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1. Tape Number: I, Side One July 12, 1995 

Isoardi 

Leroy, let's begin your life story, a life in music, by going back as far as you 

can in terms of family history and your own childhood and upbringing. 

Hurte 

Well, I was born in Muskogee, Oklahoma. And I believe at that time- 

Isoardi 
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Can I ask when that was? 

Hurte 

Oh, that was 1915. 

Isoardi 

You look twenty years younger. I'm astonished. 

Hurte 

[laughter] That's what everybody tells me. Well, I guess I've taken pretty good 

care of myself. My father [Charles Hurt] was born in Texas, and of course my 

mother [Dora Grayson Hurt] was born in Oklahoma. My grandfather was 

Indian, so she and we were part of the Creek Indian tribe. 

Isoardi 

How did they meet? Do you know? 

Hurte 

That is something I'm not sure of, because the first thing I remember is my 

father coming home from the war. That was in 1918. When World War I was 

over he came home. They were marching down the street, the soldiers were, 

and when they saw each other he got out of the line. The soldiers were just 

returning home, you know. He got out of the line and came up and embraced 

her and so on. 

Isoardi 

Nice memory. 

Hurte 

That's what I remember. I don't know that I remember very much prior to 1918. 

Isoardi 

Did your father see combat? 

Hurte 

No. He was in the training camp, but he entered rather late, and the war was 

almost over, I guess. He didn't see any actual combat.So from that point on I 

remember just about the rest of my life-from that point on, anyway. 

Isoardi 

[laughter] Did you have any siblings? 

Hurte 

I have three children from previous marriages [Leroy Hurte Jr., Sylvia Ann 

Hurte, and Marlene Hurte]. No brothers and sisters or anything like that. 

Isoardi 

You were the only child? 

Hurte 

I'm the only child. 

Isoardi 

How long did your family stay in Oklahoma? 

Hurte 



Until 1928. My father worked on the [Midland Valley] railroad, and he could 

get passes. We came to California in 1926, my mother and I, just visiting 

relatives and that sort of thing, and we liked Los Angeles so much that when 

we went back we convinced him into coming to Los Angeles. So the next year, 

1927, he came. We all came and moved out here to Los Angeles. 

Isoardi 

What job did he have with the railroad? 

Hurte 

He worked with the freight house loading and unloading freight cars and that 

sort of thing. He came out here, and then the first problem was, of course, 

trying to get a job. But it wasn't too difficult here. He managed to get a job 

here. He had three or four since then. He's deceased now. But we moved out 

here and started enjoying it.And that's when I went to junior high school. I was 

in grammar school, elementary school, in Oklahoma, but I finished that. When 

I came out here I went to junior high school. 

Isoardi 

So I guess you were thirteen, then, when you started junior high school? 

Hurte 

I was twelve when we moved out here. 

Isoardi 

Was music a part of your life in Oklahoma? 

Hurte 

It was beginning to be, because I was getting to be a little involved, not a whole 

lot involved. But it affected me because I liked it so. We had one of the old-

style Victrolas, and I used to sit and listen to it and listen to the music. Enjoyed 

it so much I even tried composing my own song when I was around that age. 

Isoardi 

Really? 

Hurte 

When I was in grammar school. 

Isoardi 

What kind of music were you listening to? What did you have around the 

house? 

Hurte 

We had phonograph records, of course. A lot of them were the old-time songs. 

There were people like Bessie Smith and Sarah Martin, some of the old-time 

blues singers. I enjoyed listening to them even though blues was not my forte at 

that time. [laughter] I enjoyed the phonographs. It wasn't until we moved out 

here that I discovered that I liked classical music. I'd never been to a classical 

concert or symphony concert or anything like that, but I liked it. So I'd sit 

before the radio for long periods of time just listening to classical music. 



Isoardi 

Back in Oklahoma it sounds like very early on you showed an orientation 

toward composition. 

Hurte 

Yes, I did. 

Isoardi 

You didn't want to play it so much, you wanted to write out the structure of it? 

Hurte 

Write it out, yes. And sing it or have it sung so I could hear it and that sort of 

thing. That's right. And since that time I've composed a lot of music, all kinds: 

ballads and classical and religious and so on. 

Isoardi 

Did either of your parents play an instrument? 

Hurte 

My mother played piano a little bit-not real well. I think she learned it by ear. 

And they used to like to sing in the church choirs and all of that sort of thing. 

That was their musical experience. But they were sort of surprised that I was 

interested in classical music. They wondered how that happened. [laughter] 

Isoardi 

And it was mostly via the radio in Los Angeles? 

Hurte 

The radio in Los Angeles. Of course, we had music teachers in the school, but I 

didn't study any piano or anything like that until I got to Los Angeles, and then 

I started taking piano lessons. 

Isoardi 

Let me ask you, how did Los Angeles seem when you first arrived on the train? 

Hurte 

Oh, it was beautiful. There was no such thing as smog back then. 

Isoardi 

[laughter] Hard to imagine. 

Hurte 

[laughter] Yeah. We called it the land of sunshine, fruit, and flowers. And we 

really enjoyed that. Very nice. 

Isoardi 

Do you remember-? I guess you must have come into Union Station on the 

train? 

Hurte 

Yes, yes. We came into Union Station. And we were just impressed by the 

beautiful weather. 

Isoardi 

What time of the year was it? 



Hurte 

Let me see. I believe that was in the- It might have been early spring or late 

winter, I believe it was. Because I went right into junior high school. I enrolled 

in their next semester, which I believe was- It might have been the fall of the 

year when I enrolled.I was surprised at the schools, because our little schools in 

Muskogee, Oklahoma, were small. They didn't have very much going for them. 

But when I came here and saw all of the music classes, the different kinds of 

music classes-they had the school orchestras and things like that-that really 

impressed me. 

Isoardi 

When you first got here, where were you living? 

Hurte 

We were living on Hooper Avenue in Los Angeles. That was close to Jefferson 

High School. Because after I got out of McKinley Junior High School I went to 

Jefferson High School. 

Isoardi 

Okay. So as soon as you got here, then, you entered McKinley? 

Hurte 

Entered McKinley, yes, and began to get involved with music. I liked the 

various shops, because we didn't have that sort of thing in Muskogee, 

especially in the elementary school. But when I got here I found out that they 

had all of those things, and I really got involved. 

Isoardi 

So what specifically did McKinley offer? Was it classes? Was it extracurricular 

kinds of things? 

Hurte 

They offered a lot of vocational classes as well as the regular classes in math 

and English and geography and all of that. They had that, but they also had the 

various shops, like wood shop and print shop. We printed the school newspaper 

there and everything. I got on the journalism staff there and helped with the 

printing of the paper and all of that sort of thing. So I really got involved. 

Isoardi 

[laughter] This was a good move for you. 

Hurte 

Yeah, it was. Definitely. 

Isoardi 

What about the music program? What did they offer you musically? 

Hurte 

They had the girls glee club and the boys glee club, the girls chorus club and 

the boys chorus club. They had the school band and orchestra. 

Isoardi 



So it was like a marching band kind of thing and an orchestra? 

Hurte 

Yes. It wasn't so much a marching band. It was an orchestra, because there 

were strings and everything in it. 

Isoardi 

Jeez. And were there classes in music? 

Hurte 

Yes, there were classes in music. We studied music theory, I think it was, and 

things like that. 

Isoardi 

In junior high school? 

Hurte 

In junior high. That was from the ninth grade to the twelfth. 

Isoardi 

Oh, that's high school. 

Hurte 

Yes. Yeah, I'm sorry. Seventh, eighth, and ninth, that was junior high school. 

Isoardi 

Gee, that's an awfully good program, it sounds like. I mean compared to most 

places today. 

Hurte 

It was an excellent program. 

Isoardi 

They don't have anything like that. 

Hurte 

It was an excellent program. Well, most of the schools now have that sort of 

thing, especially those where they don't specialize in certain things. If they 

don't specialize, why, they give you a little of everything. And then when you 

get into high school, why, you get to think about specialties and things that will 

help you careerwise and so on. 

Isoardi 

Yeah. Did they provide you with instruments, as well? 

Hurte 

Yes. Yeah, they provided instruments. We didn't have to buy them. 

Isoardi 

Jeez. So how was your music evolving at this time? What were you gravitating 

towards in music in junior high school? 

Hurte 

I was gravitating toward singing-especially singing. I really didn't get into the 

orchestra itself in junior high school; I got into the vocal groups. It wasn't until 

I got into high school that I started getting more interested in instrumental 



music. They had special classes where you could learn certain instruments, and 

then you could go into the orchestra class. That was in high school. And it was 

in high school, too, that I began to organize little groups like quartets and that 

sort of thing. In high school, now, we sang in the a cappella choir. That was 

quite an advanced group because we sang without accompaniment. And that 

was very informative, very inspirational. But we learned a lot of things. I also 

studied voice training in high school. So we had voice lessons and instrumental 

lessons and music theory and all that sort of thing. 

Isoardi 

Gee, that's very full. 

Hurte 

Yes. It was very, very full. 

Isoardi 

Are there any teachers that stick out in your mind from McKinley and then 

Jeff[erson]? 

Hurte 

At Jeff, yes. You've heard of Samuel Browne? 

Isoardi 

Yes. 

Hurte 

I figured you had. 

Isoardi 

The name has come up. What's your opinion of him? 

Hurte 

He was great. Very good. 

Isoardi 

What made him so good? 

Hurte 

I don't know. I guess he had had quite a bit of study, musical studies. He was 

good at arranging and probably composing music. He didn't come over to 

Jefferson High School until the last year that I was there. He came over, and he 

went into the a cappella choir and arranged a song for us. I remember the title 

of that song, "Love's Old Sweet Song." [laughter] He did quite an arrangment 

of it for the a cappella choir. One of those arrangements- I'd never heard the 

kind of arrangement like that before. Because he had all of the counter 

melodies in there and that sort of thing and different kinds of harmonies from 

the kind that we had been used to. In school we would just sing the regular 

things, let's say classical hymns and classical songs, school songs, even, that 

were classically based. But he'd come in and he'd add these little things to it, 

and we just fell in love with it. 

Isoardi 



[laughter] Before there was Samuel Browne, were there other people teaching 

it? 

Hurte 

There were other teachers, yes. Our a cappella choir teacher was very good, and 

our voice teacher was very good. They taught us a lot of the songs and helped 

us to find the proper ranges for our voices. I was impressed by one of the 

fellows that I sat with. I was a tenor, and he was a tenor, and he was very good 

at sight reading. He could just read right through those things. That helped me, 

because I learned to sight-read, especially with his help, with his coaching and 

that sort of thing. So the time came when I could look at a piece of music and 

just sing right on through it. 

Isoardi 

Nice. Do you remember the names of any of these other teachers? 

Hurte 

Mrs. Vincent was the voice teacher. Well, I can't think of the a cappella choir 

teacher. It will probably come to me. [Mrs. Rawlings] But she was very good. 

In fact, when I got out of school we tried to keep the a cappella choir going. 

Isoardi 

Really? 

Hurte 

Yeah. We asked all of those who wanted to keep it going. We would start 

meeting at different people's homes and that sort of thing. And we still would 

sing for various occasions. In fact, we won an award. After school days we won 

an award. That kept on for a couple of years. 

Isoardi 

Marvelous. 

Hurte 

One of the first things we did, we sang at a place- I think it was the Mayan 

Theatre downtown in Los Angeles. There was a man by the name of Paige-I 

don't remember his first name-but he was a composer, and he wrote some 

music. And in that was a piece called "Hello, Mr. Sun." They wanted me to 

make an arrangement of that. They had thought of maybe getting an orchestra 

or something to play, but they decided to use the a cappella choir. So I made an 

arrangement of that, and the choir did it, and they loved it. 

Isoardi 

Marvelous. 

Hurte 

Yeah. I had learned to arrange by that time. One thing that had helped me in 

that was the year that I got out of school I organized a quartet called the Four 

Trumpets, and I taught them various arrangements and played the guitar for 

them. And the next year was when I organized the Four Blackbirds quartet. 



Isoardi 

Jeez. 

Hurte 

So I was really getting into music. And I had taken some piano lessons. And 

one thing that I learned to do was to listen to a song over the radio and write it 

down. I invented a sort of a musical shorthand. It wasn't really an invention; it 

was using what we call solfeggio, do re mi fa so la ti do. I could listen to a 

song, and I would write down the syllables instead of the notes. Instead of 

writing [sings] da da da da da da, I would write "so do re mi fa so." I could 

write that. [laughter] 

Isoardi 

Great. 

Hurte 

So that helped a lot, because I could listen to music on the radio and rearrange 

it. 

Isoardi 

While you were in high school you were doing this? 

Hurte 

While I was in high school. 

Isoardi 

You had an ear. [laughter] 

Hurte 

I had an ear for it, yes. I did have an ear for it. 

Isoardi 

Were you doing any outside studying? Outside of high school did you have any 

private teachers? 

Hurte 

Oh, yes. Yes, I had two or three. I think my most important- Well, I had 

Professor William T. Wilkins. He was one of the better-known piano teachers 

in the early years. 

Isoardi 

Was he the one who taught Samuel Browne? 

Hurte 

Yes, he's the one who taught Samuel Browne. William T. Wilkins. 

Isoardi 

What about him? 

Hurte 

He organized a school of music, and he taught a lot of the important musicians 

in Los Angeles at that time, people who later began to open up their own music 

schools and do their music teaching. He taught them. I'm trying to think of the 

names of some of them. It's going to come to me sooner or later. 



Isoardi 

How far back does he go? Do you know? 

Hurte 

Who? William Wilkins? I have some information on him. He goes quite a way 

back. He came here from back East or the Midwest or something like that. He 

organized quite a few music schools, not only just in Los Angeles but in other 

areas as well. 

Isoardi 

Do you know when he came out here? 

Hurte 

I think he came out here around 1913 or something like that. But I don't know 

when he organized his music school. It must have been about- Let's see. I was 

out of high school when I went to him for my first lesson, so that must have 

been the 1930s, about '34, '35, something like that. That's about when that 

was.And there was another music teacher by the name of John [A.] Gray. He 

was right off of Central Avenue. I had a few lessons from him but not a whole 

lot. I don't think he studied from Wilkins. He might have, but I don't recall that. 

He was a music teacher in his own right. 

Isoardi 

Where did Professor Wilkins live? Did he teach out of his home? 

Hurte 

He taught out of his home, yes. It was on the east side of Los Angeles. I have 

all that information, but I'm trying to remember some of it, that's the thing. But 

he taught out of his own home.There was a lady named Lucille Blaychetti. She 

was one of his students, and she organized her own music school. 

Isoardi 

Was Jeff on the whole a good experience for you outside of music? What was 

Jeff like? 

Hurte 

Jeff was an excellent experience. It was in the days when there were no gangs. I 

don't remember any at Jefferson High School, that sort of thing. But being an 

interracial school, I think, at the time I entered it, there were more whites than 

there were blacks. But by the time I graduated the blacks were beginning to 

catch up, because the east side was becoming an area where the blacks 

accumulated and moved. And of course, because of the restrictive covenants- 

You know what that is? 

Isoardi 

The housing covenants? 

Hurte 

Yeah, the housing covenants. The blacks had to live in a certain area and 

couldn't move out of that area. That's one of the things that made Jefferson 



High School become more and more a black-oriented school. And there was 

the junior high there, which was Lafayette Junior High School, and a lot of 

blacks came from Lafayette to Jefferson. There were a few later on as time 

went on-and they could move in other places-who came from Manual Arts 

High School. There were very few from L.A. [Los Angeles] High [School]. 

Well, L.A. was a high school anyway. [laughter] But from Lafayette and some 

of the other schools, why, they were situated in black areas.So when I got out 

of high school I organized a group called the Four Blackbirds, too. Our first big 

engagement was with Gus Arnheim's orchestra. And this was during the time of 

the world's fair [California Pacific International Exposition] in San Diego. I 

believe that was about 1935, the world's fair. We were invited to come there 

and sing. So we sang with Gus Arnheim's orchestra at the world's fair, and that 

was the biggest thing that we had done at that time. But as time went on we 

started singing at various places. This was during the time of the Club Alabam 

and the Somerville Hotel. It was called the Somerville at first. 

Isoardi 

Let me ask you about who the other Blackbirds were, and then let's talk about 

Central Avenue itself. 

Hurte 

The other Blackbirds were- I have a photograph of them, but I don't know that 

you can use it. I can show you. [laughter] We had a girl. We were billed as 

three boys, a girl, and a guitar. And I played the guitar. [laughter] The girl was 

really the first tenor of the group. Then we had David Patillo, who was second 

tenor. I was the baritone and guitarist, and Richard Davis was the bass. It was 

about that time that the Mills Brothers were coming along, too, and we started 

copying off of them. [laughter] We started imitating musical instruments and 

learning some of their songs and that sort of thing. 

Isoardi 

What was the girl's name? 

Hurte 

Geraldine Harris. I don't know if it will do me any good to show you this, 

because we're on- I don't even see it here right now. But anyway, here are some 

of those photographs. I think she would be in here. [shows photograph] That 

was the Blackbirds quartet. 

Isoardi 

Oh, gee. Marvelous photograph. And you're all in tuxes: white jackets, black 

pants, and bow ties. 

Hurte 

We were getting to be professionals. 

Isoardi 

Really. 



Hurte 

I think we sang in just about every radio station in Los Angeles. 

Isoardi 

No kidding? 

Hurte 

No. At one time or another KHJ, KFI, KRKD, some of those stations, KFOX, 

and just most of the stations we sang at. At the same time we performed in 

most of the motion picture studios, too. 

Isoardi 

Really? How so? 

Hurte 

Well, we had a manager by the name of "War" [Forrest W.] Perkins. He got us 

jobs in the studios. We would audition and so on. We sang with Bing Crosby 

in Double or Nothing. We were with Irving Cobb's Paducah Plantation. I think 

that was KFI or KHJ, one of the two. He had a regular show called Paducah 

Plantation. Georgie Stoll was his orchestra director. And we were on every 

week. And then we had our fifteen-minute broadcast over at KFI every week. 

Isoardi 

Really? You were doing very well. 

Hurte 

We were doing quite well. [laughter] 

Isoardi 

When you did the studios, they used you on-screen? 

Hurte 

Sometimes they used us on-screen. 

Isoardi 

And your voices as well? 

Hurte 

A lot of times it was just the voices. We were in "The Music Goes Round and 

Round." Remember that song? We were in that. And then we did some short 

subjects for MGM [Metro-Goldwyn-Mayer]. We did something 

called Memories and Melodies, which was based on the life of Stephen Foster. 

And we did a couple of Warner Bros. [Pictures] short subjects. We did that 

with a group called the Sing Band. Leon René was a composer, and of course 

he had Exclusive Records. That was the name of his label, Exclusive. He had 

worked with a group called the Jones Boys. So we combined the Blackbirds 

and the Jones Boys and formed what was called the Sing Band, where all of us 

imitated musical instruments. 

Isoardi 

Oh, gee. 

Hurte 



We had a reed section, we had a trumpet section, we had the bass, and all of 

that, and we imitated instruments. 

Isoardi 

So each voice would take a different trumpet part-first trumpet, second 

trumpet-? 

Hurte 

Yeah, first trumpet, second trumpet, third trumpet. 

Isoardi 

No kidding. Marvelous. 

Hurte 

I can't do it anymore. [imitates trumpet] 

Isoardi 

[laughter] Did you record? 

Hurte 

Oh, yes. I have some recordings of it. 

Isoardi 

No kidding. By the time you were eighteen or nineteen years old you were 

going great guns. 

Hurte 

I know. I got out of high school. I guess I must have been around eighteen-

yeah, it was eighteen-the Blackbirds came right in there, and we went into the 

Cotton Club. We followed the Mills Brothers into Frank Sebastian's Cotton 

Club. 

Isoardi 

In Culver City? 

Hurte 

Out in Culver City, that's right. 

Isoardi 

What was the Cotton Club like? 

Hurte 

Oh, it was just a regular nightclub. It was the biggest one that we had in the 

local area. And it was just a typical club. I mean, there were the drinks and the 

beer and the singers and the bands and- 

Isoardi 

Was it a fancy place? Would people dress up? 

Hurte 

It was a pretty fancy place, yes. It was a pretty fancy place. 

Isoardi 

How many people would there be in there on a full night? 

Hurte 



On a full night I imagine it would hold about- Oh, let's see. It would probably 

hold about a hundred or more on a full night, because they had quite a few 

tables and so on. I think we were there right before or right after Les Hite's 

band played. You've heard of Les Hite, I guess? 

Isoardi 

Sure. 

Hurte 

We were there around that time. There were times when Duke Ellington would 

come there and perform. And I think the Woodman Brothers [Biggest Little 

Band in the World] performed there. And the Harlem Dukes was a band; 

Walter Williams had the Harlem Dukes. They performed there and so on. They 

performed at the Club Alabam. I remember that. 

Isoardi 

Gee. So Frank Sebastian's Cotton Club was a pretty good gig? 

Hurte 

It was about the best that we had here at the time, yeah. 

Isoardi 

And you and the Blackbirds went in there? 

Hurte 

We went in there, yeah. 

Isoardi 

With becoming so professional so fast, did you have to join the union 

[American Federation of Musicians]? 

Hurte 

No, we didn't have to join the union. The union at that time was a segregated 

union. There was a black union [Local 767] and a white union [Local 47]. And 

I think Buddy Collette had something to do with the black union, he and a few 

other people. But finally when they changed it around and made it an interracial 

union I would have had to have joined, but that was- See, we were singers, and 

the union at that time only applied to musicians who performed on musical 

instruments. 

Isoardi 

Oh, instrumentalists. 

Hurte 

Instrumentalists. I don't think they had- 

Isoardi 

Really? 

Hurte 

But we did have to join the Screen Actors Guild [SAG] because we were acting 

and singing. 

Isoardi 



Hollywood films. 

Hurte 

Yeah. We had to join the Hollywood unions for singing and acting. 

Isoardi 

But weren't you playing guitar? 

Hurte 

I was playing guitar. 

Isoardi 

They didn't count that? 

Hurte 

[laughter] I don't think they did. Apparently they didn't. 

Isoardi 

I take it it wasn't a criticism of your guitar playing. 

Hurte 

[laughter] No. I don't think that accompanists of groups like that had to really 

bother about that. 

Isoardi 

What about Central Avenue itself? Let's talk about the way it looked and what 

was going on there. Do you remember? Do you have any first impressions of it 

coming from Muskogee? 

Hurte 

Since that time I've had a chance to visit New York and see Harlem there, and 

it was sort of like a little Harlem in Los Angeles. You'd walk down Central 

Avenue and just about all you would see would be blacks, even though there 

were store owners and businesses that were run by whites, Jewish, and that sort 

of thing. And sometimes we could get jobs working in those stores and 

whatnot. But mostly it was blacks. That's what you would see most of the time. 

And naturally the side streets crossing Central and so on were black. And this 

also is still attributed to the fact of the housing covenants. We couldn't move 

any further than maybe Avalon Boulevard for a while, Main Street for a while. 

But gradually it was going further and further over. Blacks were being able to 

move further and further over. Because of those restrictions we couldn't move 

anywhere else. 

Isoardi 

So Central Avenue was the place. 

Hurte 

So Central Avenue was it. That was downtown, to a great extent, for us. 

Whatever we bought we would buy on Central Avenue unless we could afford 

to go downtown and buy things down there. 

