

5 .
manager. At that time Art Hickman was the rage in California, so he
wanted me to play music like Art Hickman. 'All we used to get up there
was, like I tell you, the college kids. And itlwas a dollar to get in
and two cents tax. Well, I always had to carry a pocket full of
pennies, because the guys would scramble up--they'd get twenty cents
from this guy and a dime from that guy until they got that buck, and they'd
come up, .and I'd have to always give them the two cents for the tax.
But you get a thousand of them up there, Bill, - that was a thousand
déllars. We usea to pack that place up there for seven nights a week--
those days, no off nights then--and we used to pack that place. Bﬁb
that man couldn't--df we got fifteen people out of the hotel, we got
plenty, but hé wanted me to play for the pecople in the hotel., I
told him, I s§;é, "If I play for the people in the hotel, you ain't

[going to] have nobody up there." We argued about it two or three
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months, you know, and finally I told him, I said, "Look, Mister, let

me £ell.you one thing." I said, "What you don't know about New
Orileans would fill one book, and what you don't know about jazz

will £i11ll another book." I said, "Now, 1if you want'hrt Hickman to get
music up here, you get somebody else, not me." I said, "If I ever go
in there énd play that way for them kids, they'd run me out of town."
'And they would, too. You can't come arourd with that "choo?ie“ music
with those kids; they were born and raised on that music, and you had
to play it for them. Course, we didn't know any bet[ter?]——the word
"Dixieland" now: the way they use it now, Bill, it disgusts me, because
we never—-we played those tunes, yeah, but that ain't all we played. ‘
We played anything. Man, 1if the tune would come out like the "01ld
Swimming"——"The 0ld Spinning Wheel" you know, we'd play the tune, but
‘we'd play it our way; we'd play it in the New Orleans way, and swing

it. We uged to have a sign on the piano that you can'é stump us; I
had a regular sign wup on the piano, made out of some kind of glass--it
was the first time I ever saw that--like' the sparkle, like that. I

had that up on the piano, We’could play any--if we didn't know the tune,
we'd get you to hum it to us and i1f we got the eight bars, that's all
we needed, was the first elght—-

[Russell:] What did tﬁe sign say?

[Hazel:] I'm not sure, something about "No request that we can't f£il1,"
or something--you know, sométhing like that. They'd come up and if we
didn't know, 1if somebody in the band didn't know the tune, we'd say,
"Hum 1t to us," you know. They'd hum--all we needed was the first
eight bars; the channel would take care of itself--you know, use number
one, number two, or number three middle [eight bars]. That's how I come
to leave up there. Now, where do we go from here?

[Allen:] What was your first record that you ever made? I wanted to—-
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[ﬂggg;;]‘ First record I ever made was with Johnny Hyman [Wiggs].
[Allen:] Johnny Hyman.
[Hazel:] Yes.

[é;lég;] What did you play? . o
[Hazel:] I played drums. |

[Allen:] You played drums on that record. Did you do anything élse? L
[Hazel:] No, that's all.

.[Allen:] There's some singing on some of those.

[Hazel:] Huh?

[Allen:] There's some singing on some of those Johnny Hymans; huh?
Maybe I'm confused. I'm thirnking about something else. [check Parentisg]
[Hazel:] _Maybe it's some of the ones that we made up at WSMB. They

was for Victor. "Alligator Crawl"” [Alligator Blues"]; That band was
Diaz, Horace Diaz, on piano; Nappy Lamare on guitar; Elery Maser on
clarinet! Charlie Hartmaﬁ on trombone, Joﬂnny and myself.

[Allen:] Bass?
[Hazel:] No bass.

\

[Allen:] What were you going to say?

e -

[Hazel:] " A kid playing the--Alvin Gautreaux playing harmonica. Guy
'4

played h?rmonica like cornet. : ’ :

[Allen:] Did you work with that band, or was it just made up for
recording? }

[Hazel:] No, that band was just made up for that recoraing. No,
Johnny worked in [Happy] Schilling's band. That was-just about the
time that we were both playing witﬁ Schilling. [See photo.]

hY
[Allen:] Was there a particular style you were aiming for in that

. record?

[Hazel:] Johnny was aiming for Red Nichols. That's before he started
imitating Bix. He imitated Nichols. He used to try to play exactly

like Nichols. The arrangements were built around Nichols. That's just
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about the time when Red was making all those records with the-=

[Russeil:] Five Pennies and all--

[Hazel:] With the Pennies. They used to call it "Futuristic"; instead

of calling it "Progressive" or "Modern" like they caXl it now, they

used to call it "Futuristic"lmusic, and 1f you played that way, you

were ahead of the times. U;;d to try to get involved arrantements,

and all kinds of interludes and'things like that. Sidney Arodin was

hell on that:; he alfays had to have a.cadenza at the end of the tune,

you know. -There's‘a funny story, Bill:..when we were making those

recordings, we had one of those tunes there, when you get to the end

of it, there's a clarinet cadenza. When we made them, I had an

infected toe, so I was using a stick, and an opeﬁ shoe like this. I

had one of those big Chinese gongs, you know. So I had to hit one 1ick

before the cadenza, and another lick after the cadenza, and I didn't

have a mallet, see, so I gook a handkerchief and wrapped it around the

drumstick, you see. I had t§ hold it up like that, the gong; I

didn't have a stand for the gong} I held the gong like that. We

made that thing in a warehouse. ou know where Barnett's [Furniture Co.]

[600 (arondelgt - 955 el dirictony ‘

is now? You know, that little place they got on the side of the store,

where they sell appliances now? 1It's a little--it's a one-story building.

That's where we made them, because that's where1Brunswick—Bélke~Callender,

the billiérd people, who were the same people who made those Brunswick

records—--they were originally a billiard--they made billiard tébles——
[616 Catonddiet - |44 SorreDs] -

that's where thelr storeroom was, you see, and that's where we pade the

records. It was a warehousa,-is what it wés.

[Russell:] Was that Carondelet [Street]?

[Hazel:] Yeah, Carondelet [Street] and Lafayette [Street]. And what

they did, they just hung up a bunch of cloth as drapes, you know, and

made the reéordings rig;t in there. 8o I was holding the gong, and I

hit it, but when I hit it the handkerchief flew off the stick; it flew
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across the room. I had to get up like this and hobble, and grab

the handkerchief. I didn't have time to put it back on the stick, so
what I did, I held the gong like that and threw the handkerchief, and‘
hit it, and I hit it right on the beat--never missed. a beat. Another
thing with that session was: Mickey Marcour was playing piliano with us
up at the Roof, and we go to record and Mickey don't show up. He--I
don't kndw, he got peeved at something: because I was using Sharkey,
or something like that. He got peeved, so he just don't shéw, that's
all; he don't tell me anything,he don!t say he's not géing to be there
or anything. So I'm ready to record, I don't have any plano player.

