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One man can take much of the credit for inspiring the
blues boom that was the root of all British rock’n’roll.
He plays a pretty mean jazz trombone, too.

Chris Barber talks to Owen Adams

he Rtnding Festival, the Marquee club,

the dawn of British blues, skiffle and the

entire pop and rock scene of the 60s and

beyond are primarily down to one man:
Chris Barber. There were plenty of other players
along the way, but the source, the conduit and the
catalyst for so much of it was this committed
trombonist and bandleader.

Britain's war and immediate post-war years were
severely music-starved. Before rock’n’roll exploded, it
took a great deal of ingenuity to get beyond Vera
Lynn, Max Bygraves and the soporific, bland dance
bands and dig out something with real feeling,

A ban on American musicians visiting the UK had
been imposed by the Musicians” Union from the
mid-30s and wasn’t lifted until the late 50s, in an
apparent tit-for-tat after the American Federation of
Musicians stopped Jack Hylton's band from
appearing in the Startes.

The scarcity of imported shellac to make 78rpm
discs meant very few British record companies were
t‘»‘i“ing to release -.m_ﬂhinl_: that wasn't a guaranteed
|‘rig-m:||+:r. You had to forage in second-hand shops
for the occasional jazz or blues gem, order from hard-
to-get catalogues, make contact with American Gls

-

stationed on wartime bases or be close to those bases
to pick up the limited American Forces Network radio
broadcasts. Or you could always rely on enterprising
m!.].-;'u;.l”}r minded transatlantic VOVAZErs hringing the
precious commodities home — such as big-band leader
Geraldo's ship musicians, famously known as
Geraldo's Navy.

{:'-.'['I [I"H." i'.li:l.rl..f'l_'l.' i.]j?'-.l.'{‘rf'llll:'.ll.t‘ II'I'II'.:I.LTEE'IT':'I'III'II.I. SCCIC,
initially rooted in small societies and clubs within
English public schools in the 19405 - Humphrey
Lyttelton at Eton, blues folklorist and musicologist
Paul Oliver at Harrow, and Chris Barber and Alexis
Korner at King Alfred — there were schisms from the
STArt.

The modernist and traditionalist wings were clearly
l.il:_'ﬁ ['I.l._‘l._i.. E'.II_II' 'l."l.'i[l'li.['.l II']LHL' LW H[r;!]'ll;,'IH [l'll'.'rL' WCIc '.'lI.Z"i'[:I
I".I'i"-.llrl.‘h-- En l.'I:'I:l..‘ I'I'II'I'L‘IL'I']'I i.li’:i" movement, _IHI"IH
Il]]"lk"u"u'ﬂf[lf'l ‘.’iHFF[I]L'i.{ Ot U'ZI- | rl}L'I:'-T.1|]1I'I;'I|.I. CONCErt,
declaring it “trash”, while his fellow beboppers such as
Tony Crombie and Art Baxter switched to r;:}n'u:lhini_{
approaching the style of Bill Haley & The Comets.
Some on the folk scene, notably Ewan MacColl and
his American partner Peggy Seeger, openly
disapproved of white Bricish singers and players trying
to emulate Leadbelly and Lonnie Johnson.,
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“The spiritual nature of jazz and blues is
exactly the same, if you play it properly”

B o—

And within the traditional jazz
movement, leaders such as Ken Colyer
would pursue their ideals of purist
New Orleans revival jazz, while Chris
Barber’s band unwittingly originated
the piano-less British version which
would be defined as trad. Alexis
Korner twice joined Barber's band, in
1949 and 1960, only to leave both
times because he wanted 1o play
purely blues, instead of an interlude
within a jazz set.

For his part, Barber ?-.[L';ltir.il!-[l:r'
bridged many of the divides; he has
embraced not only trad, bur blues
(both acoustic country blues from
the Mississippi Delta and electric
Chicago blues). On the jazz front,
he has had such modernist guests
as the hrhnp and free jazz alto-
saxophonist Joe Harriort, the
Jamaican player who made such
an impact on British jazz after he
arrived in 1951.