Isoardi 



When you first got here, what were some of the landmarks on Central Avenue? 

Any particular places stick out in your mind? I know obviously at that time you 

were in junior high school and you were not hanging out in clubs. [laughter] 

Hurte 

There were a few businesses. Very few were owned by blacks. There were 

barbershops and restaurants and cafés and that sort of thing. I knew a fellow 

who repaired radios, and he had his office there. Most of the big stores like 

Gold's Furniture Store and stores like that were basically white, but the blacks 

would go in and buy their furniture and that sort of thing. There was Kunin's 

Furniture Store, and- Oh, let me see. I opened up a record shop in the area. 

Isoardi 

When did you do that? 

Hurte 

It must have been about 1933. No, it was after I got out of high school. It must 

have been '35 or '36. Around in that time I opened a record shop called- Well, it 

was really originally run by Flash Records, but the fellow's name was Patrick. 

We got together and opened up the store right there on Vernon Avenue. 

Isoardi 

Vernon and Central? 

Hurte 

Vernon between Central and McKinley [Avenue] or Wadsworth [Avenue]. 

Between Central and Wadsworth, I believe it was. But then there was a fellow 

named John Levy who organized the Bronze Recording Company on Central 

Avenue, and I worked with him. I was his music director or whatever you 

might want to call it. 

Isoardi 

Well, first of all, you opened up the record store. You must only have been 

about nineteen years old then. You were just out of high school. 

Hurte 

Yeah. I was just out of high school. 

Isoardi 

And the Blackbirds were going great guns. 

Hurte 

They were going great guns. So this was later. 

Isoardi 

Okay. You've got weekly programs, weekly shows, you're doing movies, and 

now you open up a record store. 

Hurte 

Okay. I opened the record store in 1939. I was twenty-four. 

Isoardi 

Okay. 



Hurte 

The Blackbirds started in '34, right after I graduated from Jefferson High 

School, and the Sing Band came in in 1937. I was twenty-two then. It was in 

'35 when we sang with Gus Arnheim's orchestra at the world's fair. So we're 

still in the late thirties at this point. 

Isoardi 

Well, let me ask you before we get into more specifics about the music 

business itself, the producing end of it, what were the main areas of gathering 

on Central then? Were there any blocks that sort of-? I know a few years later, I 

guess it would be Forty-second [Street] and Central was what people 

considered "the block" or the most important block. 

Hurte 

Yes. 

Isoardi 

The most important section of the avenue. 

Hurte 

That's right. 

Isoardi 

By the late twenties, early thirties, where was it? Could you define a center to 

it? 

Hurte 

It was still about the same area. It was beginning to expand. At the very, very 

beginning, when I first came, it was up near Twelfth Street, Twelfth Street and 

Central. It was in that area. And it gradually began to expand. 

Isoardi 

So it moved south? 

Hurte 

It began to move south, because- 

Isoardi 

What was at Twelfth and Central? 

Hurte 

Just stores, a few little stores, maybe a few little liquor stores and maybe a 

barbershop or two. And then around Eighteenth Street there was a hotel that 

came in called the Clark Hotel. Then it moved down to Washington Boulevard. 

That's where Gold's Furniture Store was and other little stores. But somehow or 

other the most important part of it grew around Forty-second Street, in that 

area, Forty-second and Central. I think the hotel had a lot to do with it, the 

Dunbar Hotel. Ivie Anderson established what was called Ivie's Chicken Shack 

on Vernon and Central. And there was the Jockey Club. A guy by the name of 

Gibbs established the Jockey Club, which was an eating place more than 

anything else. 



Isoardi 

No music? 

Hurte 

No. He may have had a pianist or something coming in there playing. But he 

called it the Jockey Club. I think it was mostly an eating place. And that was 

around Forty-first or Forty-third-somewhere in that area-and Central Avenue. 

Then there were gas stations that began to grow up in that area. And quite a few 

eating places were in there. 

Isoardi 

Where were your favorites haunts during this period? You're just out of high 

school, you're starting to enjoy professional success. Are there particular places 

you would go to hear music or eat or meet people? 

Hurte 

I would eat. I didn't go particularly to hear music so much as I'd go to eat. 

[laughter] I ate at the Jockey Club. I ate at some of the places there. There was 

a place called the Coney Island [Chili Parlor] that was farther towards Adams 

[Boulevard] in the 2000 block or something like that. They sold good chili, and 

I would eat there. But most of the time I ate at the Jockey Club and some of 

those other little eating places around there. Some of them I don't remember the 

names of. But that's what I did. 

Isoardi 

You never went to any of the clubs to hear much music or see any shows? 

Hurte 

It didn't interest me that much, that particular part of it. I did go to some of the 

clubs, yes. But most of the clubs that I went to at that time- See, I had just 

gotten out of school. Most of the places we went as a group and were singing at 

them. I think there was a place- I'm trying to think of the name of it. I can't 

think of the name of it. The Brown sisters, I believe, had a place further south, 

and we'd go there. We'd sing at some of those places. I believe we sang at the 

Dunbar Hotel once or twice, but, see, I was still with my mother and father. 

Isoardi 

You were still living at home? 

Hurte 

I was still living at home, so I did most of my eating-all of my eating, 

practically-at home. Once I began to get out a bit-and we were pretty busy 

singing and rehearsing and traveling and that sort of thing-then I started eating 

out more. 

Isoardi 

What did your mother and father think of all this? 

Hurte 



Oh, they were quite impressed. They thought the Blackbirds were very, very, 

very good, and especially since we started making a little money that I could 

bring home. [laughter] 

Isoardi 

Didn't hurt. 

Hurte 

Didn't hurt at all. But we did a lot of rehearsing at the fellows' homes. We did 

most of the rehearsing at my home. I had a piano and so on. So we would get 

together at about seven or eight o'clock in the morning and come over and 

rehearse for about two or three hours. Then we spent a lot of the other time 

either singing or auditioning and that sort of thing. There was a fellow by the 

name of Butler-I don't remember his first name-he was a worker for Central 

Casting [Agency]. He would take his walk every day down Central Avenue 

looking for people to perform, because the studios had asked him to find blacks 

who could perform in various movies and that sort of thing. So our manager got 

in touch with him, and he got us a couple of jobs at some of the studios. That 

got us started. 

Isoardi 

Good things happening. 

Hurte 

Good things happening. He was a pretty good manager. His name was Perkins. 

And we began to get newspaper coverage and so on, especially when we got on 

radio with our own programs. A lot of people were listening to them. So we 

became sort of famous in the neighborhood, anyway. 

Isoardi 

Yeah. Did that pay well, radio? 

Hurte 

In those days we thought it was pretty good. We would get maybe $75 a week 

for the whole group. 

Isoardi 

Just for a fifteen-minute broadcast? 

Hurte 

For a fifteen-minute broadcast. 

Isoardi 

That's not bad, I mean, considering how much a lot of fathers were probably 

bringing home after five days of tough work. 

Hurte 

Yeah, that's true. Yeah. Because I know my father, his first job here paid $100 

a month, and that was excellent. [laughter] 

Isoardi 

You're making almost $20 a week for fifteen minutes' work. 



Hurte 

Yeah, that's right. So that was pretty good. 
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Isoardi 

From $18 to $25 per person? 

Hurte 

Yeah, from $18 to $25 per person. Those were the motion picture studios per 

week unless you got a contract. If you got a contract, why, it would be 

something like $75 per person per week. So that wasn't bad. 

Isoardi 

Not at all. Was this covered mostly by a SAG contract? 

Hurte 

Yes. We had to join the Screen Actors Guild. 

Isoardi 

Your salary was stipulated-? 

Hurte 

Our salary was set, yes, by the guild. 

Isoardi 

Not bad. Not bad at all. 

Hurte 

Of course, as time went on it began to grow a bit. I think the biggest one I 

remember was about $350. I think that might have been for the whole group-

$350. No, I'm sorry. Those were day rates: $18 a day, not a week, for the entire 

group, then the $25 a day for the entire group. Yeah. Then I think we ended up 

with a big contract that paid us $350. I don't remember whether that was- That 

was for a week, I believe-$350 for the week. 

Isoardi 

Divided by four. 

Hurte 

Yeah. 

Isoardi 

Not bad. These years when you were going through school and then really 

enjoying professional success right away, these were the years of the 

Depression. 

Hurte 

Yeah. 

Isoardi 

[laughter] Your father worked throughout this period? His job was okay? 

Hurte 



Oh, he worked, yeah. 

Isoardi 

So the Depression didn't hit you immediately, then? 

Hurte 

It didn't hit us immediately. In fact, I don't know that- In the thirties was there a 

Depression? I know that in '29, '30, '31- But after that, things began to improve 

quite a bit around '37, '38, '39, and the forties and so on. I thought things were 

beginning to improve quite a bit. 

Isoardi 

You mean in general? From what you saw? Or just in the industry? 

Hurte 

In general, I thought. There were quite a few jobs for the women who worked 

for the movie stars. They would cook for them, you know, clean up their homes 

and so on. Those were pretty good jobs at that time. 

Isoardi 

A lot of this may have been unusual to Southern California and being near the 

movie industry then, which did well during the Depression. 

Hurte 

Yeah, that's right. That's correct. 

Isoardi 

So by the mid-thirties or so, '35, '36, the center of Central Avenue was moving 

then toward Forty-second [Street]? 

Hurte 

It was at Forty-second then. It was the Dunbar Hotel, which was the Somerville 

Hotel. And then during that time there was the Golden State [Mutual Life] 

Insurance Company. That was the first big black insurance company in Los 

Angeles. They established their offices there. 

Isoardi 

Where? Do you remember? 

Hurte 

On Central Avenue in the 4000 block, 4100 or 4200 or something like that. 

Then there were the funeral homes. They did quite well. Angelus Funeral 

Home moved to a very nice building on Forty-first [Street]. And at that time I 

think it was Thirty-eighth Street, because they changed the names of the streets 

around. 

Isoardi 

Yeah, they renumbered them. 

Hurte 

Uh-huh. So that was Forty-first Street, I believe, or Fortieth Place. They had a 

beautiful building there. And there were other insurance companies that began 



to get started there, and the blacks were beginning to have better-looking shops. 

Even the barbershops began to look much nicer. 

Isoardi 

So money was coming into Central Avenue? 

Hurte 

Money was coming into Central Avenue. 

Isoardi 

As far as you know, to what extent did you observe politics at the time, 

political ferment? For instance, you mentioned earlier that a number of the big 

stores, furniture stores or whatever, were white owned and that there may have 

been a question about black employment in some of these stores, etc. Was there 

any kind of struggle around these kinds of issues? 

Hurte 

There were some struggles. There were only certain kinds of jobs that we could 

get. Now, my father went to work for Ralph's Bakery. But around that time, in 

the thirties, he got a job with Citizens National Bank. But it was a janitorial job. 

Those were the big jobs for blacks, yeah-janitors, cleaning. We had to fight to 

get blacks in the fire department in those days. And in a lot of the county and 

city jobs they began to improve. County and city jobs began to improve quite a 

bit. So those were the jobs that were available. Let's see if I can think of 

anything else in that area. The motion picture jobs were really sought after. 

They employed quite a few. 

Isoardi 

You mean bit parts or- 

Hurte 

The bit parts, as extras, yes. There were a lot of extras being employed in those 

days, because there were the shows like- For example, the Hall Johnson Choir 

began to get into the motion picture jobs there because they wanted a lot of that 

kind of music. So it began to grow. It began to get a little better.The women, 

the biggest jobs that they could open up themselves were beauty shops. There 

were a lot of beauty shops that they opened up. And they were able to get jobs 

waiting table and that sort of thing. But in the downtown area it wasn't quite so 

easy. 

Isoardi 

What about the black film industry, which in a sense was also operating? 

Hurte 

Yeah. The black film industry entered into the picture. One of the biggest 

persons was Herb Jeffries, who got his job. They started making black movies. 

One was called Harlem on the Prairie. That was one of Herb Jeffries's. He was 

a cowboy in one of the black movies. 

Isoardi 



A singing black cowboy. 

Hurte 

A singing cowboy, yeah, that's right.And then there were other movies-I'm 

trying to think-those that the Johnson Choir was in. There was Jester Hairston. 

He was able to bring his choir into some of the movies. So it began to open up. 

There were blacks who wanted to go into the production business. There was a 

guy named Randolph. I've forgotten his first name. He wanted to produce 

motion pictures, so he started trying to build his own studio. We weren't able to 

really build studios in the same vein that the big Hollywood studios worked, so 

what they would do would be to rent studio space and make their motion 

pictures in that rented space. 

Isoardi 

From whom? From the major-? 

Hurte 

They could rent space from maybe Paramount [Pictures]. 

Isoardi 

So from the Hollywood motion picture- 

Hurte 

From the Hollywood motion picture industry, yes. 

Isoardi 

I suppose it wasn't as lucrative if you were hired to work on the sets of these 

black films. 

Hurte 

Not necessarily so, but I am trying to remember whether- I think we had to pay 

Screen Actors Guild scale, but then a lot of the extras couldn't join the guild at 

that time, so extras could be paid just about anything. 

Isoardi 

But most actors would at least have to get SAG scale? 

Hurte 

Yeah. The actors would at least have to get SAG scale. So we got into quite a 

few of the motion picture studios and performed quite a bit. 

Isoardi 

What led you at this point to become partner in a record store? 

Hurte 

I wanted to go into some kind of business of my own. 

Isoardi 

Why? 

Hurte 

I felt that I could make more money. [laughter] 

Isoardi 

More than $350 a week, even divided four ways? 



Hurte 

Well, it wasn't so much that. These jobs were scarce, the motion picture jobs. 

Isoardi 

So something steady? 

Hurte 

Something a little steadier we wanted to get into. So I went to work for John 

Levy on Central Avenue with the Bronze Recording Company. 

Isoardi 

That's what he called it? 

Hurte 

That's what he called it, Bronze. 

Isoardi 

But this was just a record store? 

Hurte 

No, he was going to produce records, make phonograph records and distribute 

them. He didn't get very far because he had to give up his studio. I think he had 

domestic problems. 

Isoardi 

Who was he? 

Hurte 

John Levy was his name. I didn't know too much about him before then, but 

then after that he went to New York, and I don't know what he did after that. 

Isoardi 

He's a black man? 

Hurte 

Yeah, he was a black man. Before he left, when he had to give up his studio, I 

bought him out to get over, and I went ahead- Because we were trying to be 

partners in the first place, but he had to give it up and went on to New York. So 

I took the same name and opened up the Bronze Recording Company. This was 

right after the record store itself. 

Isoardi 

Now, how did you get into the record store? 

Hurte 

This fellow named Patrick Reynolds-"Flash"-and I decided to open a record 

store, just a store. So we opened it up on Vernon Avenue near Central Avenue. 

We would buy records wholesale and sell them retail. We advertised and so on. 

At that time we could do pretty well with certain kinds of records called race 

records. 

Isoardi 

That's what you focused on? 

Hurte 



That's what we focused on. So we would stock up with that kind of record, 

whereas the stores in Hollywood had to stock up with Bing Crosby and people 

of that type. They would have a few race records. Finally they began to get 

more and more and more. But we would sell them because we specialized in 

them. We stocked that exclusively almost. So then after that I left the Flash 

Record Store and opened up my own Bronze Recording Company. 

Isoardi 

That's when you took over John Levy? 

Hurte 

That's when I took over John Levy and moved further out near Vernon and 

Avalon [Boulevard]. 

Isoardi 

So the record store, Flash, had been fairly successful? 

Hurte 

It had been fairly successful. In fact, after that they started opening two or three 

branches, and they did quite well with it. I started producing records then. 

Isoardi 

Did you want to get into that? Had you thought about earlier in your-? 

Hurte 

Yeah. I wanted to get into it because I had gotten a job working with Allied 

Record Manufacturing Company, and I learned how to produce records, how to 

manufacture them. 

Isoardi 

When did you go to work for Allied? 

Hurte 

I went to work for Allied after- I believe that was after the Blackbirds. I may 

have some information here on that. I'm sure that was after I came back from- 

That was in '42 or '43 that I worked for Allied, because in '41 I went to- We had 

Pearl Harbor. And I had studied radio broadcasting, too. 

Isoardi 

[laughter] When did you do that? That's unbelievable. 

Hurte 

I took a correspondence course from the National Radio Institute back East. 

Isoardi 

You were bored and had a free evening somewhere, so you decided to learn 

how to-? 

Hurte 

[laughter] Well, I think I began to deal less and less with the quartet, the 

Blackbirds quartet. 

Isoardi 

So when did the Blackbirds start fading out, then? 



Hurte 

I decided in 1938 that I would leave the Blackbirds. 

Isoardi 

And had the store been going at this time? Flash? 

Hurte 

I don't think it had been going at that time. In '38, yes, it had. Let me see. When 

did that start? No, it hadn't been going at that time. It was in the forties. It was 

'39 when that started. So I gave up the Blackbirds and started going to school. 

Isoardi 

Full-time? 

Hurte 

Yeah. I studied radio broadcasting. 

Isoardi 

Full-time? 

Hurte 

Not full-time, no. I studied radio broadcasting. 

Isoardi 

In terms of being an announcer, that kind of thing? 

Hurte 

In terms of being an engineer. That's what I really wanted to do. I took a 

correspondence course first and learned quite a bit about it. I learned how to 

make radios, build amplifiers, and that sort of thing. 

Isoardi 

All through a correspondence course? 

Hurte 

Through a correspondence course. And then after that I went to Frank Wiggins 

Trade School for a while. And then I went to National Schools on Figueroa 

[Street] and Santa Barbara Avenue. It was called National Radio and Electronic 

Schools. I went there and studied radio broadcasting. That was '40, '41.Then the 

War Department was looking for people who knew something about radio, and 

I applied, took the test, and passed it. They sent me to Patterson Field in Ohio, 

and I was there for about a year. Then they sent me to the San Bernardino Air 

Depot. That's what it was called then; I don't know what it is now. I was there 

for about a year, and I was a radar mechanic. So out of all of that I learned 

radio pretty well. Then I came back and I said, "Okay, I'm going to get back 

into the Bronze Recording Company." Because I had started it a little bit before 

I left, but I didn't keep it going. I started it up as soon as I left the Blackbirds. 

Isoardi 

But you still owned the name? 

Hurte 



I still had the name because I registered the name. Then I went on to reorganize 

the Bronze Recording Company. And in 1942 and '43, as soon as I got out of 

the War Department, I started making records. 

Isoardi 

So you were working for Allied, then, in the late thirties, early forties? 

Hurte 

I was working for Allied in the early forties, yeah. 

Isoardi 

Okay. And Allied was what? 

Hurte 

What were they? 

Isoardi 

Was it the biggest press? 

Hurte 

It was the biggest record pressing company in L.A., in Hollywood. 

Isoardi 

Was it the only one? 

Hurte 

No, I don't think it was the only one, but it was the biggest one. It could have 

been the only one for a while, because they did these big electrical 

transcriptions for the War Department. They'd make those up. 

Isoardi 

So you picked up, then, the specific know-how at Allied? 

Hurte 

The know-how at Allied. 

Isoardi 

How to mass-produce records. 

Hurte 

How to mass-produce records, how to use the chemicals to make masters and 

mothers and stampers. It was an electroplating process. We would put 

electroplate wax- Later it grew from wax to vinyl, and I learned how to do it. 

Then I worked on the presses and learned how to put the record material in the 

presses and put the labels on there, and the press would stamp out the records 

and all of that sort of thing. So I bought one and went into business for myself. 

That was part of Bronze. 

Isoardi 

Where were you able to buy a press during wartime? 

Hurte 

I bought a press from a fellow who used to work for Allied, too. [laughter] He 

had a press that he was willing to sell. So he came in and helped me install it 

and everything, and I started pressing records. 



Isoardi 

So where was Bronze Recording Company when it began? 

Hurte 

Where was it? It was 623 Vernon Avenue, right off of Avalon Boulevard. 

Because then we were beginning to move further west. In other words, we 

could live as far as Main Street at that time, in the forties. Because it was Loren 

Miller, the attorney, who helped overthrow those restrictive covenants. 

Isoardi 

I think there was also such an influx of people during the war. 

Hurte 

Oh, yeah. It was growing fast, very fast. That's right. 

Isoardi 

This seems like a big change from musical composition in high school to the 

production end of it. Is it the kind of thing where everything about music 

interested you? 

Hurte 

In a way it was, but in a way they were so closely related. Because the first 

people I recorded was the Five Soul Stirrers, the quartet. They would come and 

sing, and I understood their music. If they needed anything added to it I could 

do that, help them with it. I went ahead and recorded because at that time I felt 

that I could be more successful and make more money in the record business. 

Isoardi 

You certainly didn't have to hire an A and R [artist and repertoire] man. 

Hurte 

[laughter] And right now I have copies of some of those records. 

Isoardi 

Those very first ones? 

Hurte 

Some of those very first ones. My biggest recording was "I Wonder" by Cecil 

Gant. 

Isoardi 

That was a monstrous hit. 

Hurte 

It was a monstrous hit. That's the thing that pushed me headlong into the record 

manufacturing business, because the guy walked into my office and he sang- 

Isoardi 

Cecil Gant? 

Hurte 

Cecil Gant. I liked the song, and I recorded it. And the first thing I knew it was 

being played over the radio stations. And it began to grow, and people started 

asking for it. That's when I had to get that record press. 



Isoardi 

Oh, you didn't have a press? 

Hurte 

I didn't have a press at first. I had Allied pressing my records for me; I paid 

them to press my records. Then this thing grew so fast that I- And we had this 

lawsuit with Gilt Edge Records, and they tried to steal it from me. 

Isoardi 

On what basis? The song itself? 

Hurte 

The song itself. We went to court, and I couldn't win over him. He was too big. 

So Gilt Edge decided to start pressing those records, but they couldn't stop 

me from pressing them either, because I'd gotten the copyright. 

Isoardi 

So "I Wonder" was issued by two different labels? 

Hurte 

Two different labels, that's right. And I had to print- 

Isoardi 

[laughter] It was so big it probably- 

Hurte 

My printing press couldn't print over about one thousand a week. So at the end 

of the week I'd have a thousand records, and the dealers would line up at my 

door to buy those. So then I'd have to go back and press another thousand. The 

next week they'd line up at my door to buy those. 

Isoardi 

Extraordinary. What a success. 

Hurte 

All of that has been documented, by the way. There was a guy named [Edward 

F.] Pickering that- [Joseph] Bihari knows him. Pickering wanted to do a little 

story on that, so that's what he did, and I have it right here. 

Isoardi 

That raises a question. The independent label business- Who else was out there 

outside of the- I guess there were four major record companies then. But in 

terms of independents in Southern California, were you the only game in town? 

Hurte 

I was one of the first. Leon René was one of the first. I don't know the dates. 

[tape recorder off] There was the big four or five or more record companies not 

in Los Angeles: Decca [Records], Columbia [Records], Victor [Records], and- 

Isoardi 

Capitol [Records]? 

Hurte 



Capitol and so on. There might have been more than four of the big ones. Then 

the independents came along. I was an independent. Leon René with his label 

was an independent. I believe we were the first two to really come out in Los 

Angeles with independent record companies. [tape recorder off] 

Isoardi 

Okay. So you and the Renés were the only- 

Hurte 

We were the first ones, I believe, to start independent record companies. After 

that they began to come in much more frequently. 

Isoardi 

Yeah. With the Renés, do you know how far-? 

Hurte 

Including Bihari. 