We had worked a month, month and a half on those arrangements, you
know; they were head arrangements, but it took us that long to work
them out. I said "What am I going to do now?" So right away we got
on the phone, and we got hold of Freddy Neumann. Freddy come‘up. I'm
conning the guy that's directing the recording date--what the devil
was his name—-anyway, I'm conning him. He wants to know where the
piano player is; I'd say,."Oh, he'li be here in a minute; he'll be here.
We're a half hour late as it is, you see. Finally, Freddy'comes, ané
what we had to do before we cut, we got to #each Freddy the tune before
we acould--the only one that he'knew out of the four of them was "ﬁigh
Society"—--and we had to teach him the tunes. We had modulations and
everything, you know; we changed keys and all. And he's--like I

tell you, these Sidney Arodin cadenzas [codas?] and all--everything
was worked up. ©Oh, man, We had a hell of a time.  But that thing
there with the what-you-call-it, the gong, right on the beat, not a
second-~ |

[Allen:] What was that, what tune was that you used the gong on?
[Hazel:] I think it was on "Ideas." Because that was Sidney's

tune--{'Ideas” was Sidney's, and "Get With It" was Sidney's; "Sizzling
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the Blues" was Joe Capraro's. And I tried to steal "High Society"

but they caught me.

lRussell:] I think that's public domain anyway, really.

[ggggiz] Yeah, but it wasn't .then. Who do you think owned it then?
[Russell:] I don't know.

[Hazel:] Sousa's family.

[Russeil:] Really?

[Hazel:] Yes, sir. Because the guy wanted to know Qho'é the éomposef

of the tune. So I told him, I said,'"I don't know." That's the first
time "High Society." had been made since Joe Oliver made it: Joe Oliver

made it first. But nobody know who it belongs to:; you know, it's just
-like "Tiger Rag" and the other ones. So he said, "We'll put your name on
it." 8o he did; he put my name down as the composer; and then before the
record came out I got a letter from him, and he said, "You can't claim that

0. Sosa disd 1632, 7]

'High Society.'" It belonged to--Sousa was dead by that time--it belonged -
to Sousa's estate. - i

[Russell;] Never did find the music, though, with Sousa [his name on it];
I always buy those sheet music-- .

[Hazel:] I saw the music on that. Have you ever heard of a band by the
name of Oliver Naylor? ,

[Russell:] VYes.

[Hazel:] It was a band but of Birmingham.

[Russell:] We have some of their records.

[Hazel:] Ray Bauduc [drums], Jules Bauduc [banjo], and a kid by the name
of Bill Creger [Soard‘s, 1922] was the clarinet player, worked in that
band. And Bill Creger stole the orchestration on "High Society” out of the
Library of Congress, in Washington. They worked all the way from Birmingham
to Washington; that was their territory--all bands in those'days had their

own ‘territories--well, that was Oliver Naylor's territory, from Birmingham
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- to Washington. And Bill Creger stole the orchestration off that, and the
part is originally a‘piccolo part. It's not a clarinet part; it's a
piccolo part.. (Scats.)- That's a piccolo part; it's not a clarinet part
~at all. And what's--[Alphonse] Picou, who said he originated it, Picou's
full of bologna; he didn't originate that.

[Russell:] I've heard, too, it was in a Sousa march, but I never‘could
£ind the Sousa music for it. ;

[Hazel:] He had--Bill stole it from the Library of Congress, now; he
.had the wholer[orchestration]. And it was for a military_bénd; it
wash't——it was for & military band. I don't know how many parts it had
to it, but he had the whole thing, the whole orchestration, and he stole
it while he was playing in Washington with Naylor. That's why every time
I hear them say Picou originated that thing I got to laugh, you know,
because I saw the thing with my own eyes, where it was a piccolo part.
[Allen:] I was woﬁdering about Joe Capraro's style on guitar: where

did he get that?

[Bazel:] As far as I know--I didn't know any--well, he did, some.things
he took off Snoozer [Quinn], because he and Snoozer were éood friends.
See, when I had the’ band at the Roof, Snoozer used to come up there

and sit with us whenever he was in town. He'd come up there and sit in
with us and play gulitar and fiddle. That scratchy fiddle--you evef hear
him play fiddle?
[Allen:] Never did.
[Hazel:] Oh, man, you ain't heard ﬁothing. Like they say, you ain't
heard nothing ti1ll you heard Snoozer play a fiddle.

[Russell:j Was it good, ér was 1t funny?

[Hazel:], It was marvelous, Bill, but it was the stinkingest tone. It was
like [Irving] Fazola playing the saxophone:; Fazola was the world's worst-
sounding saxophone player that you ever heard in your life. Fact is,

Benny Pollack, two or three times--not only Pollack, but [Glenn] Miller, and
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a lot of the bands, wanted him to play lead, because_ﬁazola was a
marvelous musician. He read the seven clefs and all. But the tone
he got out of the saxophone sounded like~-Sidney Arodin was the-—
Roppolo was the same way. They sounded like fish ho;ns, didn't sound
like the saxophone. Well, that's the kind of tone Snoozei?égt out of
the fiddle; it didn't sound like a fiddle at all. But he played
wonderful jazz, fine jazz, Ehere's a little story there: 1like I
teli you, Snoozer ﬁsed to come over from Bogalusa and sit in with us, a
lot of times. So [Paul] Whiteman happens to be in town. They [were]
[7% 0ct 192G - Prelvds, Dec 1428, ]

playing the St. Charles Theatre. In the band is Bix [Beiderbecke],
[Frank] Trumbauer, IgZy Friedman; that's thé only jazz men in the band.
So we all go to‘the concert. It was in two parts: they'had a part
and then intermission andk then another part. Well, the whole first
thing, they never played one note of jazz. So we [are] in the
alley—--Johnny Degyoit could verify this--we [are] in the alley,
and we [are] talking to Whiteman. I‘was delegated to go talk to
Whiteman about getting them to play some jazz, Bix and Trumbauer
especially, because we didn't know Izzy Friedman so well then. I
walked up to him, and I said, "Paul, we got to have some jazz." He
looked at me--he and Johnny Dedroit were talking there, and they
looked at me liké that, you know, and I said, "Now, I mean it. We're
going to have some jazz or else." So he says, "Well, we don't have

’
anything coming up. The only thing we got, we're going to pléy things
like 'Metropolis,' and JAmerican in Paris.'" It was a big band, a
concert band. So I toid him, "Uh-uh, man, we gotta have some jazz."
So he looked at Johnny, and he loocked at me. Johnny said, "Well, the
guys are all--man, there's two hundredljazz men out there; they've come in ¥

here to hear Bix and Trumbauer." So he says, "Well, I don't know, but I'll :

see what I can do." So they went back in. They got on, and they
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started off with this "American in Paris." They got about five minutes
in it, and he cuts the band off like that. He walks to the front of
the stage, and he says, "Ladies and gentlemen, I have had a lot of
requests and threats for Bix and Trum"--and Roy Bargy was playing
pilano--"for Bix and Trumbauer." And he turns around and he looks
XXX XHWNKE at them, and said, "Boys, you're on your own," and
he walked off the stage. They didn't know what to do. 'They never

had had anything like that happen before. First thing you know,

| Roy Bargy starts vamping "Singin' the Blues," so they played: they
played "Singin" the Blues," and théy playéed "Melancholy Baby," and
a zmx¥ couple of things that Trumbauer played. Everybody was satisfidd
then. But they wouldn't have played one note of jazz in the whole
concert 1f we hadn't done that.

