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Don Ewell Quariet: “Man Here Plays Fine Piano!” 
DON EWELL, piano; DARNELL HOWARD, clarinet; POPS FOSTER, bass; MINOR HALL, drums, * 

The informal recording sessions were held in an unlikely 
“studio” —a record warehouse with excellent acoustics. 

T MUST HAVE BEEN 1946 when I first met Don Ewell 
at the Moose Hall on North Dearborn Street in Chicago 

during a warm-up session preparatory to a Bunk Johnson 
concert. | remember we hit it off at once, because we were 
both deeply interested in Bunk, and Don mentioned that he 
had read one of my books, which established him in my mind 
at once as a scholar and a gentleman. 

I am writing this foreword in Topeka, Kansas, where I am 
for the time Sloan Visiting Professor at the Menninger School 
of Psychiatry. Since I am attending so many case conferences 
and psychiatric lectures, it is difficult to resist the temptation 
to talk about Don’s music in psychological terms. 

Don Ewell’s interest in traditional and “classic” jazz results 
in part from a revolt against the constricted gentility of his 
childhood surroundings as the son of a Methodist minister in 
Baltimore. Of course the music is intrinsically interesting. 
But it also has for him, as for many others, the meaning of 
“something of which my parents would not approve.” 

From what Don has told me, his father was an upright and 
conscientious man, but one who had difficulty expressing 
warmth and love —a fact which left the son in constant doubt 
as to whether or not he was approved. The results of this 
situation are familiar —we have all been through it in one 
form or another. There is the rebellious escape into the for- 
bidden area, in this case Negro jazz, along with intermittent 
reactions of anxiety and guilt about the new life. 

Having cast his lot with the jazz world, he turned naturally 
to the founding fathers of the art form— to King Oliver, 
Jelly Roll Morton, Fats Waller, James P. Johnson; to profes- 
sional association with Bunk Johnson as well as with Albert 
Nicholas, Lee Collins, Baby Dodds, Sidney Bechet, Kid Ory; 
to warm friendship with Jimmy and Estelle “Mama” Yancey, 
to whose home he took his new girl friend, Mary (now Mts. 
Ewell), on their first evening out together. 

* Darnell Howard and Minor Hall also appear on Ewell’s first Good 
Time Jazz album, Music to Listen to Don Ewell By (L-12021). 
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|. Roll Morton. (Tempo-Music Publishing Co. ASCAP. 

Side I 

EVERYBODY LOVES MY BABY by Spencer 
Williams & Jack Palmer. (Pickwick Music Corp. ASCAP. 
Time: 3.50.) Quartet. 

BLUE TURNING GREY OVER YOU dy Fats Waller 
G Andy Razaf. (Mayfair Music Corp. & Joy Music, Inc. 
ASCAP. Time: 3.45.) Solo. 

AM I BLUE? by Harry Akst & Grant Clarke. (M. 
Wumark & Sons. ASCAP. Time: 5.58.) Quartet. 

FRISCO RIDER by Don Ewell. (Composers Music. 
ASCAP. Time: 3.03.) Solo. 

YOU'RE DRIVING ME CRAZY by Walter Donald- 
son. (Bregman, Vocco & Conn, Inc. ASCAP. Time: 3.42.) 
Quartet. 

Side 2 

GREEN SWAMP }y Darnell Howard. ( Contemporary — 
Music. BMI. Time: 3.32.) Quartet. 

I WANT A LITTLE GIRL by Murray Mencher & 
Billy Moli. (Shapiro, Bernstein & Co., Inc. ASCAP. 
Time: 4.53.) Solo. 

MY HOME IS IN A SOUTHERN TOWN by Jelly 

Time: 2.14.) Quartet. 

SAVE IT PRETTY MAMA by Don Redman, Joe 
Davis & Paul Denniker. (Dorsey Brothers Music, Inc. 
m@SCAP. Time, 4.21;) Solo. 

KEEPIN’ OUT OF MISCHIEF NOW 4y Fats Waller 
G Andy Razaf. (Mayfair Music Corp. ASCAP. Time: 
4.58;) Quartet. . - aah. 

Recorded in San Francisco June 21 & 22, 1957. Sound 
by Roy DuNann. Produced by Lester Koenig. : 

Don’s association with Bunk Johnson began in 1945, after 
his discharge from the Army, where he had played flute and 
glockenspiel in a military band. He sat in one evening with 
Bunk and his group at the Stuyvesant Casino in New York and 
was promptly offered a job— where he was the youngest © 
member of the band, the only white, and the only one (which 
included such old-timers as Jim Robinson, Slow Drag Pava- 
geau, George Lewis and Lawrence Marrero) not from New 
Orleans. Some of Don’s friends have suggested that he sought 
in the elderly Bunk a father-figure; but that Bunk, who was 
often “getting lost” and turning up late for work, was not up © 
to such a role. Years later, however, Don played a solo recital 
at the University of Virginia, where he was able to invite his 
father (since deceased) and mother to attend — an event which 
must have meant a great deal to him in setting his heart at 
rest and vindicating himself in his father’s eyes. The interplay 
of white and Negro elements in jazz has complex roots’ in” 
individual and social psychology —and Don’s story is only 
one of many psychological Odysseys that can be told about 
jazz musicians. 