“I'm a purist,” he says. “I'm
dedicated to jazz and blues as
long as it's bloody well }‘:];I}.'L‘d right, as far as I'm
concerned. That doesn’t mean sounding like this or
that, it's just the feeling. I was interested in both [jazz
and blues]. It was all the same music to me, there’s
no differentiation, except one’s got more singing and
‘L:Uit'.'l.l‘- in it, and one's £00 MOTe Ccormcis i"“j rrumpets
in it. The way you do it, the spiritual nature of it, is
exactly the same, if you play it properly.”

And the only way he could play the blues properly,
Barber reasoned, was to absorb the real thing,
Barber's band and his National Jazz Federation
brought over an array of American jazz and blues
stars during the late 50s, from Muddy Waters to the
Modern Jazz Quartet: “The prime reason the blues
thing came to Britain was that we had to learn it first-
hand before we could become a part of somebody
else’s folk music,” Barber says.

Shortly after the end of the war, Barber went along
to watch George Webb's Dixielanders play King
George's Hall, just behind the Dominion in
Tottenham Court Road.

“I got to the concert a bit late and the band had
started up,” he recalls. “1 remember walking through

these swing doors through the foyer, down the aisle

and | was mesmerised by the band. It
was like 'n'«".lll--“.illl,r in a dream, you know whart I mean?

They didn’t play all that well but then again, it was
the first band to try and play in Britain in a serious
way. So that was it.”

Barber grew up in Golders Green, north London,
bur was evacuated in 1939 to Royston in
Hertfordshire, where he attended King Altred School,
which had temporarily relocared from ”dII'IE'Ihll..'iti.i
Heath in London. Nort far away was the US Air Force
base of Bassingbourn.

“My friends and | used to get up for school early
and cycle, at seven in the morning before breakfast,
along to the base to where the barbed wire was only
six feet high, and warch the planes coming back from
their bombing raids.

“On the base there was a dump. America had
achieved a consumer, buy-it-and-throw-it-away
society when we hadn’t even heard of it yer. We
found all kinds of things there, bur also a pile of
pocket books, including Really The Blues by Mezz
Mezzrow and Bernard Wolfe. It was very much about

bringing jazz and blues rogether, and the roots of
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black American music, and the results of slavery, all
that sort of stuff. It was the most charismatic thing
you could imagine to an impressionable youngster
already alert and aware of the whole situation. Tt was
like a blue rag to a bull, shall we say. After thar, it was
quite clear what I loved.”

Paul Oliver, the author of the hugely influential
1960 book Blues Fell This .Um'.w.l{s;': .'I-J"r'“l.l.'.'.l.'lj;' fn The
Blues, recalled in his 1984 book Biwes U,I",Ir [he Record,
how a visit to an American airbase during the war led
to his own epiphany. Oliver had just turned 15 in
1942 when his friend Stan took him to spy on black
American soldiers as they swung their marttocks,
constructing a military base in SuHolk: “The two
men were singing swooping, undularing,
111:in[u|l'155ih|1: words, and the back of my nec k
tingled. “They're singing a blues,” Stan hissed at me.
It was the strangest, most compelling singing I'd ever
heard... | wanted to know from Stan how he knew
what they were singing, and whar it was. 5Stan, it