[Russelléj What about Snoozer? You were going to tell about how--
[ggggggj While they were here, while Whiteman was here, Snoozer

was in town. So [Norman] Brownlee and I, we wanted Whiteman to

hear Snoozer. And I had known Whiteman from Tony Parenti's band. I
was working atrthe Halfway House with Abbie, and I was just learning
how to play cornet then; I think I knew about four or five tunes.
Abbie used to say, "You'll never learn how to play that thing as long
as you live," and‘I told hiT, "I'll see the day when I'1ll," or some-
thing like that, you know., They used to stagger for lunch in Parenti's
band: in. other words, one man at a time off the stand for lunch.

Henry Knecht was playing cornet; he was strictly a legitimate cornet,
no jazz at all. So Ifd get off at one o'clock at the Halfway House;
I'd just get in time to relieve Henry to go fior lunch., And X% we'd
play the four tunes that I knew. Whiteman happened to come in town
one time and he was there, and he heard me playing, and he asked Tony
Parenti who was the guy_playing the jazz. Tony said, "He ain't no

cornet player; he's a drummer. He plays out with Abbie Brunies out
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at the Halfway; he's just learning how to play cornet."- Well, Paul
came up and he complimented me on the horn. Anyway, Brownlee and I
called Paul and told him we wanted him to hear this Snoozer. So R
Snoozer didn't have a guitar--he didn't.bring a guif%r with him--
so we went up.to the hotel, to the Bienville ang got Joe Capraro's
guitar, and we brought it and we went backstage. We had Snoozer play
for Whiteman. He knocked Whitéman out. Whiteman would listen. He'd
plaf a thing, especially that--did you ever see how he used to play
"Tiger Rag"?
I:A_l_l_gg:—) No.
[Hazel:] He'd wave his hand like this, and he'd pick with his fingers.
Wouldn't even touch the strings with this hand; he'd be waving it in
the éir; and he'd make a break, you know. And the damnedest things
would come out of that thing, Bill. I believe Johnny Wiggs has g;tmn
some on records.
[8usse11€] [He's got some of‘it on records, I do?'t know?] . . . .
Not that one, but some of the others.
E;ggg;?) Whiteman wouid listen, man, and he'd run up-—the ¥N¥EX¥X¥ theatre
was brick-walled--he'd run up and he'd hit his shoulder up against
it, boom, against that brick wall like that, every time Snooéer would
knock him out.. So he told Snoozer, he said, "You'll hear from me."
ﬁobody paid any attention to it, you see. So Snoozer gave him my
address at Conn's [C. G. Conn, Inc.], because Snoozeér was going back
to Bogalusa. So Snoozer gave him my address at Conn's, and told him
that if he wanted to get in touch wifh him, to get in touch with him
through me, and I had Snoozer's address in Bogalusa. It's New Year's
Eve night, and we're playing the dinner where the Blpe Room 1s now--
it was the Venetian Room then, I think. We're up there; and the band'g

all knocked out. (Strange as it may seem, Bill, in those days I
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didn't drink.) But the whole band, New Yéar's Eve--Freddy Neumann's,
man, almost under the piano--everybody's loaded, you know, and nothing
you could do about it. So I look at the entrance, aﬁdrhere comes
somebody's got a overcoat on; he's got the collar up like this! it
comes all the way down to his ankles, you see. And he's coming
across, coming Fo the bandstand, and he reaches in his pocket, and
he's got a pint of gin in each pocket, like that. I say, oh, that's
all I need. It's Snoozer. I had gotten a wire from Whiteman a few
days before, and I'd sent word to him over in Bogalusa. He was
cominé in to go to New York to join Whiteman. That's another thing
that I had [once], that I wish I had [now]; it's the most pitiful
letter you ever heard in your 1life,.Bill. He wrote me, it must have
been ten or twelve pages, after he got to New York. They never did
put-him in the band; all Whiteman used him for was to take him
around to these partiles, and entertain«Whiteman'érfriends aE tﬁese
parties. .
[%ussell{] Never did'even play with the ﬁand?

Eﬁygg;g ’The guy couidn't get any sleep at all, Bill. Cause guys
like--all the musicians--everybody that ever heard him, the
musicians, [unintelligible], they'd want to go up to his hotel

k® room, and the poor guy could nver sleep. Guys like Eddié]Lang
and all those gﬁys, Dick McDonough, Carl Kress,-and-all those guys
were the big ones then. They had the guy élaying night and day,
and he was'thelkind of guy that couldn't say no, you know: never
could say no to you. Did you ever see him?

[@__'_L_l__e_ga Never did.

[Eussella I never did, no.

EQQEEEE] Never did? Well, gnOOZer was born--when he was born, they
had to use forceps, and his head wasriopsidéd like that from the

forceps; his head came almost to a point; he was a funny looking
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guy; it was caused by the forceps when he was born; instead of coming
out like that, his head went like that, almost into a point. And
that overcoat that he had on. Like I told you, he went, and in this
letter, he was telling-me,'after he was up there about a month, a
month and a half, that.he was going to quit, that he just couldn't
take it any more. They wouldn't let him sleep; he wasn't méking any
records, or things like that. So he quit Whiteman and he come on,
come on home and never did go out of tOWn‘any more after that.
[ﬁussellg) Can you tell a little bit more about him, where he came
from? * '
[;ggg;ﬁ Bogalusa.
Egggggggl Was he born over that way?
Eiggé}} Yeah, he was born ahd raised there, he's still got brothers
over there. ,
(Russeli:] I never did know him.
[Eggg;ﬂ He's got a brother that's a barber; he's got a barbéréhop
over there at Bogalusa. You never heard anything like it, Bill;
I've heard a lot of guitar players; I've heard [Eddie] ‘Lang and all
those, Andres] Segovia, but nobody played like Snoozer. ' The quy
was just, he was out of this world. /
Kﬁusselig Did he ever play here in the city, with many of the bands?
&Eygﬂ%] Oh, he played--not working, not steady, but sit in. He uked
to come over here all the time. Fact is, he'd come ovér.and he'd
stay over maybe a month, two months. . He used to room here on
Magazine; whenever he'd come in town, he used to room right here on
Magazine and First. .That's where we went and got him to bring him
down there to hear Whiﬂﬂgan. Well, we thought he'd have his guitar
and his fiddle; we wanted him to play fiddle, too. But he didn't

have his instruments with him. His mother and his aunt was with him
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at that time, and they were living right hére at First and Magazine-—
Second and Magazine. But if you didn't hear him--I don't know how--
I never have heard the tapes that Johnny's got.
(%gssell:] They're pretty good; some of them are pretty good, yeah.
&Eggﬁi] i | don't.sea how they could do him justice.