Isoardi 

In our interview with Joe he talks quite a bit about the impact of your operation, 

that Cecil Gant tune. How far back do the Renés go? Do you know when they 

started up? 

Hurte 

It wasn't too far back from the time I started. René went back to working with 

John Levy and a group called the Four Tones, I believe. So it wasn't too far 

back. I'm pretty certain it must have been the early forties, '41, '42. 

Isoardi 

That they started producing their records? 

Hurte 

Yeah. It wasn't too far. We both came in pretty close to the same time. 

Isoardi 

As far as you know, there were no other independents before then in Los 

Angeles? 

Hurte 

Not that I know of. Not that I know of. This fellow with this article researched 

that, and he thinks we were the first. 

Isoardi 

Interesting. Well, this was an article in Goldmine magazine, I guess. 

Hurte 

Yes. 

Isoardi 

May 12, 1995. This was an article simply called "Bronze" by Ed Pickering with 

Jim Dawson. They didn't come up with any predecessors to you guys. 

Hurte 

No, they didn't. 

Isoardi 



So Cecil Gant literally just walked in your front door? 

Hurte 

Just walked in my front door. 

Isoardi 

In uniform? 

Hurte 

Yes. 

Isoardi 

Do you know anything about his background, where he came from? Was he 

from Southern California? 

Hurte 

No, he wasn't. He was in the army at the time. 

Isoardi 

Stationed-? 

Hurte 

Stationed- I don't know. I'd have to look somewhere. [laughter] But he walked 

in. Because, see, I had- My business was available. It had a big sign on it and 

that sort of thing. It was a storefront on Vernon Avenue, a pretty busy street. 

And the newspapers, the Los Angeles Sentinel, had been writing about me. So 

he came on in, sang his song, sang a couple of songs. So I recorded two. He 

came back another day and recorded two more. I was going to put the first one 

out and then later on put the second one out after the first one started doing a 

little something, and they both started selling. Both of them started selling. 

Isoardi 

Really? So it wasn't just "I Wonder"? It was the other disc as well? 

Hurte 

On the other side was a song called "My Last Goodbye." And then a few weeks 

later I put the other one out, "Cecil's Boogie," and something else. 

Isoardi 

[laughter] How did you handle distribution? 

Hurte 

I called myself going to have my "own distribution," but I had made contacts 

with some other distributors. One was in San Diego. He wanted to distribute 

the records. Well, the time came when I couldn't supply him. So he came here 

along with other distributors and record stores and sat at my door until I opened 

up to buy records to take back to San Diego to sell. There were others who 

did the same thing. I couldn't supply them. 

Isoardi 

Nice beginning. 

Hurte 



So I hired two or three people. I hired a pressman to do my pressing and hired 

another fellow to print my labels, because I had a printing press, too. I had to 

get all of that because the record company that I sued told Allied not to press 

any more of my records. 

Isoardi 

Gilt Edge did? 

Hurte 

Gilt Edge did that. So I bought my own press, my own printing press, printed 

my labels. They couldn't stop me from that. [laughter] 

Isoardi 

Who was Gilt Edge that they could do something like that? 

Hurte 

It was a big record company. I guess they were an independent that came on the 

scene. 

Isoardi 

Located-? 

Hurte 

Hollywood, I think. 

Isoardi 

That was a white record company, then? 

Hurte 

Yes, it was a white record company. I hired an attorney and everything, but I 

don't know what happened. It might have been something going on under the 

table. I don't know. 

Isoardi 

Yeah. But they did it. 

Hurte 

They did it.So then I started putting out all kinds of records. I started putting 

out religious records and so on. There are some classical records. I put out two 

up there. 

Isoardi 

On Bronze Records? 

Hurte 

On Bronze, yeah. And that one [pointing]- There are two or three up there that I 

put out.I never did completely leave music. So I stayed with Bronze for a long 

time, and I began to get interested in classical music. So I went to New York. I 

went to New York mostly because I wanted to get to- I really went there to get 

a rest. I had been going, going, going, going, going. 

Isoardi 

When was this? 

Hurte 



That was in 1950. 

Isoardi 

So you're going all out on Bronze Records? 

Hurte 

I'm going all out with Bronze Records in '46, 1947, 1948, and probably 1949. 

Isoardi 

So, I mean, you're doing well, but you're also putting in the time on this? 

Hurte 

Yes, putting in a lot of time. There was an S.H. Kress on Central Avenue right 

near Vernon, and I got acquainted with the manager. He let me put up a 

display, gave me a whole window to display Bronze records. At that time I had 

quite a lot of records. I had the Sally Martin Singers, I had a couple of the 

ministers, big ministers in Los Angeles like Arthur Peters and Earl Pleasant, 

and I had various groups and soloists who were doing very well. A group, say, 

like- I don't think I took it out. [shuffles through papers] No. I don't think I took 

it out. I have some pictures of some of those people. They sold. They started 

selling very well because they couldn't buy them anyplace else. So after that- 

Isoardi 

Actually, let me ask you about the way you ran the- You were the sole 

proprietor of Bronze? 

Hurte 

I was the sole proprietor. I had a secretary. I had a pressman and a printer. 

Isoardi 

And that was it? 

Hurte 

That was it. 

Isoardi 

What kind of relationship did you have with the artists? Did you have a 

standard contract you'd sign with people? Or how did that-? 

Hurte 

Yes, we had contracts. Yes, we had standard contracts. With Cecil Gant I had a 

contract. I also had a copyright, and my copyright was prior to Gilt Edge's 

copyright. That's the reason I figured I could win the case. 

Isoardi 

Right. 

Hurte 

And I don't know what happened. My copyright was in September, his was in 

October, 1944. I have a copy of it. 

Isoardi 

Who wrote the song, I wonder? 

Hurte 



Cecil Gant. 

Isoardi 

He wrote the song as well? Did he have publishing on it? 

Hurte 

I was his publisher. 

Isoardi 

Oh. 

Hurte 

I was his publisher and record company. If a record company takes over a song, 

they can be considered the publisher of it unless the record company assigns a 

publisher. Or a publisher that prints music can assign a record company. So I 

was the publisher. 

Isoardi 

How were your relationships with most of your artists? Were they good? 

Hurte 

Very good. Very good. They would all come back for recording a second 

record or a third record. The Soul Stirrers came back. They recorded three 

records-that's six songs-for me. They'd come back. I have one that I never did 

put out. I guess I could have put it out if I wanted to, but I never did do 

anything with it. I made a master of it. I have the master and everything, but I 

didn't put it out. The same thing applied to Cecil. I had another record of his, 

but I didn't put it out. 

Isoardi 

Where did you get your talent? Did they mostly walk in the front door? 

[laughter] 

Hurte 

Well, all of the people, they knew about it because it was pretty widely 

advertised, the record company. And there was no other record company. 

Isoardi 

Yeah, that's true. Where else would people go? 

Hurte 

They couldn't go to Capitol because they wouldn't take an unknown person. 

They'd take somebody they figured could sell some records in a hurry. My only 

rival was Leon René and his Exclusive Records label. That was the title of his 

label. He did some things with C.L. [Cecil] Burke. C.L. Burke recorded "When 

the Swallows Come Back to Capistrano." 

Isoardi 

Oh, yes. 

Hurte 

But it was Leon René's song. 

Isoardi 



Right. 

Hurte 

René wanted me to arrange it, so I arranged it for C.L. Burke and the vocal 

group, and they recorded it. 

Isoardi 

Oh. [laughter] 

Hurte 

Yeah. At that time I was pretty good at writing and arranging and thinking up 

ideas and all of that sort of thing. I had a girls quartet.And there was a fellow 

named Darryl Calker. He was a teacher of mine, another teacher. 

Isoardi 

Private teacher? 

Hurte 

Private teacher. But he was the music director for Walter Lantz, the cartoon 

producer from Universal [Pictures]. 

Isoardi 

Yeah. 

Hurte 

He taught me how to orchestrate, arrange for orchestra- 

Isoardi 

Jeez. 

Hurte 

And I was able to get some jobs with Keystone Broadcasting Company, also 

known as Davis and Schwegler, a white company that made electrical 

transcriptions that were pressed by Allied when I was there. So I took lessons 

from him, and I got the Blackbirds and some of the- It wasn't the Blackbirds, it 

was another group, a quartet, a ladies quartet. They started recording, and I 

arranged for them. Darryl Calker was the one who got me arranging the songs 

for them.I don't know how I got into that part of it. [laughter] What was I 

saying before then? But anyway, I started recording. It was a pretty successful 

venture, as far as I could take it. 

Isoardi 

It certainly sounds like it. Yeah. 

Hurte 

If I could have taken it further it probably would have been one of the big 

companies. 

Isoardi 

Well, were the four majors noticing you? 

Hurte 

Yeah. That "I Wonder" was what made them notice. So after I lost that case, 

Decca started recording "I Wonder." 



Isoardi 

The same recording? 

Hurte 

No. With Peggy Lee. 

Isoardi 

Ah. 

Hurte 

They recorded it with Peggy Lee. I couldn't control anything then, because 

what they did- I know what they did after I lost the case; they started 

recopyrighting with new material. The copyright office permits you to record a 

song again if the material is different. So they put guitar chords to it and called 

that new material, and Decca put it out. It sold a million copies. And I think I 

would have sold a million with Cecil Gant if I had been able to do so. 

Isoardi 

Yeah. 

Hurte 

See, I was poor. I didn't have any money. 

Isoardi 

Only one press. [laughter] 

Hurte 

Yeah, that's right. 

Isoardi 

Gee. Any other artists that you might want to mention who passed through 

Bronze? 

Hurte 

I have a list of them, but I'm trying to think. The Southern Gospel Singers was 

a quartet. Let me see. I guess I didn't get those photographs out of them. I 

started writing a list of all of the people who recorded for Bronze. Here's part of 

that list. You can't read this, but I have it typewritten somewhere. I started out 

with numbers B1, B2, B3, B4; those were the names. Gladys Bentley was a 

blues singer, and a risqué singer. I recorded her on B1, B2, B3, B4, then I 

decided I didn't want to get into the risqué part of it. [laughter]Number 101, the 

Five Soul Stirrers; 102, the Five Soul Stirrers; 103 and 104, the Five Soul 

Stirrers. Then I did Arthur Peters, 105, 106; 107 was "He Knows How Much 

You Can Bear" and "Steal Away" by the Three Gospel Tones; 108 was the 

Sally Martin Singers; 109 was an experiment; 110 was the Southern Gospel 

Singers. And there are some I can't find. Then I got up to 117-that was "I 

Wonder." I had done quite a bit before I got to "I Wonder." 

Isoardi 

Yeah. 

Hurte 



And then "It's All Over Now." That was another one by Cecil Gant. 
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Isoardi 

You'd been doing quite a bit of gospel, then, with Bronze [Recording 

Company] in the late forties. 

Hurte 

Yes. 

Isoardi 

During this period, did you do much classical at all? Or was it pretty much 

gospel and some popular? 

Hurte 

It was gospel and some popular and classical now. I wasn't doing a whole lot of 

classical, but I had a lot of classical that I could do on tapes that were recorded. 

Isoardi 

Right. 

Hurte 

I'd have to work that out with the union [American Federation of Musicians] 

before I could go any further than I'd gone already. 

Isoardi 

Yeah. Okay. So up until about 1950, then, you're pretty intensely involved in 

Bronze records. 

Hurte 

Yes. 

Isoardi 

And then you left Los Angeles. 

Hurte 

I went to New York in 1950. 

Isoardi 

Okay. And you were in New York for a few years? 

Hurte 

Yes, eight. 

Isoardi 

Well, let me ask you, during this period, then, what happened to Central 

Avenue, from the early forties up to 1950? 

Hurte 

[laughter] Central Avenue continued to grow. It was growing immensely, but 

some of the bigger stores were beginning to move further west. For example, 

Golden State [Mutual] Life Insurance Company, they had their office on 

Central Avenue. They built this brand-new building on Adams [Boulevard] and 



Western [Avenue]. Angelus Funeral Home, you know where they are. They 

built that brand-new building over there [on Crenshaw Boulevard]. Little by 

little it began to move further west. And at the same time, coming from the 

east, the Spanish, the Mexicans, the Latinos, and so on were taking the places 

where the blacks used to be. Now over there where I used to live on Hooper 

Avenue I would say that they are 99 percent Latino now. So this was what was 

happening. 

Isoardi 

A real population shift. 

Hurte 

A population shift. Then Vermont [Avenue] and Western was almost like 

Harlem. [laughter] That's what began to happen little by little. And now 

Crenshaw. Look at Crenshaw over in this area. 

Isoardi 

Yeah. I know that scene around Degnan Boulevard. That is really something 

down there. 

Hurte 

That's right. So that's what's happening. And that's what happened to Central 

Avenue. There was a population shift. Even though there are quite a few still 

over there, because of the gangs and that sort of thing, a lot of the people are 

trying to get away from it. So that's what's happened to Central Avenue. 

Isoardi 

Would you say that the striking down of the restrictive housing covenants is 

what changed things? Or were there other things that went into it? 

Hurte 

That helped the move west, yes. But really what happened was as fast as people 

began to move west more began to come into Central Avenue. Blacks were 

coming in from all over the United States, moving to Los Angeles, quite a few 

of them, anyway. 

Isoardi 

Certainly. 

Hurte 

And let's say where there were fifty thousand blacks at one time- There are 

probably still fifty thousand over there, but then there's fifty thousand or a 

hundred thousand over this way now. So that's what happened. Central Avenue 

will never be the same. Now it's going to turn into a Latino community, 

because when I go over there I notice a lot of stores are Latino. The theaters are 

changing, the eating places are changing. And of course, they're also-which is 

nice, I guess-coming downtown on Broadway. They're establishing their stores 

and businesses there. So they're growing. And I guess we're growing. I don't 

know what will happen.Now, when I moved to Inglewood about six or seven 



years ago- I knew about Inglewood when it was almost all white. Now at least 

50 percent are minorities. So it's just the population shift. It's just a change. I 

don't exactly know all the reasons why, but I guess people, as they become 

more affluent, they begin to look for better places, better housing. Because the 

houses over there- They're not so good over there in the Central Avenue area. 

Isoardi 

Yeah. Certainly much older. 

Hurte 

They're much older. Very few being built over there. So as we become more 

affluent we look for better places. We look for a nice house. Get a better job 

and everything, we want to go over there. And then, too, we want to raise our 

children in a little better neighborhood than the one that we left. 

Isoardi 

Yeah. 

Hurte 

So that's what happens. 

Isoardi 

Any observations on police-community relations back then? 

Hurte 

Back then? It was pretty difficult back then, because, in the first place, there 

were no blacks on the police force in those days. They were just beginning, let 

me put it that way. I'm trying to think of someone whom I knew who finally got 

on the police force. You see, the police- 

Isoardi 

Well, wasn't Tom [Thomas] Bradley-? 

Hurte 

It could have been. It could have been someone like that, yes. The police 

department and the fire department were not hiring blacks when I first moved 

to Los Angeles. And it was later that the fire department began to, with a few 

little battles, with a little push from people like the Urban League and the 

NAACP [National Association for the Advancement of Colored People] and so 

on. So then they began to hire blacks. And police relations began to improve, I 

think, with that happening. But it's hard to say just what's happening 

now.Prejudices to me, in my mind, haven't really come out of the closet, for 

want of a better term. They're still inside, deep within a lot of people, black and 

white and Latinos, too. The more we become a little more affluent and make a 

little more money and there are jobs available to us, those prejudices begin to 

subside a little bit, but not necessarily enough to help race relations on a large 

scale. 

Isoardi 



Certainly, I guess, in about the last fifteen, twenty years, when the American 

economy has been on a downturn, so much has come back that people had 

assumed had been dealt with. But as you say, it was there just a little below the 

surface during good times. 

Hurte 

That's right. Just like affirmative action. I don't know what's going to happen 

there. 

Isoardi 

Yeah. It's scary now. 

Hurte 

It's sort of scary now. And blacks will always feel that it's needed, and I guess a 

lot of the whites feel that it's not needed. Now, if we're trying to become more 

equal and that sort of thing- But I think the problem is the blacks just don't trust 

the whites to the fact that if we let go of affirmative action completely most of 

us think we're still going to have trouble getting good jobs. 

Isoardi 

Yes. Well, past experience would seem to bear that out. 

Hurte 

Yeah, right. So anyway, I guess that's off the subject, but there it is. [laughter] 

Isoardi 

Well, as a way of sort of looking at the end of Central in the late forties, early 

fifties- I guess by the time you left, then, which was 1950, it looked different 

from the way it did in 1942 and 1938. 

Hurte 

Yeah. It was beginning to change. It was beginning to look different. Yeah, 

that's right. 

Isoardi 

What happened to you in 1950 that made you change, want to close up shop 

and leave? 

Hurte 

Well, the main reason that I left was because I was beginning to feel some 

physical problems. I felt I needed a rest. 

Isoardi 

How much time had you been putting into the business day by day? 

Hurte 

An awful lot. Sometimes at night, early in the morning sometimes. It consisted 

of a lot of going. I did have a secretary, but there was a lot of writing. I had 

studied journalism in school, so I knew how to write for the press. I was writing 

news releases. I was trying to do everything for the record company.And I had 

done a lot of traveling with [the Four] Blackbirds. We had done a lot of 

traveling. We went up to Canada. We had gone to Seattle, Washington. We did 



a lot of what I call gigs that were outside of the urban area, and it called for a 

lot of traveling. I took it very seriously, because I was also writing and 

arranging the music.And I decided I would get out of the Blackbirds and go 

into radio broadcasting, because I had studied that, too. I figured that it might 

be a better kind of job for me. So I got into radio. That's when I went to 

Patterson Field in Ohio for the War Department. [When I] came back I did not 

want to go back into quartets and that kind of thing. I went back to the Bronze 

Recording Company, and then I wanted to go to New York. I wanted to see 

it.One reason I wanted to go is because I was getting interested in music again. 

I hadn't really lost any interest in it. But I went to New York and ended up at 

the Juilliard School of music. 

Isoardi 

As a student? 

Hurte 

As a student. 

Isoardi 

How did that come about? 

Hurte 

I was thirty-five years old. I went there, and I heard something. I went to 

Carnegie Hall and I heard the symphony orchestra. Now, I hadn't heard much 

of symphony orchestras here in Los Angeles. I don't think I even went to any 

concerts. I'd never seen a symphony orchestra until one time with the 

Blackbirds. We sang at KHJ, and Raymond Paige's orchestra was there, which 

was really a symphony orchestra. And that affected me, sitting in there with all 

of that sound of music from a symphony orchestra. [We were] close to them, 

not out in an audience in an auditorium. 

Isoardi 

Yeah. 

Hurte 

We were singing on the program, so they sat us up there with the orchestra. I 

heard that sound, and I guess it probably brought tears to my eyes, because it 

reminded me of my first love.I decided I wanted to go to New York because I 

thought maybe I needed some more study and there were some things I could 

do. I went to the National Orchestral Association, which was a conductor-

training organization, and I studied for four years with them. I was only one 

year at Juilliard, by the way, so I didn't get a degree there. 

Isoardi 

Did you go to Juilliard or to this other program first? 

Hurte 

I think I went to the National Orchestral Association first. 

Isoardi 



Okay. 

Hurte 

It was a training organization that had a symphony orchestra three times a 

week. They taught me how to conduct. Then I went to Juilliard and I learned 

some more how to conduct. And then I came back- Let me see. Am I right 

now? I'm trying to think when I went to Tanglewood [Berkshire Music Center]. 

Yeah. I came back- Well, let me stay there in New York for a minute. 

Isoardi 

Yeah. 

Hurte 

I had a chance to get into Juilliard. I don't know how it happened. 

Isoardi 

Well, could it have been because of your participation in this other program? 

Hurte 

Yeah, I think it was because of that. And I studied with a guy who really knew 

his business [Darryl Calker]. He taught me conducting, and so did Leon Barzin 

at the National Orchestral Association. He was a French conductor. They gave 

me the practical experience. I didn't get the practical experience-I got more of 

the theory of it-at Juilliard. I got the practical experience there, because for four 

years, three times a week, I had to get up in front of an orchestra and conduct. 

And I know the first time I did it it was rough. My knees were shaking. 

[laughter] One hundred and five musicians. 

Isoardi 

Really? 

Hurte 

One hundred and five of them. And I just knew that they knew more than I 

would ever learn about conducting. I got up there and I conducted them, and 

the thing that inspired me was they said, "I wouldn't want to conduct. I'd rather 

just play. I don't want to be a conductor at all. That's too much." So it made me 

appreciate the job, but it made them appreciate me. And they were able to do 

everything I said because they felt that I knew everything to know about 

conducting. I could tell them what to do.And my teacher told us, "Always when 

you're rehearsing an orchestra stop the orchestra and tell them what you want, 

how you want it done, and then go back and do it again. If they don't do it, you 

let them know what you want." I started doing that, and the orchestra thinks 

that you know what you're doing. You see? [laughter] Well, you really do. 

You've studied the stuff, so you know what it's all about. 

Isoardi 

Hopefully, sure. 

Hurte 



So my teacher would say- We had about eight conducting students. He'd say, "I 

want two of you to conduct for me Monday, when we come back, one 

movement of the Beethoven Symphony no. 4, 5," whatever. And we'd say, 

"Okay." But then we'd realize that he didn't tell us which movement. So we had 

to learn the whole thing. Then he'd get up and say, "All right, you do the second 

movement, Hurte, and so-and-so, you do the third movement." So we had to 

learn the whole thing. 

Isoardi 

Gee. 

Hurte 

So it was excellent training. 

Isoardi 

Now, you did this first, before you went to Juilliard? 

Hurte 

I did it about midway. I went to Juilliard while I was still at the National 

Orchestral Association. 

Isoardi 

Okay. Why only a year at Juilliard? 

Hurte 

I don't know. I don't know why only a year at Juilliard. I wanted to come back 

to Los Angeles, for one thing, and I was having problems trying to find work in 

New York. I worked for one of the big advertising companies, but I was a 

messenger. I worked at Harlem Hospital as an attendant. It was pretty difficult 

to find jobs there, so I decided I'd come on back to L.A., because I figured that 

I could- And the competition was stiff in New York. I tried organizing a 

symphony orchestra there. We gave a concert, and it was very nice, very 

successful, but the competition was so stiff. And I decided then that I wanted to 

be a conductor. So I came back to Los Angeles because the competition wasn't 

as stiff. I knew a lot of people, and I thought I could get a better job in L.A. 

And that's the way it worked out. 

Isoardi 

Yeah. Now, how did you get into Juilliard? I mean, you were older than the 

typical Juilliard student. 

Hurte 

Juilliard takes older students, takes adults, too. Usually you have to pass a test, 

and I guess my test was there at the National Orchestral Association. 

Isoardi 

Oh, right. 

Hurte 



So I got in, no trouble. I'm curious myself, but I was able to get in. And if I had 

stayed there, naturally I would have stayed and gotten a degree and all that sort 

of thing. 

Isoardi 

Yeah. Did you think your experience was good at Juilliard? 

Hurte 

It was very good. It was excellent at Juilliard. We had a teacher there who 

played the piano, and he could play from an orchestra score. Whatever that 

orchestra score might have been, he could play from it. 

Isoardi 

Oh, gee. 

Hurte 

Let me see if I can find one little thing right here right quick. [shuffles through 

papers] No, they're probably all downstairs. [produces a score] Well, anyway, 

this is one, but it's a popular song. This is a score and the parts to that song "My 

Way." 