turned our, had a collection of records which he ku|'r1

in an orange box [a large wooden crate used

Ottilie Patterson
April 1960

by greengrocers in those days]. They
were blues records, he explained, and
when we gort back from the camp he
played them to me over and over again.”
Oliver would become Britain's
foremost authority on the blues — his
priceless collection of artefacts dating back
to the 19th century now resides art the
University of Gloucestershire, in
Cheltenham - and in the early 1960s he
followed Alan Lomax's footsteps, travelling
with his wife across the Deep South making
field recordings of blues singers in the raw.
Barber had to look harder for his first
doses of the blues: “During World War Two
the little shellac they did get in for making
78s went to the most popular things, which
was Vera Lynn singing anything and Run
Rabbit Run, the hit record of 1942, Indeed,
if you wanted to buy a new 78, you were
expected to bring a recyclable old 78 into a
record shop and get sixpence off for it, which
they melted down to make more 78s with. So
they had these boxes of old records waiting to
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be recycled, and sometimes they'd produce the odd
jazz record or two, which I'd then buy for a shilling.”
His father, a statistician by profession, was also an
accomplished amarteur violinist, and arranged for his
son to have weekly lessons 14 miles away in
Cambridge. [n the middle of the city he discovered
Miller's Music Centre, which today claims to be the

second oldest music shop in Britain and was then one
of the handful thar stocked jazz and blues records. He

saved his five-bob bus tare by cycling in, balancing
his violin across his handlebar with one hand and
c.:Iiﬂging on to a truck for a free tow with the other.
By cheating death in this way, he had enough money
to buy one record each week.

Back in Golders Green after the war, Barber
managed to get his Jewish neighbours to arrange to
have records posted to him by their relatives from
MNew York. “They turned up in a record shop in
Harlem and boughrt all the latest blues records, at
that particular time a late Bluebird series featuring
Tampa Red, Big Maceo, Lonnie Johnson and all

kinds, and I really was hooked.”

Barber had lefr school and was supposed to be
studying machematics, while working for a life
insurance company, but jazz was taking over.

player like his hero Louis Armstrong, and he
greatly admired Lyttelton's playing, but his best
vantage point in the audience at the Humphrey
Lyttelton Band gigs he regularly actended was of the
band’s trombonist, Harry Brown, whose playing he
studied keenly. “One night, Harry tapped me on the
shoulder and said "wanr to buy a trombone?’. I'd
never thought of it, but the only thing [ could think
of to say was ‘"How much is it?” He said ‘six pound 10
shillings”. Well, | had 10 quid in my pocket, meant
to fund my studies which I wasn’t doing... so |
couldn’t see any reason for not buying it.

“When | first tried it, it sounded awtul, just like a
bray, but nevertheless 1 had a record of George
Webb's Dixiclanders where Harry Brown played than
trombone and it sounded alright to me. 1 though, ‘it
can't be bad’, so I bought it, and started teaching
"l'ﬁ'ﬁ!"“

In 1949, he tormed his first amateur band. "It was
a group ol friends, and we started out trying to
emulate what we heard on records. .. The band had
two trumpets, clarinet and trombone, piano and
banjo and some drums, quite a lot actually. We also
had a guitar-player in the band called Alexis Korner.
S0 we always did a blues section within our set. Alexis
hael & semi-acoustic Hofner, which was a peach of a
gultar to look at, bur he didn’t have an amplitier. So

Initially, he had aspirations of hucuming a cornet

e e S R

I'm not surprised | couldn’t work out what he
sounded like = I couldn't hear him!

“After about a year and a half, Alexis decided he
wanted to go and try playing the blues. It wasn't as if
the band was getting anywhere — because there was
nowhere to get. There were no influential people, and
none of the jazz writers ook us seri PL!H'_‘-‘ cither,
because we weren't American, we weren't from New
Orleans. So we didn’t get any encouragement at all.
But we carried on with the band and shrunk it down
to one trumpet, so it was like the Armstrong Hot Five
outfit. and that was the way it carried on. And even
then we were getting nowhere.”

In these circumstances it's a wonder thar anyone
dared to give up their day-job and go professional, bur
this is what Barber and his cohorts did

“By 1952 it got to the point where | felt that being

i an amateur band, 1 didn’t ger playing, enough

Evervone had other things to do in their life except
music. They'd all got families and jobs with overtime
or studying, so you'd end up playing once a week

If you play once a week with a band tha S just
starting up, what happens is at the end of it that you
m:n.h.' [|1L_' same !llliH[:lkL'h a5 last '|.".'|._'L'1-'.. and you get no
better at all. Thar is infuriating. In the end | thought
if they can't do it, | bloody well can'.