[Fusseliq They probably don't do him justice.

[Eggg;;) I don't think tﬁey could do him justice.

[;}ilen"ﬂ Did he play with a pick or with his fingers, or both?
{yazel] Both. And he played jazz, he played wonderful jazz, and
fast!--he was: the fastest man picking that I ever heard in.my

life. 'I mean he'd make all these guys sound like they're playing
waltzes——you know, that's how fast he was. And like I tell _you,

he used to do that, just pick with this hand [the left] here, and
X¥¥ play the damnedest things that you ever heard. Then he'd turn -
right around and he'd play with the pick, and he'd play some
beautiful things, like "Mighty Lak a Rose," and those kind of things,
hyou know, "Coquette," and play them ballad [style], and play them,
oh, most beautiful.
{Eussel%i] I noticed you were showing us as 1f he were leftﬁhanded;'

I just WEHEX¥R wondered 1f he were-- | |

Eggggig No, I am.

'@éusseli; He wasn't, though?
‘[gggggz] No, he was rilght-harided.

E;ggggli} I was gonﬁa ask you about your cornet: you play the cornet
right-handed, don t you? ' ‘
{?azel] Yeah, Well, I play drums half and half; I don't play left—
hande@ drums; I play half and half; I play right footed and left
handed. - ‘

Eﬁ;ssell: That's what I noticed [unintelligible].
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Eia'z_elj I originally started all left. And then, I don't know, it
was more--my right leg was better; I could keep betEer time with the
right leg than I could with the left, and then we didn't have those
flying horse things then, you know, So I got, I don't know how I %
ever did 1it, just all of a sudden I changed and put--instead of putting
the 'snare drum over on the left where it's supposed to be, I put it
on the right so I could have the right lég free. And that's how I
got started playing it. I've had more drummers come in and look
up, like [Gene] Krupa, Buddy Rich and those guys, come on, and they
look 'up there, trying to figure out what I was‘ﬁi doing. They
can't figure it out--here's?] a guy playing half and half, you know,
But the cornet, right--I do a lot of things right-handed: I eat
rigﬁt—handed. There's only a couple of things that I got B to do
left-handed.'

[?ussellé] What about Sharkey? Of course, we can ask him, too; we
haven't interviewed him. He plays, fingers it left-handed.

[Hazel:| Left-handed, yean.

{?usselia Nick LaRocca used to, and I guess Ray Lopez [unintelligible]
left-handed. '

Eazelﬂ Ray Lopez, too, yeah.

(Bysselia I just wondered if some of those fellows-—-—
igggg;gj There was anohéer guy around here [too],--Vega, Lawrence
Vegd, I think him name ‘was-<he played left-handed £oo.

[Eussel%a I just wondered if some of those fellows maybe weren't
left-handed, and just thought that was the way to do it because they
saw somebody else. ... -

{Hazel:] I'11 tell you a funny little story, Bill. I went--in [19]34
"I went to Hollywood with Gene XKMX Austin, you see--rather, he sent

for me. A guy out there by the name of Jimmy Starr was a newspaper
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columnist. He wrote—--we were playing at a little private--that
was before we went in the Coconut Grove--we were playing at a
private inn. There's a lot of private clubs out there, with

- gambling, piaces like the Clover Club. Well, we played in a place
called the El Rey, and 1t was strictly a memberéhip deal. This guy
come in and he saw me playing the cornet and the drums, and [he was]
trying to figure out how I could play the drums half and half and that.
So he goes off and he writes a piece in the Los Angeles péper, and he
says something about the drummer, ambidextrously, you know; I never
had heard that word in my life before, and I told Austin, I said,
"What's that [ ] saying about me?" I said, "I'll rap him," you know.
I never had heard ambidextrous in my life; I thought he was saying
something bad about me.

Egl;ggé] How did you play the drums when you were playing cornet,

. just with your foot, or with one?-- )
Qiﬁiélﬂ I played with my foot, and hold the cornet with ﬁy hands.
The thing with Austin over there, we only had four pieces.. .They
built a special stand and pushed it back against the regular band-
stand. Gus Arnheim had the band 1n there while we were out there: we
just played intermissions; we played ten minutes five times a night.
Three times Austin would sing a couple of songs with us. Then we
play a few tunes--ever see him roll a piano with the back of his
fist, like that?

{?ussel{? I never noticed, no.

Eigggii] That's the way he--that's the way he played it, for a kick;
he played it in the black keys. XKHX There's another funny story,
too; we got out there and we started rehearsing. I couldn't get

.with him, you knww; I said, "Man, what key are you playing? What

.-

e
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key you playing in?" And he says, "I'm playing in the black keys."
So, I tried for half an hour; I just couldn't get anywhere near him; I
couldn't play in the keys he was playing. He was playing that B
natural, E natural, F sharp, C sharp, you know. So finally I told
him, "Mister, you might as well buy me a ticket and send me back

hoﬁe; I can't méke this."” He gaid, “Wha; do you mean, you can't

make 1it?" I said, "Well, I just can't make it. I canft plaf‘in those
keys." I say, "You get in my keys." But he couldn't play in my keys.
So he told me, finally, he sayd, "I don't know, I doh't see how you
can't do it. Wingy [Manone] did it." XEXX I said, "Oh, oh. If Wingy
done it, there's a trick to it, somewhere, because I know Wingy can't
read a note big as his head." So I said if Wingy done it, there's a
trick to it somewhere. So I kept fooling around. Fiﬂally I pulled
the horn out in A. He was playing "Some of These Days;; Thaf put
me the same as in the key of F; the fingering was the ‘same ag in the
key of'F. But the_horn was out; instead of being in B flat; it was
out in A, So I had it. I said, "Go ahead. Biow, Mister, go ahead,
do anything you want. I got you Know; you belong to me now." But '

I was just about ready to pack up and come back home. We'd play five
times a night, just te; minutes, and then we had a job in the after-—
noon. There's a place in the back of the Cocoanut Grove called the
Lido; it's an open air thing, and they put on fashion shows and things
like that out there. We worked out there. I'll tell you about this
later. .Well, anyhow, ih the Grove there, the times that Austin didn't
play, we'd just go up there and just fool around. We played "Muskrat
[Ramble]" and "Panama" and "Bugle Call," things like that. The guys
and the gals baék in the--Arnheim had ‘a Hreat big band, about 18 men--
and tﬁey'd holler tunes for us to play. And it was funny, Bill}

the first night we were in there--when Arnheim would play a few people

/
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would get up and dance, you know, but when we'd get up there and
play, man, it looked like everybody wanted to get up on there. The
maitre d' and the head wake waiters in there were.trying to shove
the people off the floor; they didn't want them--they wasn't supposed
to dance to us, you see--they tried to shove them off. Well, about
the second night, the boss, who was a fellow by the name of Franks,
walks down there, and he sees them trying to shove thé people off the
floor, and he hollers to the maitre d4', "What are you doing?" Well,
he said, "They want to dance." "Well, let them people dance. What
do you want to shove theﬁ for? If the big band can't make them dance,
and they make them dance, let them dance." Sp they did: man, they'd
get out there and dance when we played. And the kids back there
would be hollering, XEHKAKEYX "'Panama,'" '"'Tiger Rag,'" you know.

