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ZENITH 

Ht 25th 
STOMPERS 

PROGRAM: 
Side A 
1. PAPA DIP (1926, Lil Hardin) (a) .................... 5:20 
2. TEXAS MOANER BLUES (1924, Clarence Williams - 

Se I 8 Oe re ow ache Ws BAe Dw B37 
3. WA WA WA (1926, Mort Schaefer) (a) ............. 2:39 
4. ORIENTAL STRUT (1926, Johnny St. Cyr) (a)........ 3:45 
5. HELIOTROPE BOUQUET (1907, Scott Joplin - 

te RI TS gn kk hk oe ae Ee Sek ee 4:05 
6. MY GAL SAL (1905, Paul Dresser) (b) ............. ee | 
7. DANS LES RUES D’ANTIBES (1952, 
Cy BI OF nk a he ieee ee Pee ee 4:47 

30:00 

Side B 
1. YOU MADE ME LOVE YOU (When I Saw You Cry) 

(1926, Percy Venable - Louis Armstrong) (a) ........ 4:58 
2. HARLEM RAG (1897, Tom Turpin) (a) ............. 3:28 
3. IT’S TIGHT LIKE THAT (1928, Georgia Tom Dorsey - 

Peucioon VWiitawer) (a) 2... ce dec tte saw enes 3:45 
4. JUST A LITTLE WHILE TO STAY HERE 
I as oe ek ea hist ke Rae ws la SR Ss 4:47 

5. OSTRICH WALK (1917, Nick LaRocca - 
ee | ee ee re re 4:40 

6. REINDEER - A RAGTIME TWO STEP (1915, 
IE BO AD och ee ences vee? ope sees 4 3:54 

7. FROGGIE MOORE (1918, Jelly Roll Morton) (a) ..... ae 

30:59 

®) ©1989 Stomp Off Records 

PERSONNEL: 
(a) Tony Davis, cornet, vocal (B-1); Roy Hubbard, clarinet; 

Alan Bradley, trombone, vocal (B-3); Ken Freeman, piano; 
Brian Mellor, banjo; Phil Matthews, tuba; Derek Bennett, 
drums, vocal (A-6). 

(b) as (a) except Derek Bennett plays washboard instead of 

drums and omit Alan Bradley. 
(c) as (a) except omit Tony Davis and Roy Hubbard. 
(d) Ken Freeman, piano solo. 
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NOTES by Humphrey Lyttelton 
In America they call them ‘Territory Bands’, a term with pioneering, 

backwoods connotations which are perhaps out-of-date in these days of 

all-seeing and all-hearing media involvement. Strangely enough, it is in 

Britain, a mere dot on the map compared with the USA, that the name still 

has relevance, although with characteristic reserve we tend to use the 

less flamboyant phrase, ‘local bands’. In a country in which media interest 
is still strongly focussed on London, local bands have, since the first 

burgeoning of the post-war jazz revival, thrived in most of the big cities 

and towns. Their natural habitat is the traditional British pub, their stock- 

in-trade is British traditional jazz. I have shuffled the words deliberately, 
since the music which they play is, as a glance down the repertoire on 

this album will show, essentially traditional American jazz with a British 

accent. 

In the first flush of the New Orleans Revival in the early Fifties, some local 
bands — the Saints Jazz Band in Manchester, the Merseyssippi Jazz Band 

in Liverpool, the Clyde Valley Stompers in Glasgow — managed to 

achieve some sort of national renown, with records on major labels, air- 

shots on national radio and reviews in the London music press. But in those 

days, such bands were thin on the ground. Today, their numbers run into 

scores and the limelight is harder to grab. In a situation comparable to 

that of the Territory Bands in America in the Twenties and Thirties, reputa- 
tions are based on the word-of-mouth of touring ‘name’ bands who en- 

counter them on location or visiting ‘guest stars’ who travel from London 

to appear with them. 

It was in this last capacity, in 1976, that I first heard, and played with, the 

Zenith Hot Stompers on their home ground in Burton-on-Trent (I should 

perhaps say ‘the Midlands’, since their territory cuts a broad swathe 

through the centre of England). It is typical of the situation I have described 

that they were then in their twelfth year with four LP’s, six European tours, 

eight TV appearances and a ‘Best Traditional Band’ award in the interna- 

tional Dunkirk Jazz Band Competition to their credit, yet I had never heard 

of them and didn't know what kind of backing to expect. Doing solo spots 

around the country has much in common with Russian roulette, though in 

some instances, a quick bullet through their head would be preferable 

to a long drawn-out evening playing every number in F or being bom- 

barded with idiosyncratic chords by an over-enthusiastic and tone-deaf 

banjo-player. The Zeniths were onstage and playing when I arrived for 

that first guest appearance, and my first thought when their lively, accurate 

and energy-packed music hit me was ‘Humphrey, you're going to have 

to work tonight!’ 