Isoardi 

Oh, right. Frank Sinatra. [tape recorder off] 

Hurte 

Now, these are all the parts. 

Isoardi 

For "My Way," okay. 

Hurte 

This is the score, but this is a very thin score. This is what I had to learn: how 

to read the score, the flutes, oboes, clarinets, bassoons, drums, violins, and so 

on. That I had to learn. I had to memorize all that stuff. 

Isoardi 

Sure. 

Hurte 

We had a guy who could look at this and play the whole thing. 

Isoardi 

On piano? 

Hurte 

Play each instrument's part on piano. 

Isoardi 

Extraordinary. 

Hurte 

And he would say, "Okay, I want you to conduct it, Leroy. I'm going to play 

it." And if I make a mistake- If I go too slow, he'll go too slow. If I go fast, he'll 

go fast. He would play exactly the way you conducted it, and you could tell 

what you were doing wrong. 



Isoardi 

Very graphically. [laughter] 

Hurte 

And when you get through he'll let you know that you did this this way and it 

should have been that way and on and on and on. That was excellent training. 

Isoardi 

Really. 

Hurte 

So when I came back to L.A. that was the first thing I did-well, almost the first 

thing I did. 

Isoardi 

During your New York years, let me ask you, at one point you did manage to 

organize a concert? 

Hurte 

Yes. 

Isoardi 

To put an orchestra together? 

Hurte 

We gave a concert, and it went very well. 

Isoardi 

Where did you give a concert? 

Hurte 

I think it was at the YMCA [Young Men's Christian Association]. 

Isoardi 

On the Upper West Side? 

Hurte 

Yeah. I think it was at the YMCA. Yeah. I'm almost sure of that. It was pretty 

nice. The thing about it was trying to get enough people together to present a 

concert. But it was very nice.So I guess those were the important things about 

New York. I went to Carnegie Hall a few times. I attended a lot of concerts, 

because I wanted to see what other conductors did and how they did it and so 

on. My favorite was Leopold Stokowski. 

Isoardi 

Was he? Was he conducting the Philadelphia Orchestra then? 

Hurte 

Yes, he was conducting Philadelphia. But then, when I went to the Tanglewood 

workshop-that was another place I went furthering my conducting studies-

Leonard Bernstein was there. 

Isoardi 

He was running the workshop at Tanglewood? 

Hurte 



He was running the workshop. It was previously run by [Serge] Koussevitzky, 

and when Koussevitzky died someone else took his place, and Leonard 

Bernstein ended up being there in charge of it. 

Isoardi 

This was the early fifties, right? 

Hurte 

Yeah, I guess so. Let me find out something here. Yeah, the early fifties. 

Isoardi 

Okay. Bernstein wasn't conducting the New York Philharmonic then? 

Hurte 

He wasn't conducting it then, no. 
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Isoardi 

Leroy, before we continue with your return to Los Angeles from New York, let 

me follow up our discussion from yesterday with some fill-in questions. First 

off, you mentioned that when the [Four] Blackbirds started, aside from singing, 

you played guitar in the group as well. You said you hadn't spent much time in 

instrumental music when you were at Jefferson [High School]. At what point 

did you start playing guitar? Were you playing other instruments by this time? 

Hurte 

I was playing guitar at Jefferson, and I had also had piano lessons. And later I 

took clarinet lessons. 

Isoardi 

How much later? 

Hurte 

Let me see. Oh, let me say maybe about a couple of years later. 

Isoardi 

After high school? 

Hurte 

Yes, after high school. 

Isoardi 

But in high school you were playing the guitar and you were playing the piano? 

Hurte 

Yes. 

Isoardi 

Were you studying those privately? Or were you doing those in-? 

Hurte 

I was studying them privately. 

Isoardi 



Both of them. Who were you studying with? 

Hurte 

I was studying piano with- I started with Mrs. Ella van Vactor when we were 

living on Hooper Avenue. This was around the junior high school time, '28 or 

something like that. 

Isoardi 

Oh. So you did start early? 

Hurte 

I started piano pretty early. Then after high school I had a few lessons with 

William T. Wilkins-not a whole lot. 

Isoardi 

Samuel Browne's old teacher. 

Hurte 

Yes, that's right. And it was perhaps during that time, maybe after that time, 

that I started with Darryl Calker. I wasn't necessarily learning to play 

instruments but how to write for instruments. In other words, I was learning 

their ranges, their fingerings, their sound, and that sort of thing. 

Isoardi 

All of that toward composition and arranging? 

Hurte 

Yes. 

Isoardi 

At some later point did you go into other instruments? You said you studied 

clarinet shortly after high school. 

Hurte 

Well, I knew enough about some of the instruments. For example, when I was 

at L.A. [Los Angeles] City College I played just sort of pinch hitting in the 

college orchestra. I was playing percussion instruments: timpani, bells, and that 

sort of thing. And I had a few trombone lessons. Actually, what I caught myself 

doing was taking enough lessons to know each section of the orchestra, like the 

brass section. I learned the fingering of the brass instruments and their ranges. 

The woodwind section-that's clarinet, flute, bassoon, and so on-I learned their 

ranges. And then the string section, I had a few lessons-maybe a half a dozen at 

the most-on the violin. But I understood their ranges. For example, the lowest 

note on the violin is the G, and if you want to write a string instrument lower 

than G, you'll go to the viola, see. 

Isoardi 

Important to know. 

Hurte 

Yeah. And if you go lower than the range of the viola, you go to the cello. So 

you can write for a string quartet just like that: violin, viola, cello, and bass. So 



my job was to learn all of the instruments-not necessarily how to play them, but 

enough to be able to write for them and arrange for them and even teach. Just 

like we noticed the violin has extra sounds, like pizzicato when you pluck it, 

and it has the tremolo when you give it that fast bow stroke, and things like 

that, those are some of the things that I learned. 

Isoardi 

So really it was trying to expand your composer's and arranger's palette. 

Hurte 

Yes. 

Isoardi 

Knowing what the limits are and what the possibilities are then. 

Hurte 

Yes, that's right. 

Isoardi 

You mentioned L.A. City College. Now, you didn't mention that- 

Hurte 

We hadn't gotten to that, I don't think. [laughter] 

Isoardi 

Oh, that comes up much, much later when you come back from New York? 

Hurte 

That comes up when I come back from New York. 

Isoardi 

Oh, I see. [laughter] Okay. Extraordinary. Let's see. With Professor Wilkins, 

was he primarily a classical teacher? Or was it at that stage that you were 

simply learning piano and technique and it didn't really matter what form of 

music you were going into? 

Hurte 

That's true, even though his approach was the classical approach more or less. 

After you learn it you can go into jazz or gospel or whatever you want to go 

into, but you learn the basics at first. And if you want to continue as a pianist, 

why, you go into additional piano classes. 

Isoardi 

How long were you with him? 

Hurte 

Not too long. I'd say about a year. 

Isoardi 

I also wanted to ask you- We've talked about Samuel Browne's coming to 

Jefferson High School your senior year there. 

Hurte 

Yes. 

Isoardi 



Were there other black teachers at Jefferson? 

Hurte 

There were no others. Not that I can recall. 

Isoardi 

In any subject matter, any department? 

Hurte 

Not that I can recall, no. At least I didn't have any of the black teachers. 

Isoardi 

And you didn't know of any others? 

Hurte 

I didn't know of any there. 

Isoardi 

So he was the first? 

Hurte 

He was the first. 

Isoardi 

Another question about Jeff[erson High School]. We've talked about your 

studies there and your performing there and Samuel Browne and some of the 

teachers. What about some of the other students there? Did you make any 

musical friendships? 

Hurte 

I made some musical friendships. I made a friendship with a fellow named 

Austin McCoy. 

Isoardi 

Who was he? 

Hurte 

He was a player in the orchestra or band. He also taught music, and he was 

quite an arranger. He did quite a bit of orchestration. He could write 

orchestrations and that sort of thing. It was around that time that I composed a 

couple of songs. I went to him, and I could sing the songs to him, and he could 

write them down in the proper order. Of course, later I learned to do that 

anyway myself. 

Isoardi 

But he was a classmate of yours? 

Hurte 

He was a classmate of mine. 

Isoardi 

The same year as you? 

Hurte 

Same year. Austin McCoy. 

Isoardi 



So you guys were already writing for the Jefferson band? 

Hurte 

He was. I wasn't writing for the band, no. 

Isoardi 

You were just testing the waters for yourself? 

Hurte 

Yes. 

Isoardi 

Well, he must have been pretty talented. At his age he was arranging? 

Hurte 

Yes. He's very good, too. 

Isoardi 

What happened to Austin McCoy after Jeff? 

Hurte 

He opened a recording studio in his garage, the back of his home, and I believe 

he did quite a bit of work for some of the bands. But after that I lost track of 

him. 

Isoardi 

Interesting. Where did he live? 

Hurte 

Out near Watts. 

Isoardi 

Oh, but he went to Jeff? 

Hurte 

Out in that area, either Compton or Watts or something, but he went to 

Jefferson High School. 

Isoardi 

Interesting. So as far as you know, then, he did some work for the big bands, 

the local big bands? 

Hurte 

Yes, he did. I don't know which ones, but he did. I know that certain people 

would know him. I know Buddy Collette would know him and some of the 

others would remember him. 

Isoardi 

Okay. Any other musical friendships that stand out? 

Hurte 

Not to any great extent. You see, Jefferson High School, being located where it 

was and the social conditions being what they were- Dr. Ralph [J.] Bunche was 

a graduate of Jefferson High School. He was the United Nations- 

Isoardi 

He was the U.S. delegate to the U.N. 



Hurte 

Yes, that's right. Ralph Bunche. 

Isoardi 

When I was a graduate student at UCLA-when I was teaching there-my offices 

were in Bunche Hall. 

Hurte 

Oh, really? [laughter] 

Isoardi 

Which is named after Ralph Bunche, who was a famous UCLA graduate, also. 

Hurte 

Yeah. Woodrow Strode, the famous football player and actor- He died just 

recently, a year or two ago, a couple of years ago, I guess. They called him 

Woody Strode. He was quite a football player. He graduated from Jefferson 

High School. 

Isoardi 

Oh, while you were there? 

Hurte 

Maybe the year before me. 

Isoardi 

And Ralph Bunche? 

Hurte 

Ralph Bunche was there before I was. 

Isoardi 

How much earlier? 

Hurte 

Maybe two or three years at the most. 

Isoardi 

Do you remember him? 

Hurte 

No. I don't remember having seen him there, but I do know that he was a 

graduate of it. 

Isoardi 

Extraordinary. Do you know where his family lived? 

Hurte 

No, I don't. 

Isoardi 

Another name. Jefferson's list of graduates is truly extraordinary. 

Hurte 

It is very much so. That's right. 

Isoardi 



Yesterday when we were talking you also mentioned a group, Walter Williams 

and the Harlem Dukes. 

Hurte 

The Harlem Dukes. That was a band. 

Isoardi 

Was it a local band? 

Hurte 

It was a local band, and they performed there. I'm almost sure that he was a 

graduate of one of the high schools in the area. I don't know which one. He 

organized the band called the Harlem Dukes, and they performed at the Club 

Alabam. 

Isoardi 

So they were a big band, a swing band? 

Hurte 

Yeah, yeah. It was about, oh, I don't know, a dozen at least. 

Isoardi 

And he was much older than you? 

Hurte 

I think he was older than I, yes. I don't know how much older, but I'm sure he 

was older than I was. 

Isoardi 

Anyone else you remember from that band? 

Hurte 

I didn't know the members in the band, no. I don't recall too much as far as the 

band players were concerned. I remember Gerald Wiggins and- 

Isoardi 

Gerry Wiggins was in the band? 

Hurte 

I don't think he was in that band, but I remember him because he performed 

some music that I had arranged. He got up a group that performed some music 

that I'd done. 

Isoardi 

Had you known Gerry Wiggins much before that? 

Hurte 

I had only known him by reputation. I had gotten the chance to meet him, of 

course, and I knew him only well enough to ask him if he would play for the 

group that I was connected with at the time. 

Isoardi 

We interviewed Gerry earlier. 

Hurte 

You did? 



Isoardi 

Yes. Charming. He's a wonderful man. 

Hurte 

Oh, yes. Yes. 

Isoardi 

He's playing great as ever. 

Hurte 

Oh, yes. Yes. 

Isoardi 

Still recording. 

Hurte 

Yes, he is. 

Isoardi 

He told me that when he was a kid in New York he wanted to play classical and 

he realized, though, that being black he wouldn't have the chance. 

Hurte 

Yes, that's the way it was. That is true. And it's for that same reason that I was 

concerned about whether I could make it in classical music as a conductor. Of 

course, we get into that after the New York days. [laughter] 

Isoardi 

Yes, we will. We'll get into that very carefully. Okay. Another thing I wanted 

to ask you about-I don't know if you have much knowledge of this-we've talked 

certainly a lot about music and Central Avenue and Jeff. Can you talk at all 

about what musical life was like in Watts? Was there anything going on there? 

Hurte 

There was very little going on there in Watts as such. I think Dootsie Williams 

might have had a studio either in Watts or Compton, I'm not sure which it was. 

You've heard of Dootsie Williams? 

Isoardi 

Certainly. He had a Dootone [Records] label at one point. 

Hurte 

Yes, that's right. 

Isoardi 

I think "Earth Angel" was probably his biggest record. 

Hurte 

Yes, yes. And most of his jobs were in Los Angeles. There wasn't much in 

Watts. I think there was a club. Someone started a club, sort of a nightclub, in 

that area, but that was about all. I can't think of too much that was really 

happening in Watts. 

Isoardi 



When you refer to Dootsie Williams's recording studio, was this for his own 

label down there? 

Hurte 

Yeah. It was his studio. And he taught there and arranged his music there and 

so on. It was his studio and office and so on. I can't think of too much 

happening in Watts. I wasn't too familiar with Watts. I'd heard about it and so 

on, but I had very little reason to even go out there. 

Isoardi 

Yeah. 

Hurte 

There is one thing that happened in Watts that we can get to. I did help 

organize the Watts Symphony [Orchestra]. 

Isoardi 

Oh, definitely. This is prime material today, yes, most definitely. 

Hurte 

[laughter] Okay. 

Isoardi 

And in great detail. What was the importance or how significant was, first off, 

classical music in the South Central community then? 

Hurte 

It was very, very scarce for one thing. The only time that most of the members 

of that community would go to hear an artist sing classical music would be if 

that artist was black. For example, let's take Marian Anderson. Whenever she 

would perform at the [Los Angeles] Philharmonic [Auditorium] there were 

quite a few blacks there. But if it was just a concert, period, with no blacks, 

very, very few would be there. 

Isoardi 

And this was at the Shrine [Auditorium]? 

Hurte 

This was at the Philharmonic Auditorium. 

Isoardi 

Philharmonic Auditorium. 

Hurte 

Yes. These were the days before the Music Center [of Los Angeles County]. 

Isoardi 

That's right. 

Hurte 

There were people who encouraged it-of course, the music teachers, John [A.] 

Gray and Wilkins, and even the National Association of Negro Musicians 

encouraged classical music and going to classical music. Most of the classical 

concerts were given at churches. And just about all of them, 99.5 percent of 



them, were vocal, like a soloist or something like that. Sometimes they would 

experiment with a few operatic arias and that sort of thing. But all of that was 

usually done at the churches. 

Isoardi 

So instrumental programs were few and far between? 

Hurte 

Very few classicla, yes. 

Isoardi 

Were there any kind of-? Well, I guess there obviously weren't many 

performance ensembles, then. 

Hurte 

There weren't. 

Isoardi 

You wouldn't hear a string quartet somewhere? 

Hurte 

No. No, you wouldn't. I know we organized- I was with a group called the 

Euterpeans, and it was more of a classical-oriented group. They asked me to 

organize a string orchestra. I organized a string orchestra for them. 

Isoardi 

They were a vocal group? 

Hurte 

No, this was instrumental, being an orchestra, of course. They performed at one 

of the theaters downtown like the Mayan [Theatre], but it wasn't the Mayan. It 

might have been- What's that other theater close by there? It will come to me. 

But anyway, we gave a concert at that auditorium. It was one of the first 

classical concerts, anyway, that I can recall being given. 

Isoardi 

Was this an all-black orchestra? 

Hurte 

It was an all-black orchestra. It was only about- 

Isoardi 

What year was this? 

Hurte 

It was- Maybe I can look that up and give you some idea. 

Isoardi 

Well, roughly? 

Hurte 

Let me just check. Let's see. I thought I might have had a notice on that. I 

believe it was in the fifties. I'm almost sure it was in the fifties. 

Isoardi 

How big was this orchestra? 



Hurte 

It wasn't very big. It was about eighteen to twenty people. It was mostly a string 

orchestra, mostly strings. We did the Tchaikovsky "Andante Cantabile." [sings 

part of melody] That song. You might have- 

Isoardi 

I haven't heard it in years. 

Hurte 

[laughter] So that was one of the things that we performed. And we had soloists 

singing classical music and so on. 

Isoardi 

Was this the beginning of something? Or was it just the one concert? 

Hurte 

It was the beginning of my career, really, as a conductor. 

Isoardi 

This was after you'd come back from New York? 

Hurte 

This was after I'd come back from New York, but, you see, I hadn't organized 

anything. I believe it was after. It could have been before. I'm going to have to 

check that out for you and let you know exactly. 

Isoardi 

So during the earlier years, then, if you're a person such as yourself interested 

in classical music, there's not much in the way of performance that you're going 

to hear around you. 

Hurte 

That's right. 

Isoardi 

Certainly not instrumentally, but you rely on performances in church of 

European classical vocal music. 

Hurte 

Yes, that's right. That's right. And that was around the time I first heard of 

William Grant Still. I believe it was 1935 when he first performed at the 

Hollywood Bowl. He was the first black man to conduct at the Hollywood 

Bowl. 

Isoardi 

Did you go see him? 

Hurte 

I didn't go see him. 

Isoardi 

Had you been familiar with him before? 

Hurte 



No, I had just heard of him. I didn't become familiar with him until I organized 

the Angel City Symphony. And then I met him and went to his home a few 

times, and we would talk about his music and so on. 

Isoardi 

Where was he living? 

Hurte 

On Victoria, I believe it was, Victoria Street near Pico [Boulevard], in that area 

between Olympic [Boulevard] and Pico, in that area. I have a lot of 

documentation, all kinds of it, that I could show you. 

Isoardi 

On him? 

Hurte 

Even on him, yes. I have a photograph of him and his wife [Verna Arvey Still] 

attending one of my concerts. 

Isoardi 

Really? 

Hurte 

I don't think I have it here it this bunch. No. But it's in a drawer in that closet. 

Isoardi 

Oh, wonderful. Has anyone written a biography of his life, studied his work? 

Hurte 

Yes, there have been two or three books written on him. I have a pamphlet on 

him, on his life. And I have other information that his daughter [Judith Anne 

Still] has sent me recently. For example, I have some music scores. I have 

his Afro-American Symphony, the score to it, up there in that closet there. 

Isoardi 

Wonderful. 

Hurte 

And my orchestra, both the Angel City [Symphony Orchestra] and the 

Inglewood Philharmonic [Orchestra], performed at least half a dozen of his 

works. 

Isoardi 

Outstanding. If the European classical tradition, outside of vocal performance, 

was pretty rare, certainly the other vocal tradition, the tradition of gospel in the 

churches, was prominent? 

Hurte 

That was very prominent, yes. In fact, that was the main type of music, other 

than hymns, in the black churches. And a lot of the people from the South and 

from back East and the Midwest, they would come out here and tour. I believe 

the Sally Martin Singers were from Chicago, and they came out here and 



performed. The biggest publishing company of black music was Kenneth 

Morris, and another one was Roberto Martin. 

Isoardi 

Were those based in L.A.? 

Hurte 

They were in Chicago. 

Isoardi 

Both of them? 

Hurte 

Both of them. But the people who came out here sang a lot of their music, and 

that really helped gospel get on its feet here, the fact that there were a lot of 

composers composing it. 

Isoardi 

Was it an important influence on you and your work? 

Hurte 

Yes, it was, because I was involved with the church, and I had started directing 

church choirs. 

Isoardi 

At what age? 

Hurte 

I started in Jefferson High School singing with the Zion Hill Baptist Church 

Youth Choir. After Jefferson High School I was attending the Saint Paul 

Baptist Church, and I was interested in their choir. In fact, I even recorded one 

of their songs on the Flash [Records] label. That was when I had the Flash 

Record Store. I recorded one of their songs on the Flash label. After that I 

started being asked if I would direct, so I started directing some of the church 

choir. So that was in the late thirties, early forties that I started directing church 

choirs. 

Isoardi 

Gee, let me ask you a bit about Flash. I know you and your partner [Patrick 

Reynolds] had the record store, right? But you were also producing records? 

Hurte 

We tried producing some, yes. 

Isoardi 

Under your own label? 

Hurte 

Under the Flash label. I have one record in there now under the Flash label, and 

that was that Saint Paul Baptist Church group. 

Isoardi 

How many records did you produce? 

Hurte 



We didn't put out many, probably about three or four at the most. But then, 

after I left Flash and they went on their own and started organizing more stores, 

they started producing more records themselves. 

Isoardi 

So Flash Records precedes Bronze [Recording Company]? 

Hurte 

Yes, it precedes Bronze. 

Isoardi 

And you produced about three or four gospel-? 

Hurte 

Yeah. We did about three or four, not necessarily gospel. I think we tried to do 

one blues. There was some fellow who walked into our studio there at Flash, 

and he was a singer. We were going to do some blues. At that time I think that 

T-Bone Walker was one of the famous blues singers. 

Isoardi 

So this was about '39, maybe? 

Hurte 

Yeah, I'd say about '38 or '39. 

Isoardi 

Were the Renés [Leon René and Otis René] in business then? Were Excelsior 

[Records] and Exclusive [Records] around? 

Hurte 

I don't think so. I'm not sure about the Renés. 

Isoardi 

Maybe Flash was the very first? 

Hurte 

Flash was the first. I'm quite sure of that, yes. Flash was the first, yeah. Flash 

was in the early thirties. 

Isoardi 

Early thirties? 

Hurte 

Yeah, in the early thirties. 

Isoardi 

You mean later thirties? 

Hurte 

Well, let's look at it this way. I graduated from McKinley Junior High School 

in 1930, and Flash organized their store about a block from McKinley, on 

Vernon Avenue half a block from McKinley. So it had to be in the thirties. 

Let's see now. Okay, let me say the late thirties, then. Yeah. It had to be the late 

thirties. I have here- [shuffles papers] Yeah, the first mention I have of Flash 

here is 1938. 



Isoardi 

Gee, so this must have been the very first independent, then. 

Hurte 

It probably was, yes. [laughter] Here, anyway. 

Isoardi 

Yeah. 

Hurte 

Now, I might be wrong there. From what I'm looking at, Excelsior or Exclusive 

might have been before Flash. If not, they came along about the same time. 

Because I have the Sing Band in 1937, and that was Leon René, and he had his 

recording label in 1937. 

Isoardi 

Oh, okay. 

Hurte 

So they were pretty close together. 

Isoardi 

Okay. About Bronze, I think you mentioned yesterday in sort of summarizing 

your experience there that you couldn't take Bronze to the next level, to expand 

it. Was that just a financial consideration? 