[%1len€] Who was there with you?
e ,

[Fazel:) Coco

END OF REEL IV
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[Hazel:] o« « « the Grove,

[Allen:] Oh, now I know where we were: we were talking about the

men in the band. You were going to tell us—- |
[Hazel:] Yeah. -

[Allen:] You took Candy's place.

[Hazel:] Yeah. Candy went with—--I took ?our cigaéette—— Candy
Candido, he quit to go with Ted Fiorito, and that's when Gene sent

for me. At the time I was part owner of a pight club out here at--
originally it was the Honeysuckle, and then it got to be the Golden
Pumpkin. The place--~it was a summer place, and it drew good in summers;
winter it wasn't no good at all, because it was right on the lake, and
you used to get a lot of fog out there; people wouldn't come out in
the winter. They had a room what you call the Two Bits [25¢] Clubj
everything was two bits: coke was two bits, sandwiches two bits,

ice two bits, you know--and you had to bring your own bottle. So
after the summer season waé over, the old Italian fellow that owned
the place says to the fellows in the band, "I'll give you the

place. You runna dalplace. I'll give it to you. Just, you take

in my son.” He had a son. So he, and I think it was Jack Otto—-—

I don't know whether you ever met Jack: he used to be a drummer

around here--and Charlie Dﬁpont and myself had the business. Wound

up ét the end of the week, after we paid the band off--and you couldn't
cheat none of them; they wouldn't work a penny under scale or
anything, you know, cause they had the Dantin "Sisters" playing with
us--the two Dantin boys [Lloyd & Earl], you‘know-—they had them

playing in the band. I think I used to make around eight, ten, maybe
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twelve dollars a week, for myself ou£ of it, after that. 8o I get
this wire from [Gene] Austin. So I called him. I told him, I said,
"What does it pay?" He said, "Well, right now, the job we're working
right now pays a hundred and a quarter [$125]." So I said, "Well,
you'll have to send me some carfare." He said, "All right." So he
sent me $150. I sold my interest in the d ub for--we used to call
them oyster whites; they were white linen suits they used wear around
here a lot; some of the guys still wear them. Oyster white linen--

I sold for an oyster white and a pair of slacks. I get out there; I
find out, Bill, that it's non-union. Austin had had a révue, and it
broke ups it lost money, and it broke up, and he owed the union $1100.
After I got out there he told me we ain't union. So I said, "What thel
_héll I'm gonna do.now?" I wasn't figuring on coming back home, cause I
waé stuck, I was out there then, and I owed him the $150 that he sent
me. So, long as we worked at this El Rey they didn't bother us, but
when we got the job at the Grove, then the union grabbed us. Théy

had us all up thére before the board. Austin had to pay the $1100 and
they fined him $1000. So they got Cocd [Otto Hymelhr?] in there; they
asked Coco, "Did ydu ever belong to a union?" "No, sir." "Didn't you
belong to the Mobile local so and so?" "Yes, sifa" "Didn't you belong
to Miami local?" "Yes, sir." They had the bass player the same way.
He was a kid from Texas, and he was working arogpd [for him ?], and

I sent for him and got him out there after I got out there. Asked him
the same thing: "Didn't you belong to such and such a union in Texas?"
"No, sir." And they had it right there in black and whites they knew
they were lying. So they sent them out, and they called me in there,
He said; "You ever belong to a union?" I said, "Yes, sir." They said,

"What union?" I said, "Local 174," He sald, "Why'd you guit?” I said,
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"I didn't quit." They said, "What you mean, you in the union now?"

I said, "Yeah. Here's my card, paid up in New Orleans." "What you
doing working out here with this non-union outfit?" So I told them,

I gald, "Mister, if a man made you come 2000 miles away from home, and
you come out here and found out it was non-union, whé% would you do?"

So he says, "How much a week you making?" I told him, "We make a

hundred and a quarter; that's the salary, but we make $100 a week

tips?" They thought I was crazy, because the scale out there, I think,
in those days—-this was 1934--I think the scale was around $35 a week.
They didn't believe me. I told them, "I didn't lie to you so fary

why should I lie to you about that?" It wounq up that they fined Coco
$250; théy fined the bass player $250, Austin $1000 and the $1100 he

had to pay back; they didn't fine me a dime. Just by telling the truth,
I got by without having to pay anything. This place in the back, that
we played in the afternoon, we played from 12 to 3. We had Coco,
myself, the bass, and we had two fiddles and a viola, and had Stan
Wrightéman on piano. Stan was—-he was just club dating around. He had
been working with Hank Halstead [sp. ?], and they weren't doing anything.
So‘I got Stan to play plano. Austin didn't come there at all--he didn't
sing at all in the afternoon. We worked out things, just to‘have the
fiddles and the viola just play sustained things, figures, and things
like that. We had to broadcast for half an hour; too. I'd take choruses
on the melophone and on the cornet, and Coco would‘take choruses on the
guitar énd the piano. So we had enough jazz there for the other guys

to just saw them--so the phone rings one day: the head walter called me
to the phone and said, "Somebody wants to talk to you." (Who wants to
talk to me?") So I get on the phone. The minute I open my moufh,

Eddie Miller hollers, "I knew it was yous it couldn't be nobody else

but you," [Ben] Pollack's band had just flew in--that's where they broke
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up, out there, They had flew in, and they happened to turn the radio on in
the hotel, and they heard this music, and they heard the melophone. He
said he knew it couldn't be anybody else but me, and when they heard
where it was coming from, he called me there,

Now where do we go?
[Allen:] I was wondering about Whenr[Paull Mares came bagk from Chicégo
with the [New Orleans] Rhythm Kings--
[Hazel:] Yeéh.
[Allen:] Did he play any jobs around [town]?
[Hazel:] Yeah, I played two jobs—-Joe's [Mares] gdt the--do you
ever go around by Joe's place?
[Allen:] Once in a while.
[Hazel:] He's got the ad for this one night. I played two nights with
them: we played one night at the New Orleans Athletic Club, and the
other night at the Italian Haila It was after that that the band
broke up; that was the last two jobs that they played, as a band. Befote
that, though, they went over to Mobile, and they worked over at Mobile
for about, oh, I guess five or six months, as the New Orleans Rhythm
Kings. Over thefe they had Leo Adde, Steve Loyacano, and the kid that'sg
got the best job in Chicago, and he's had it for--he jugt signed a--
when we were up there, when I was up there with Sharkey, he had just
signed another teﬁ-year contract, and he had been there ten years
before that, at the Ambassador East, in Chicago. You know anything
about Chicago. Well, that's the class job in Chicago, the Ambéssador
East. Dave LeWinter [sp ?], do you know of him?
[Russell:] I don't know about him,
[Hazel:] Piano player--Dave LeWinter [sp ?]. He's been there going