Since then, our collaborations have been frequent. We have made an 

album, a video and several cassettes together and, if they will forgive the 

analogy, I feel as comfortable with them as in a pair of well-worn and well- 
loved slippers. ‘Well-worn’ is a perfectly apt description of their music, 

since the recording of this album coincides with their 25th anniversary. 

To be accurate, the only two founder-members are Alan Bradley and 

Derek Bennett. The others have a record of service ranging from twenty 

years (Roy Hubbard) to seven years (Tony Davis), and pianist Ken 

Freeman, who joined in 1986, is a positive new boy. But it is a mark of British 

territory bands that the musicians, all of them semi-professionals with ‘prop- 

er’ jobs, are brought together into a large family by common enthusiasm, 

and the borderline between ‘friends’ and ‘colleagues’ is blurred. 

From the shared enthusiasm comes the sort of pooling of specialist interests 

reflected in the tunes chosen here. Ken Freeman brings a love of piano 

ragtime to blend with a tradition of band ragtime inherited from Lu Wat- 

ters, Turk Murphy and others in America and, more especially, Ken Col- 

yer and Chris Barber at home. What might be called a Louis Armstrong/ 

Johnny Dodds axis is realised in the work of Tony Davis and Roy Hub- 

bard. There are many trumpet or cornet-players around the world who 

demonstrate an allegiance to the early Louis Armstrong style and play 

it with Tony’s buoyancy and technical ease. What he brings to it is 

something of Louis’ adventurousness and eagerness to take risks. Time 

after time, on this record, you'll hear Tony launch into a solo on a conven- 

tional theme from a fresh and strikingly unusual angle. 

Much of this goes for Roy Hubbard also, whose interpretation of the Johnny 

Dodds clarinet style gains freshness from the strong influence of another 

idol, British clarinet pioneer Wally Fawkes, as well as from Roy’s own in- 

nate originality. 

A general, authentic spirit of New Orleans permeates the whole reper- 

toire here, and to help achieve this, any conscientious trombonist will put 

himself under self-imposed restraint. The bounce and impetus that Alan 

Bradley has always given the Zeniths, let alone that glorious, singing tone, 

comes from mastery of the instrument and a happy confidence reflected 

in his upright, jutting stance, elbows aloft. 

Those twin saints of the jazz hagiocracy, Johnny St. Cyr and Cyrus St. Clair, 

showed sixty-odd years ago that, studied and mastered properly, the banjo 

and tuba make a sonorous and resilient team in any rhythm-section. Both 

Brian Mellor and Phil Matthews are expert and worthy successors to those 

masters, and an uplifting joy to play with. 

With the undoubted exception of the late Buddy Rich, drummers have 

learned to live with coming last — last to get to the bar at the start of a 

session, last to get to the girls at the end and last to be mentioned in any 

run-down of the personnel. In a self-effacing and unspectacular way, 
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Derek Bennett is master of a whole range of devices for lifting the band 

— switches from snares to cymbals, from long top-cymbal beats to stac- 

cato accents on choke cymbal or snare drum rim, all executed with perfect 

taste and feeling for pace — that make him so easy to play with that one 

feels almost ashamed to pick up a fee at the end. (I said almost, fellas!) 

The repertoire here is laced with my own favourites. For example, my 

affection for the stately blues, TEXAS MOANER, dates back to the Fifties 
when I used it as the opening theme for my band concerts. It was written 

by Clarence Williams and the blues singer Fae Barnes, better known as 

Maggie Jones. I also have a soft spot for Sidney Bechet'’s strutting march, 

DANS LES RUES D' ANTIBES, though one has learnt to be cautious about 

Bechet's claims to authorship. But authentic Bechet or not, this is a great 

tune. So is Paul Dresser’s MY GAL SAL, vintage 1905, a vehicle for Derek 

Bennett's popular vocalising and sprightly washboard. The song became 

a hit too late for its composer to reap the benefits. He died in 1906, a broken 

and failed man with one huge success — On the Banks of the Wabash, 

Far Away — to his credit. 