Hurte 

Yes, it was more of a financial consideration. In 1939 Bronze was on Central 

Avenue with John Levy, and Flash was also in existence too at that time, 988 

East Vernon Avenue. It was then in late '39 or early '40 that I moved Bronze to 

623 Vernon Avenue in Los Angeles. That was before the days when I was at 

Patterson Field, because I didn't get there until the next year or so, a couple of 

years later. 

Isoardi 

During this period, then, of the mid through late forties that Bronze is in 

business, the independent labels really sprang up. 

Hurte 

They began to spring up, yes. 

Isoardi 

What was this scene like? Who were some of the other people? And what were 

the other labels? And maybe what was your relationship with them, if any? 

Hurte 

This fellow [Edward F.] Pickering did some investigating. There are some 

things that I had forgotten. He did a little checking there, and he came up with a 

label called W and W [Records], I believe it was. He says that his 

investigations tell him that W and W inherited some of the masters of Bronze. 

I'm just trying to get that. I can probably find some of that in here. [shuffles 

through papers] 



Isoardi 

Well, did you sell Bronze? 

Hurte 

I didn't really sell Bronze, no; I just stopped. 

Isoardi 

You just stopped the business? 

Hurte 

I just stopped, yes. Yes. I just stopped. 

Isoardi 

So you maintained your ownership of all your product? 

Hurte 

Yes, yes. I did sell some of the masters, though. Because I notice in here he 

mentions Joe Liggins's "The Honeydripper." I recorded that, but I didn't release 

it. Now, let me just read this. "Later that year"-this was 1945-"Joe Liggins's 

`The Honeydripper,' released in May by black entrepreneur-songwriter Leon 

René on Exclusive Records, topped the R and B [rhythm and blues] charts for 

an incredible eighteen weeks." So he mentions that. That was the time that the 

Ink Spots and the Mills Brothers and Louis Jordan had also recorded. And then 

Jimmie Lunceford and Lionel Hampton spent some time on the pop charts and 

so on. But every one of these artists was recorded for Decca [Records], he says, 

one of the top companies within the music monopoly. So at that time there was 

only Exclusive, maybe Excelsior, and Bronze that was doing anything. 

Isoardi 

But within a year or two the scene changed pretty dramatically. 

Hurte 

The scene changed very dramatically, yes. It changed pretty fast. 

Isoardi 

It's as if a number of people looked around, like the Biharis [Joseph, Jules, and 

Saul Bihari]- 

Hurte 

Bihari. Yeah, he mentioned Bihari. 

Isoardi 

-and they saw what you were doing. 

Hurte 

He mentions Bihari in here, yes. They came up after that. 

Isoardi 

The next thing you know, you have all these independents springing up. 

Hurte 

That's right. [laughter] Yeah, there were quite a few independents that sprang 

up then. 

Isoardi 



So did you have a relationship with some of them? 

Hurte 

No, I didn't have any relationship with them. There was one fellow who was 

trying to organize a company. I'm trying to find his name. It might have been 

W and W or something like that. 

Isoardi 

Who owned W and W? 

Hurte 

I don't recall. I remember the fellow's face, but I don't recall his name. 

Isoardi 

To fast forward a little bit to your time in New York, you're back in New York, 

it's the early fifties now, and you're getting pretty intense European classical 

training. 

Hurte 

Yes. 

Isoardi 

Were there other black aspiring conductors, classical musicians? 

Hurte 

At that time? 

Isoardi 

That you were meeting or associating with? 

Hurte 

Yes. I met a black conductor by the name of Everett Lee while I was in New 

York. I took about two lessons from him in conducting. [laughter] 

Isoardi 

Oh, he was a teacher? 

Hurte 

He was teaching privately, yes. He had organized a symphony orchestra in New 

York through his church, and they gave their concerts at that church. They gave 

about one a year. 

Isoardi 

You don't remember which one it was? 

Hurte 

I don't remember which one. He was one whom I met who was really trying to 

do things. There was another by the name of Hadrian who was trying to 

become a conductor. I don't remember his last name, either. He was trying to 

become a conductor in New York. And it was at that time, around that time, 

that Dean Dixon was giving concerts in New York. I believe his were given at a 

church, too. And of course, he couldn't make any advances in his profession, so 

he went to Europe and studied in Europe and conducted in Europe and made a 

name for himself in Europe. I have an album of his here now. Then he came 



back to the U.S. and became much in demand, very much in demand. He was 

probably the first black to study in Europe and come back to the States and 

succeed as a conductor. 

Isoardi 

Truly. What were your thoughts, as you were back there studying conducting, 

about the future? I mean, were you worried about the prospects of 

employment? 

Hurte 

I wasn't worried too much about it. I thought that if I studied hard and was good 

at it it wouldn't be a big problem. I didn't think so. And it could have worked 

very well. The only thing about conducting is that it was a highly coveted job. 

Conductors were very reluctant to let other conductors guest conduct their 

symphony orchestras because they held on to that. It was very difficult to 

become a conductor, to get jobs conducting, even among the other races. 

Because at the National Orchestral Association [NOA], where I studied-[the] 

Juilliard [School] too, for that matter-there was one other black in there 

studying conducting, one black. At the NOA there must have been at least eight 

or ten conductors, students. 

Isoardi 

Out of how many? 

Hurte 

Out of about twenty. So it was difficult, really, to try to do something like that, 

aim at something like that. In fact, I had been told, "Why do you want to be a 

conductor? There are no black conductors. You probably won't ever get a job 

conducting a major symphony orchestra." 

Isoardi 

Was that someone in particular who told you that? Or just over time that was 

what you kept hearing? 

Hurte 

Yes, someone told me that, and I'm trying to recall. I think I was trying to get 

into some educational institution and I was told that. I don't remember exactly. 

But the same thing happened to me in radio broadcasting, too. That's another 

story. They told me the same thing. [laughter] But I felt that if I knew how to 

do it and could do it at least as well as some of the other conductors that it 

wouldn't be a problem, that I could do it. But it didn't quite work out that way-

not in New York, anyway. 

Isoardi 

Well, let's segue into where we left off. [laughter] On that note- 

Hurte 

On that note- [laughter] 

Isoardi 



Yeah. So why did you determine to leave New York when you did and come 

back to L.A.? Was it because the program that you were involved with was 

finished? 

Hurte 

No, the program really wasn't finished. It was an ongoing thing. I could have 

gone another year or two and learned still more and gotten more experience and 

that sort of thing. The main thing about conducting is trying to get the 

experience. Because let's say you're going to conduct Beethoven, and the next 

thing you're going to conduct is Brahms, well, they're altogether different. The 

techniques are different, and you have to understand new things for each 

composer that you conduct. They're all different. Like Wagner, he was very 

different, very difficult, and his style was completely different from anyone 

else's and so on. So the more experience you got conducting different 

composers the better your chances were. Now, at the National Orchestral 

Association they would have contemporary composers, new people that you'd 

never before heard in your life, come in, put their music on the stands, and ask 

you to get up there and conduct it. And contemporary music was extremely 

difficult. 

Isoardi 

Yes. 

Hurte 

Because it had changing time signatures and changing keys without having 

change of key signature and all of that sort of thing. You just had to understand 

it. You had to go in for accidentals, they call them, and be able to sense what 

key you're in and sense that if you are in the key of G and you don't see a sharp, 

why, you should know that it's F-sharp anyway, because it's F-sharp in the 

signature. And if you do see a sharp, that makes it easy. But a lot of them 

would not put the sharp in the signature, so you'd have to just go on the 

accidentals that were there-sharps and flats that are not in the signature. So all 

of that is involved. It was difficult, because you had to get the experience. And 

just reading about it and studying about it did not do anything, didn't help that 

much. So my reason for leaving New York was mostly because I thought I 

could do better in Los Angeles. 

Isoardi 

Better in terms of experience? In terms of job opportunity? 

Hurte 

I knew enough people. I knew teachers, I knew churches, I knew ministers to 

the effect that I thought that if I organized a symphony orchestra I wouldn't 

have any trouble performing and getting people to come to it and so on. And it 

worked out just about like that. I organized the Angel City Symphony. 

Isoardi 



So you came back here with that intention? 

Hurte 

With that intention. 

Isoardi 

Of forming an orchestra? 

Hurte 

Forming an orchestra. 

Isoardi 

So what year did you come back to L.A.? 

Hurte 

I came back in '58. 

Isoardi 

And you set about putting your orchestra together? 

Hurte 

First I got my studio together. I had another studio on Adams Boulevard, and I 

was going to teach music and that sort of thing at that studio. 
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Isoardi 

Where was your studio located? 

Hurte 

On Adams and Wellington Road, 4477 West Adams Boulevard. 

Isoardi 

So to earn some money initially you were going to teach some students? 

Hurte 

I was going to teach. So I opened up my studio there and advertised the fact 

that it was the Leroy Hurte School of Music and started teaching. I got quite a 

few students. I started teaching. And my studio was large enough that I could 

hold rehearsals there if I did have an orchestra. So I set about trying to organize 

an orchestra there. And at that time I was a member of the union [American 

Federation of Musicians]. I had joined the union. 

Isoardi 

So Local 47 by then. 

Hurte 

Local 47, that's right. And there was a fellow by the name of Boris Gorin, and 

he helped me. He said, "I know musicians. I can get you some musicians if you 

want to organize an orchestra." So he did that. He got me all the musicians that 

I needed.So I started getting music. I had started building up a music library 

anyway, even from New York. I startedcollecting orchestra scores and so on. 

So we got it organized. 



Isoardi 

How big was it? 

Hurte 

It was fifty pieces, a fifty-piece orchestra. That's the picture of it up there on 

that other album I showed you, the gold one. That was the picture. 

Isoardi 

Oh, yes. Right. 

Hurte 

We gave our first concert also in 1958, so that was pretty quick. 

Isoardi 

That was very quick. 

Hurte 

I left New York in '58, came here- 

Isoardi 

Set up a school, started teaching, put an orchestra together, and gave your first 

concert literally in months. 

Hurte 

In 1958 at the Wilshire Ebell Theatre. 

Isoardi 

Wow. That's fantastic. Now, these musicians, then, were all from Local 47? 

Hurte 

They were all from Local 47. 

Isoardi 

But they were a mixture of people? 

Hurte 

It was a mixture, an interracial orchestra. 

Isoardi 

And what did you call yourselves? 

Hurte 

The Angel City Symphony. 

Isoardi 

So you opened at the Wilshire Ebell. 

Hurte 

We opened at the Wilshire Ebell. 

Isoardi 

For how many performances? 

Hurte 

We gave one performance there, but we were able to get money from the 

county. I knew John teGroen. 

Isoardi 

He was president of the union. 



Hurte 

He was president of the union, but he also became the head of the [Los 

Angeles] County Music and Performing Arts Commission. It was because of 

him that everything was able to go so smoothly. First, being president of the 

union, he said, "Maybe we can get you money from the trust fund," and that 

helped. And then the county music commission said, "We can give you 

money." And I believe it was Kenneth Hahn. At that time, was Kenneth Hahn 

there, in '58? 

Isoardi 

[laughter] It seems like he's been there forever, absolutely forever. He could 

have been. 

Hurte 

Yeah, I think it was. He said, "Okay, we will help you. We'll see that the music 

commission gives you so much money." I don't remember the small amount, 

$500 or something. It wasn't really as high as it is now, then anyway. They 

said, "But our rule is that you have to give four concerts a year." So I set up a 

concert a season, four concerts. We started selling tickets and selling 

memberships, we called it, and got help from the county and got money from 

the music trust fund, and we gave four concerts that year. 

Isoardi 

Wonderful. Do you know over what period of time? Would you have them 

once a week or a month? 

Hurte 

About every three months. Yeah, just about every three months we did that. 

Isoardi 

At the Wilshire Ebell? 

Hurte 

At the Wilshire Ebell, yes, indeed. 

Isoardi 

How did you go about picking your musicians? Did you audition them? 

Hurte 

Some I auditioned and some I took for granted that Boris Gorin knew. For 

example, he said, "So-and-so and so-and-so, they're good timpanists, and I can 

get them for you. They play with the Glendale Symphony" or "the Santa 

Monica Symphony" or something. And he'd say, "They're good. I can get 

them." So he got them. Sometimes we would audition, but I didn't audition too 

much, because he was able to get us just what we needed.And at that time, the 

same time, the Southeast Symphony [Orchestra] wanted an orchestra. I was a 

member of it. 

Isoardi 

What was the Southeast Symphony? 



Hurte 

That was a black organization- Well, really it was sort of interracial on their 

board. They were also trying to get a symphony orchestra going. 

Isoardi 

Where were they located? 

Hurte 

Let's see. They were on the west side, I believe. They were on the west side of 

Los Angeles. And they wanted a symphony orchestra. I was a member of the 

Southeast Symphony Association. They asked me to start a symphony 

orchestra. This is really how the Angel City Symphony started. They asked me 

to form a symphony orchestra for them. And just about the time we got it 

going, they were using the Victor de Pinto Symphony Orchestra. 

Isoardi 

What was that? 

Hurte 

Well, he was organizing a symphony orchestra for- It might have been for L.A. 

[Los Angeles] High School or something like that, working out of L.A. High 

School. And they said, "Well, we're going to go ahead and use the de Pinto 

Orchestra." So I took the orchestra and called it Angel City Symphony and 

went ahead and used it myself. Because that was what I wanted to do anyway, 

even though I was a guest conductor with the Southeast Symphony at one of 

their concerts with the de Pinto Orchestra. 

Isoardi 

Where did the de Pinto Orchestra play? 

Hurte 

The de Pinto Orchestra played at the schools mostly, schools and churches, 

auditoriums, and that sort of thing. 

Isoardi 

On the south side? 

Hurte 

On the east side. 

Isoardi 

Southeast side. 

Hurte 

On the southeast side, yes. Over in there where L.A. High School was, in that 

area. 

Isoardi 

Now, who were some of these people who were on the Southeast Symphony 

Association board who wanted a symphony orchestra? 

Hurte 



Well, the head of it was a Mrs. Mabel Massengale Gunn. And they were trying 

very hard. What they did before they got their orchestra together was to use 

other symphony orchestras that were already in existence and present them. 

Isoardi 

Bring them into their part of town to do concerts? 

Hurte 

Yes, to do concerts. Yes. So finally de Pinto said he wouldn't object to them 

calling it the Southeast Symphony even though it was the de Pinto Orchestra. 

Under their jurisdiction it was Southeast Symphony. Most of the orchestras did 

that sort of thing, anyway. So that's what happened. And I organized the Angel 

City Symphony. We were almost rivals there for a while. 

Isoardi 

[laughter] Where did the Southeast Symphony Orchestra play? 

Hurte 

The concert they played that I guest conducted was at Pepperdine auditorium, 

Pepperdine University auditorium. 

Isoardi 

This is the old Pepperdine campus? 

Hurte 

Yes, that was the old campus. But they would give their concerts in school 

auditoriums. 

Isoardi 

And were they mostly youngsters, then? 

Hurte 

No. They were players who were- Some of them worked in Hollywood, 

working with orchestras with the production of motion pictures. 

Isoardi 

Oh, I see. So this was kind of a casual gig. 

Hurte 

Yes. And then some were professionals who played with other orchestras. So 

what they did, and we did, was mix the two groups up together and form a 

symphony orchestra out of them. Buddy Collette, I think, played with my 

orchestra once, the Angel City. And then there was the Los Angeles 

Community Symphony Orchestra that was organized by Elmer Bernstein. 

Isoardi 

Really? 

Hurte 

Uh-huh. He organized an orchestra then. And Buddy Collette and some of the 

others played with him, and I guest conducted that orchestra at the Second 

Baptist Church. They gave a concert at Second Baptist Church. So Bernstein let 



me guest conduct the orchestra. So that was one of my first guest conducting 

stints. 

Isoardi 

[laughter] Then in putting the Angel City Symphony program together, how did 

you go about doing that for your inaugural season? 

Hurte 

You don't mean the musical program but the- 

Isoardi 

Yeah. What were your likes and what are your dislikes? [laughter] 

Hurte 

Well, the first thing I had to do, of course, was do the things I had studied in 

New York. [laughter] 

Isoardi 

This is a wise move. [laughter] 

Hurte 

That's right. And we had done quite a few things. We had done a Beethoven. 

We had studied in New York some of Tchaikovsky, some of Beethoven, we 

had done Brahms, we had done Schumann. We had done a lot of things, 

because I was there for four years. So when I came back here I think I did 

Schubert Symphony no. 8. That was the very first thing I did, because I knew it 

very well. 

Isoardi 

Which you recorded a few times, then, as well? 

Hurte 

Yes, uh-huh. And we did a number by William Grant Still, I believe, called 

"Summerland." And we did the overture to Die Fledermaus by [Johann] 

Strauss. So that was the program. And we did the Saint-Saens Cello Concerto 

[no. 1 in A minor]. So it was a pretty healthy season. So at the same time I was 

beginning to learn more about other conductors and other composers, I should 

say, and studying and so on. 

Isoardi 

What was it like the first night you went out with the Angel City Symphony? 

Hurte 

[laughter] I am sure I was very nervous, but we had had pretty good rehearsals, 

and I had rehearsed the soloist of the Saint-Saens privately, separately. We had 

gone over things that we thought should happen. And I bought an album of it to 

check the tempos and find out exactly what they were trying to do. Then I set 

out to try to memorize it.I tried to memorize as much as I could, because my 

teacher had taught me- He says, "If you're directing an orchestra, do not direct 

it like this"-looking down at your music and all of that. [laughter] So in order to 

not do that I had to do a lot of memorization, because I also had to be able to 



cue. I had to convince the orchestra that I could conduct; that was the whole 

thing. So you can't convince them if you've got your head in the score, but you 

can convince them if you look at them and bring them in at certain places and 

look over here at the timpani's time to play that note and all of that sort of 

thing. So you couldn't do too much looking down.So I studied, and of course, 

naturally, each concert I felt was a little better. And I was building up a 

repertoire. 

Isoardi 

Did you have the scores-? 

Hurte 

I had those- This is a whole bunch of scores. I had these scores that I got from 

New York. These are the Hampton [Orchestra] Library- There's a record in 

there. Let me see what it is. I don't know how it got in there. 

Isoardi 

It's a 78 [rpm record], it seems like. 

Hurte 

Oh, that's- What does it say on it? 

Isoardi 

It's "Violin Concerto, test pressing by Leroy Hurte." 

Hurte 

Something I was trying to compose, a violin concerto. I'm still working on it, 

and it's just about finished. 

Isoardi 

Wonderful. And you test pressed? 

Hurte 

I made a test pressing of that with just a violinist and piano. I was playing 

piano, and I had a violinist doing the violin part. Now I've got it on a keyboard 

with all of the instruments the way I want them, strings and everything. It 

sounds pretty nice.One of the first classical concerts I ever went to years and 

years ago, it impressed me so much, because Lorin Maazel was conducting, 

and he came walking out- Not only didn't he have scores, he didn't have a 

music stand. Everything was in this man's head. Everything was in this man's 

head. And it was not an easy program. He did a long Mahler symphony. 

Isoardi 

Oh, my goodness. 

Hurte 

I can't remember which one. It was just all in this man's head. 

Isoardi 

It's something, isn't it? 

Hurte 



The entire performance. Three pieces over the course of the evening, and not 

even a music stand in front of him. That's very impressive. That's very 

impressive, yes. 

Isoardi 

Most of the people I have seen have their scores there. [laughter] 

Hurte 

In fact, another thing that impressed me-this was in New York-a conductor 

died, and they put on the concert, and they just did the concert without a 

conductor, nobody there. They put the music stand up there and the music on it 

and everything, then the orchestra played. 

Isoardi 

Really? So was it a small ensemble? 

Hurte 

It was the New York Philharmonic. I'm trying to think who the conductor was. 

Very well known. 

Isoardi 

When was this? 

Hurte 

Oh, it had to have been when I was living in New York in the fifties. 

Isoardi 

Who was conducting back then? Bruno Walter? 

Hurte 

No, it wasn't Bruno Walter. 

Isoardi 

Toscanini dies in-? 

Hurte 

I think he had a bald head. Who was he? 

Isoardi 

[Dmitri] Mitropoulos? 

Hurte 

I think it was Mitropoulos, yes. 

Isoardi 

I think he died in the fifties, too. 

Hurte 

I think that's who it was. [laughter] Yeah. But that's something. And my teacher 

told me- He said, "Memorize as much as you can." So that's what I 

started doing. [laughter] There are quite a few things I can conduct from 

memory now. 

Isoardi 

Yes, of course. 

Hurte 



But studying is something else. And the contemporary music is the most 

difficult. 

Isoardi 

A friend of mine was at the conservatory in San Francisco. I was by her house 

once, and she had a bunch of scores out of, I think it was, [Iannis] Xenakis, 

someone like this. And I was sort of looking through this, and I said, "Gee, do 

you and your friends sit around and play this?" And she said, "Oh, God, no! We 

never do." I said, "What do you mean?" She said, "Oh, they're just 

mathematically so beautiful, but, God, we never want to play this stuff." 

[laughter] They enjoyed studying them but just didn't want to hear them. Very 

strange. 

Hurte 

So I had the Angel City Symphony for ten years, up to 1968. 

Isoardi 

That was a long run. 

Hurte 

It's a long run, uh-huh. 

Isoardi 

So were you successful that first year, then? Was the Wilshire Ebell pretty full? 

Hurte 

It was successful, yes. Yes. 

Isoardi 

Wonderful. Maybe if I could ask you also, that was the composition of the 

orchestra racially? 

Hurte 

It was, I'd say, about three-fourths white-but when I say white I'm speaking 

white, Jewish, German, whatever-and about one-fourth black. Yeah. 

Isoardi 

So you've got strong support. You've got city support for this. It's clearly a 

success in your first subscription series. 

Hurte 

Yes, that's right. And also the state, the California Arts Council, they began to 

help us. And I learned how to write grants. [laughter] 

Isoardi 

Now, that is a skill. [laughter] 

Hurte 

Yes, it is. 

Isoardi 

So you were spending a lot of time, then, each year. 

Hurte 



I was spending a lot of time. It was almost a full-time job, really, trying to 

handle that. We had two, maybe three rehearsals before each concert. That was 

all we could have. But the players were so good that they could do it.In 1968 I 

had a music store [Lyric Music Store], but I had moved it from 4477 West 

Adams to Crenshaw Boulevard. 

Isoardi 

What kind of a music store? 

Hurte 

Selling sheet music. 

Isoardi 

Just sheet music? 

Hurte 

Yeah. Well, I started selling records later, but just sheet music, because gospel 

music was so in demand then at the churches and the choirs that I started 

selling it. It was hard to get, hard to find. 

Isoardi 

So that induced you to go into that kind of business? 

Hurte 

That induced me to turn my studio into a music store. 

Isoardi 

When was that? What year? 

Hurte 

That was when I was over on- That was after '58. Let's see. That started around 

'58, too. When I was teaching music I decided to get in some music, because 

people were asking me did I have certain music. So I got in music for teachers 

and for churches and that sort of thing. That was also '58.I organized my own 

choir called the Leroy Hurte Chorale. This was in the sixties. I composed and 

published my first song, which was called "Look Always to Thee" in '66. And I 

helped organize the Watts Symphony Orchestra around that time, '66. We did a 

Watts Summer Festival [of Art] in '67 at Jordan High School, I believe it was, 

did a concert there. And then in '68 I gave it all up.I was also at the same time, 

from '58 to '70, publishing that magazine, but not every year. There were times 

when I couldn't publish it. 