‘"on twenty years now, on that one job., Well, they sent all the way to

- Chicago to get Dave to come down here to play with them, and they ain't
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even got a Job., He worked with Tony Parentl at the LaVida, [too,

theré ?]; he worked with Tony after they went over there., They
couldn't do any good over there; they stayed over there &bout four,
five, six months, didn't do any good, so they come back home., And Dave
went to work with Tony Parenti there at the LaVida, ;nd then he went
back to Chicago., That was the last two jobs that the Rhythm Kings played
as a unit., There was Paul [Mares], Rap [Leon Roppolo], Steve Loyacano,
Red Long--because LeWinter was working with Parenti——Chink Martin and
myseif~-ah, Santo [Pecoral, Santo on trombone,

[Allen:] Who made the recbrds? Do you know?

[Hazel:] Yes. %he ones they made here, you mean?

[Allen:] Uh-huh.

[Hazel:] Augie Schellang on drumsg, Santo, Rap--now, they made two
gegsions here: they made an Okeh session here and they made a Victor
gsession here., The Okeh was Santo, Rap, Paul, Steve Loyacano, Freddy
Neumann, plano, and Chink.

[Allen:] Did they have a tenor?

[Hazel:] Lester, Lester Bouchon,

[Allen:] And the drums?

[Hazel:] Augie Schellang. The Victor date started out with the same
band, but Rap--old man King was recording--you ought to know about him,
Bill. Do you know about him?

[Allen:] I don't remember him.

[Hazel:] He was a son-of-a-guny man, he was one of the sticklers for
being in tune, and that, you know,.

[Russell:] For Victor, huh?

[Hazel:] I seen him in California. We were making a date the same
time as [Dﬁke] Ellington was making a date in California; I see him

keep Ellington from eight o'clock in the morning 'til six o'clock
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at night without making a side, because he couldn't get the band in
tune--he thought, What happened at this date with the Rhythm Kings is--
they didn't have Freddy Neumann, they had Red Long on piano; they had
Rap and Charlie Cordilla--no, Charlie wasn't there ?t the beginning,
They were playing, and every time Rap would get a chorus, he'd get up
there and hit one of those pea whistle notes, you know, and he'd blow the
--that was before the electric--he'd blow the needle off the wax. 014
Man King kept telling him to quit playing those high notes. To tell Rap
to quit doing anything, well, you just might as well talk to the King
oflEnglandD "Who does he think he is?" 8So, it finélly would up'they

fun Rap out of the studio--that's just before he went to the bughouse--
gso they run Rap out of the studio, and they got to send for Charlie
Cordilla, so it wouhd up Charlie Cordilla made the date, on the Victor
date. [Bouchon not audible ? RBA] '

[Rugssell:] The others were all the same?

[Hazel:] They only made--

[Russell:]  [How many others did you have in the band? The drummer and
all?-- . '
[Hazel:] Yeah. No, with the--

[Russell:] On the Victor date. . . o

[Hazel:] No, with the Victor date, Leo, Leo Adde, cause they made that
right after they come back ﬁrgp Mobile; they made the Victor date first
and then they made the Okeh;k That's the one with the "Golden Leaf
Strut" and "[She's] Crying for Me" they made on that,

[Allen:] Did you ever play cornet on any records? _
[Hazel:] Yeah, with Austin., I asked Bill about that. Do you remember
I asked you about that a long time ago?

[Russell:] Oh, yeah, that's right.

[Hazel:] The day that I left Austin--you see, we were supposed to go to
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Europe, and I wanted to come home before I went to Europe, and they .
were going to go up and down the West Coast, playing vaudeville, and

I didn't want to do that. So I told them, I =aid, "Well, I'll go
home, and I'll meet you in New York." We were suppoggd to go to
England, because he had been a big hit over there at one time. So the
day that I left--the day before I left, rather--we made sixteen sides
for Vocalion. I heard, the only one I ever heard--and I made eight of
those [that] I made on cornet--and the only one that I ever heard was
"Chinatown"~-the tune, "Chinatown"-—that's the only one'I ever héard.
I asked you, I aqked a hundred people, you know, to fry to find them
for me, because it's the only things [that] I ever made on cornet--I
mean on a professional label, on a what-you-call-'em. Now, I Qot
things back there that I played the blues with Martha Boswell playing
the organ--you know these little church organs like, little home
organs, like that?--we played the blues, she ﬁlaying the organ and me
playing cornet. Then I got that thing that--gee, I don't know whether
you're going to like this or not, Richard; I don't like to say these
things, but they;re true. That thing that you, that--the original,
your theme song. ["Congo Square," theme of the New Orleans Jazz Club
Radio Prograﬁ] |
[Allen:] ©Oh, yeah.

[Hazel:] I made the original on that; Joe Mares has got it; 1t was made
up at WSMB.

[Allen:] With Johnny [Wiggs]?

[Hazel:] Yeah, That's my tune.

[Allen:] What about Parenti? You recorded plenty with him,

tgggg;:] Yeah, but melophone; I didn't make any cornet.

[Allen:] No cornet, Drums, too?
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[Hazel:] I made a bunch of them in New York. When I went to work in
New'York, I first went to work in a laundry. You know these Chinese?LﬁmMMﬂ??
We used to call them laundries. Well, I worked in the laundry for -
about six or seven months, and then I went to work witﬂ a fellow by

the name of Jack Pettis, who originally played with éhe Rhythm Kings
and then went with Ben Bernie. After he left Ben Bernie he made up his
own band, so I went to work for him. Parenti was in the band, and this
boy that committed sulcide, Bonnle Pottle the bass player--he's from
heré; he'!s Ralph Pottle's brother--he jumped off the bridge there--he
was in the banﬁ. And Charlie Butterfield [see discographies]--he makes

a lot of these network programs, you know [the fellow ?]-- . !