Of the Rags, two are familiar and have a classic quality. HELIOTROPE 
BOUQUET (1907) was a rare collaboration between two great ragtime men, 

Scott Joplin and the younger Louis Chauvin, to whom the first two themes, 

with their exotic harmonies, are attributed. The tune’s publisher, John 

Stark, described the piece as ‘the poetry of motion’ — and, listening to 

Ken Freeman's performance, who are we to disagree? Tom Turpin's 

simpler HARLEM RAG (1897), ideally suited to a band performance, has 

always been credited as ‘the first published Negro rag’. REINDEER — 

A RAGTIME TWO STEP is new to me. Written by Joseph Lamb, it was 

published in 1915 asa piano piece, but it translates well to the trombone, 

and Alan Bradley gives it just the right poised and stately treatment. 

Elsewhere, there are reminders of what good, interesting tunes were con- 

cocted, often specifically and at short notice for recording sessions, dur- 

ing the Twenties. YOU MADE ME LOVE YOU, not to be, but often, con- 

fused with the much older song by Joe McCarthy and Jimmy Monaco, was 

written by Percy Venable, producer of the shows at Chicago's Sunset Cafe 

where Louis Armstrong played. It was recorded by Armstrong's Hot Five 

in 1926. Tony Davis sings the words here. ORIENTAL STRUT, written for 

the same group by Johnny St. Cyr, starts off like the music for one of those 

mock-Arabian sand-dance routines, but opens up into a broad, attractive 

theme stated on the trombone. The prolific Lil Armstrong wrote PAPA DIP 

for the recording group variously known as the New Orleans 

Bootblacks/Wanderers, in which Geoyge Mitchell replaced Louis Arm- 

strong in a team that was otherwise basically the Hot Five. The spirited 

performance by both the early band and the Zenith Hot Stompers disguises 

the hallmarks of a potboiler knocked up on a familiar chord sequence. 

One couldn't say that of either WA WA WA or FROGGIE MOORE. The 
former, written by Mort Schaefer, provided King Oliver's Dixie Syn- 

copators of 1926 with a barnstormer that prompted a steaming perfor- 

mance, matched here by the Zeniths. The King Oliver Creole Jazz Band 

version of Froggie Moore, Morton's tribute to a fellow entertainer, has 

since eclipsed any Morton version, though the vigorous performance may 

not quite have conformed to Morton's edict that ‘jazz should be played 

sweet, soft, plenty rhythm’. By plugging in a straight mute, Tony Davis im- 

parts to this performance much of the torrid heat generated by the Oliver 

band. 

It could be said that a similar hi-jacking overtook the Original Dixieland 

Jazz Band's composition OSTRICH WALK (1917 which, ten years later, 

was dressed in an arrangement by Bill Challis for Frankie Trumbauer’s 

Orchestra. Helped by Bix Beiderbecke’s commanding cornet lead, this 

arrangement supplanted the ODJB’s own trundling version and provided 

the model for all subsequent bands, not excluding the ZHS. 

Of the two remaining tunes, JUST A LITTLE WHILE TO STAY HERE is 
always given the ‘Traditional’tag, though it is clearly a tune of hymn-like 

propensities which must have been consciously and conscientiously writ- 

ten by someone. On the other hand, IT’S TIGHT LIKE THAT, though 

boasting two composers in Georgia Tom Dorsey and Hudson Whittaker, 

has all the hallmarks of a traditional blues ditty for bawdy occasions with 

lyrics open to anyone with a lively talent for what a friend of mine once 

called ‘single entendre’. Indeed, Clarence Williams ‘wrote’ and record- 

ed an identical piece called Wipe ‘em Off. It's a good party piece, and 

Alan Bradley makes the most of it. As for Just a Little While .. ., its attrac- 

tive melody cries out for, and in this performance gets in full measure, 

that distinctive, laid-back New Orleans lilt which the hell-for-leather Dix- 

ieland bands find so elusive. 

Several of the best American Territory Bands subsequently moved into 

New York and the big time. London cannot offer comparable advance- 
ment, and the Zenith Hot Stompers are perfectly happy on their home 

ground. This, their eleventh recording, shows that, were they to move in- 

to the capital, they would banish a few more widely-known bands into the 

hinterland! 
Humphrey Lyttelton 

Humphrey Lyttelton is generally recognized as Britain’s foremost jazzman. 

He is widely respected for his energy, skill and taste in playing jazz and 

leading bands during the past forty years. That would have been enough 

to secure his place in the annals of jazz history, but additionally he is a 

distinguished writer, broadcaster and critic of jazz. 
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