“[C ‘larinettist] Monty Sunshine, who was leading

‘he remainder of the Crane River Jazz Band which was

more or less New Orleans-based, had the same bother
He was saying | m never going to get on with my
p|;|1.'in:_r,. because they re just picking up these unes

because they feel good to play, but not playing them
any good. We're not doing it right’. We both had the
same idea, so we sat there moaning, and up cam

Lonnie Donegan.

“At that time he was doing Narional Service, he wa

seationed at Woolwich. So he popped over the wat
and every afternoon the three of us would sit ther
say “We must get it together to play all the time.
""."':i"-."n- never going to play proper jazz, otherwise.

“So we formed a band. Then Lonnie played in my

amateur band once a week and had his own amateur
band as well, so he got to play twice a week. Smart
cat, was Lonnie. His bass player was Jim Bray, and
he'd had the same idea too, and Ron Bowden played
drums with the Crane River band — so that was the
five of us.

“We didn't know a trumpeter at all ar that
moment. but we had some records which fearured
banjo, bass and drums only, and trombone. So we
reasoned that if we played without a trumpet, we
wouldn t get arrested for it, would we? We were
afraid we were going to get blackballed! Then along
came [trumpeter] Par Halcox, who agreed to join.
And we pl.mm'Ll to all turn pro in the a|:Fi||1_- ol '53.

“We had a chance to go o Denmark tor a tew
weeks and play every day and have some idea of ||m*..
to play properly, and then Par chickened out. He said
he'd promised his parents he'd do his chemistry
studies first. But the same week, Ken Colyer came
back from New Orleans and we invited him to join,
LT ] III, {li.i.‘l-“

Ken Colyer’s progress in getting to the source ol
jazz in New Orleans had been the subject of daily
bulletins pinned up in Daobell’s and in the nearby
Collett's store, where his brother Bill worked. | le'd
overstayed his visa and had spent a week in a New
Orleans prison before being LlL‘iZIU'I'H'll. Initially,
Barber and band were happy for him to assume the
handleader’s role, and as The Ken Colyer Jazzmen,
recorded their first album, From New Orleans {o

London for Decca in 1953.

I'he first gig we did with Ken was in Denmark,
Barber recalls, “and as soon as we came back we
sarted playing every Monday night in the basement
of & crypt of a( atholic church behind the
Cumberland Hotel in Marble Arch. We played there
for about six months. 1 can’t remember whar we
called I, Marble Arch Jazz Club, maybe... Well,
we'tl been there for a few weeks and there was a thing
called the Queen's Coronation on a Tuesday. On the

Monday night, there were a million people on the

pavements ari wnd Marble Arch, waiting for the next

morning's Coronation parade. We did a New
Orleans street parade round the whole thing, and no
one took a blind bit of notice! There’s actually a
photograph of it. You'd have thought we'd have gor
on a newsreel.

Barber blames Ken'’s brother Bill for Ken Colyer's
departure in 1954 (not to mention disputing Bill
Colver's claim to have ‘named’ skiffle): "Bill Colyer
started trying ro take control of the band. We all
knew Bill and Ken were brothers, and we all said’ we
don't wane Bill anywhere near the band, thank you
very much’. It took Bill six months to inveigle
himself into the management of the band.”

On Colyer’s departure, says Barber, “I didn't know
who was going to play the trumpet. | immediately
went to the phone in the corner of the Blue Post and
rang Pat and asked him if he'd join us at long L"f .“l le
said ‘ves, | can't wait to get away from chemistry.
Halcox never did finish his studies, and is sdll
Barber's right-hand man.