oo
£ s il v
Cornht

[Russell ],,Ef,il?ﬁéq with [Bob} Crosby for a while./ ﬁﬁ* Py R
[Hazel:] Yes.  And who else was in it—-somebody else was in the band from
New Orleans. It was a big band. We were working for Irving Mills;
Irving Mills at that time controlled every record date in New York, and
he controlled all the vaudeville--the bands—-he controlled all of that.
I went to work with Pettis: wé used to make as high as five or six
record dates a week. There was only the "Big Four" [record companies]
then, and they had this one place way downtown in New York that used
[Pacanant grasp7)
to make all these little labels: Perfect, Black Swan, Oriole--oh, they
must have had fifty labels that were all made at Ehis one place. 'Then,
you had Okeh, Columbia, Brunswick, and Victor. Victor used to make
everything at--they didn't make anything a£ New York: tﬁey used to make
everything at Camden. We made for those, for the "Big Four," and then
we used to make a bunch of them for that--so Irving Mills took a liking
to me; he heard me play. And I used to scat sing in those days;
he went--that's what he really went for; he went for the scat singing.
He take and put me--like I told you, he controlled--he had [Cab] s r,-“.,'

Calloway:; he had the Mills Blue Rhythm; had some kind of Sweetheartg,
: A
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a girls' band, big colored girls' band; he had every bilg jig band in the
country; he had them all tied up. He was like [Milt] Gabler is now.
He put me with these different bands. Like we did a date, we were
making a record, and there's a fellow by the name of Geof Moyer [sp?]
[See discographies] that used to play melophone and saxophone--I don't
know whether you ever heard of him.

[Rugsell:] No, don't think so. ~

[Allen:] Uh-huh.

[Hazel:] Well, they had hired Goof to play melophone on this record-
date, but Goof didh't play anything but straight; he ju?t'played the
straight lead, you see. So aftér we méde one test, Pettis told him,
"No, I want you to take off." So, man, we played it agailn, the guy
did the same thing; he played the lead right straight through aéain.
So Jack said, "Hey, Monk,where's your melophone?“ I said, "It's at the
house."” I think we were on Fifth Avenue, arouhd 49th, 50th Street,
somewhere around thisaway. I think we weré at Victor—HWe were'at
Victor, because I know, I assoéiate thig with it. So he said, "Go
home and get your melophoﬁe.“ So he went out to whoever the guy was
[that was director for the date?] and he told him, "Man, I got a
drummer plays more melophone thaﬁ that guy." So I went home and I got
the melophone and I wound up making the date. So while we were

making this date, who comes in the studio but Red Allen and a couple
of other jigs, and tﬁey were making a record with Ethel Waters. She
sang blues in those days; that's about the £ime she sang all those
things, "Get Up Off Your Knees," you know, ahd all those.

[Rugsell:] ([She made some good ones 7?].

[Hazel:] Yeah. 'They come in there early; thgy heard me, and Red says,

"[As] soon as I heard the beat I knew it had to be somebody from down

home." So they come in there. So I wound up going with the melophone,
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finishing up our date and then goilng over there making a date behind
Ethel Waters with them.

[Russell:] You're on one of those, too? '
[Hazel:] Yeah. Like I tell you, I was making five or six dates a

" week., I wasn't collecting the money, I was letting it ﬁlle up; I said
to myself I'll let that pile up and that would be for my vacation when
I go home. Somebody said to me--all the guys used to hang on 48th and
Broadway there, -

[Russell:] sStill they center around there.

[Hazel:] Somebody %aid, "Say, Monk, you must be getting pPlenty of
money, eh?" I said, "Well, I'm doing all right." He said, "Well, are
you getting your money?" I said, "No, I'm letting it pile up for when -
I go home." So the guy laughed at me, you know. I saild, "What do you
mean?" He said, "If you knew what I know, you'd better get your moﬁey.ﬁ
So i went up to see the guy [about ?] three times; every time I'd go
there they'd say he wasn't ;n, or he was 1in conference--you know, that
old gag. So I get full of that gin--no matter where you bouéht 1€,

it was all the same gin--every apartment house had its bootlegger. So
I‘get full of gin one night. We were playing vaudeville, and we'd be
through around ten, eleven o'clock at night. So I get loaded and I stay
awake, I stay up. I go down to the office, and I could look back and I
could see him sitting ﬁack in the office with his feet up on the aesk.
The receptionist tells me he's busy, he's in conference. I said, "Yes,"
and I slammed the gate open and I walked back there and said, "Look, I
ﬁant my monéy." So he laughéd at me. I said, "I want my money, Ddn't
fool with me--you can fool with me, but don't fool with my money." So
he said, "What you going to do?" I 8aid, "What I'm going to do? I'm
going to go to the Union, that's what I'm going to do." So he sgaidqd,

"Go ahead." So I go to the Union, see; I'm going to file a claim.
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What do you think they tell me at the Union? "He don't belong to the
Union.“ In those days the booking agents and that didn't have £o belong
to the Union like they do now. Say, "He don't belong, no.h So I told
‘them, I said, "Man, I've been making all these recordss I've been making
five and six record dates a week for this guy. 'The 6n1y money I've
collected was the ones that I made with Pettis." So he said, "I'm
sorry, there ain't nothing we can do. If he belonged to the Uhion,

we could do something about it, lut he don't belong to the Unibn."

So tﬁat was that. I.must have made fifty, seventy-five dates for him,
other than the o?es wilth-- —

[Russell:] Did you collect any of them?

[Hazel:] Do I have any of them? No.

[Russell:] [Unintelligible] did you collect any [unintelligible]?
[Hazel:] No, I never collected a dime--Only the ones that I made with
Pettis,

[Russell:] That's all.,

[Hazel:] Because Pettis would péy us by the week, and if we had madeso
many that week, he'd pay us. In those days it was only‘thirty dollars
for a record date, but instead of being three hours it was two hours.
The best you could make would be three sides, at one sitting.

[Allen:] Do you remember any of the tunes that you made for Pettis?
[Hazel:] Well, that's another thing, Dick: each one of thosé big
companies had what they called house names; they had a name called thé
Knickerbockers; they had a name called the Campus Boys, they had the
Charleston Chasers, Ladd's Black Aces, Bailey's Lucky Seven, Ted Wallace
and his Campus Boys--oh, they had alout fifteen different names. And
every band that recorded would recorded on--for instance, 1f you had a

good band, and you were contracted to Victor, then you couldn't record

for Columbia or Okeh or Brunswick. So what they would do, they would



MONK HAZEL 82
Reel V--Retyped
July 16, 1959

get the same band--like Nichols was tied up, the Memphis Five was tied
with Victor, the Arkansas Travellers was another one of them, Miff
[Mole] and . . . made a whole lot of them--they'd use these different,.
what they called house names. Now, they might have five or six

bands recording under that_séﬁe name, so you don't know whether it's
yours, unless you could tell by what they were playing, if you
remembered the tune, or anything like that. But that's some of the
names that we recorded. But the ones with Pettis, they were [for]
Victor; He was supposed to be exclusive[ly] Victor, and the name of the
band was Jack Pettis and his Pets. ‘
[Rugssell:] He used his own name on them.

[Hazel:] Yeah, on those. That's the only oﬁes——the rest of them are--I
don't have a one of them.

[Allen:] And you don't remember who was in Pettis's band?