Since 1957 Don Ewell has been with the Jack Teagarden 
band, with whom he visited eighteen countries in Asia in — 
1958 on a tour sponsored by the State Department. At present 
he makes Chicago his headquarters. J 

TECHNICAL DATA: 30-15,000 cycles. Multiple microphone technique featur- - 
ing AKG C-12 condenser microphones. Ampex tape recorder. Reeves Sound- 
craft tape. Mastering on Contemporary Records’ specially designed, electronically 

Westrex feed-back cutting head. 

What characterizes Don Ewell’s piano is its purity and 
cleanness. “I could have become an absolutist at éither end of 
the spectrum, playing strictly traditional and primitive blues 
style or strictly modern,” he says, “and believe me the temp- 
tations have been strong to set myself in one specific groove 
or another.” But with his traditionalism he has kept himself 
free, because “it’s more fun to allow myself latitude and to play 
according to how I feel.” 

It remains only to record that Don,in the days when I too 
lived in Chicago, was editorial assistant to the journal of which 
I am editor, ETC.: A Review of General Semantics. In that 
capacity he helped prepare the Special Issue on Metalinguistics 
(Spring, 1952), editorially one of the most exacting issues we 
ever put out. : 

D ARNELL HOWARD, born in Chicago in 1906, has been 
associated in his long musical career (begun at age thir- 

creer. with Elgar’s Creole Band, W. C. Handy, King Oliver, 
Jimmie Noone, Fletcher Henderson. Starting as a violinist, he 
was sold a soprano sax by Sidney Bechet in 1922 and from 
there moved on to the clarinet. After World War II he played 
with Kid Ory, Doc Evans, Miff Mole, Muggsy Spanier, and 
‘since 1955, with the Earl Hines band in San Francisco. 

Darnell and I became friends when we first worked together 
on a lecture-recital at the Arts Club of Chicago in March, 1945, 
“Reflections of the History of Jazz,” a benefit party for Poetry 
Magazine (then edited by Peter De Vries). All the musicians 
and singers on that occasion were excellent, but none entranced 
‘people so much as Darnell, with his fluid and witty clarinet on 
the bandstand, with his charm as a conversationalist at the 
luncheon party afterwards. His clarinet is even more witty 
and lyrical now. His charm diminishes not with the years. 

A INOR “RAM” HALL, born in 1897 in Sellies, La., near 
4. New Orleans, started his professional career at the age 

of seventeen as a sub for his brother, “Tubby.” He took part 
in the great migration of New Orleans musicians to Chicago as 
a member of King Oliver’s Creole Band in the early Twenties. 
After going into eclipse in the Thirties with many other 
musicians of the traditional school, he re-emerged in the Forties 
with Kid Ory to rejoice in the New Orleans revival. One of 
the last of the great New Orleans drummers, he died in the 
Sawtelle Veterans Hospital in Los Angeles on October 16, 1959. 

f ‘EORGE MURPHY “POPS” FOSTER and Ram last 
worked together, prior to this session, in 1928 in San 

Francisco with the Liberty Syncopators, a Los Angeles group 
featuring Mutt Carey. Pops says he has been recording since 
1922 “with everybody.” This year (1961) is said to be his 
sixtieth as a working jazz musician, and since he was born 
in 1892 (McCall, La.), he must have been under ten when he 
started —too small to play a bass, of course, but the story 

_ becomes more credible when we learn that he started as a 
cellist. A pretty indestructible character, he is still to be heard, 
with Darnell, with the Earl Hines band—and the way he 
continues to play his powerful bass, it will be a long time 
before he will ever be sued for non-support. 

By S. 1. HAYAKAWA 
March 24, 1961 

_- Professor Hayakawa teaches in the Language Arts Division 
at San Francisco State College. He is one of the world’s leading 
semanticists, and the author of Language and Thought In 

~~ Action. He is also an authority on jazz, and has lectured widely 
on the subject. 
. Cover photo of Don Ewell by William Claxton. Cover 

design by Kershaw, Guidi/Tri Arts. Album © 1961 by Con- 
temporary Records, Inc. Printed in U.S.A. 
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