Barber's second album, New Orleans foys, would
have more of a seismic impact on music history. Not
having quite enough jazz material to :11-..tk|.- up an
album. Barber — much to the disgust of his bass
player Jim Bray, who stormed out of Decca’s studio

in a huff — picked up the bass (he'd had a few lessons)
and joined Lonnie and washboard player Beryl
Brvden for two Leadbelly covers — Rock Island Line
and John Henry — leaving the tape rolling while
Decca producer Hugh Mendl and engineer Arthur
Lilley popped out for a cup of tea. The album sold
well immediately, and Barber acknowledges it was
down to those two tracks by the Lonnie Donegan
Skiffle Group - they'd been playing interval sets, and
up until finalising the track-listing, were known
informally as the Lonnie Donegan breakdown group.
- we didn’t call it skittle

then. All Lonnie and | were trying to do was Huddie

“It was just country blues

Ledbetter. That's all we were interested in. I played a
I'd been learning it — and then Ken
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L::Jl}'n:r turned up with us on the guitar, and then

Lonnie on the guitar, me on bass. Ken was more into
the Memphis Jug Band kind of thing, rather than
Robert Johnson or Leadbelly. One of the first things
| did with Lonnie in 1954 was a song by Leadbelly
called Leaving Blues, which was one of his few older
recordings from 1931,

“Lonnie sang it really well and I later played tha
record to Sonny Terry. Now Sonny's blind and he
heard it and said “that’s Led'. | thought, it can’t be
that bad!

“The album was recorded in June 1954, and they
put it out in December 1954, but they didn’t put out
Rock Island Line as a single until a whole year later.

Decca must have been the most stupid, old-fashioned
label the world has ever known. But when the record
finally came out, it artracted the interest of Denis
Preston, who was with a new company called Nixa
that had just been bought up by the Pye radio and
electronics company. So Hugh Mendl went to see
[[Decca founder] Edward Lewis and said "Chris
Barber has been approached 1o sign up for Pye, do
vou think we can do anything abourt that?” And Lewis
said, ‘give the boy a radiogram’. | said, "We've got
one’, and walked out. That was the thing, Decca
didn 't see any point in it, any of ir.

Lonnie Donegan’s solo career had been launched,
without him ];;wi.ng much say in i, and :.‘".'1:I‘.Illl'.t”}' he
had to leave the band, albeir on good terms. The
following years saw a massive proliferation of trad
jazz and skiffle groups, but the :m|}' pr.'nph- pursuing
the blues were Alexis Korner and die-hard enthusiast
Cyril Davies, a harmonica player. Paul Oliver has
said Cyril Davies — who died from leukaemia in 1964
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was the only bona fide British bluesman. Unlike his
musical peers, Davies came from a solidly ".mr]f.ing-
class background, working as a panel-beater by day
and, fuelled by copious amounts of booze, turning
his skiftle club at the Roundhouse pub in Wardour
Street into a blues club overnight (on the first night,
they had three people in). In the process, they were
thrown out of tolk clubs for bringing in amplitiers,
10 years before Dylan faced the “Judas” accusation.

The pair would briefly add a new R&B dimension
to Barber's band in 1960, before splitting to do their
own thing. After giving birth to skiffle, the band had
a fresh attraction in the shape of Irish singer Ourrilie
Patterson, who eventually became Barber's second
wife (until 1983). She already had a narural Hair for
convincingly singing — and feeling — the blues, a
quality Barber and his band craved.

Donegan was still in the band when the
opportunity arose for them to back Big Bill Broonzy
on his second visit to the UK (his first visit was in
1951), in 1954. He had been brought over from
Europe by Belgian author, promoter and enthusiast
Yannick Bruynoghe. “Big Bill Broonzy sang with my
band, and during Lonnie's skiffle set, in fact,” recalls
Barber. "It was marvellous. It wasn't a big deal
generally, bur it was a big deal for us because we were
playing with Big Bill Broonzy. He was a god.”

Throughout this time, British jazz and blues fans
had looked enviously across to the Continent, where
American musicians faced no restrictions. In 1948,
Sidney Bechet, Bill Coleman and others had taken up
residence in Paris. Anyone who attempred to bring
any musician across to Britain faced blackballing and
prosecution by the Musicians’ Union.