[Egggi:}. Like I told you, Tony Parenti....Then we had a kid out of
Whiteman's band, Frankie Cbush, [sp?] played lead trumpet, In those
days you never had no five brass; you only had the three brass.

Charlie Butterfield on trombone, and his brother, Walter, saxophone;
and Chubby McGrath--Fulton McGrath is his right name; you might know of
him; he played with [Benny] Goodman and all those guys, in the swing
era—--he was on piano, and Bonny Pottle on bass. The guitar player was
from New Orleans,.but I can't think of his name--it wasn't Jack Cochen.
Johnny Plant--he played viola, and he played guitar, and banjo. He

was on that band. I'm trying to think of the other saxophone players. It.

was a regular vaudeville act; that's all we did; we played vaudeville--
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had a dance team and a comedian, a regular unit, a whole unit. Wwe

played around New York; without even leaving New York we played for

over a year. That's how much vaudeville they had going in those days.
[Russell:] About what year was that, can you remembef?

[Hazel:] I think that was either [19]29 or [19]30, Bill, because I

went up there the latter part of [19]27, and I worked over at this laundry
for seven or eight months or better, and then I went with Pettis,

[Allen:] Say, something I wanted to get: what was that Stein's, the
drummer 's name, that you talked about? ‘

[Hazel:] Emile.

[Allen:] Emile Stein, that one.

[Hazel:] Yeah. He worked in that band in the Palace that Santo--

that's where Santo started.

[Russell:] There's some other drummer they used to tell me about--I
don't know his name--played vaudeville here. Do you remember anybody
sensational, that you can think of?

[Hazel:] - [Red] Happy [Bolton]--colored fellow.

[Russell:] No, it was a white fellow.

[Hazel:] Well, Stein was the only one.

[Russell:] Steinwas [ 2 ] . It could have been him.

[Hazel:] He was the only one.

[Allen:] What was Happy like?

[Hazel:] He [Stein] was the only one that attempted to play jazz. Hﬁh?
[Allen:] What did Happy play like? |
[Hazel:] Drums. Oh,mn, Happy was a pain [ ‘ ? ]. Happy played
drums and xylophones. ﬁe played on the boat with Fate [Marable] and them,
He played at the Lyric Theatre--they used to have the Lyric Theatre right

on the corner of Burgundy and Iberville [Streets]. They used to bring

acts in like revues, colored revues, you know, like Ethel Waters. ‘She's
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the one that took what-you-call-'em away from here--had a guy around
here by the name of Jackson, Willie Jacksony she took him away from

here and brought him to New York, made an MC out of him. Oh, they

used to bring some fine acts down there.

[Allen:] What about Oscar Marcour: who did he play‘%ith?

[Hazel:] He played with the [New Orleans] Rhythm Kings, like I told

you. And they had a band for years that played at the firsﬁ Little

Clubf You see, there was two Little Clubs here: the first one was

right on the corner of erades and Commén [Streets]. Well, they

had a band in thgre: it was fiddle, bass, piano, and drums. Johnny
Bayersdorffer's brother, or cousin--I don't know whether it's his

brother or his cousin; I think it's his cousin--Leonard Bayersdorffer,

he was another black key piano player. He played piano, and Oscar played
fiddle. They had little Angelo Palmisano on banjo, and Chink [Martin].
They worked there for, oh, I don't know how many years. Because in

those days, Dick, you didn't stay, last maybe four; five weeks, six
weeks; you stayed--like I worked nine years at the Halfway House--just
the Halfway House ﬁlonea And then I worked with Abbie at the Metairie
Inn for alout three years. That was a gambling house. And I worked with him
out there at the Silver Slipper for about three years. If you had'a Qood
band, and you went on a job, you stayed there indefinitely, you know,

for years and years-—just like that Piron: he mus£ have been twenty years
out there at the what-you-call-'em.

[Russell:] Spanish Fort.

[Hazel:] Spanish Fort. And at the Halfway House, Brunies was a tradition
out there; it couldn't be the Halfway House without--I don't think
there's anybody else ever played in there, but Abbie; I think after

Abbie left they closed up, made an ice‘cream parloxr out of it. [See

Benjie White, Reel ]
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[Allen:] Who did Bill Creger play with?

[Hazel:] He played with Na§lor. But here, he had the band, he was the
first band I worked with in the [French] Quarter; he had the band at the
0ld Absinthe House--not where the bar is, but back where Piron plays.
[Allen:] Where Fats Pichon plays.

[Hazel:] I ﬁean where Pichon, where Fats plays. That was tﬁe club, and it
was owned by two different people. The bar--that's the original bar,
across from the Famous Door; that's the bar that was at Iberville Street.
And that guy, Tony DeFranco was the fellow that owned the club, in the
back. All that was during Prohibition. We had Bill éreger, a fellow

by the name of Joe Lambias [sp?] was [the] banjo player, and Red Long--
no, no, a fellow by the name of Joe Garel [sp?] was the piano player; he
played wonderful time, a real good beat, but don't ask him to take a -
chorus, because he couldn't take a chorus to save his life. He was

like a guy that I worked for in New York, an arranger: that man could

sit down and write--he'd make a whole arrangement, Bill, bn the wﬁy home
in tﬁe subway; sit down there without a piéno, without an instrument or .
anything else and make out a whoie arrangement. I've seen him make
arrangements that Pollack's Band couldn't cut. You know, he'd take them
and let the bands play them and sell them to different bands, and he
brought a couple of things around there that Benny couldn't--and I'm
talking about when Benny Goodman and all those guys were with Pollack--
and the band jpst couldn't cut his arrangement. And that guy couldn't take
a chorus, don'f ask him to take a chorus. He would [strictly ?] play
just chords, you know; had a real good, fine beat, but Just couldn't

play it by himself, that's all.

[Russell:] We might ask about drum solos, and style of playing drums, the
way it used to be and the way it ‘is now. We only have another minute.

Unless you have something, Dick, to ask.
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[Hazel:] Well, we--Baby Dodds was the drummer on the boat, you see, and
Ray Bauduc, Leo Adde and myself, the three of us, we used to all go in
there, [and] we'd copy all of Baby's licks. So at that time, if you heard
any one of the three of us, you heard the same thing,“because we all
played the same licks. But there was never any drum solos; you got two
bars, or you got four bars at the most. There was never anything more
than four bars. That's why I can't stand.drum solos today: we were.
taught that the drums were supposed to be felt, not supposed to be

heard, and if you played loud, they called you "Mulefoot," you know.

You wasn't supposed to play all that, just as loud as you could play:

you were supposed to work for the band, instead of--you had to be even
below the piano, so the piano could be heard, so that you didn't interfere
with it; long as you didn't interfere with anybody, everything was fine.
[Russell:] I think that's just about all we've got on here; in another
ten seconds we'll be through. I think we've covered everything'pretty
well,

[Allen:] Yeah.

END OF REEL V