Isoardi 

Lyric magazine? 

Hurte 

Lyric magazine. 

Isoardi 

When did you start Lyric? 

Hurte 



I started Lyric in '58. The first copy up there is '58. But that first copy was done 

in New York. Right before I left New York I put out the first edition. 

Isoardi 

Jeez. Now, what induced you, on top of everything else, to start producing a 

magazine? And you called it Lyric magazine. What was your reason for doing 

this? What was your focus? 

Hurte 

It was devoted to music. I felt that it could be quite a success, because there 

was no magazine devoted to African American music, to black music. I 

couldn't think of any magazine like that, and I wanted to tell the story of some 

of our famous artists like Dorothy Maynor, Paul Robeson, and Marian 

Anderson, and including Leontyne Price and going on up to the 1970s. I felt 

that their stories should be known. So it consisted of articles on black 

conductors-whenever I could find one [laughter]-and other famous artists and 

the symphony orchestras that they were trying to build at that time. Like 

Millard Lacey. He wanted to organize a symphony orchestra, but he was a band 

director for the city of Los Angeles. And Percy MacDavid was also a band 

director for Los Angeles. He came out of one of the army orchestras, and he 

wanted to organize a symphony orchestra, so I wanted to tell his story and all of 

that. And it was doing fairly well. I couldn't get enough advertisers to make it a 

really profitable thing. I would sell about a thousand copies a month. 

Isoardi 

And you were doing it all yourself? 

Hurte 

I had a staff. 

Isoardi 

In New York you'd put a staff together? 

Hurte 

I had put a staff together in New York. [laughter] And when I came here I put a 

staff together. I had an advertising director, an assistant editor, contributors, 

and so on. And I got pretty important people. Dr. Reginald Fisher- You may 

have heard of him, I don't know. He was one of my staff. 

Isoardi 

Who's he? 

Hurte 

He was a man who pushed classical music. He knew a lot of the artists 

personally; he had met them. So I had asked him if he would be on my staff and 

do some writing and so on, and he said yes. So the article about William T. 

Wilkins that you saw, that was in the magazine. I had Percy MacDavid in the 

magazine. I had all the people that you see up there [indicates shelf in room], 



and then that's just half a dozen of the magazines. I have a drawerful down 

there. 

Isoardi 

So this lasted from '58-? 

Hurte 

To '79. I think I published the last one in 1979. 

Isoardi 

Was this coming out regularly? 

Hurte 

It wasn't coming out. It was supposed to come out every month, but there were 

times when I couldn't put it out. I could put it out maybe for about six months, 

then I'd have to miss two or three months and that sort of thing. 

Isoardi 

But all in all you probably issued maybe over a hundred issues? 

Hurte 

No, I only issued about twenty-five or thirty, something like that. 

Isoardi 

Over the twenty-year period. 

Hurte 

Over the twenty-year period. So I missed quite a bit. 

Isoardi 

That's still remarkable. That must be a treasure trove of information on music 

in Los Angeles, black music in L.A. 

Hurte 

It is. That's exactly what it is. And I don't know what to do with it. 

Isoardi 

Gee. If you have- 

Hurte 

I know a person who asked for it. This big place back in New York- It's 

something like the Smithsonian, but it was a place that specialized in keeping 

African American archives and that sort of thing. I can't think of the name of it. 

But they wanted me to send them a copy of each issue, which I didn't really do. 

But I still have two of three copies of every issue that's ever been printed. 

Isoardi 

About how many total pages would you say? 

Hurte 

Okay, each magazine was about, let's say, twenty-five to thirty pages. Let's say 

twenty-six. It had to be an even number, anyway. 

Isoardi 

Right. 

Hurte 



But I'd say twenty-six, twenty-eight, thirty pages. 

Isoardi 

You're talking maybe-I don't know-eight hundred pages? Six hundred to eight 

hundred pages roughly? 

Hurte 

Probably so. 

Isoardi 

Gee, you know, you would think there would be a way you could have it 

reprinted and issued as a volume or two-volume set or something. 

Hurte 

I have thought about that. That would really be good. 

Isoardi 

I hope you do it, because I would buy a copy. [laughter] It just seems to me it 

would be invaluable for those of us who are trying to document this and learn 

about the music in that- 

Hurte 

It would be. Because I would like for you to see some of the things that are in 

it. Maybe when we're not recording take a quick look at it and see some of the 

things that are in it. There's a little in there about so much and so many people. 

I wrote editorials for it, too, and I'd get guest editorial writers to write for it. 

Isoardi 

And you had a circulation of about a thousand? 

Hurte 

About a thousand a month, uh-huh. 

Isoardi 

Were institutions buying copies of this? Did you have it going to libraries and 

universities? 

Hurte 

It was going to some of the libraries. It was going to the L.A. Public Library. 

There were some universities back East that were taking it. I don't think any 

here were taking it. The New York Public Library I think was taking it, and 

there were other libraries that were taking it. 

Isoardi 

Marvelous. Jeez. What made you stop? 

Hurte 

Well, it began to become a hassle, because I couldn't make enough money to 

really support it. And I was also trying to help support myself, too, with it. 

[laughter] My biggest advertiser was Yamaha [Music Corporation]. They 

advertised in maybe a half a dozen or more issues of it. And Carl Fischer, I 

think, or [G.] Schirmer [Music] may have advertised once or twice in it. And I 

got Golden State [Mutual Life Insurance Company] to advertise in it, 



Broadway Federal Savings and Loan, some of the local organizations here. 

Angelus Funeral Home might have advertised once. I don't know. So anyway- 

Isoardi 

Let me ask you: You spent a great deal of time, then, during this time- I mean, 

you're producing Lyric magazine, the Angel City Symphony is doing well- 

Hurte 

And the music store. 

Isoardi 

And the music store is going. And you're still teaching? You still have some 

pupils? 

Hurte 

I may have still had a few. I think I dwindled it down to about three or four. 

Yeah. 

Isoardi 

Let's fast forward a little bit to 1965 and the Watts upheaval and the aftermath 

of that. 

Hurte 

Okay. 

Isoardi 

Or even before that to an extent, because certainly before '65 down in Watts on 

103rd Street things are starting to happen. There's really a kind of cultural 

revival in a sense that really had been missing since maybe Central Avenue's 

heydays. 

Hurte 

Yes. 

Isoardi 

Were you involved in any of this? 

Hurte 

I was involved in the fact that there was a lady- I've got to find her name-who 

wanted to organize the Watts Symphony, and she asked me if I could help her. 

Isoardi 

When was this? 

Hurte 

The summer of the Watts festival. Let's see. It was before the festival. It was in 

the sixties. 

Isoardi 

Was it before the upheavals in '65 or after? 

Hurte 

It was before. Yeah, it was before then. I just want you to see what I'm looking 

at here. I have tried to- 

Isoardi 



Oh, you've done a time line. 

Hurte 

Yes. 

Isoardi 

With the year and your age for each year and what you were doing. 

Hurte 

Yes. And it isn't- 

Isoardi 

Well, considering how much you've done, it's invaluable, I would say. This is 

an invaluable tool. 

Hurte 

It isn't quite complete. There are a lot of interims in there where I can't recall 

exactly what happened. And when I try to get it half finished, I'm going to type 

it up and- 

Isoardi 

Well, I hope we could contribute in some way to helping your memory, but 

there's so much. 

Hurte 

[laughter] It starts back to 1915. It just says I was born. [laughter] 

Isoardi 

Yeah. But you remember the Armistice Day in 1918. 

Hurte 

Yeah. And I have it all the way to 1995. 

Isoardi 

Extraordinary.So she contacted you, then. This was before '65? 

Hurte 

Yes, this was before '65. [Note: Hurte added the following bracketed section 

during his review of the transcript.][It was actually 1966.] 

Isoardi 

This was a person who wanted to start a Watts Symphony. 

Hurte 

Uh-huh, and she had gotten people together. She had gotten Frank Woodson, 

who was a bass player. In fact, she may have had two of three of the Woodman 

brothers. She had gotten quite a few people together, and they started 

rehearsals. So she asked me to serve as conductor. I started rehearsing them. 

Isoardi 

How many were there? 

Hurte 

Probably about thirty-five. 

Isoardi 

A pretty good contingent. 



Hurte 

Pretty good, yes. 

Isoardi 

And these were all black players? 

Hurte 

They were all black- I don't think they were all black. There may have been a 

few others, but the black percentage was greater. 

Isoardi 

Were these sort of professional musicians, older people? 

Hurte 

They were professionals. Some were older people who had played in bands and 

that sort of thing, yes. And she was trying to get them together because she felt 

that if they could play jazz they could play classical, too, which was the case in 

most instances. They could, but it took quite a bit of rehearsing and everything 

for them. So we gave one or two concerts.But there were other orchestras that 

were being organized. Like the Compton Symphony was being organized at 

that time, too. And they began to take the place of trying to get a Watts 

Symphony together and so on. 

Isoardi 

Do you have anything to do with the Compton Symphony? 

Hurte 

I just rehearsed them a couple of times and conducted them once. Ralph 

Matesky, I think, was the conductor of the Compton Symphony. So I worked 

with them a little bit, but not for very long. They had financial problems. All 

orchestras are expensive, because the union has to be a part of it, charging 

union scale and so on. So at that time I don't think the whole community could 

afford as many symphony orchestras as they were trying to get together. 

Isoardi 

Right. So what happened to the Watts Symphony Orchestra? 

Hurte 

It just played out. 

Isoardi 

Over what period of time? 

Hurte 

I guess over a three- or four-year period. 

Isoardi 

So by around '67, '68, it was gone? 

Hurte 

It was gone, yes. In fact, by '67 it had gone, because my orchestra, the Angel 

City Symphony, was invited to play at the Watts Summer Festival. 

Isoardi 



In '67? 

Hurte 

In '67. So it had gone by the wayside at that time. 

Isoardi 

Were you affected in any way by what happened after the upheavals of '65? I 

mean, there was certainly an attempt to put money into cultural activities from 

various government sources, etc., and there are a lot of things going on based 

on 103rd Street. There were writers' workshops, there were various kinds of 

musical aggregations performing, etc., etc. Were you any part of that? Or was 

classical music any part of that? 

Hurte 

I had the Angel City Symphony at that time, and I believe it may have helped 

us a little bit, because the California Arts Council started giving us more 

money, and the county music commission started giving us more money. That 

was Kenneth Hahn again. There was a time when we were getting about $1,000 

a year from them-I think as much as $2,000 sometimes. So it helped us in that 

way. And we kept on giving concerts. It didn't keep us from giving concerts at 

all.I have another time line here. Let's see. I think it's in this same book. No, it 

might not be in this one. I have a line on every piece that we played, but that 

was really the Inglewood symphony; I don't have a time line on anything else. 

Every piece that the Inglewood symphony played, I have a list of it. So about 

that time I still had the Angel City Symphony, and it was helping a little bit. 

Isoardi 

But you were still having to write the grant applications? 

Hurte 

Yes, I had to write the applications every year and so on. So that's what 

happened there.I remember what happened in '65, but I wasn't too close to it. I 

remember riding out in Watts during that time, and I saw cars being overturned 

and all of that sort of thing. I came back to my music store and wrote the words 

"Soul Brother" on the window, so we weren't bothered. That's what a lot of us 

had to do to, you know, the businesses and so on. So we weren't bothered so 

much by it. 

Isoardi 

Aside from having to scramble for funds, was there any kind of opposition that 

you had to overcome to keep the Angel City Symphony going? 

Hurte 

Well, not necessarily. We had to make sure that we could give so many 

concerts a year, a minimum of four. There were other symphony orchestras, but 

all we had to do was prove in our grant that we were worthy of it, and perhaps 

more worthy than some of the others. 

Isoardi 



Right. 

Hurte 

And that helped. The kind of grant writing that we did helped immensely, 

because we were able to give them what they asked for. They asked for 

demographics. Especially for the last part of the Angel City and the first part of 

the Inglewood Philharmonic, the state wanted to know what percentage of the 

population was this and what percentage was Mexican American and what 

percentage was white and what percentage was African American and so on. 

We were able to get that information because the city of Inglewood helped us. 

This was the Inglewood Philharmonic. We didn't have that kind of help from 

L.A. because the city of Los Angeles was putting all its money in the Los 

Angeles Philharmonic [Orchestra]. At that time they weren't helping any 

orchestras; just the county was helping a little bit, as much as they could.So 

with the Inglewood Philharmonic we could do very well because the city of 

Inglewood would help us. So that part wasn't so bad. I didn't see a lot of 

competition, even though we did have competition as far as audiences were 

concerned. That was the biggest problem, because there was the L.A. 

Philharmonic, there was the Southeast Symphony, then there were symphonies 

like the Pasadena [Symphony] and Santa Monica [Symphony] and Glendale 

[Symphony Orchestra] and all of those symphony orchestras. So we could only 

attract the people in our immediate neighborhood, while the L.A. Philharmonic 

could get people from- 

Isoardi 

Sure, they drew from everywhere. 

Hurte 

Yeah. So that was the only competitive situation that I could see. 

Isoardi 

So in 1968 you left the Angel City Symphony? Or did it disband? How did this 

happen? 

Hurte 

I wanted to go- [laughter] You're going to laugh at this. There was a radio 

station for sale in Lemoore, California. 

Isoardi 

Where? In Lemoore? I know that name. 

Hurte 

It's outside of Hanford. That's where the Lemoore Naval Air Base is. 

Isoardi 

I know I've driven past it. 

Hurte 

Yeah. 

Isoardi 



Is this off Highway 5 north? 

Hurte 

It might be up that way, but it's off of- Yeah, I think it's up that way, but it's not 

off of that highway. It's another highway that you get onto to get up there. I 

guess I don't know whether you would call me wishy-washy or what. I wanted 

a radio station. I wanted that ever since I got into radio- 

Isoardi 

Back in the forties? 

Hurte 

Back in the forties, that's right. And I found a chance to get one, because this 

guy was going bankrupt, KOAD in Lemoore. I told him that I would give him a 

certain amount and take over the bills. He said okay. [laughter] 

Isoardi 

So in 1968 you became a radio station owner. 

Hurte 

From '68 to '71, three years. [laughter] 

6. Tape Number: IV, Side One July 13, 1995 

Hurte 

So you might say that I was trying to pursue three careers, and I wasn't sure 

which one I was going to end up with. One was deep in my heart, and that was 

the conducting, of course. The other I thought I could make money out of-the 

radio station [KOAD]-so I went into that. I figured that that would be a good 

thing financially. 

Isoardi 

Yeah. In '68, though, you leave the Angel City [Symphony Orchestra]. 

Hurte 

I leave Angel City. 

Isoardi 

Did it disband? Or did you get another conductor? 

Hurte 

No, it didn't disband. A fellow by the name of Earl Raines took it over. 

Isoardi 

Oh, okay. So you departed. 

Hurte 

I departed. 

Isoardi 

And were you putting-initially, anyway-full time into your radio station? 

Hurte 



I was putting full time into the radio station, yes. It had to be full time. But I 

was also directing a church choir. 

Isoardi 

Where at? 

Hurte 

In Hanford, California. 

Isoardi 

Up there, also? 

Hurte 

Yeah, up there. So those two things I did. The Rotary Club wanted me to join 

the Rotary Club, so that's where I joined it, up there. So my job then was radio. 

Isoardi 

Now, how did you go about putting your station together? What was your 

format? 

Hurte 

When I first took it over it was country and western. I wanted it to be middle of 

the road [MOR], so after about six months of country and western I changed it 

completely to MOR. 

Isoardi 

Was there a petition to hang you or something in Lemoore and Hanford? 

Hurte 

[laughter] No. It was all right, because there was another radio station up there, 

too. There was one in Hanford that was doing country, so it worked out all 

right. And I didn't lose anything by doing it. In fact, I think I gained a little by 

doing it. So I set up a staff there of about four or five people, deejays and a 

secretary and a couple of sales people, that sort of thing, and it worked out all 

right. I think I fared better by doing what is called-what do they call them?-

trade-outs. 

Isoardi 

What does that mean? 

Hurte 

That means that you trade time for goods. In other words, I had just moved 

there, and I needed some furniture. I went to the furniture store, and I said, 

"We'll give you free advertising on the radio if you will give us this certain 

amount of furniture." They said okay. [laughter] So we did a few things like 

that, but we couldn't do too much, because we had to make some money on it, 

too.So I started trying to pay off the guy's bills. What was the wire service at 

that time? Associated Press? 

Isoardi 

AP, UPI [United Press International], or Reuters I guess would be- 

Hurte 



UPI, yeah. One of those we had, and the guy owed them $2,000 or $3,000, so 

we started paying that out. He owed other people, and we were starting to pay 

out. I ran across a bit of racial prejudice there, and that's the reason I could only 

keep it for about three years. I would probably still be there if it weren't for 

that. 

Isoardi 

Really? It was that bad? 

Hurte 

One of the people whom the guy owed did not want to accept my money. 

[laughter] So he started suing and all that. 

Isoardi 

Suing the previous owner? 

Hurte 

Suing the previous owner and me. The previous owner was already being sued 

by quite a few people because he was in bankruptcy. 

Isoardi 

How could he sue you if you wanted to pay him? 

Hurte 

I don't know that, unless he just didn't like me. 

Isoardi 

On what grounds did he file a lawsuit? 

Hurte 

He didn't want blacks to come up there opening and owning the radio station. 

He didn't want to do business with them. 

Isoardi 

So he hoped the suit would get you out of town. 

Hurte 

That's right. 

Isoardi 

It was harassment. 

Hurte 

That's right; that's what it was. So in 1971 he succeeded, and I was up- 

Isoardi 

How did he succeed? You figured it wasn't worth it? 

Hurte 

I figured it wasn't worth it. And he wouldn't accept my money. I don't know. I 

guess I could have really won something in court by doing it. I don't know. I 

probably could have. But I decided I wouldn't bother with it anymore, so I let it 

go. In '71, then, I was asked if I would teach music. Valley fever was quite a 

disease up there in that area. Valley fever. I never really knew what it was, but 

the band music teacher at Lemoore High School caught valley fever, and I was 



asked to come up and take his place. So I taught at Lemoore High School. Then 

I taught in Hanford at Hanford Elementary School for about a year. Then I 

came back here. 

Isoardi 

What brought you down here again? 

Hurte 

The first thing that happened was my father [Charles Hurt] passed away, and 

my mother [Dora Grayson Hurt] was by herself. I thought maybe I'd move on 

back down there. Let's see. What was I doing? Oh, I was at the elementary 

school then, and I thought I'd just leave and come on back to L.A. While I was 

up there I did put out one issue of the [Lyric] magazine. 

Isoardi 

No kidding. Was that the last issue then? 

Hurte 

That wasn't the last issue. 

Isoardi 

Oh. 

Hurte 

I came back here and put out two more issues, and those were the last issues. It 

must have been '72 or '73 when I came back here. Yeah. So then, when I came 

back here, I opened a music store, because that I was very familiar with. In fact, 

a lot of my music I had put in storage and some of the fixtures and whatnot. So 

I came and got them back and opened up the music store. And at the same time 

I opened up the music store again, I decided that I would try to get a job, 

because the music business wasn't flourishing too well. So I started working for 

the [Los Angeles] County Bureau of Public Assistance. I worked there for 

about two years. 

Isoardi 

Doing what? 

Hurte 

I was a clerk-typist. Then I got a raise doing something, clerk-typing, too, but it 

was calculating finances for those who were on public assistance, that sort of 

thing. And then I read in the paper where the [Los Angeles] County Music [and 

Performing Arts] Commission was increasing the amount that they were giving 

to symphony orchestras. [laughter] They were raising it another $1,000. I said, 

"Oh, boy!" So I went back to the symphony and stayed there. 

Isoardi 

Which symphony did you go back to? 

Hurte 

Let's see. Did I go back to the Angel City? No. I came back, and I heard that 

the Inglewood Philharmonic [Orchestra]- That's what it was, because it was in 



'73. I asked them if I could be the conductor of the symphony orchestra, 

because they didn't have anyone at the time. 

Isoardi 

Now, the Inglewood Symphony had been ongoing for a while, though. 

Hurte 

They had been ongoing ever since 1949. But what happened, in '72 they had to 

stop. They disbanded completely. 

Isoardi 

Financial reasons? 

Hurte 

Financial reasons. So I went to the board of directors, and I said I'd like to be 

appointed conductor of it and maybe help the board and maybe organize more 

people on the board and keep it going. They said okay. But I couldn't do 

anything about it. The city of Inglewood said no under that particular mayor. 

Another mayor had to come in two or three years later before they finally said 

yes. It wasn't until 1981 that we gave our first concert under my directing. I 

never did give up. 

Isoardi 

So it was about ten years that the symphony didn't exist? 

Hurte 

Didn't exist, that's right, ten years. So finally the mayor said, "Okay, we'll do 

it." So I got a new Inglewood Philharmonic together. There might have been 

two or three other people-older ones-in it. The same way I organized the Angel 

City Symphony: we got together and had rehearsals. I got money from the 

county. I got money from the California Arts Council. We got a board of 

directors together and started selling tickets and everything, and then that was 

it. We put on our first concert in 1981. 

Isoardi 

Where did you play? 

Hurte 

At the Inglewood High School. Inglewood High School and Morningside High 

School said we could use their auditoriums, no charge or anything like that. So 

that was fine.Now, the reason the Inglewood Symphony was going out of 

business was because of the demographic changes in Inglewood. This was the 

time that things were starting to change. The whites were moving. 

Isoardi 

You're talking about the period of the early seventies, now, when they closed 

down? 

Hurte 

This was the early seventies, that's right-1971 or something like that. And I 

found it difficult to go back to the same people who supported it to get them to 



help support it. Some of the people were moving. Some had moved out. Blacks 

were coming in. They didn't have a lot of money. The last mayor was Lee 

Weinstein. He was, I guess, a Jewish mayor. I don't remember whether he was 

the first one to give us a grant or not. It might have been. And the next year he 

was out. Then Ed Vincent came in. 

Isoardi 

He was voted out? 

Hurte 

He was voted in. And naturally he's going to try to help us, because there was a 

racial affinity there between the two of us. So he talked to the city of 

Inglewood, the city council, and they said okay. But I had to go through the city 

manager, and the city manager said okay. So the Inglewood Philharmonic was 

reborn. We gave our first concert in '81 and gave four concerts a year every 

year up until '92. I gave my last concert in '92, because we were planning to 

move up here [to Apple Valley, California] and decided that that would 

probably be better for us, the best thing to do. So that's what happened.I have a 

list of all the programs. I have tapes. I have videos of those concerts. Up there 

is one of them, the blue one. I showed you the blue envelope. 

Isoardi 

Yeah. 

Hurte 

I promised the city of Inglewood that I would try to give a concert and 

videotape it so that it would be something they could have for their archives 

and whatnot. I haven't been able to do that yet, but I'm still going to try to do it. 

Isoardi 

To videotape a concert? 

Hurte 

To videotape a concert it's going to cost me about $25,000, I understand, 

because I have to pay the union to do it. It's the union thing. 

Isoardi 

But you couldn't tape an already arranged- 

Hurte 

Those weren't very good tapes. They didn't turn out too well because they were 

done by amateurs. 

Isoardi 

You want to hire a crew? 