“I remember going to the head of the MU in abour
1956 and saying there’s a wonderful jazz scene
blooming here, wouldn't it be grear if we could get
Louis Armstrong on his own, to play with a British
band, to benefir the musicians and the public?’ He
said “Why do you always want to get an American,
why don’t you get a Russian crumperter?’ 1 don’t need
to mention their polirics.

“Burt then we thought, hang on a minure, the
Musicians’ Union don't recognise singers. Singers
belonged to the Variety Artists’ Federation in
England, and the Federation didn’t mind an
Amerncan singer coming in o sing, ¢ven if [|'|-.:j.'

accompanied themselves while singing. They weren't

permitted 1o play instrumental numbers, bur all they

had o pay was 23

Y% union dues of their fee. This
meant, of course, that we could bring them in.”

The union hadn’t tried o prevent ["i-rnm‘|..r:."~. visit,
s0 Barber — using band finances — tried his luck. He
picked on artists who had already gone beyond
Chicago, 1o Broadway and European tours, The first
guest was gospel singer Sister Rosetta Tharpe, whose
H'H.,L;.llll_r_ LA ||.' .|||l.1 I,"l.'l |:|H IMEANCES i|'| "-.L'I.:“L'“' VEMLIES,
guesting w ith Lucky Millinder's H'lp, Band and others
had already led o her being ostracised by some
church folk back ar home. The first tour, at the end
of 1957, was such a success she returned a second
nme in "Lpl il 1958.

In the meantime, the Musicians’” Union had finally
relaxed s rules and agreed to a proposal for musical
exchanges. |'his enabled Barber, by now co-heading
the Natlonal Jazz Federation with Harold Pendleton,
o bring over the Gerry Mulligan Quartet and the
Maodern laze Quarter, both in 1957, It was the

l"'”';.." s leader Pranist lohn Lewis, who frut Barber in
rouch with Muddy Waters agent.

| had visions of sending a postcard to the birst

CORLan :|I_|\.|| i |||-_ S |'-|'||,l ||~_!|]'||. 11 S0Ime E'll-lIII.II'-!Ii'l.

But John Lewis said no, he's gOL an agent, he s gor a
( adil

NEXT Person we got in was Muddy, in October 1958,

ic. So we made contact with his agent and the

I'hat Muddy Waters tour has gone down in
|'|'_=\.||_||'. 101 |l-|_||'|I |E!'§_' e Ilr!-.il 1L I'.\."l.l ]I'll. I;«.“””'lﬁl_
Stones and numerous other R& B bands 1o form.
But, Barber claims, historians have got it wrong. For
a start, Muddy was by no means the first to play an
electric guitar on a British stage — Sister Roserta

[LHiE

I.._:_II"l,' ."|.'|I,|_ dl"llk' 1t :‘.'i.'.:'.' -.'.I.Ilil.'l. TR |'|..|.'i.| L'.ll.l:'- H|||:"\-I|

<'n'roll acts such as Vince Tavlor 8 The ]'l-'*"l:”"f""

|:'|||; .._|||_|, _"'.,',|||_i_|_|'. '\.||||-._ |-\~ ||i*-. .|'.'..|I-. MCes, As |I.’.*~ alren

B
DT SEANCC

‘Absolutely not,” Barber insists, " This was a story
invented by people who, I don't why, weren't there
but want to make out they were there. First of a 1
Muddy Waters didn’t play loud. He never did play
loud. 've sat in front of his band i'! ying int .!'l!l\..i.:_:.l.l.
.|:':I,| |'|I_ WS -.lll:l.'[l.'l ||'|..'.|'| ||'|';. (| T 0a] |||.||'|I:lI .'|'|'II.I
while he was playing a solo you « uld have a
conversation — | wouldn't want 1o, but vou could, it
wouldn t marcer

I L||1|1i|}' -L'lunl:i;h Rosetta Tharpe, the hirst Zuest
we had, was very loud. She played oy nice Les
Paul with a big combi amp and louder than

Ty |_|'|'”r-\,..||,||'|L|_ "Il.lll.l '_]|||_'|-.Il_!'. LAnllage I Illl. I"'|I!'|

person who -5-:-1:'.p|.|||'u'x| about Muddy Waters was a
fellow called limmy Asman, a well know t thi