Hurte 

I want to hire a crew, and I want that concert to be so good that [the] 

Wherehouse, Tower Records will accept it. [laughter] And I want to make 

some money off it. That's what I really want to do. And the reason I want to do 

that is because I recognize and have been told that I am one of the few black 



symphony orchestra conductors who have had and owned, so to speak, their 

own symphony orchestra, and that this should be something that would be an 

inspiration to our young people and to members of the race. It would be 

something that they could look back on and say, "We have had a symphony 

conductor conducting a community symphony orchestra, a good one." And 

that's what I want to do. Whether I'll ever get the money or not, I don't know. 

Isoardi 

Wonderful ambition. 

Hurte 

It is. It's quite an ambition. Maybe that's the reason I'm still alive. I'm holding 

on because there's something I want to do before I pass off the scene. I don't 

know. 

Isoardi 

Well, I hope that happens soon. 

Hurte 

I hope so. 

Isoardi 

Yeah. Let me ask you, in your capacity I guess from '58 up through more or 

less, off and on, the present time, has there been much of an opportunity-well, I 

know of a couple, actually-to feature work by local black composers? 

Hurte 

I have done that. Almost every concert we have given I have done a work by a 

black composer. 

Isoardi 

Who are some of the people whose work you've performed? 

Hurte 

Whose works I've performed? As I said, I've performed at least a half a dozen 

by William Grant Still. If I can find that time line I can give you all of that 

information. It's one of these in this- This is it. Go ahead. 

Isoardi 

Any who come to mind? 

Hurte 

We've done works by William Dawson; works by Jester Hairston; works by 

Still, of course; works by James McCullough, a black composer here; works by 

myself; and on and on and on. I have a list of all the things I've done by black 

composers. Now, this is my time line starting in 1981. 

Isoardi 

So you've listed each of your concerts. 

Hurte 

Each of my concerts. 

Isoardi 



And what was performed at each concert. 

Hurte 

And what was performed. 

Isoardi 

And your soloist, it looks like, as well, right? 

Hurte 

Yes. And a lot of those I have tapes of, audiotapes. The audiotapes are good. 

Isoardi 

I see pieces by McCullough, Still, Dawson, Hairston- Did you ever think to 

maybe do an album of the Inglewood Philharmonic doing the music of local 

black composers? 

Hurte 

That's what I call myself doing with that. I have one down here, I think. 

Isoardi 

An album? 

Hurte 

Yes, an album. You see, that album up there was supposed to be- Let me find 

one right quick. I think there's one right in here somewhere. If not, I'll run 

downstairs and show you one. I don't think I have one down here yet. I just 

want to look in here. [tape recorder off] 

Isoardi 

Okay. This is an LP, right? 

Hurte 

Yes. 

Isoardi 

Issued by Bronze Records called Salute to Black Composers. "William Grant 

Still and Earl Robinson, featuring members of Inglewood Philharmonic and 

Angel City Symphony, conducted by Leroy E. Hurte." And you did a couple of 

albums like this, then? Or is this the only one? 

Hurte 

That's the one, but this one up here is the same. I'm trying to change the jacket 

on it and the name on it because- Well, I don't know why other than I figured it 

might sell better. I don't know. Maybe that would sell better. 

Isoardi 

When did you issue this? 

Hurte 

That was issued in the 1990s. It's very recent, yes. In the nineties-'91, '92, 

something like that. 

Isoardi 



Have you ever used jazz musicians who have sort of ranged beyond-? People 

like Gerald Wilson and Horace Tapscott who have written for larger ensembles, 

if not philharmonics? 

Hurte 

We did a work by Ed Bland, I think his name is, and he had done some things 

that were more on the jazz side. We performed one or two of his pieces. Yeah, 

Ed Bland. "Lift Every Voice and Sing" arranged by Roland Carter, his version 

of it. But that's the Johnsons, John Rosamond [Johnson] and James Weldon 

Johnson, who composed that. We did a work by them, speaking of black 

composers. We were at the Music Center [of Los Angeles County]. We 

performed there. We had William Warfield, and he did some things like "Ride 

on King Jesus," "Buffalo Boy." We did "New Morning for the World," which 

was a contemporary work by Joseph Schwantner, and just a lot of things. 

Isoardi 

Wonderful. So you still have a lot to do. [laughter] 

Hurte 

Well, probably so. 

Isoardi 

The Inglewood Philharmonic, what was its composition? Was it a mostly black 

orchestra? 

Hurte 

No, it wasn't. I had to write a lot of demographics on that for the California 

Arts Council. I believe that there were about- Let's see. I'm trying to think in 

terms of percentages. There was about 60 percent white, about 15 percent- 

Well, it might have been about 70 percent white, about 15 percent black, and 

then we had other races like Mexican American, German, and that sort of thing. 

I don't think we had any Native Americans in there unless it might have been 

one person or something like that. But that was it. Only Percy MacDavid tried 

to organize an all-black symphony orchestra, and it didn't work. 

Isoardi 

When did he try that? 

Hurte 

He tried that probably in the sixties, I guess it was. Yeah. And then he tried to 

organize an international orchestra, and that didn't work either. 

Isoardi 

In what sense international? 

Hurte 

He would have members in it from orchestras and people all over the world, an 

international symphony he called it. I wrote an article on it in Lyric magazine. 

Isoardi 



Lyric magazine. [laughter] This is an essential resource. You should reproduce 

it. 

Hurte 

[laughter] Yeah. But it has never worked, because we have very seldom-and 

never, in my estimation-had enough blacks who could play all of the 

instruments of the symphony orchestra. For example, oboe: there are very few 

blacks who play oboe. Bassoon: very few play bassoon. French horn: well, 

French horn, maybe there are a few more who can play that. Viola: not many 

play viola. So it's difficult. It would be difficult to organize an all-black 

orchestra. It might be able to be done now, but at that time it was impossible. 

Isoardi 

It's funny. You mention the scarcity of black bassoonists. One time I was 

practicing my saxophone or clarinet. I can't remember which instrument. I was 

out by the La Brea tar pits at the Page Museum [of Los Angeles County]. 

There's a little strip of park-like area behind it. I couldn't play in my apartment 

building, so I would go out to the park. This man came walking up to me and 

listened, and then he sat down and started chatting. It turned out that he's a 

black bassoonist. He gave me his card, and it turned out that at one point he had 

studied- I think bassoon-with my teacher, Bill [William] Green. His name was 

Rudolph Porter, I think, something like that. 

Hurte 

I know him. 

Isoardi 

Do you? 

Hurte 

Yes. He played one time in our orchestra. 

Isoardi 

Oh, did he really? In Inglewood? 

Hurte 

In the Inglewood Philharmonic. [laughter] Yes. He lived right off of Crenshaw 

Boulevard on Forty-eighth Street or something like that, Forty-seventh [Street] 

or Forty-eighth. 

Isoardi 

Well, at this point he had moved into this very large high-rise by the La Brea 

tar pits. So he's living across the street. [laughter] How funny. He gave me his 

card. He had organized a world music ensemble or something like that. I think 

it was about a septet or an octet woodwind group. Small world. [laughter] 

Hurte 

Small world. [laughter] 

Isoardi 

Black bassoonists are very scarce. We both know the only one in Los Angeles. 



Hurte 

That's right. [laughter] Yes, indeed. 

Isoardi 

So the experience with the Inglewood Philharmonic, is this ongoing now? 

You're conductor laureate. 

Hurte 

I'm conductor laureate. 

Isoardi 

What does that exactly mean practically? 

Hurte 

Well, practically it means that anytime I want to use the orchestra I can. 

Because the person who took it over-Earl Raines again-he wanted to take it 

over. Even though he had not given a concert with the full orchestra, he has 

used the brass instruments to give some oratorios at his church in Los Angeles. 

So I said I would like to give a concert up here at Apple Valley. And they have 

asked me about that possibility up here. So I told them I wanted to give a 

concert up here. No problem. So I brought the orchestra up here. We gave a 

concert. 

Isoardi 

Did you? 

Hurte 

They gave us about $5,000 to present that concert, so we came up here. It was 

an outdoor concert over at the stadium on the grounds. 

Isoardi 

Oh, probably off Bear Valley Road. 

Hurte 

Yes, [Newton] Bass Stadium. So I gave it up here, and it was very nice. The 

reason I gave one up here is because I was trying to figure out whether I could 

get an orchestra going up here. They had one up here, but it's not functioning 

anymore. I don't know if I want to do it now or not. I don't know. I'm trying to 

retire now that I'm up here, [laughter] do some writing and composing and that 

sort of thing. The conductor laureate means that I can use the orchestra if I want 

to. 

Isoardi 

That's wonderful. 

Hurte 

Yeah. I tried to keep that option open. 

Isoardi 

That's fantastic.So this test pressing that you have of the violin concerto, have 

you heard that played up for full orchestra? 

Hurte 



No. I'm just now writing it out for orchestra. 

Isoardi 

Are you scoring it now? 

Hurte 

You want to open that door on that side? At the very top is a book, a piece of 

music. That, yes. 

Isoardi 

Is this the score? 

Hurte 

That's the score to it. I'm writing it now. You can take a look at it if you want 

to. But what I did, my wife bought me a keyboard, and it's the kind that will 

take all the instruments. You know what I mean? 

Isoardi 

Yes. 

Hurte 

So I have put it on tape, and I'm going to try to finish writing it from what I 

have on tape. 

Isoardi 

Wonderful. 

Hurte 

Now, the solo part is that little orange book right there. 

Isoardi 

You know, this is going back to your very beginnings when you were taking 

things with "do re mi fa so," right? [laughter] 

Hurte 

That's right. But this time I'm trying to write out the parts and everything. That 

yellow part is the violin section, the solo violin part, and the rest of it is that 

orange book. It's a little booklet. 

Isoardi 

So this is your major work in progress, then? 

Hurte 

That's my major work in progress now. That's the solo violin, and then all the 

other parts I'm trying to get together in the score part. 

Isoardi 

I hope I have the opportunity sometime to hear this performed with the 

Inglewood Philharmonic or the Los Angeles Philharmonic [Orchestra]. 

Hurte 

Which reminds me, by the way, I was invited to conduct the Los Angeles 

Philharmonic. 

Isoardi 

When? 



Hurte 

In 1992, I think it was. 'Ninety-two. I probably can't find what I'm looking for, 

so maybe I won't bother too much about it. 

Isoardi 

Who invited you? 

Hurte 

Ernest Fleischmann. I had been trying my best, and had been talking to him for 

years: "I'd like to guest conduct the L.A. Philharmonic." "Well, you need a little 

more experience, Leroy." 

Isoardi 

This is what he told you year after year? 

Hurte 

That's what he told me year after year after year. Finally I was able to do it with 

one of their outlying concerts, where they go out to churches and that sort of 

thing and give concerts. 

Isoardi 

With the full orchestra? 

Hurte 

With the full orchestra. They came to my church and first- Well, I wanted to 

conduct certain things, but they didn't want me to conduct certain things. They 

wanted their conductor to conduct most of the program. But I did conduct about 

three pieces on the program. 

Isoardi 

What did you do? 

Hurte 

See, I was directing the choir there, so I did a couple of numbers- 

Isoardi 

Which church was this, by the way? 

Hurte 

The Tamarind Avenue Seventh-Day Adventist Church. This was in Compton, 

really. That's where it took place. I did "Lift Every Voice and Sing" with the 

choir and orchestra. I did my own composition of "Fanfare and March," which 

I wrote. There's a score up there too somewhere. And I did a couple of other 

things with the orchestra. One was a religious work called "We Shall Behold 

Him." I did that with the orchestra. And then I did a work by Walter Hawkins 

with the choir and orchestra. So it turned out very well, very well. 

Isoardi 

How was the orchestra? 

Hurte 

The orchestra was terrific, very good. 

Isoardi 



So when is he going to give you the entire orchestra for an entire concert? 

Hurte 

[laughter] I don't think that will happen. I don't know. 

Isoardi 

Is that a sore spot with you? Are you resentful of that? 

Hurte 

I was resentful for a long time until they finally said, "Okay, you can conduct at 

the church." So then I wasn't too resentful, but I still felt that I could have been 

given the opportunity to conduct the full orchestra. It's sort of a slight sore spot 

now. It appeased me a little bit, because we filled up the church. The church 

holds about a thousand people. We filled up that church completely, and they 

were so impressed. The acoustics were good and everything. So I don't know. 

Isoardi 

During all your years of work for classical music, your work of conducting here 

in L.A. going back to '58, was there any attempt by the Philharmonic to support 

what you were doing or to contact you? Any kind of interaction between you 

and them? 

Hurte 

No, not as far as conducting was concerned. There were two things that I did. I 

attended a workshop by the American Symphony Orchestra League. 

Fleischmann was there, and I was there, and we talked. 

Isoardi 

When was this? 

Hurte 

But it wasn't any attempt of his to contact me. It's just that we were thrown 

together because- 

Isoardi 

Together in the same room or something. 

Hurte 

Yeah. That was a few years ago, maybe ten or fifteen or something. And the 

other situation was through the magazine. 

Isoardi 

Lyric magazine? 

Hurte 

Yeah. Now, they liked Lyric magazine and they- Of course, I tried to do some 

things by- It's in the drawer. I had written up articles. I wrote an article on one 

of the conductors. Oh, what is his name? 

Isoardi 

Of the L.A. Philharmonic? 

Hurte 

Of the L.A. Philharmonic. I did an article. 



Isoardi 

It must have been a black conductor? 

Hurte 

No, it wasn't. I also did an article on the Music Center when they first built the 

Music Center. I did an article on the Music Center showing the various pictures 

and the rooms and the chandeliers and all of that sort of thing, how it came to 

be built. I did an article on that. They liked that. 

Isoardi 

Why did you write the piece on that conductor? 

Hurte 

I was making the magazine an interracial magazine. It started out being almost 

all black, but as time went on I was trying to attract other music people. It was 

going to be a music magazine, not a race magazine of any kind. So I did articles 

on various conductors who had appeared there and artists who had appeared 

who were not black artists. Even though I did Leontyne Price, I still did articles 

on other artists. When we get through, if you remind me, I'll show you some of 

the articles and some of the magazines and so on. But that's what happened. I 

was trying my best to not be prejudiced about what went into the magazine. I 

just wanted music. I wanted whites to know what blacks could do in music. I 

wanted blacks to know what whites were doing in music. It wasn't beyond me 

to invite them to the Music Center to see a concert and that sort of thing. I was 

concerned, too, about our young people. I said in an editorial, "Take your 

young people to the L.A. Philharmonic. Expose them to good music. There's 

other music that they should be exposed to other than Michael Jackson or rap 

and that sort of thing." That was sort of a goal of mine. I was very concerned 

about our people. I guess it almost brings tears to my eyes right now just to 

think about it, but all we were doing was letting them play any kind of music 

they wanted and listen to any kind of music, see anything on TV that they 

wanted to see. I didn't think that that was educational. I didn't think that it 

would properly give them the enrichment that they need for their lives. So that's 

the reason I did that. 

Isoardi 

Very powerful. Do you feel satisfied with your contribution toward that? 

Hurte 

Yes. I wish I could have done more, but I do feel satisfied. You see, the 

Inglewood Philharmonic helped me do that, because the Inglewood school 

district let me bus kids from the schools to our concerts. The elementary 

school, the junior high schools and so on, they would make sure that buses 

were provided. We gave youth concerts at those schools, and they were invited 

to come. We'd get standing ovations from them. Now, those kids were 90 

percent black. So I feel fulfilled in that respect. 



Isoardi 

Those must have been wonderful moments when you got ovations like that 

from those kids. 

Hurte 

Yeah, they were. It would bring tears to your eyes. 
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Isoardi 

Leroy, let me go back and ask you two things that we might have skimmed 

over or actually not even touched upon previously. But first off, I know among 

the many things that you've done, which is an amazingly impressive list, one 

thing you mentioned in passing but we didn't go into any further was going to 

Los Angeles City College [LACC]. 

Hurte 

Oh, yes. 

Isoardi 

When did you find time to go to LACC? And why did you go? 

Hurte 

That was the time that I felt I needed to go ahead and get more education. 

Isoardi 

When was this? 

Hurte 

Let me see. That had to be in the fifties, maybe. 

Isoardi 

After you came back from New York? 

Hurte 

That was after I came back from New York, yes. At that time I had my music 

store on Adams Boulevard. Let's see. Am I right now? Yeah. So I went ahead, 

and I took some pretty heavy courses. In fact, I think I took at least fifteen or 

sixteen units one semester. 

Isoardi 

That's a full-time load. 

Hurte 

That is a full-time load. I guess I must have been in a hurry to try to get 

something done because I knew I was growing older. I felt that I should have 

been in college right after high school, but my folks weren't able to send me at 

that time, so I had to wait until I could afford to do it myself. 

Isoardi 

Did you have any orientation? Or were you just taking a general liberal arts 

curriculum? 



Hurte 

I was majoring in music, but it had to be liberal arts, because I was working 

toward a degree at the time. I was going to work toward a B.A. That's one 

reason I took such a heavy load. The interesting thing about it is I had already 

had a lot of music, and when I went in there and said I'd like to major in music 

they weren't sure exactly where they were going to start me. 

Isoardi 

Well, considering you had spent a year at [the] Juilliard [School]- [laughter] I 

mean, that- 

Hurte 

[laughter] Yeah, that's true, too. 

Isoardi 

They probably didn't know what class to put you in or whether to put you on 

the faculty. 

Hurte 

Yeah. [laughter] Anyway, they said, "Well, let's find out. Let's give you an 

exam in-" Was it called Methods-? No, not Methods and Materials. 

Musicianship I. They were graded: Musicianship I, then the next would be 

Musicianship II, and then Musicianship III, and all that sort of thing. 

Isoardi 

Right. 

Hurte 

So I took the first test and passed it. They said, "Okay. Let's give you the 

second one." I took the second one and passed it. [laughter] So I ended up 

deciding, "Well, let me start with Musicianship III." So I started with 

Musicianship III. I don't think there were but four altogether in that particular 

category. And it had to do with harmony. The first one I think was music 

theory and that sort of thing. So I went ahead and took it. Of course, I got an A 

or two. I was really looking for my material on that, but I did pretty well grade-

wise. 

Isoardi 

So how long were you at Los Angeles City College? 

Hurte 

I was there about a year and a half. I had acquired almost enough units to 

graduate. I think I was about ten or so short. For example, if they needed 

seventy units, I had sixty. If they needed sixty, I had fifty or something like 

that. 

Isoardi 

So you never got the degree? 

Hurte 



Not at City College I didn't. That was after I came here, and that was just about 

a year and a half ago. I went ahead and said, "I'm going to finish and go on and 

get some kind of a degree right here and get it over with." So I wrote to City 

College, and they sent me my- What do you call them? 

Isoardi 

Transcripts? 

Hurte 

Transcripts. And I got transcripts from other places and found out that all I 

needed was about eight or ten units. I believe it might have been eight. 

Isoardi 

Just a couple of courses? 

Hurte 

Yeah, just a couple of courses. 

Isoardi 

So you finished? 

Hurte 

So I finished. I finished right here a year and a half ago. 

Isoardi 

At Victorville College? 

Hurte 

Victorville College. [laughter] 

Isoardi 

Congratulations. 

Hurte 

I have the diploma downstairs. You may have seen it on the wall. And then in 

the next few weeks Phi Theta Kappa asked me if I would be interested in 

becoming a member. They invited me there, so I became a Phi Theta Kappa. 

[laughter] I said I might as well go ahead and do it right. [laughter] But my 

original idea was to at least go ahead and get the bachelor's and maybe go 

further than that if I could, but I decided that now I don't see too much 

advantage in getting it since I've retired and everything. 

Isoardi 

This is at the point where they should be giving you honorary degrees. 

[laughter] I think that is what is in order now. 

Hurte 

[laughter] Yeah, that would be nice. People started calling me doctor anyway: 

"Dr. Hurte, Dr. Hurte." I had to tell them, "Not yet." [laughter] Yeah. 

Isoardi 

I guess perhaps the main reason you came back here and what you started 

doing when you first got back here was conducting an orchestra. 

Hurte 



Yes. 

Isoardi 

You put together the Angel City Symphony. 

Hurte 

Yes, that's right. 

Isoardi 

Maybe you could talk a bit about what it was like trying to break into this very 

closed field of conducting European classical music in general. Any stories 

about that? How tough was it? Was there any kind of support to encourage, 

especially, young black conductors? 

Hurte 

No, very little. Now, I joined the National Association of Negro Musicians, and 

of course they were very encouraging. They would invite artists to programs 

and so on that they would put on. And they had scholarships and that sort of 

thing. They were the main organization, I think, that was really trying to push 

classical music and-well, for want of a better term I'll call it-the European 

tradition. They were very anxious to try to get more of us, because they felt it 

was not only an educational thing but it was an enrichment thing, too, and that 

blacks should really be in that and not just stopping at jazz and blues and that 

sort of thing. 

Isoardi 

Who was this organization? 

Hurte 

At the time I joined it Albert McNeil was the president of it. 

Isoardi 

Based where? 

Hurte 

Right here. Well, it was already a national organization, but it didn't have a Los 

Angeles branch. So they started a Los Angeles branch, and they named it after 

a very excellent soloist by the name of Georgia Laster. She was quite a 

classical soloist, artist, so they named the branch after her. It's called the 

Georgia Laster branch of the National Association of Negro Musicians. I'm 

trying to remember some of the other presidents. The last president that I recall 

was Fanny Benjamin. She was quite an artist, one of the top organists in the 

city. So she was the last president I can recall. I'm still supposed to be a 

member, but since I've been up here I haven't attended any of the meetings or 

anything like that. 

Isoardi 

Is the organization's focus European classical music? Or is it more general? 

Hurte 



It's more general than that. We focus on Negro spirituals and I guess you could 

say all kinds of music. But I guess their specialty or their aim was toward 

blacks knowing more about classical music and the classical tradition and how 

it started and what blacks have been involved in it and so on. 

Isoardi 

So other than this organization, was there any other support for someone with 

your ambitions? Was there any support you got from anywhere else? 

Hurte 

No, I don't recall any other support. Now, we had the organizations like the 

Southeast Symphony Association and the Angel City Symphony Society. Part 

of our aim, part of our goal, was to steer young blacks toward that kind of a 

vocation, establish themselves in those kinds of vocational goals, I would say. 

And of course, as far as my symphony orchestra, which was the Inglewood 

Philharmonic [Orchestra], some of our objectives were searching out within the 

community outstanding musical talent who, because they didn't have any other 

opportunities, needed that help to further their artistic development.And then 

another one of our goals was to enrich the youth of the community by exposing 

them to music of famous composers. So those were some of things we wanted 

to do. Especially composers like William Dawson and William Grant Still, who 

were excellent composers. The music that they composed, as far as I'm 

concerned, was equal to any European music that I'd ever heard, because they 

composed classical music. Just like William Grant Still took the blues idiom 

and turned it into a classical vehicle by using the classical style. I think what he 

did was about twenty minutes long, twenty or twenty-five minutes long, just 

like a regular symphony. When he wrote his Afro-American Symphony it was 

based on blues themes, but it had everything in it that was traditionally 

European. So our goal was to introduce these musicians and their music. Just 

like I said, we had done at least a half a dozen or more pieces by William Grant 

Still, and there were times when he and his wife [Verna Arvey Still] would 

come to our concerts and listen, and we would introduce them and 

everything.But other than that I can't think of any other organization that was 

trying to point us in that direction at all, in the classical direction. 

Isoardi 

So there was really no support for you in doing this. You came back here on 

your own- 

Hurte 

Yes, that's true. 