LATTAC JalEE CrnLg '-'-..llili'l':l"\-'..".‘l 'w-'-!::'

called “real traditional jazz , the old tha one ol
this new |:1.’:[_:|u'i||u-:| hah. Whenever we had an
American ruest, he used to ostentatiously plough
:_|||u||:;i1 a row ol chairs to get 1o the b rovww o th
auditorium the moment they were about w stan
playing and not a second betore, and |s hen th
x'|||‘|1|_'l-_'q\| LT I:'Ii. ':*.-.Illll.]i'..l |'|.i.'-l. Ll ||--|| LRINY 1

['he proot is in the pudding, as the:
Classic Studio T's Blues Legacy label is )
release a series ||_.|‘.||||||:_' the Chris Barlbs
with not only Muddy Waters but Barb
visitors from thar era: Howlin Waoll, 5o
Williamson, Champion Jack Dupree, Sis
]'i:..u-:n-_ Louis Jordan, Sonny Terry and B
McGhee. Very litde of the material has p

Bl I:_'|l._'.|=\.l.'-.1. CVEDN on I"'!lil'.ll-.":!_\ | II-. O
i

recorded illicitly, bur with the sound CngIng

knowledge, at Manchester's Free Trade Hall

took vears for Barber to ger hold of the wapes
"We did hive concerts every vear at the Fre

H||I [ WS x.|.'.5r:_!'_ i.|.-'.-' .||'||:. |‘I.llf."-. i'ﬂ Iil I|'Il. 3 |

On one ape you can hear HONNY
erry doing Duke |'|i|||_~_',H:-I1 s
lam Blues on his harmonica
it's wonderful.”
Also in 1958, Barber and
Harold Pendleton I!']1:'r'.~'.|
London's Marquee Club at 165
Oxford Streer (it didn't move to Wardour

Street until 1964), presenting we ekly Jazz At The

Marquee nights. In 1959, the Barber band had their
one and only smash-hit with Petite Fleur, burt soon
after, Barber invited Alexis Korner and Cyril Davies
to incorporate more Chicago styles within his band.
“Far six months, Alexis and Cyril played in my
band, and half an hour of each set urned into R&B.

I'har was in the first hall of 1960. Alter a

SOYLLT xi".
months of it, they decided ll!'-i.f*' wanted to play that
kind of music all |1:g.'_|||_ | said thar my difficuley as a

horn plaver was that there isn't 2 whole lor to do in

that musi and while my band likes i, ‘-|In'_'- wouldn 't
want to be doing it all the time.

“So | put on my Marquee-owner's hat and said
why don't vou have a nighr ar the Marquee instead,
then?' So we had Wednesday night, and Harold and |
gave him Thursday night, which became Blues
||II.IIII_"'l.|r|:IE'L'-Z.| |1'|;'_|1|. The first Blues ]:hul;mr.l'.«;'-J
record [ReB Fram The Marquee] had my drummer
';.;I.'|:.ir|| I:;llllli"l"'il:_'\}. LHE ||

We didn 't need a support bhand, we could |"|.1-. for
Wil _-_::.l ol il.l-i." '_':::','_rw sy, DLl !llll..'-'. ]'i..'l."lll..'l..‘l CRINEE, S0
thes 8] this band called The |'-'.-l||||'|;; SEONeS,

Both Keith Richards and Charlie Watts — one ol
Blues EII-.n.li':'l-iH.I‘.:'-\.l.'k succession of drummers, who
defected to the Stones — have cited Davies as the man
who realls |,|,|!'_||| them the blues, but ac -.l"ldl‘.!lgL [0

Barber s |:H1|'i|u tion, Cyril Davies didn t think an

awtul lot of his :,"Il”'-.':.'.'-"-

“After a H.[||*E.- of weeks, ( }'||| who was a very
strong-minded chap, much more than Alexis said
1o Harold ‘vou've gor 1o sack them, they re rerrible
| hey re just crap, commercial crap. So, Ke ith
Richards has never forgiven Harold for mh'xi:'lj.: | 'he
I l||11l.:.'_ S LONCS.

Barber and Pendleton’s National Jazz Festival, first
taged in 1961, broadened in 1964 to become the
Matlonal lazz & Blues Festival held ar Richmond
Aithletic Ground. 'H_‘.' 1971, it had become the
Natlonal lazz, Blues & Rock Festival and moved to
Reading, and five years later, changed its name again
Heading Rock Festival.) Bur the 1964 festival line
i ginsolidated the Briish JAEE ATISTOCTACY with the
Weltish R& B upstarts and the Chicagoan originators

| he Rolling Stones headlined the Friday night

pday s bill included Ronnie Score, Tubby Have

Jimmy Witherspoon Memphis

Slim, Manfred Mann and the Chris Barber Band,
while Mose 'I'I.I.||-.|'III H!'I.I'.I.'I.'. I]'ll' I""'|J!'|I.|.'I:- |"|”'f'._|_!_ "-'-1[|I
[ 'he Yardbirds, ( IEOTgIe Fame, the Graham Bond
L JI:_E.IIIiH..'.IiI.'III. Alrican ."'-lL"*"'-L'I'I:.-l'L'-"‘-- H||I1|;1|||-_".
Lyttelton and Kenny Ball,

“We never ever had any l.:i'."|!{"‘1|"'l.'l.| off anv of the
bluesmen — | think they could see we had the |'|}.ll-"[
I:;'q'||||IL', " savs Barber. "1 |"...|'-.'-:_'1'_| in Muddv's band
quite a few |1i5;|1l*~ in and around ( |1ix.|;;lr. and yvou
never saw black people in the least perturbed thar
Muddy had white harmonica players. | don't think
abour colour = I'm race-blind. 1 just think it you can
play it right, you've done it

At the 70th |H|‘.|u‘|.|_1. concert tor John .1"-1.I}.L||.

where Barber, Clapron and Mick Taylor were special

FLESLS, ! |:I;||:|;|;'. asked Barber how :.1}|1; he'd be able

10 20 O W ith his relentless sc |1|;L|.II|L' ot live concerts
and inu|-.|i|'|z-_-._ Having pe rformed over 10,000
concerts and made over 100 albums, Barber |;|3]i-.'1|:
“l cant SLOP NoW

Can't Stop Now is the title of his latest album, his
first release on the Classic Studio T Blues | CEAcy
label. It contains live -_L-.Ln|;|i|15;~. from this :-.'l._'.ll.'-.
t uropean toul with guest Andy Fairweather-Low
(tlormerly of Amen Corner).

And now the band has become the Big Chris
Barber Band. “Well, it's not something we planned,”
he |.|'.1:__‘|:n. “In 2000, we got three other guys in to do

some mainstream souff and ic was so o0, they

I:|_=_::--.|I'|||'|'||.'|.‘I :_'-.-.'I'.'.l'llll':_'\I LN |1|.':|.' WE AN, W nc "u||.|'-.|'-.
[

with itz an 11 e band!” n

Can't Stop Now by the Big Chris Barber Band
with special guest Andy Fairweather-Low is out now
on the Blues Legacy label and is available worldwide
as a download. The Chris Barber Presents... The
Blues Legacy: Lost & Found series, featuring
I'l,'|||.l"||l,'|1,'-l.| ]l'-i.' F'l."l.l;lri.,l.i['lg.'\ E-Tl:llll H-'.I:II'!L'T. .I"ll"[ u';.l'..l'l-
Waters, Howlin” Wolf, Sonny Boy Williamson,
Outilie Patterson, Champion Jack Dupree, Sister
Rosctta Tharpe, Louis Jordan, Sonny lerry &

Brownie McGhee, is due soon.

Pictures and record sleeves courtesy of Ed
Jacksan, Julian Purser and wuwnw.chrisbarber.net

«53