Isoardi 

And there was no one here that was- I mean, there was no Music Center [of Los 

Angeles County], of course, then. But the L.A. [Los Angeles] Philharmonic 

[Orchestra] had no kind of outreach program or internship program? Nothing? 



Hurte 

Nothing like that. No, nothing like that. As I mentioned once before, William 

Grant Still was the first black conductor to conduct at the Hollywood Bowl. But 

there was a Henry Lewis who was either the first or one of the first black artists 

to play with the L.A. Philharmonic, to be a regular member of the L.A. 

Philharmonic. So that was a little help in a way. But the only time that blacks 

would attend the concerts would be if there was something going on that 

included a black person. They would attend the Marian Anderson concerts and 

all of that sort of thing, but other than that they didn't. 

Isoardi 

Well, this raises a general question. Let's see what you think. What's the 

importance of bringing the European classical tradition to the black 

community? I mean, as you have spent the last thirty-five years or so doing. 

Hurte 

Well, I feel that I can compare that with other things. Let's say art in general. 

We need to go back and look at the background of some of the arts. For 

example, go back to Rome, Italy. Look at artists like Da Vinci and 

Michelangelo and so on. I think that we need to go back and see what they have 

done before we can even go further than that. See, I would like to see, for 

example, the statue- I think it's the statue of David by Michelangelo and things 

like that. I think it's an enriching thing. I think you're not really educated until 

you can go back and absorb some of those things. 

Isoardi 

Perhaps the best of what other cultures, then, have to offer. 

Hurte 

That's right. That's correct. So as a result of that there have been black artists 

who have done excellent work, painting and sculpting and that sort of thing, 

musical composition. I just think it's part of being educated. But it also, as I've 

always said, enriches your own life. 

Isoardi 

One other thing that we haven't really touched upon much is family life. 

Hurte 

Family life? [laughter] 

Isoardi 

I mean, it could almost be that, well, there wasn't any, because you were doing 

about twenty different things at any one time during your life. But did you have 

time during this period to raise a family? 

Hurte 

Yes, barely. I was first married- Oh, let's see. I remember I was married when I 

got into the Bronze Recording Company. For a while I used my home for my 

office and that sort of thing. And I got all of the cooperation I needed from my 



wife. She could understand what I was trying to do, and she was very 

cooperative. We had a couple of children under that marriage. 

Isoardi 

How many kids? 

Hurte 

Two. 

Isoardi 

What are their names? 

Hurte 

Leroy [Hurte] Jr. and Sylvia Ann Hurte. Leroy Jr. finally went to college, and 

I'm not sure what he's doing now. He's in Alabama or Tennessee. He was in 

Alabama; I think he moved to Tennessee. But he's doing pretty well there. He's 

gotten married. And the girl, she got married. She was working for the 

newspapers for a while, the Los Angeles Sentinel, but what she liked was typing 

and that sort of thing, so she did a lot of that out of the home-typist and 

secretarial work and that sort of thing. I think she's still doing it. She lives in 

Los Angeles. She was married too and had a daughter. 

Isoardi 

So you're a grandfather. 

Hurte 

I'm a grandfather. So this last marriage took place around the early 1970s, 

about '72 or '73. So it's a little over twenty years. And I think I was most 

successful in my aims and objectives during these last twenty years, because it 

was then that the Angel City Symphony started. Well, no, I think it was a little 

after Angel City Symphony. But the Inglewood Philharmonic definitely and 

part of the magazine that I was publishing [Lyric]. I was doing that. I owned a 

music store [Lyric Music Store] at the time. And that was also the time that I 

was able to finish my education up to this point anyway. 

Isoardi 

What is your wife's name? 

Hurte 

Her name is Hazel [McCloud Hurte]. That's the present one. 

Isoardi 

And your first wife? 

Hurte 

Eddie Marie [Patterson]. 

Isoardi 

Are there any musical inclinations in your children or grandchildren? 

Hurte 

I don't think there's too much. The boy was interested at one time in some 

things, but he became more business oriented, and he opened up his own 



business there for a while in Los Angeles on Central Avenue. Finally he 

decided he wanted to go on and finish college, too, so he went down South and 

finished college and started his own business. 

Isoardi 

What kind of business did he have on Central? 

Hurte 

The title of the business was Shirts and Things. 

Isoardi 

Clothing? 

Hurte 

Clothing. So it was pretty nice. He was doing pretty well with it, but then he 

wanted to go back and finish some education. So I think he has a store now. I 

believe it might be a bookstore or a music store or something like that. 

Isoardi 

Let me ask you a big question. Looking back now, how important was Central 

Avenue? I mean, why should we remember it? What did it contribute? 

Hurte 

Well, Central Avenue was very important because it was a time when- First, it 

was a home, so to speak, for blacks when they couldn't live anywhere else 

because of the restrictive covenants and that sort of thing, and it was there that 

we were able to grow. We sought jobs, of course; they were not too easy to 

come by. But it was Central Avenue where we began to realize that we had 

something going for ourselves and that we needed to push it and develop it and 

try to build it up not just for ourselves but for our children that were coming 

along. We wanted to have something, first, that they could be proud of and, 

second, jobs that they could do, education that they could receive. And we felt 

that we also had a heritage that needed to be told and brought forward and 

continued, because we did have people who were very, very instrumental in 

building their neighborhood, building their careers, building their nationalities, 

so to speak. Naturally we wouldn't want that to just die out and go by the 

wayside and never be known. So this was a place where we could do that. We 

were gathered, we were together, and we knew that we would need to help each 

other in so many areas, so many ways, and build role models for our children, 

and so on.Just like the newspapers theCalifornia Eagle and the Los Angeles 

Sentinel kept us informed and helped us to overcome certain things. Just like 

Leon [H.] Washington [Jr.] had a slogan, "Do not spend your money where you 

can't work." Leon Washington was the founder of the Los Angeles 

Sentinel. And of course, after he died his wife [Ruth Bromel Washington] 

carried it on. But he established this slogan, and it made us conscious of the 

importance of economics in our community, too. 

Isoardi 



What was the context of that slogan? What situation did it come out of? 

Hurte 

It came out of the fact that there were so many places where we could not be 

employed. 

Isoardi 

On Central Avenue? 

Hurte 

Well, not necessarily on Central Avenue but in Los Angeles in general. As I 

had mentioned before, we didn't have any policemen, there were no firemen, 

there were no jobs other than perhaps manual jobs, and we felt that if our kids 

went to school and studied that they would be worthy of more than just a 

manual job. My father [Charles Hurt] was a janitor for almost forty years, and 

naturally he didn't want me to go to school and then come up doing exactly the 

same thing. So I went to school, and I studied a lot of things, and I didn't want 

my children to come up doing the same things either.So if we couldn't work in 

a place, why spend your money there? Spend your money in places where you 

could work, and perhaps in our own community, so that it would circulate 

within that community. We would be helped with the money that we made 

rather than it going out of the community and we never seeing it again, never 

being able to use it again or anything like that. That was the whole idea. So that 

slogan stuck. It was a very good slogan, and I think it did a lot toward helping 

the black people in Central Avenue or in any-what I would call-ghetto. Because 

it wasn't just Los Angeles. It was New York, it was Chicago, it was Atlanta, it 

was all over the United States, where we felt that we needed to make some 

headway, because it looked like we were here to stay. So we were going to 

need to do something like that. That was the idea.And here Leon Washington 

was very cooperative. He used his newspaper to help us in many ways. I could 

write any article I wanted to about my business and he would publish it, no 

charge, publish the article. Of course, if we were advertising it would be a 

different thing; he had to keep his business going, too. So we would spend our 

money with him and advertise with him. But then it encouraged other business 

activities, just like the Golden State [Mutual] Life Insurance Company and the 

funeral homes. We had about three or four or five funeral homes in the district; 

about three of them were on Central Avenue. We felt the same way about any 

occupation that we would go into. We wanted to build it up. We wanted to be 

able to hire people and keep the money in the community so that it could help 

us, circle around and help us, not just take it out of the community 

completely.So in order to have places like that, in order to have a newspaper, 

we had to have journalists, maybe, who had come out of school, who had 

studied it. We had to have typists. We had to have people who knew the 

advertising business and had to have salespeople and all of that. So we wanted 



to put that to work within our own community as much as we could but not 

exclusively so, because there's only so far you can go without getting jobs in 

other fields. Those fields might not be on Central Avenue, but they were in the 

downtown area. Clerks, for example. We wanted some of our people to be 

selling at Bullock's and May Company and the Broadway and that sort of thing. 

A lot of them could take that same information and that education and bring it 

back to the community-open up a store ourselves and so on. So that's the way it 

worked. 

Isoardi 

Do you think this had an influence upon your own life in the sense that 

certainly you've been an entrepreneur as well as many other things? 

Hurte 

Yes, it did. Of course, that helped me with the Bronze Recording Company and 

helped me with my music stores, and it helped me even with my conducting. 

Because what I wanted to do, I wanted to see our people who would not go 

downtown to the L.A. Philharmonic come to the Angel City Symphony and 

understand that we could do- We had conductors and composers and singers 

and so on that maybe they hadn't heard before. And we weren't just confining it 

to that, because we wanted them to also hear symphony orchestras in general 

and maybe learn about the opera singers and so on. Sometimes it inspired us to 

want to do the same thing. We had young people who could sing exceptionally 

well and beyond the scope of jazz and blues. We felt that their voices should 

develop and that they should have the opportunity to exploit their own voices in 

the same way. So that was one of the things I wanted to do. I knew that we had 

a jazz artist who could play saxophone and clarinet and trumpet and all that sort 

of thing, but I wanted also to introduce them to the other tradition, the 

European tradition. Because we also had composers who could compose as 

well as any composers. And they weren't just here in California or the United 

States, they were all over. One of the first songs that my orchestra did was a 

work by an African composer. 

Isoardi 

Which was that? 

Hurte 

Let's see. What is his name? I can't think of his name right now. Anyway, I was 

able to find the music that had been written and was published, and we 

performed it. I can't think of his name but I can look it up. I have it in these 

papers here somewhere. [Fela Sowanda]So that was what I wanted to do. I 

wanted to introduce what we call good music or classical music to our people, 

because I felt that they would become helped and enriched by it, educated by it. 

I felt that would be the only way that we could do something with our future 

that would preserve some of the things that we have done. I've composed 



music, too. I've composed a few classical things, and I'd like to get them heard. 

We have young people who would like to play them and would like to compose 

similarly. So we wanted to build that up. 

Isoardi 

Any final thoughts or comments, maybe some things that we haven't touched 

on yet that should be mentioned on your part? 

Hurte 

Well, I don't know whether I properly answered the problems of my conducting 

and getting jobs and that sort of thing. Yes, it was difficult. I remember I've had 

the same things said to me, such as, "Why do you want to be a conductor? 

There are no black conductors. What do you want to go to school and study that 

for?" [laughter] And that was said to me too when I was searching trying to get 

into a radio school. A certain radio school said the same thing. And believe it or 

not, when I came here from New York I went to one of our big colleges. I don't 

know if I should mention the name or not. 

Isoardi 

Why not? 

Hurte 

[laughter] I wanted to study conducting at USC [University of Southern 

California] and- Well, this might have been a little different. USC said they 

wanted to know where I had studied and all of that. I told them about Juilliard 

and this, that, and the other, and they said, "You already know more than we 

can teach you." And of course, naturally I didn't believe that. But they said, 

"You have been to Juilliard, you have done conducting and everything. I don't 

know what we could teach you." So that was almost the end of that, but 

eventually I did get into USC, and I took one course under Dr. Lucien Calliet. 

He was a music professor at USC. 

Isoardi 

Was it a course on conducting? 

Hurte 

It was not a course on conducting. It was a course on orchestration and 

transposition, writing for orchestra and instruments and that sort of thing. Now, 

at that time I guess the reason I couldn't get into conducting class- They had the 

USC Symphony, and there was quite a distinguished person conducting it, and 

they just felt that there was no place for me there. But things like that- You just 

have to keep on going. You can't take their word for it. You just have to keep 

right on going.So when I went to the National [Radio and Electronics] Schools, 

and they told me that there were no jobs for black people in radio. I went to the 

Urban League. The Urban League took the situation up with them, and the next 

week or so I was in. [laughter] 

Isoardi 



Too bad you didn't do that to USC. [laughter] 

Hurte 

Yeah, that's true. So the jobs were difficult. I think I mentioned once before, 

one reason they were so difficult was because the conductors wanted their jobs. 

They were a little afraid, and they wanted to hold onto them. They would do 

anything to hold onto their jobs, their conducting positions. So they were a little 

hesitant to get- Some didn't want guest conductors to come and conduct their 

orchestras, but then when they found out that their jobs were stable and 

everything, they began to loosen up a little bit. I guess that was one of the 

reasons.But when I came here I had tried very hard to conduct the Los Angeles 

Philharmonic. And this was in the days when Alice Taylor was the manager of 

the orchestra. That was a long time ago. And they were at the [Los Angeles] 

Philharmonic Auditorium. And she was pretty sympathetic. She said, "We'll see 

what we can do about it." She worked on it, tried to get something done, but 

she couldn't accomplish anything on it. Later she went to the Honolulu 

Symphony as manager, and someone else came to Los Angeles to manage. And 

I have been trying with almost every conductor.The first conductor to give me 

an opportunity was Zubin Mehta. He gave me a chance to audition, but there 

were two of us auditioning. The other was Calvin Simmons. We both 

auditioned with the orchestra. He told me what he wanted me to play, 

Schubert's Symphony no. 3, which I don't even remember having heard before 

that time. But I learned it, memorized it pretty well, and auditioned it for the 

orchestra. Of course, Calvin Simmons had some advantages that I didn't have. 

He was, I think, an Exxon artist, whatever they called it [Exxon Arts 

Endowment conductor], and he was highly recommended by them, and I didn't 

have anybody pushing me. 

Isoardi 

Certainly not a multinational corporation like Exxon. 

Hurte 

That's right. So he got the job as assistant conductor. But at least I was given 

the opportunity to audition for them. I thought the audition went quite well. I 

had my wife there; she heard it. And a friend of mine was there; he heard it. It 

brought tears to his eyes to even see that happening. So I think if Mehta 

had continued there, I probably would have been able to guest conduct there 

sooner. But after a while those things- The conductors didn't have as much say-

so as the executive director, and Ernest Fleischmann entered the picture. He 

became executive director. He's the one who said, "You've got to get 

experience. We can't let you come and conduct until you have had experience 

conducting other orchestras." And I said, "Well, how can I get experience 

conducting orchestras if I can't get the chance to conduct other orchestras?" 

[laughter] 



Isoardi 

Catch-22. 

Hurte 

That's right. So I told him I had- At that time I had conducted about one 

hundred works, different things. My repertoire was up to about one hundred. 

He said, "Well, that's not very much. Most conductors do more than that in one 

semester." So I kept on. I got into the magazine, and I started working helping 

the Philharmonic. I don't know why. [laughter] 
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Hurte 

Well, I guess I do know why, too. I was interested in music and not the politics 

of music. I was interested in seeing blacks do things in music. I was interested 

in seeing blacks attend concerts even if they went to the L.A. Philharmonic, to 

the Music Center and those places. I felt that it was to their advantage, to our 

advantage, to learn more about that kind of music. I thought it would be 

beneficial in so many ways. So I would write in the magazine about their 

conductors, about the artists who came and appeared before them. And that 

might have softened them up a little bit, because they made it possible for me to 

attend the concerts. I was treated like a member of the press and so on. 

Isoardi 

Well, I'd hope so, because you were. 

Hurte 

[laughter] Yes. 

Isoardi 

That's what you deserved at minimum. 

Hurte 

Yeah, that's right. And finally, when I joined the American Symphony 

Orchestra League- That was an organization where most of the symphony 

orchestras in the United States were members, and a lot of the conductors and 

managers were members, including Ernest Fleischmann. So we met at a 

workshop, and I asked him again, and I think he was beginning to understand a 

little bit. But it didn't happen until I contacted a certain lady there at the [Los 

Angeles] Philharmonic [Association]. I can't think of her name. 

Isoardi 

What position did she have? 

Hurte 

I don't know whether it was a PR [public relations] person or not, but it was a 

pretty interesting, pretty healthy position. And she said, "Maybe it can happen. 

I don't know. Keep on trying." But then-I may have said this before-when they 



got into their outreach programs where they would go to various communities 

and give concerts, I talked to the lady, and I said, "Why can't you give a concert 

at my church [Tamarind Avenue Seventh-Day Adventist Church]? It's in 

Compton." She thought it was a very good idea, so she recommended it.I wrote 

the letter to Ernest Fleischmann and a couple of other people, and they said 

okay, they would do it. I said, "I would like to be a guest conductor." At first 

they said, "No, we have our own conductor. We'll have our own conductor 

there." And then I said, "Okay, then I guess we'll just have to cancel the whole 

thing." Well, they didn't want to do that because we had gone so far in working 

it out, so they finally said yes. 

Isoardi 

But you had to threaten them? 

Hurte 

[laughter] Yes, I guess that is true. Yeah, that is true. They had to be threatened. 

I had to take advantage of an opportunity there. 

Isoardi 

Sure. 

Hurte 

But then when they gave the concert, everyone was very satisfied. They wrote 

me a very nice letter saying how much they enjoyed the concert. I don't know 

whether I have it here or not, but they sent me one. Oh, it's in here. That's it. 

And the lady-I don't know her name-might be in there as one of those persons 

who answered the- Do you want me to read it for the record? I think that's the 

one. It said: 

Dear Leroy, 

We are forever thankful for your commitment to a successful orchestra performance at 

the Tamarind Avenue Church. The road was long and not without its rocky parts, but I 

think we are unanimous in our sense of the success of this concert. Thank you for 

your persistence in ensuring that the power of music endured. 

Leni Isaacs Boorstin  

Public Affairs Manager 

Isoardi 

Public affairs manager of the Los Angeles Philharmonic? 

Hurte 

Yes. So it took a lot of time.When I went up to Hanford, California, I wanted to 

guest conduct the Fresno Philharmonic. I sent Guy Taylor an album. 

Isoardi 

Who was Guy Taylor? 



Hurte 

He was the conductor of the Fresno Philharmonic at that time. And he was so 

impressed with the album. He said that's the thing that impressed him, the way 

I did the Schubert Symphony no. 8. That's the reason that's such an important 

subject here. 

Isoardi 

Oh. [laughter] 

Hurte 

He said yes. So I got a chance to conduct them. I did the Carmen suite [by 

Bizet] for them. 

Isoardi 

Wonderful. When was that? 

Hurte 

That was in Hanford, California, because I was living in Hanford for a while. 

Isoardi 

While you were teaching there? 

Hurte 

Yeah, while I was teaching there. That was 1970 or something like that, '70 or 

'71, one of those two dates. So that helped. And I did some other guest 

conducting locally. 

Isoardi 

Where else? 

Hurte 

Well, Elmer Bernstein started a symphony orchestra [Los Angeles Community 

Symphony Orchestra]. I may have mentioned that. 

Isoardi 

Yeah. 

Hurte 

And I was a guest conductor with his symphony. Then I was a guest conductor 

for the Southeast Symphony [Orchestra]. And I conducted the Angel City 

Symphony [Orchestra] in Watts. Then a fellow in Pasadena [George Garner] 

wanted us to give a special concert there in honor of Marian Anderson, which 

we did, and I was the conductor there. So it took time.The only thing I disliked 

up to this day was a very well-known conductor who was a performer in the 

Angel City Symphony under me- 

Isoardi 

A contemporary classical conductor today? 

Hurte 

Classical conductor today. He was under me. His father was also a Hollywood 

conductor, but he played cello or violin or something under me. I conducted 

him. Finally he rose and got to be conductor of a major United States 



symphony. I wrote him a letter asking if I could guest conduct, and I don't 

know what happened. 

Isoardi 

He never responded? 

Hurte 

I don't remember him- I think he responded saying he would keep it in mind, 

and that was the last I heard. 

Isoardi 

Disappointing. 

Hurte 

Yes. Yes, that was quite a disappointment. I don't think I should mention his 

name. 

Isoardi 

Oh, you don't want to? 

Hurte 

[laughter] So it was hard, but it wasn't an impossibility. I guess if I were about 

five or ten years younger now maybe things could happen. They are beginning 

to open up a little bit. But, you know, one of the things that has made it open up 

was the fact that for a while when I was a member of the American Symphony 

Orchestra League and I was on the board- They asked me to serve on the board 

of the Association of California Symphony Orchestras. I would attend their 

conventions, and conductors would ask me, "We would like to increase our 

audience. How can we get more blacks to attend our concerts?" I said, "Easy. 

Just have a few more black conductors up there and get a few more blacks 

performing in the orchestra and put one or two on your board of directors." 

[laughter] I think that's one of the things that made a lot of the orchestras finally 

decide to use more blacks in one way or another. Because they needed 

audiences, and times were getting hard during that time.So I guess that's- I can't 

think of anything else. 

Isoardi 

In looking back, are you fairly satisfied with your efforts? 

Hurte 

Yes, I'm satisfied with my efforts, because I have seen some results of my 

efforts. I have seen musicians who played under our orchestra audition for 

other orchestras and be accepted. Like the Santa Monica Symphony 

[Orchestra], the Glendale- My concertmaster was very good. He has performed 

with orchestras in Las Vegas, with orchestras under major conductors and so 

on. He's done very well for himself. My cellist was a black cellist. 

Isoardi 

Any names on these? 

Hurte 



Yes. My cellist's name was Constance Kelly. 

Isoardi 

What about your concertmaster? 

Hurte 

The concertmaster's name was Patric Morgan. I have him on a tape, too. I have 

some tapes of the orchestra. And Earl Raines has performed with our orchestra. 

He has preferred to go into writing and arranging, but he does something every 

year with his church, like the Messiah [by Handel] or some things of that type. 

He would use members of our orchestra as well as members of some of the 

other orchestras.We conducted the orchestra for the NAACP [National 

Association for the Advancement of Colored People] when they had their 

national convention here at the [Los Angeles] Convention [and Exhibition] 

Center. They asked me to perform. And we performed a Martin Luther King 

[Jr.] concert at one of the churches here [Saint John's Episcopal Church]. The 

press was there. They did something on it for the evening news. The mayor 

[Thomas Bradley] was there, and one of the top newscasters was there.I went to 

school, to Tanglewood [Berkshire Music Center], with Shirley Verrett, and we 

promised each other that we would help each other. 

Isoardi 

Really? 

Hurte 

I said if I got an orchestra together I would like to hire her to come and sing for 

us. "I'd like to hire you." And she said okay. She said if she ever accomplished 

anything she would try to get me in. She introduced me to her manager at that 

time, and we were trying to get some things done. So I gave a concert at [Los 

Angeles] Trade-Tech[nical] College about four or five years ago. She came, 

and we rehearsed. She sang some operatic arias and everything. 

Isoardi 

She's a wonderful, wonderful singer. 

Hurte 

It was very nice. So I have a lot of good memories. As my wife said, "You'll 

have roses December." That's your memories. [laughter]. 

Isoardi 

That's very nice. Any final thoughts? Anything else we might have missed? 

Hurte 

No, I don't think so. I think that all we have to do is don't give up. Just keep on. 

We may not be able to solve everything we want to solve in our lifetime, but at 

least we will have made enough inroads for someone else to come in and take 

over where we left off and go a little step further. 

Isoardi 

Leroy, thank you very much. 



Hurte 

Well, thank you. 
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